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Introduction

On July 10, 2019 the National Museum of Western Art (NMWA) and the
Wildenstein Plattner Institute (WPI) held the “International Symposium:
The Catalogue Raisonné: Archives and Documentation in the Digital
Age” in the NMWA Lecture Hall. This volume presents slightly edited
and revised versions of the papers delivered at the symposium.

As indicated in the Foreword of this volume by Mabuchi Akiko
(Director, NMWA), the impetus for this symposium was the Matsukata
Collection catalogue raisonné compiled by the NMWA. The cataloguing
of Matsukata’s Western art collection began at the NMWA around 2014,
and during that process, the long whereabouts-unknown work by Claude
Monet, Water Lilies, Reflections of Weeping Willows, was rediscovered
in Paris. At that point the only clue about the painting was a black
and white photograph and other information published in the Monet
catalogue raisonné. When we turned to the Wildenstein Plattner Institute
in Paris, the compilers of the Monet catalogue raisonné, for further
information on the work, they were extremely helpful, and thus began
many fruitful discussions between WPI and the NMWA regarding the
provenance of other Matsukata Collection works. At the same time, the
Institute was working on plans to hold their first symposium in Japan.
This led to discussions between Florence Sonier (Head, WPI Paris
Office), Sophie Pietri (Head of Archives, WPI), Pascal Perrin (Head of
Research, WPI), Jingaoka Megumi and Kawaguchi Masako about the
possibility of jointly holding a symposium in Japan on the subject of
archives and catalogues raisonnés. At the time the NMWA was in the
process of organizing its Upon the 60th Anniversary of the NMWA—
The Matsukata Collection: A One-Hundred-Year Odyssey exhibition,
which was held at the same time at the symposium. This symposium also
served as the public presentation of the results of research conducted by
Mabuchi, Jingaoka and Kawaguchi under the auspices of the KAKEN
Grant-in-Aid for Scientific Research (B): Scholarly Surveys of Matsukata
Materials Overseas and Art Provenance Research (fiscal 2016-2019).

The French organizers first proposed the keywords “art archives” to
the Japanese organizers, and this subject coincides perfectly with an
area of growing interest in Japan. On the other hand, in the study of art
history the comprehensive book including all of the works by a specific
artist or in a specific museum or collection is called a catalogue raisonné.
These books that are considered essential reference materials on artists
and collections are known in Japan, but it became apparent that the
essential nature of archival materials (letters, diaries, auction catalogues,
collection lists, photographic records, gallery labels) and documentation
(newspaper and magazine articles, exhibition publications) was often
overlooked in Japan. With that awareness of the current situation, we
focused on catalogues raisonnés whose importance has only further

heightened in the digital age, and considered the archival material and
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documentation used in the compilation of such catalogues. We aimed
to offer a new art history research-based approach which tended to be
under-represented in present archival contexts.

The five above-mentioned symposium planners and Mabuchi, along
with four additional researchers from Japan, France and the US—
namely Elizabeth Gorayeb (Executive Director, WPI), Paul Louis
Durand-Ruel (Archives Durand-Ruel), Yamanashi Emiko (Deputy
Director-General, Tokyo National Research Institute for Cultural
Properties) and Takeuchi Jun’ichi (Professor Emeritus, Tokyo University
of the Arts, Tea Ceremony Art Historian)— presented stimulating
reports from their own vantage points regarding the history, current
state and outlook of catalogues raisonnés and art archives. These varied
reports provided an opportunity for the entire assembly to conduct a
lively discussion of these issues. Approximately 130 art historians, art
museum curators, and those involved in the library and information
sciences along with art dealers attended the symposium, indicating the
depth and breadth of the interest in this theme. This volume presenting
the papers given at the symposium will hopefully provide stimulus for
new discussion and research on this theme. For the NMWA, celebrating
2019 as the 60th anniversary of its founding and continuing its research
on the Matsukata Collection which forms the basis of that founding, it
was a truly great joy to co-sponsor this international symposium with
important researchers from both Japan and overseas with the WPI,
renowned for its compilation of catalogues raisonnés.

We would like to take this opportunity to express our deep apprecia-
tion to the WPI staff, the presenters and to all of the participants at the
symposium.

We would also like to acknowledge those who helped with the
symposium and this publication, namely symposium moderator
Watanabe Shinsuke (Curator, NMWA and National Art Center, Tokyo),
Sakai Atsuko (Head, Education Department, NMWA), Matsuo Yuko and
Oki Shoko (Education Department, NMWA), Takahashi Etsuko, Matsui
Miki, Itagaki Yuki, Morioka Miki, Hirose Narumi, Tanaka Maho,
Ichinose Ayumi and Nakao Miho (Research Library, NMWA) for their
assistance with the event, Simul International, Inc. for simultaneous
translating on the day, Wada Ayano of Cogito Inc. for the publication of
this volume, and Judith Andreyev and Martha J. McClintock for the text

translations in this volume.

March 2020

JINGAOKA Megumi
Curator, NMWA

KAWAGUCHI Masako
Head of Research Library, NMWA
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Director, National Museum of Western Art

Opening Address
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Moderator: First, Mabuchi Akiko, director of the NMWA, will present
an opening address and explain the aims of today’s symposium.
Please welcome Director Mabuchi.

Mabuchi: Welcome everyone to today’s “International Symposium: The
Catalogue Raisonné: Archives and Documentation in the Digital Age.”
The NMWA and the Wildenstein Plattner Institute are co-organizers of
this event. I would particularly like to welcome all of those attending
today from New York and Paris.

I would like to now explain how this symposium came about.

As is well known, the NMWA is home to the Matsukata Collection, and
the current Matsukata Collection exhibition marks the 60th anniversary
of the founding of the NMWA. Prior to this year, the NMWA staff had
begun surveys of Matsukata Collection related artworks and materials
with the aim of publishing a Matsukata Collection catalogue raisonné.
The result is the two-volume Matsukata Collection: Complete Catalogue
of the European Art.

The discovery of a damaged Claude Monet painting occurred during
our Matsukata Collection research. Given our need for suitable-for-
publication photographs of this newly rediscovered work, Water Lilies,
Reflections of Weeping Willows, for use in our catalogue raisonné, we
contacted the Wildenstein Plattner Institute (referred to here as WPI),
publishers of the Monet catalogue raisonné. Our curator Jingaoka Megumi
visited Paris and was able to view silver print photograph of the work
which had been published in their catalogue.

The phrase “monuments historiques” stamped on the back of this
photograph—a term that refers to the French national organization in
charge of historic buildings—Ied us to the Médiathéque de ’architecture
et du patrimoine, just outside Paris, that today houses these “monuments
historiques” materials. There we discovered more than 300 glass plate
negatives of Matsukata Collection works. The discovery of these materials
was in time for their inclusion in a supplement to the 2nd volume of our
Matsukata Collection catalogue raisonné.

At that time the WPI became aware of our activities and suggested the

holding of this symposium.

I myself have studied Monet since my student years and have
found the 1st volume of the Monet catalogue raisonné published by
Wildenstein in 1974 to be an invaluable resource. And I never forget
how not long after its publication a French researcher whom I had known
long presented me with a copy of the catalogue. Since then the Monet
catalogue raisonné has expanded to five volumes, a publication which
has helped me in various instances. I would like to express my heartfelt
thanks for the publication work involved in providing this essential
information for research.

The Documentation du musée d’Orsay has been another important
resource in my research. This archive holds various files which are made
widely available to scholars worldwide, and these files are regularly
updated with new materials. The act of providing these materials
to the public is underscored by the noble aim of contributing to the
development of art history research. The member museums of Japan’s
Independent Administrative Institution National Museum of Art also
strive to share information on the works in their collections, and as
part of this process, have spent the last several years creating a publicly
accessible database of such information. To the greatest degree possible,
today this database includes all available historical information on
collection works. We continue to improve these offerings on an ongoing
basis.

Of course, such activities involve various mishaps. In order to avoid
problems and overcome such issues, we hope that this symposium will
provide an opportunity for the broad discussion of such topics as the
standardization of material organization and dissemination, how to
ensure and continue staff development and funding, and directions for
the future. I am delighted that the WPI can share their extensive experi-
ence in these matters with us all today, and hope that today’s event will
allow further discussion of issues related to catalogues raisonnés in the

future. Thank you for your kind attention.

Moderator: Thank you, Director Mabuchi.

(Translated by Marth J. McClintoch)
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Elizabeth GORAYEB

Executive Director, Wildenstein Plattner Institute

Wildenstein Plattner Institute:
Reinventing Catalogue Raisonné and Archival Research for
the Digital Generation
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Good morning, everyone. On behalf of the Board of Directors of the
Wildenstein Plattner Institute, Ms. Stefanie Plattner and Ms. Vanessa
Wildenstein, as well as our founders Guy Wildenstein and Hasso
Plattner, I would like to thank the National Museum of Western Art
for organizing today’s symposium. And I would also like to express
my gratitude to the museum’s esteemed curators and directors for their
generosity in welcoming the WPI to Tokyo. I am here today with my
colleagues from Paris, Florence Sonier, Pascal Perrin and Sophie Pietri,
along with our venerable consultant Paul Louis Durand Ruel, and we
are honored to take part in this event. On a personal note, this is my first
time visiting Japan, and I am thrilled to be here. It is also the first time
that the Wildenstein Plattner Institute has ever participated in a confer-
ence in Asia, and we hope it will be the first of many. We also hope that
our presentations today will clarify the services that we can offer to the
international art historical community, and that our discussion here will
yield new avenues for collaborations with art historians, archivists and
curators in Japan. Thank you so much for this opportunity to introduce
ourselves to you in such a prestigious forum.

I’d like to begin by telling you about who we are as an organization.
The Wildenstein Plattner Institute, Inc., (also called the WPI) is a not-
for-profit, private American foundation that is headquartered in New
York. Together with our sister organization, the Fonds WPI in Paris, and
our computer technology team in Berlin, we are working to make art
history accessible to a “digital” generation. (fig. 1) Or, as our mission
states, the Wildenstein Plattner Institute is dedicated to the study of art
history and to fostering the accessibility, cataloguing and digitization
of archival materials that support the publication of digital catalogues
raisonnés and other critical research in the field.

What does that mean? We believe that there is a need for art historical
material—archival photographs, artists’ correspondence, exhibition
checklists, etc.,—to be preserved for the future and to be accessible
to scholars, artists, art collectors, art market professionals and art
history enthusiasts in general around the world. (fig. 2) Traditionally,
this material is often locked away in a library or private facility, only
accessible to a select few who have the means to travel or the privilege
of special access. And because these materials are fragile, they must be
protected from environmental degradation, overhandling and general
neglect. Paper, color ektachromes and glass plates cannot be expected
to stand the tests of time, but the information that they carry must be
safeguarded.

In response to this need, the WPI has built an internet-based techno-
logical platform that will host the digitized scans of these materials so
that they can be shared and searched over the internet. (fig. 3) We will
also be publishing digital compendiums of the artworks attributed to
leading artists, including Monet, Renoir and Gauguin. These compen-
diums are known as “catalogue raisonnés” or “critical catalogues,” and
they are important for documenting the entire production of an artist’s
career. My colleague Pascal Perrin, who is the Head of Research at the
WPI in Paris, will be discussing this in greater detail later in today’s
program.

As I will show you momentarily, the WPI’s digital catalogue raisonnés

will also “link” to digitized archival material, such as artists’ estate lists,
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dealers’ stock books, exhibition catalogues and historic critical reviews
and publications, that relate to these works of art and their provenance.
(fig. 4)

Before I elaborate on the process, I’d like to explain how this all came
into being. I’'m showing you an image of Guy Wildenstein (fig. 5), who
is the patriarch of the Wildenstein family of art dealers. You may know
the name Wildenstein from the Tokyo gallery famous for selling some of
the most prestigious examples of Impressionist and Post-Impressionist
works of art. The Wildensteins also had galleries in Paris and London,
and today they maintain their gallery in New York. In addition to
their galleries and art dealing business, the Wildenstein Family also
created the Wildenstein Institute, an independent organization in Paris
that supported historical research and writing on Renaissance and
Impressionist art (which was, incidentally, the stock and trade of the
Wildenstein Gallery).

The Wildenstein Institute also funded and enabled the creation of
artists’ catalogues raisonnés, including the ones that you see here on this
screen. (fig. 6) For over half a century, the Wildenstein Institute was the
leading authority on the scholarship of these artists, and the entity the
art market would consult when the attribution of a work of art was in
question.

Since the early 1970s, the treasure trove of archival holdings at the
Wildenstein Institute was private property. (fig. 7) The holdings were
never intended to be used for anything other than the publication of
the Institute’s catalogues raisonnés, and therefore they were not main-
tained in optimal archival condition or inventoried with the intention
of ever making them public. Materials in this storied archive include:
the scholarly papers, correspondence and research notes of every art
historian who ever published with the Wildenstein Institute’s thousands
of dossiers on works of art that were presented for study to the com-
mittees at the Wildenstein Institute’s unique stock books of 19th and
early 20th century art European dealers’ thousands of annotated auction
catalogues and annotated exhibition catalogues from around the world
and countless images of works of art that had been studied over the years
by the Institute’s scholarly affiliates.

Following the death of Daniel Wildenstein in 2001, the succeeding
generation of the Wildenstein Family had more philanthropic ideas
with regard to the future of the Wildenstein Institute. Guy Wildenstein,
along with his daughter Vanessa Wildenstein, were mindful that all of
the scholarly information compiled by their family and housed at the
Wildenstein Institute in Paris (fig. 8) would be of great benefit to the art
historical community at large.

In 2016, Guy Wildenstein and his family made the groundbreaking
decision to transform the archive of the Wildenstein Institute into a state-
of-the-art resource for art historians. This could be made possible, they
knew, by joining forces with a leading figure in the world of technology,
Hasso Plattner.

Hasso Plattner, pictured here (fig. 9), is a German tech industrialist
who is responsible for the global software and database company, SAP.
Dr. Plattner is also an international philanthropist, and his German-
based foundation, the Hasso Plattner Stiftung, provides financial

support for select charitable projects around the world. To date, his
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most influential philanthropic efforts are in education, and include the
leading computer science and engineering school in Germany, the Hasso
Plattner Institute, as well as the Hasso Plattner Institute of Design at
the Engineering School of Stanford University in Palo Alto, California.
Most notable among Dr. Plattern’s involvement in the art world is his
creation and support of the Barberini Museum in Potsdam, near Berlin.
(fig. 10) His other philanthropic activity in the art world is the support of
the Wildenstein Plattner Institute.

As an art history enthusiast and big data specialist, Dr. Plattner un-
derstood the importance of the historical documentation that supported
and justified the cultural value of works of art. He also recognized that
“rarefied” art historical data, otherwise known as archives, could be
made more accessible with state-of-the-art innovations in computer
technology and data sharing. The Wildenstein Institute, which was
replete with this type of under-utilised, uncatalogued and under-pre-
served information, was the perfect partner for such an endeavour.

Together, Guy Wildenstein and the Hasso Plattner Stiftung formed
the Wildenstein Plattner Institute in New York. The WPI is an entirely
new and distinct organization from the Wildenstein Institute, and we
are not affiliated with the Wildenstein Gallery in any way. To endow the
WPI with art historical resources, the Wildenstein Institute gifted the
new foundation the entire contents of its invaluable archive and library
in Paris, along with the copyrights to all of the publications it produced
over its history. The WPI is now committed to digitizing all of that
documentation, formerly housed at the rue la Boetie in Paris, and we
are also work to complete and update select catalogues raisonnés that
were formerly under the sponsorship of the Wildenstein Institute. Our

methodology, however, is different. (fig. 11)

As an American not-for-profit organization that receives its funding from
a German not-for-profit organization (the Hasso Plattner Stiftung), the
WPI is beholden to the strict regulations of both U.S. and German tax
code. This means that all of the money we spend must be for charitable
purposes. For us, that purpose is education. This is why we are choosing
to make all of our research accessible to the public, and we have created
a web-based digital platform that will enable this access.

The access will be provided by two key features: Our archiving tool
(fig. 12) and our digital cataloguing tool. (fig. 13)

The archiving tool will be the portal on which we will store all of the
archives that we are currently scanning in Paris. As I mentioned, these
archives were compiled to support the researchers collecting information
for each catalogue raisonné project. My colleague Sophie Petri, who is
the Head of Archives at the Fonds WPI in Paris, will be discussing the
archive in greater detail later this morning. During that process and over
the last half-century, it was never anticipated that these archives would
be used for any other purpose. For that reason, the archives were never
systematically inventoried in the manner of a traditional archival reposi-
tory. This means that our job is not only to digitize the archives, but also
to create a finding aid and classification system for them. Once they are
digitized, select elements of the archive will be searchable and accessible
to the public.

There are several challenges to this endeavor:
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Copyright
We must ensure that the materials that we display do not violate any
copyright laws.

These laws are continually changing, vary from country to country,
and are not entirely up-to-date with the implications of online pub-
lishing. The WPI, along with other internationally-relevant archival
repositories, but must face this challenge as “pioneers” in the field,

while being mindful of the risks.

Cultural property / Cultural heritage of archival material

Because the archives are considered cultural treasures in France,
we could not relocate them to the United States. For this reason, we
decided to scan all of these materials in France, and we would pay for
them in the United States so that our U.S. entity could display them

online.

Liability exposure

We need to be aware of any issues of confidentiality that might be
violated by making certain elements of the archive public. There is
always a risk that we might be sued for revealing information that
someone regards as proprietary (such as the name of a collector who
would otherwise wish to remain anonymous), so we must carefully

review all materials intended for online publication with this in mind.

Volume of materials

We are processing 10 terabytes of material, which will take three years
to scan. This process is intimidating and can seem overwhelming.
Devising a manageable workflow for the scanning and processing of
these documents is critical. This is being administered by a scanning
company in France, and our computer scientists in Berlin are oversee-

ing the quality control from a technical perspective.

Expertise and navigation through data

Our staff in Paris has been working with this material for decades,
and only they know its content. Their input is essential to making
this material navigable and accessible. For this reason, our staff must

document the holdings with a comprehensive finding aid.

Sustainability of platform and hosting capabilities

We are working with computer scientists from the Hasso Plattner
Institute in Potsdam, who have designed a technology that will
be sustainable, by virtue of the commitment of our founder, and
compatible with new technologies and archiving practices. We are in
continual communication with other cultural repositories with similar
missions, including the Getty Research Institute in Los Angeles, The
Netherlands Institute of Art History in The Hague and The Institut

national d’histoire de I’art in France.

Cultural Resistance

Perhaps the most sensitive part of our job is convincing skeptics that
these efforts are necessary.

— Older generations of art historians are often skeptical of new tech-

nologies replacing traditional modes of research.
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— Custodians of archival repositories are often reluctant to share

information, due to various legal restrictions and cultural reasons.

— There is a general “mistrust” of new technologies among traditional

art historians, who may feel as if their expertise is being replaced by

Artificial Intelligence.

The only way to bridge this divide is by broad-reaching discussions
that highlight the need for archival preservation and the urgency of this

endeavor.

This September in Berlin, the WPI will be hosting a symposium at
the Barberini Museum, which will be devoted to addressing these
topics. There is much to be gained from the sharing and accessibility of
archives. New technologies are continually being developed to harvest
and bring new information to light.

For example, the Hasso Plattner Institute is working us with us on
projects that will be critical for scholarship in the years to come. One
of these projects is developing algorithms that enable a computer to
recognize the difference between handwritten and printed text, and also
to interpret the meaning of that text. This will be especially important
for our researchers, who are currently tasked with having to search for
hand-written annotations in thousands of auction catalogues. Instead of
transcribing this information, page by page, a computer could theoret-
ically read through these scans, isolate the annotations and produce a
report of results. What would normally take years of manual and intel-
lectual labor could be accomplished in a matter of minutes if this tech-
nology were to succeed. All this is to say that the intelligent preservation
of archives, vis a vis digitization and the involvement of pioneering tech
initiatives, will yield research possibilities for art historians that were
hitherto unthinkable.

This last point is relevant to the other component of the WPI’s
mission: The Publication of the Digital Catalogue Raisonne. (fig. 14)

A catalogue raisonné presents a comprehensive account of an artist’s
entire production. The most thorough catalogue raisonnés contain
images of every work in the artist’s production, along with the accom-
panying cataloguing information, such as medium, size, inscriptions,
as well as provenance, exhibition references and relevant bibliography.
These last points continue to change over time, with each new transac-
tion, exhibition or publication.

As a result, printed catalogue raisonnés become obsolete or are out-
of-date not long after publication. For that reason, a catalogue raisonné
that can be continually revised with the most up-to-date information is a
much more reliable tool.

Another major benefit to an online catalogue raisonné is the robust
capacity for complex searches. Rather than limiting research to a single
“book™ or publication in isolation of others, a digital publication can
able immediate access to a primary source through a hyperlinked
notation. Also, the “linking” capabilities of an online publication enables
researchers to consult from a broader range of information.

Unlike digital catalogue raisonnés that are created in isolation of other
projects, the WPI’s catalogue raisonnés will exist in a network, allowing
for cross-referencing capabilities that are not otherwise possible with
“segregated” catalogues raisonné projects. (fig. 15)

In addition to the catalogue raisonné projects being completed in
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Paris, the WPI’s headquarters in New York is looking to provide support
for new catalogue raisonné initiatives. We hope to facilitate new research
on artists that will broaden our roster from a cultural perspective, and
we will also enable existing projects to join us by offering the use of our
cataloguing tool through the licensing of our software.

Because we are not a commercial enterprise, any proceeds that we
collect in our endeavors will be redirected towards our programming
and towards our support of underserviced catalogue raisonné projects
relevant to a broader spectrum of art history.

As I mentioned, my colleagues will be sharing with you some of the
features of our vast art historical archive, as well as the methodology
behind some of our catalogue raisonné projects. We would like to make
it clear that our mission is to share our knowledge and our research, and
not to establish the monetary value of works of art. We are also not in
the business of “authenticating” works of art. These two concerns are
the interests of the art market. While the WPI certainly plays a role in
shaping the art market’s understanding of works of art, we are not in the
position to advance or opine on the market or marketability of any artist.

We view ourselves as a resource of art historical information, of new
technologies that can help in parsing this information, and as a pathway
for the communication of knowledge and art historical opinions. As our
digital undertaking increases, we will ultimately become a “virtual study
center” (fig. 16), where the public can view art historical information
from the convenience of their computer. By advocating for the preser-
vation and accessibility of art historical archival information around the
world, and through collaborations with significant cultural institutions
like the National Museum of Western Art, we want to advance the study
of art in the digital generation.

Thank you all very much for your kind attention, and I hope you enjoy

today’s program.
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En exergue a cette communication, je citerai cette définition intention-
nellement provocante de Pierre Rosenberg, ancien président du Musée du
Louvre : “L’histoire de I’art, dit-il, est une science vivante. Une archive
réapparait et tout peut changer]) ”. Il convient de mesurer la portée de
cette formule a I’heure ou internet est devenu un outil pour la recherche
dans nombre de domaines scientifiques. Mais n’est-il pas paradoxal
cependant de s’interroger sur les liens que peuvent entretenir les archives
et le web : c’est-a-dire entre, d’un coté, des documents réservés a un
usage privé, et, de 'autre, le réseau internet qui est désormais le premier
vecteur de I'information pour une diffusion planétaire ?

En réalité le caractére paradoxal de cette association ne tient pas
longtemps pour qui a une pratique réguliére du net et une bonne
connaissance des ressources offertes par divers sites. Depuis quelques
décennies en effet, les historiens de I’art et les chercheurs trouvent sur
la toile des références utiles a leurs enquétes : de grandes bibliothéques
publiques (comme la Biblioth¢que Nationale de France) ou privées,
quelques instituts de recherche en histoire de I’art (tel le Getty Research
Institute, ou bien I’Institut National d’Histoire de I’Art) ont mis en ligne
une partie de leur catalogue. Par une simple connexion, la bibliographie,
qui appartient au domaine public, est alors facilement accessible et
exploitable. Mais, plus récemment encore, ce sont les fonds d’archives de
diverses institutions, autrement dit des sources privées inédites, qui sont
accessibles par le biais du réseau informatique sans qu’il soit nécessaire
de se déplacer dans leur lieu de conservation. Les exemples ne manquent
pas :

— qu’il s’agisse du Getty Research Institute qui propose, depuis moins

d’une décennie, les archives des galeries parisiennes Goupil, Boussod

et Valadon, ainsi que celles de la maison Knoedler qui fut, a sa
fondation, la filiale new-yorkaise des deux premieres ;

— ou qu’il s’agisse de I’Institut National d’Histoire de I’Art qui offre,

par le biais de leur numérisation, un accés libre a la collection des

“lettres d’artistes” du fonds Jacques Doucet.

Aujourd’hui, grice a internet, se constitue un réseau savant, sur le
modéle de la “République des Lettres”, une république, sans réalité
géographique, imaginée a la Renaissance par les lettrés et humanistes
européens pour faciliter leurs échanges intellectuels. Depuis la fin du
XXe siécle le net est désormais I’espace virtuel ou institutions et cher-
cheurs peuvent, soit trouver matiere utile a I’avancée de leurs propres

recherches, soit offrir en partage sources et connaissances détenues.

Le Wildenstein Plattner Institute, lui aussi, va trés prochainement
prendre sa place dans cet espace et apporter sa contribution, en mettant
en ligne les archives dont il est, depuis 2017, le dépositaire. Cependant ce
site ne se bornera pas a la seule présentation des différents fonds indexés,
dont les pieces numérisées seront, en totalité ou en partie, consultables.
C’est I’exploitation de cette information archivistique, son intégration a

I’'un des catalogues raisonnés publiés par cet institut qui constitueront

1) Le Figaro, 30 mai 2015.
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l’aspect original du projet. Ainsi les fonds photographiques des galeries
Vollard ou Barbazanges offriront-ils de précieux documents pour fonder
et conforter la valeur historique d’une ceuvre retenue par I’'un de nos
catalogues raisonnés. Les documents figureront en effet au dossier de
certaines ceuvres cataloguées en qualité de pieces justificatives.

Dans leurs contributions respectives, deux chercheurs du Wildenstein
Plattner Institute offrent une présentation complémentaire de nos
richesses archivistiques : Sophie Pietri s’attache a présenter les archives
conservées par notre Institut, tandis que Pascal Perrin, Head of
Research, illustre, par des exemples concrets, I'insertion de ces sources
au sein des catalogues.

—— Florence SONIER



Avant de décrire quelques-unes des ressources archivistiques conservées
par notre institut, il m’est apparu intéressant de situer nos communes
démarches dans une perspective historique, en tentant, en maniére
d’introduction, de répondre a deux questions : quand I’histoire de I’art
a-t-elle commencé a accorder a I’exploitation des archives toute I'im-
portance qui lui est donnée de nos jours? Et, plus spécifiquement, quand
I’exploitation et la présentation de cette documentation archivistique
ont-elles été requises dans la rédaction d’un catalogue raisonné? Les
quelques remarques, qui suivront, se limiteront a la France, puisqu’au-
jourd’hui une partie des artistes sur lesquels le Wildenstein Plattner
Institute meéne des recherches sont frangais (Monet, Renoir, Manet,
Pissarro) et qu’une enquéte ¢largie a d’autres pays serait trop ambitieuse.

Les études consacrées a I’art et aux artistes relevaient traditionnel-
lement le plus souvent d’un genre littéraire, la biographie. C’est dans
le courant du XIXe si¢cle qu’en France, I’Histoire de I’art se constitue
en une discipline scientifique a part entiere, devenant un pan spécialisé
de ’Histoire et adoptant les méthodes de cette derniere. Pour illustrer
cette évolution, qui nous conduit jusqu’aux premieres décennies du XXe
siécle, j’ai choisi trois figures emblématiques en raison de la conception
qu’ils se faisaient de cette discipline et de leurs travaux : Chenneviéres,

Moreau-Nélaton et Tabarant.

Philippe de Chenneviéres (fig. 1) est 'un de ceux qui ouvrent la voie
a la nouvelle lignée d’historiens. Né en 1820, Chenneviéres est un pur
produit de ’administration muséale : d’abord fonctionnaire du Louvre en
1858, il occupe ensuite longtemps le poste de conservateur au musée du
Luxembourg. Mais il est également le fondateur d’une revue au titre trés
explicite, les Archives de [’art frangais. Recueil de documents inédits
relatifs a I’ histoire des arts en France, dont le premier numéro parait
en 1851. Préfagant cette premiere livraison, Chenneviéres explique
l’objectif recherché : “L’une de nos principales vues dans cette publi-
cation, écrit-il, a été d’ouvrir un recueil aux précieuses trouvailles?”.
Cette ambition demeure évidemment a la mesure des outils techniques
qu’offre 1’époque : en 'occurrence, ceux de 'impression et de I’édition.
Les Archives de l'art francais sont donc destinées a recueillir des pic¢ces
d’archives pour en assurer la diffusion aupres de la communauté des
chercheurs. Cependant, pour son fondateur, la justification de cette
entreprise éditoriale repose sur le constat que I’histoire de I’art a alors
investi le champ de la science et que les archives en constituent la
matiére premiére : fig. 12 Notre si¢cle, déclare-t-il, est en train de faire
pour I’histoire des arts, ce qu’il a accompli vingt-cinq ans plus tot,

3

pour I’histoire politique et archéologique™”. Or, a ce souci de donner

a I’histoire de I’art de nouveaux fondements, s’ajoute, chez Philippe
de Chenneviéres, I'intérét qu’il porte au catalogage des ceuvres d’art.

En 1848, il est 'auteur d’un rapport adressé au Directeur des musées

2) Philippe de Chennevieres, Archives de ['art francgais. Recueil de documents
inédits relatifs a I’ histoire des arts en France, Tome I, Paris, 1851/1852, p. VIIL

3) Chenneviéres, op. cit., p. XIII.

4) Philippe de Chenneviéres, Travaux préparatoires et explicatifs du rapport
adressé par M. le directeur des musées nationaux a M. le ministre de
I'Intérieur, sur la nécessité de relier les musées des départements au musée
central du Louvre, Paris, 1848.

5) Chenneviéres, op. cit., p. 28.
6) Chennevieres, op. cit., p. 28.
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nationaux® ; il y définit la mission incombant aux Inspecteurs des
collections d’art dans les départements : inventorier sur le territoire
national les objets. Dans ses préconisations a la rédaction d’un inventaire
des musées de province, Chenneviéres n’est pas trés €¢loigné des regles
suivies aujourd’hui par les cataloguistes établissant ’'ceuvre complet d’un
artiste : il décrit ainsi ce qu’il appelle soit la “formule des inventaires

raisonnés>)” 6)»

, soit la “formule de catalogue® ”, et qui doit, pour chaque
ceuvre, mentionner la désignation, la description, les dimensions, la
matiére, les marques ou I’estampille, la signature, 1’origine, etc... A ces
rubriques, il ajoute également la mention du numéro des inventaires
précédemment réalisés. Dans cet exercice de recensement, Chenneviéres
souligne la nécessité d’exploiter les archives afin d’attester la provenance
des objets catalogués. C’est la démarche historique que doit adopter tout

historien de I’art.

C’est aussi la démarche suivie par une seconde figure d’historien de
I’art : Etienne Moreau-N¢laton (1859-1927) (fig. 2), documentaliste,
cataloguiste et biographe, formé, quant a lui, a ’école de I’Histoire. On
ne saurait cependant omettre les autres multiples activités qu’il a su
conjuguer : peintre, céramiste, affichiste, photographe et collectionneur,
dans la mesure ou il a mis ses compétences et ses talents, si divers,
au service de ses recherches historiques. Collectionneur d’art averti,
Moreau-N¢élaton sut amasser une colossale documentation de premicre
main. Photographe praticien, il comprit trés vite que tout catalogue ou
inventaire patrimonial a besoin d’images a I’appui “pour, comme il le dit,
suppléer  la vanité des mots par le témoignage des objets eux-mémes’)”.
Eléve du grand historien positiviste Ernest Lavisse, Moreau-N¢laton
avait aussi regu une formation scientifique fondée sur la recherche et la
collecte des sources nécessaires a toute enquéte. C’est cette méthode
qu’il mit en ceuvre quand il entreprit ensuite ses travaux d’historiographe.
En effet, les différentes biographies d’artistes qu’il a rédigées entre 1916
et 1926, celles de Delacroix, Jongkind, Corot ou Manet, portent, a c6té
du nom de lartiste, le sous-titre “[...] raconté par lui-méme®” ; Iécrivain
avertit le lecteur qu’il a cherché, selon sa propre expression, le “fond de

9

I’histoire”, en faisant “vibrer [la] voix™’” de ces peintres, grace a leurs

correspondances, leurs écrits et le souvenir de leurs contemporains.
Cependant, du point de vue de Moreau-N¢laton, les seuls ¢léments
biographiques ne suffisent pas pour cerner complétement une person-
nalité artistique : les ceuvres picturales sont a part entiére des éléments
constitutifs du portrait. Ainsi qu’il 'affirme dans son Manet raconté par
lui-méme, “les véritables confessions d’un peintre, ne les devons-nous

pas plutdt a son pinceau qu’a sa plume ? [...] D’un bout a l’autre c’est

10)

Manet qui s’y raconte par ses ouvrages. Aussi, méme dans ses biog-

raphies, I’historien porte une attention particuliére a I'illustration. Pour

son Manet, il s’attache a exploiter tous les fonds photographiques connus

7) Etienne Moreau-Nélaton, “Avant-propos”, Corot raconté par lui-méme,
Paris, 1924, tome 1, n. p.

8) Etienne Moreau-Nélaton, Delacroix raconté par lui-méme, Paris, 1916 ; Jongk-
ind raconté par lui-méme, Paris, 1918 ; Millet raconté par lui-méme, Paris, 1921 ;
Corot raconté par lui-méme, Paris, 1924 ; Manet raconté par lui-méme, Paris,
1926.

9) Etienne Moreau-Nélaton, “Avant-propos”, Corot raconté par lui-méme,
Paris, 1924, tome 1, n. p.

10) Etienne Moreau-N¢élaton, Manet raconté par lui-méme, Paris, 1926, tome 2, p. 121.



qu’il mentionne scrupuleusement dans la “Liste des gravures”. Cette
volonté d’atteindre a la vérité historique d’un créateur trouve sa pleine
expression dans 1’édition de son “catalogue raisonné” pour reprendre les
termes choisis en 1905 par Moreau-Nélaton, éditeur du Corot par Alfred
Robaut.'D Avec cette terminologie nouvelle, Moreau-N¢laton a su, au
début du XXe siecle, codifier les lois du genre éditorial, tel que nous le
connaissons aujourd’hui encore : collecte et compilation des archives
et des publications ayant trait a I’ccuvre d’un artiste, et établissement de

l’ordre des ceuvres répertoriées.

A cette formule éditoriale du catalogue raisonné quasiment définitive,
un troisiéme historien a apporté d’ultimes perfectionnements. Publiant,
en 1931, le catalogue raisonné de Manet, le journaliste et critique d’art
Adolphe Tabarant (1863—1950) exprime sa volonté de renouveler le
genre dés l'intitulé de 'ouvrage ; il recourt, en effet, a un néologisme, en
titrant Manet. Histoire catalographique.lz) (fig. 3) Lintention de 'auteur
est donc de lier intimement la biographie de I’artiste au catalogue de
son ceuvre, “d’écrire une biographie tout en dressant un catalogue, de
raconter I’lhomme en décrivant et classant les ceuvres créées par lui'> .
La ou Moreau-N¢laton consacrait quatorze chapitres a relater “L’histoire
de Corot”, seules quelques pages initiales rappellent ici les principaux
événements d’une vie ; en revanche, soit dans la rédaction d’un chapeau
précédant un ensemble d’ceuvres, soit dans le commentaire de 1'une
d’entre elles, Tabarant émaille son catalogue de précisions biographiques.
Il demeure par ailleurs I’héritier de la méthode historique inaugurée
par Moreau-N¢laton : I’établissement de son catalogue Manet est fondé
sur I’examen des archives et de la bibliographie relatives a I'artiste qu’il
énumeére précisément dans le chapitre des “Sources catalographiques”.
Mais l’originalité de ses travaux tient a I’analyse critique qu’il porte
sur cette documentation. Il précise ainsi que les rééditions du Manet
de Théodore Duret “n’ajoutent a la premiére que des intercalations peu
considérables, puisque I'auteur ne s’était pas soucié de revoir son premier
texte, et que les mémes lacunes se retrouvent dans ces éditions succes-

sives, comme les mémes erreurs'”

. Tabarant évoque également les
vicissitudes que connurent certaines pieces d’archives dans des classe-
ments parfois différents : ce fut le cas des photographies des peintures
dans I’atelier de I’artiste a sa mort, réunies dans un ordre différent selon
les fonds ou ils sont conservés, c’est-a-dire la Bibliothéque Nationale
de France et la Pierpont Morgan Library. Cependant ’esprit critique de
Tabarant “catalographe” ne s’arréte pas a cette seule présentation d’une
bibliographie commentée. A I’occasion de certaines notices, il s’attache a
contester les hypotheses de ses prédécesseurs et a redresser leurs erreurs,
ou bien méme a mettre en doute la validité d’une piéce d’archive. Le long
travail du cataloguiste ne doit donc pas étre celui d’un simple compila-
teur réunissant références bibliographiques et piéces archivistiques. I1
requiert une lecture avisée de cette documentation. “Source reine” pour

conforter le corpus d’une ceuvre, les archives doivent par ailleurs faire

11) Alfred Robaut, L'GEuvre de Corot. Catalogue raisonné et illustré, précédé
de L’histoire de Corot et de ses ceuvres par Etienne Moreau-Nélaton, Paris,
1905, 4 vols.

12) “A propos de la ‘catalographie’ de Manet”, L'Euvre, 28 juillet 1931.
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l’objet d’un examen critique.

Apres ce bref apercu historique rappelant la primauté reconnue aux
sources archivistiques dans la réalisation d’un catalogue raisonné, il
est temps de présenter les archives du Wildenstein Plattner Institute.
La richesse de notre documentation tient tant a la variété des picces
conservées par notre institut qu’a la provenance prestigieuse de certains
fonds.

En effet les collections du Wildenstein Plattner Institute comportent
différents types d’archives : si on s’en tient a une classification un peu
sommaire, il s’agit de documents photographiques, de manuscrits et de
dossiers documentaires.

Pour les photographies, les albums Druet offrent, parmi tant d’autres,
un exemple : au nombre de sept, ces albums, de dimensions respect-
ables (54 x 47 cm), conservent des clichés d’ceuvres d’Albert Marquet,
photographies réalisées par I'entreprise Druet.'” Son fondateur,
Eugene Druet (1867-1916) eut un destin tout a fait exceptionnel. Cafetier
de profession, il était propriétaire, place de ’Alma, d’un établissement
régulierement fréquenté par Auguste Rodin, et pratiquait en amateur la
photographie. Les clichés qu’il fit des ceuvres du sculpteur séduisirent
tant le maitre que ce dernier fit de Druet son “photographe officiel”. Ainsi
Druet se trouva-t-il introduit dans le monde de I’art en sorte qu’il ouvrit
au début du XX siécle une galerie (rue du Faubourg-Saint-Honoré) pour
y vendre les artistes qu’il admirait. Pour le nouveau galeriste, la photog-
raphie servit dés lors a la publicité des ceuvres a vendre. Au service de
cette pratique commerciale inaugurée pour faire connaitre les dernieres
créations d’un artiste sous contrat, ces documents photographiques
sont d’une exceptionnelle qualité, grace a un procédé dont Druet était
I’inventeur : ce dernier apportait en effet un soin particulier a rendre les
valeurs chromatiques en pratiquant, si besoin, des retouches au vernis ou
méme a la mine de plomb. Un encart publicitaire inséré en 1917 dans la
Gazette des Beaux-Arts le proclame non sans une certaine fierté : “Les
photo-procédés E. Druet donnent en blanc et noir les valeurs exactes
des couleurs”. (fig. 4) Aussi, pour les chercheurs et documentalistes
du Wildenstein Plattner Institute qui établissent le catalogue Marquet,
nos albums Druet présentent un double intérét. D’une part, ces clichés
souvent pris peu apres la création d’une ceuvre datent stirement celle-ci,
tout en offrant un témoignage unique sur son aspect d’origine. D’autre
part, ils constituent un indice précieux concernant la provenance de
celle-ci : ’existence d’une photographie-procédé Druet peut étayer une
provenance Galerie E. Druet. Ces albums renferment par exemple les re-
productions de deux huiles d’Albert Marquet, autrefois dans la collection
de Matsukata Kojird : Le Nu assis et Les Quais aux Sables-d’Olonne
(fig. 5) : la premiére est aujourd’hui conservée par le National Museum
of Western Art, et la seconde n’a pu étre aujourd’hui encore localisée

malgré les recherches de Jingaoka Megumi et Kawaguchi Masako.'® A

13) Adolphe Tabarant, Manet. Histoire catalographique, Paris, 1931, p. 19.
14) Tabarant, op. cit., p. 20.

15) “Albums de photographie Druet— (Euvres d’Albert Marquet”, A a F, c. 1909—
1927 (Archives Wildenstein Plattner Institute).



notre époque encore, la qualité de ces deux tirages est appréciable : pour
le Nu assis, une huile sur toile, il est méme possible de discerner, sur le
cliché, la trame du support. Dans ce cas précis comme dans d’autres, un
document iconographique, tel une photographie Druet, peut constituer a
lui seul une piece d’archive décisive pour le cataloguiste, puisque, dans
sa matérialité, il apporte un témoignage incontestable, 1a ot la documen-
tation écrite, parfois ambigué, est sujette a interprétation. Néanmoins, les
sources écrites, que ce soient des annotations portées directement sur les
clichés ou des informations consignées dans d’autres pi¢ces d’archives,
confortent parfois les indices donnés ces reproductions et permettent
d’en préciser leur origine et leur datation. C’est le cas pour les planches
de nos albums Marquet, puisqu’elles comportent également un numéro
de cliché qui renvoie a des listes de prises de vue effectuées par les
opérateurs de Druet. (fig. 6) Ces listes, conservées au Fort de Saint-Cyr,
par la Médiathéque de I’architecture et du patrimoine, donnent le nom
du commanditaire du cliché ainsi que la date de son exécution. Enfin,
on peut retrouver, sur les livres de stock de la galerie Druet, ce méme
numéro de photo inscrit a I’encre rouge, attestant ainsi que I’ceuvre avait
bien été acquise par le galeriste. Nous reproduisons ici une page extraite
de 'un des deux livres de stock Druet, conservés par le Wildenstein
Plattner Institute.'” (fig. 7)

Avec ces derniers exemples, la transition est toute trouvée pour passer
a quelques échantillons des archives écrites dont le Wildenstein Plattner
Institute est le dépositaire. La diversité de celles-ci est telle qu’il est
difficile de faire un choix. Sous cette dénomination d’archives écrites, on
peut recenser : des livres de stock, des autographes, tels par exemple des
courriers.

Outre les livres de stock d’Eugéne Druet, nous détenons, entre autres,
trois livres d’achat et de vente de la galerie Raphaél Gérard pour les
années sombres de la Seconde Guerre Mondiale, plus précisément de
1937 a 1945.'® Ainsi un feuillet tiré de I'un des registres de la galerie
Gérard documente 1’achat de la Marine par temps d’orage d’Edouard
Manet auprés de Schoeller; cette peinture, auparavant dans la collection
de Matsukata Kojird, avait probablement été vendue a 1’expert parisien
par ’homme de confiance de Matsukata Kojird, Hioki K6zaburd. (fig. 8)

En ce qui concerne la deuxiéme sorte d’archives écrites, c’est-a-dire
les autographes, nous possédons des lettres d’artistes ou de collec-
tionneurs, comme quelques-uns des courriers envoyés par Georges de
Bellio a Claude Monet au nombre desquels figure I’émouvante lettre
que le docteur de Bellio adressait a I’artiste en 1891 : il y liste les
ceuvres du peintre en sa possession—et parmi elles, celle qu’il appelle
“L’impression”—, affirmant que, de son vivant, jamais il ne s’en sépare-
rait (fig. 9).

Enfin pour les dossiers documentaires : nous nous en tiendrons aux
seuls dossiers d’ceuvre (un type de documentation que connaissent bien
tout conservateur ou tout archiviste d’un musée) ; ils nourrissent les

différents catalogues raisonnés que le Wildenstein Plattner Institute

16) The Matsukata Collection : Complete Catalogue of the European Art, Paint-
ings, vol. 1, Tokyo, 2018, p. 237 (Sitting Nude) et 238 (Riverside in Les Sables-
d’Olonne).

17) Galerie Druet, Livres de stock, années 1910-1934 (Archives Wildenstein
Plattner Institute).

18) Galerie Raphaél Gérard, registres des ventes de la galerie, années 1937-1941
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prépare. Ces dossiers représentent, dans notre fonds, une masse
considérable : qu’il s’agisse de Renoir, Van Dongen, Monet, Pissarro ;
pour chacun de ces artistes, ils se comptent par milliers. Chacun
d’eux rassemble, pour une seule et méme ceuvre, des références bibli-
ographiques, mais aussi des échanges épistolaires, soit avec un collec-
tionneur, soit avec un musée. L’ensemble de ce fonds est le fruit d’une
collecte réalisée sur plusieurs décennies, d’abord par les archivistes du
Wildenstein Institute, puis par ceux du Wildenstein Plattner Institute, et
assurée parfois par plusieurs générations de cataloguistes. Pour Manet,
nous disposons de dossiers remontant au début du XXe siécle, rassem-
blés alors en vue de la publication d’un catalogue raisonné, par Paul
Jamot et Georges Wildenstein, paru en 1932.'9

Aprés ces quelques illustrations de la diversité de notre fonds,
venons-en maintenant a ce qui en constituent les deux fleurons : les
archives Vollard et les archives Gachet.

Aux cotés de grandes institutions, tel le Musée d’Orsay ou le Getty
Research Institute, le Wildenstein Plattner Institute détient en effet
une partie des archives du marchand d’art et éditeur Ambroise Vollard
(1866—1939). Ce fonds est a la fois composé d’archives de la galerie et de
la maison d’édition, puisque, chez Vollard, ces deux activités étaient inti-
mement liées. Ces archives sont aussi le reflet de la stratégie commerciale
que le galeriste mit en ceuvre : obtenir I’exclusivité de la production d’un
artiste dont il se veut le promoteur. Or ces acquisitions ont généralement
fait I’objet de campagnes photographiques. Ainsi, pour Paul Cézanne
dont Vollard racheta les ateliers parisien et aixois, notre documentation
photographique Vollard ne compte pas moins de 47 albums rassemblant
quelque 2000 reproductions d’ceuvres du peintre. (fig. 10) De la méme
fagon, pour Mary Cassatt, dont le marchand d’art avait acquis une im-
portante collection de gravures et de dessins, on dénombre plus de 500
clichés. Sur certains d’entre eux, ’artiste américaine a méme apposé sa
signature pour les authentifier, sans doute a la demande de Vollard. (fig.
11) Dans les archives de gestion comptable que nous conservons—deux
livres de stock ainsi qu’un livre d’inventaire commencé au ler janvier
192229 (fig. 12), la technique commerciale apparait ici clairement.
Ainsi qu’on le voit sur une page du “livre de stock A”, Vollard achéte
directement auprés des artistes, se portant acquéreur d’une partie de leur
production disponible (ici Odilon Redon). (fig. 13) L’inventaire de 1922
qui liste les ceuvres acquises jusqu’a cette date est plus éloquent encore :
ce registre recense jusqu’a 602 ceuvres de Louis Valtat. Enfin les lettres
autographes adressées par Cézanne, Renoir ou Rouault attestent des
liens étroits que le galeriste avait su tisser avec les artistes qu’il entendait
avoir sous contrat suivant une formule commerciale nouvelle a I’époque.

Quant aux archives du docteur Paul Ferdinand Gachet (1828—1909)
qui enrichissent le fonds du Wildenstein Plattner Institute, elles sont
uniques, puisqu’elles permettent de tracer a la fois le portrait nuancé de
I’homme, de ’artiste et du collectionneur.

Les nombreux clichés-cartes de visite de Gachet nous le restituent

(2 vol.) ; registre des achats, années 1941-1945 (photocopies, Archives
Wildenstein Plattner Institute).

19) Paul Jamot et Georges Wildenstein, Manet, Paris, 1932, 2 vol.

20) Livre de stock “A”, 1899—c. avril 1904; Livre de stock “C”, mars 1918—c.
1922 ; “Inventaire 19227, 1°" janvier 19225 janvier 1938, Fonds Ambroise
Vollard (Archives Wildenstein Plattner Institute).



dans son intimité, nous montrant, a différents ages, son apparence
physique (fig. 14), tandis que le témoignage inédit d’une patiente (recueilli
par le fils Gachet) nous renseigne sur les traits moraux de ce personnage.
Pour documenter I’artiste amateur qui s’essaya aux arts graphiques,
en signant du pseudonyme “Paul van Ryssel”, nous possédons trois
albums photographiques®! : ils rassemblent les reproductions des
essais artistiques du docteur qui expérimenta différentes techniques,
la peinture, la gravure comme le pastel (figs. 15, 16). Sur la collection
enfin, nous disposons du catalogue raisonné, établi par Paul Gachet fils.
Six recueils, tantot manuscrits, tant6t dactylographiés, inventorient, avec
leurs illustrations en noir et blanc, les ceuvres : un volume pour Amand
Gautier, un pour Armand Guillaumin, un pour Cézanne, deux pour Van
Gogh, et un sixieéme réunissant des artistes, tel Pissarro, Renoir, Sisley
ou Monticelli. (fig. 17) Par ailleurs accompagnant ces volumes, une série
d’imprimés réunis par le docteur Gachet (cartons d’invitation, catalogues
d’exposition, comptes-rendus de presse) attestent qu’il fut un amateur
d’art averti, assidu a certaines manifestations artistiques de son temps.

A ce rapide catalogue se substituera, dans quelques mois, la mise
en ligne progressive de nos archives sur le site du Wildenstein Plattner
Institute, inaugurant ainsi, comme I’a dit Florence Sonier, un partage des
connaissances et des données, rendues, dés lors accessibles a la commu-
nauté des chercheurs.

—— Sophie PIETRI

21) Le Dr Gachet par I'image. Portraits et documents. Recueil de photographies
d’apres ses peintures, dessins, estampes, etc... réunies par Paul Gachet,Au-
vers-sur-Oise, 1928, 3 vol. (Archives Wildenstein Plattner Institute).
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fig. 5 Deux feuilles extraites des Albums Druet : a gauche : Nu fig. 6 Feuille extraite d’'un Album Druet fig 7 Galerie Druet, Livre de stock (Archives
assis ; a droite : Quais aux Sables-d’Olonne (Albums de portant en haut a gauche le numéro de cliché : Wildenstein Plattner Institute)
photographie Druet— (Euvres d’Albert Marquet, Archives 44416 (Albums de photographie Druet —
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fig. 10 Un des 47 albums-photo Paul Cézanne, Fonds
Ambroise Vollard (Archives Wildenstein Plattner

fie] IR i e Institute) 7
fig. 8 Feuillet 56 du registre des fig. 9 Lettre de Georges de fig. 11 Cliché photographique d’un
achats, galerie R. Gérard (Archives Bellio a Claude Monet, 12 pastel de Mary Cassatt, contresigné
Wildenstein Plattner Institute) septembre 1891 (Archives par l’artiste, Fonds Ambroise

Wildenstein Plattner Institute) Vollard (Archives Wildenstein Plat-
tner Institute)
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fig. 12 Livre de stock C, mars fig. 13 Livre de stock A, 1899—ca. avril 1904, Fonds fig. 14 Album de photographie, chagrin rouge gaufré avec 2 fermoirs,
1918—ca. 1922, Fonds Ambroise Ambroise Vollard (Archives Wildenstein Plattner Institute) gardes moirées, tranches dorées : Paul Gachet, portraits

Vollard (Archives Wildenstein photographiques, format carte de visite, Fonds Paul Gachet

Plattner Institute) (Archives Wildenstein Plattner Institute)

fig. 15 Paul van Ryssel, Chaumes a Chaponval, pastel (1879), fig. 16 Paul van Ryssel, Poissons sur feuille de choux, pastel in

in Le Dr Gachet par I’image. Portraits et documents. Recueil de Le Dr Gachet par I’'image. Portraits et documents. Recueil de
photographies d’aprés ses peintures, dessins, estampes, etc... photographies d’apreés ses peintures, dessins, estampes, efc...
réunies par Paul Gachet (Auvers-sur-Oise, 1928), tome 3 réunies par Paul Gachet (Auvers-sur-Oise, 1928), tome 3
(Archives Wildenstein Plattner Institute). (Archives Wildenstein Plattner Institute)
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fig. 17 Paul Gachet [fils], Collection du Docteur Gachet. Vincent van Gogh. Premiére partie : Peintures, catalogue raisonné (Auvers-sur-
Oise, 1920-1940), volume III. (Archives Wildenstein Plattner Institute)
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As an epigraph to this communication, I would like to quote the inten-
tionally provocative definition of Pierre Rosenberg, former president of
the Louvre Museum: “Art history, he says, is a living science. An archive
reappears and everything may change.”l) What he says is all the more
important, now that Internet has become a research tool in a number of
scientific areas. But isn’t it paradoxical to question the links between
archives and the web? In other words, between documents intended for
private use on one hand, and on the other, the internet network, now the
primary vector of information for the entire planet.

In reality, the paradoxical nature of this association doesn’t hold for
long for those who use the net regularly and are knowledgeable as to the
resources of various sites. In the last decades, in fact, art historians and
researchers have found references useful to their inquiries: huge public
libraries (like the Bibliothéque Nationale de France) or private ones, a
few research institutes in art history (like the Getty Research Institute or
the Institut National d’Histoire de I’Art) have put part of their catalogue
on line. By means of a simple connection, bibliography, which belongs
to the public domain, is easily accessible and exploitable. But still more
recently, archival holdings of various institutions—in other words
unpublished private sources—have become accessible through the
Internet network, thus ending the need to travel to the place where they
are kept. There are many examples of this, among others:

— In the last decade, the Getty Research Institute has proposed the

archives of the Goupil, Boussod and Valadon Parisian galleries, as

well as those of the Maison Knoedler, in the beginning, the New York
branch of the two former galleries.

— Thanks to their digitisation, the Institut National d’Histoire de ’Art

now offers free access to the collection of “artists’ letters” in the

Jacques Doucet archive.

Today, thanks to Internet, a scientific network is being built up on the
model of the “République des Lettres,” a republic without a geographic
reality, as imagined during the Renaissance by scholarly and humanistic
Europeans to facilitate their intellectual exchanges. Since the end of the
20th century the net has become the virtual space where institutions and
researchers can either find material useful to the advancement of their
own research, or share the sources and knowledge they have gleaned.

The Wildenstein Plattner Institute is also planning its contribution
to this new space by putting on line the archives it has been the depos-
itory of since 2017. However, the site will not only present the various
indexed collections, their digitalized pieces consultable in entirety or
in part; its original aspect will be the exploitation of this archival infor-
mation, its integration into one of the catalogues raisonnés published
by the institute. Thus the photographic collections of the Vollard or
Barbazanges galleries will propose precious documents to found or
support the historic value of a work retained in one of our catalogues
raisonnés. Such documents will in fact figure as supporting evidence in

the dossiers of certain catalogued works.

1) Le Figaro, 30 May 2015.
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In their respective communications, two researchers of the
Wildenstein Plattner Institute propose presentations of our archival
riches: Sophie Pietri will describe the archives kept in our Institute,
while Pascal Perrin, Head of Research, will give examples of the inte-
gration of these sources in the catalogues.

—— Florence SONIER

(Translated by Judith Andreyev)



Before describing a few of the archival resources conserved in our
institute, I thought it would make an interesting introduction to place our
common procedures in a historic perspective, in an attempt to respond
to two questions: when did art history begin to give archival research the
importance it is given today? And, more specifically, when were both
research and the presentation of archival documentation first required
in the drafting of a catalogue raisonné? My remarks will be confined
to France, since many of the artists Wildenstein Plattner is conducting
research on are French (Monet, Renoir, Manet, Pissarro), and a broader
inquiry into other countries would be too ambitious.

Studies of art and artists traditionally belonged to the literary genre
of biography. It was during the 19th century that in France, Art History
became a scientific discipline in itself, as a particular aspect of History
and adopting the latter’s methods. To illustrate this evolution, which
leads us up to the first decades of the 20th century, I have chosen three
personalities, emblematic in their conception of the discipline and in
terms of their work: Chenneviéres, Moreau-Nélaton, and Tabarant.

Philippe de Chennevieres (fig.1) was one of those who opened the
way to the new line of historians. Born in 1820, he was a pure product
of museum administration: starting out as a functionary of the Louvre
in 1858, he then occupied for some time the post of curator at the musée
du Luxembourg; but he was also founder of the very explicitly titled
review, Archives de L'art frangais. Recueil de documents inédits relatifs
a I’histoire des arts en France [Archives of French art, Collection of
unpublished documents concerning the history of the arts in France],
its first issue appearing in 1851. In his preface to this first edition,
Chennevieres explains his objective: “One of our principal aims in the
publication was to open a repository for precious findings.”? This aim
of course remained dependent on the technical tools available at the
time: in other words, printing and publishing. The idea behind Archives
de l'art frangais was therefore to collect archival documents to ensure
their diffusion among the research community. However, for its founder,
this publishing enterprise was justified by the fact that art history was
entering the field of science and the archives were its raw material:
“Our century,” he declared, “is at present doing for art history, what it
accomplished twenty-five years earlier for political and archeological
history.” In the aim of providing a new basis for art history, Philippe
de Chennevicres was also interested in the cataloguing of artworks. In
1848, he wrote a report addressed to the Director of National Museums™®
in which he defined the mission incumbent on Inspectors of regional
art collections: to inventory objects of the national territory. In his
recommendations to the editors of an inventory of provincial museums,
Chenneviéres was not far from the rules followed today by cataloguists

of an artist’s complete works. Thus he describes what he calls the

2) Philippe de Chenneviéres, Archives de L'art frangais. Recueil de documents
inédits relatifs a [’histoire des arts en France [Archives of French art,
Collection of unpublished documents concerning the history of the arts in
France], Tome 1, Paris, 1851/1852, p. VIIIL.

3) Chenneviéres, op. cit. p. XIIIL.

4) Philippe de Chennevieres, Travaux préparatoires et explicatifs du rapport
adressé par M. le directeur des musées nationaux a M. le ministre de
U'Intérieur, sur la nécessité de relier les musées des départements au musée
central du Louvre, Paris, 1848.

5) Chenneviéres, op. cit., p. 28

6) Chenneviéres, op. cit., p. 28

7) Etienne Moreau-Nélaton, “Avant-propos”, Corot raconté par lui-méme,
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“formule d’inventaires raisonnés™ or the “formule de catalogue,”®

which for each work, must give the name, description, dimensions,
material, marks or stamp, signature, origin, etc. To these categories,
he also adds the indication of previous inventory numbers. In this cen-
sus-taking exercise, Chennevieres underscores the necessity of archival
research to attest the provenance of catalogued objects—the historic
procedure to be adopted by all art historians.

The same procedure was followed by another art historian: Etienne
Moreau-Nélaton (1859-1927) (fig.2), librarian, cataloguist and biog-
rapher, trained in History. However, he engaged in a number of other
activities—painter, ceramist, poster artist, photographer and collector
in the sense that he placed his diverse skills and talents at the service of
historical research. Moreau-Nélaton was a knowledgeable art collector
and amassed an enormous amount of first-hand documentation. As a
practicing photographer, he understood that any catalogue or patrimo-
nial inventory needed the support of images, as he said, “to supplement
the vanity of words with the testimony of the objects themselves”.” A
student of the positivist historian Ernest Lavisse, Moreau-N¢laton had
also received scientific training based on research and the collection of
sources, necessary for all investigation. It was that method which he
followed when he then undertook his historiographic works. Indeed,
the various biographies of artists that he wrote between 1916—1926, of
Delacroix, Jongkind, Corot and Manet, next to the name of the artist bear
the sub-title “[...] told by himself¥; the writer warning the reader that
he sought, according to his own expression, “le fond de [’histoire” [the

9 thanks to

true story] by making “the voices of those painters vibrate,
their correspondence, their writings and the memories of their contem-
poraries. However, from Moreau-Nélaton’s point of view, biographical
elements alone were not enough to completely define an artistic
personality: the paintings themselves were elements that entered into
any character portrait. Thus in his Manet raconté par lui-méme, he asks
“don’t we owe the real confessions of a painter more to his brush than to
his pen? [...] From one end to the other, Manet tells his story through his
paintings?”m) Thus, even in his biographies, the historian pays special
attention to illustration. For his Manet, he makes a point of using all the
known photographic collections, which he scrupulously indicates in the
“List of Engravings”. This determination to find a creator’s historic truth
is most evident in his “catalogue raisonné,” to use the terms chosen in
1905 by Moreau-Nélaton, publisher of Alfred Robaut’s Coror.!") With
this new terminology, Moreau-Nélaton, in the beginning of the 20th
century, was able to codify the rules of publishing as we know it today:
the collection and compilation of archives and publications related to an
artist’s work, and the establishment of the order of works listed.

A third historian further perfected the almost definitive editorial

Paris, 1924, tome 1, n. p.

8) Etienne Moreau-N¢élaton, Delacroix raconté par lui-méme, Paris, 1916,
Jongkind raconté par lui-méme, Paris, 1918; Millet raconté par lui-méme,
Paris, 1921; Corot raconté par lui-méme, Paris, 1924; Manet raconté par
lui-méme, Paris, 1926.

9) Etienne Moreau-Nélaton, “Avant-propos”, Corot raconté par lui-méme,
Paris, 1924, tome 1, n. p.

10) Etienne Moreau-Nélaton, Manet raconté par lui-méme, Paris, 1926, tome 2,
p. 121.

11) Alfred Robaut, L'Euvre de Corot. Catalogue raisonné et illustré, précédé
de L’histoire de Corot et de ses ceuvres par Etienne Moreau-Nélaton, Paris,
1905, 4 vol.



formula of the catalogue raisonné. The art critic Adolphe Tabarant
(1863-1950), publishing the catalogue raisonné of Manet, expressed his
will to renew the genre as of its title and created a neologism: Manet.
Histoire catalographique.]z) (fig.3) The author’s intention was thus to
closely link the biography of the artist with the catalogue of his works,
“to write a biography while making up a catalogue, to describe the man
while describing and classifying the works he created.”'®) Whereas
Moreau-Nélaton devoted fourteen chapters to L’histoire de Corot, only a
few initial pages chart the main events of his life; Tabarant on the other
hand, either in a chapeau preceding an ensemble of works, or in the
commentary on a work, enriches his catalogue with biographical details.
He remains, furthermore, heir to the historic method inaugurated by
Moreau-Nélaton: the establishment of his Manet catalog is based on the
study of the archives and the bibliography related to the artist, which he
lists in the chapter on “Sources catalographiques”. But the originality
of his work is due to his critical analysis of this documentation. Thus he
asserts that the re-editions of Théodore Duret’s Manet “only add to the
first edition a few intercalations of little importance, since the author
didn’t take the trouble to review his original text, and that the same
lacunas appear in the successive editions, as do the same errors.”'¥)
Tabarant also mentions how archival documents can be classified differ-
ently and cause problems as a result: this was the case for photographs
of paintings in the artist’s atelier at the time of his death, placed in a
different order according to the archives where they were kept, in that
case, the Bibliotheque Nationale de France and the Pierpont Morgan
Library. However, the critical thinking of Tabarant the “catalograph”
does not stop at the presentation of a bibliography commented by the
author. Rather, he challenges the hypotheses of his predecessors and
corrects their errors, or even doubts the validity of an archival document.
The work of a cataloguist is not that of a simple compiler gathering
bibliographic references and archival documents, but demands a careful
reading of the documentation. The “Queen source” of support for a body
of work, archives too must be subjected to critical examination.

After this brief historical reminder of the recognized primacy of
archival sources in drawing up a catalogue raisonné, we can now present
the archives of the Wildenstein Plattner Institute. The wealth of our
documentation is due as much to the variety of pieces conserved by our
institute, as to the prestigious provenance of some of our collections.

Indeed, the collections of the Wildenstein Plattner Institute contain
different types of archives: a brief classification would be: photographs,
manuscripts, and documentary dossiers.

Concerning photographs, the Druet albums are an example, among
many others: photographs of the works of Albert Marquet, made by
the Druet enterprisels) are conserved in seven albums of quite good
dimensions (54 x 47 cm). The life of Eugéne Druet (1867-1916), founder
of the enterprise, was exceptional. A café¢ owner by profession, he had

an establishment place de I’Alma, often frequented by Auguste Rodin,

12) “A propos de la ‘catalographie’ de Manet”, L'Euvre, 28 juillet 1931.

13) Adolphe Tabarant, Manet. Histoire catalographique, Paris, 1931, p. 19.

14) Tabarant, op. cit., p. 20.

15) “Albums de photographie Druet—Euvres d’Albert Marquet ”, A a F, c.
1909-1927 (Archives Wildenstein Plattner Institute).
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and was an amateur photographer. Rodin was so impressed with the
photos he took of his works that he made Druet his “official photogra-
pher”. Thus Druet entered the world of art and opened a gallery in the
beginning of the 20th century, located rue du Faubourg Saint-Honoré¢,
to sell the artists he admired. For this new gallery owner, photography
served as publicity for the works to be sold. Since these photographs
were of a commercial nature, intended to publicize the latest works
of an artist under contract, they are of exceptional quality, thanks to a
procedure invented by Druet, who took extreme care to render chromatic
values, if needed, with varnish or even graphite touch-ups. An adver-
tising insert in a 1917 issue of the Gazette des Beaux-Arts, not without
pride, praises his skills: “The black and white E. Druet photo-procedures
give the exact values of the colors.” (fig. 4) Thus, for the researchers
and archivists of the Wildenstein Plattner Institute who are establishing
the Marquet catalogue, our Druet albums have a dual interest. On one
hand, these photographs, often taken just after the creation of a work,
certify its date, while offering a unique testimony of its original aspect.
Second, they provide a precious clue to its provenance: the existence of
a Druet process photograph can confirm a Galerie E. Druet provenance.
These albums, for example, contain reproductions of two oil paintings
by Albert Marquet, previously in the collection of Matsukata Kojir6:
Sitting Nude and Riverside at Sables-d’Olonne (fig. 5), the former
now conserved by the National Museum of Western Art, and the latter
still not located today, despite the research of Jinkaoka Megumi and
Kawaguchi Masako.'®) Still today, the quality of these two prints is
certain: for Sitting Nude, an oil on canvas, it is even possible to discern,
on the photograph, the weave of the canvas. In this precise case, as in
others, an iconographic document such as a Druet photograph, can in
itself be a decisive element for the cataloguist, since due to its materi-
ality, it constitutes an unquestionable testimony, whereas written docu-
mentation can be ambiguous and subject to interpretation. Nonetheless,
written sources, be they annotations on the photograph itself or infor-
mation recorded on other archival pieces, sometimes confirm the clues
present on these reproductions and make it possible to determine their
origin and date. This is the case for the plates in our Marquet albums,
since they also possess a photograph number that refers to lists of shots
taken by Druet operators. (fig. 6) These lists, conserved at the Fort de
Saint-Cyr by the Mediathéque de ['architecture et du patrimoine, give
the name of the commissioner of the photo and its date. Finally, in the
stock books of the Druet Gallery, one can find the same photograph
number noted in red ink, attesting that the work had been acquired by
Druet. On the following reproduction is a page from one of two Druet
stock books conserved by the Wildenstein Plattner Institute.!” (fig. 7)
These last examples provide an ideal transition to the description of
a few written archives for which the Wildenstein Plattner Institute is
depository. There are so many and of such diversity that it is difficult to

choose among them. Under written archives we can mention stock books

16) The Matsukata Collection: Complete Catalogue of the European Art,
Paintings, vol. 1, Tokyo, 2018, p. 237 (Sitting Nude) and 238 (Riverside in
Les Sables-d’Olonne).

17) Galerie Druet, Stock books 1910-1934 (Archives Wildenstein Plattner
Institute).



and autographs such as letters, for example.

In addition to the stock books of Eugéne Druet, we have, among
others, three purchase books of the Raphaél Gérard gallery for the dark
years of World War 11, 1937-1945; to be exact.'®) Thus, a page from
one of the registers of the Gérard gallery documents the purchase from
Schoeller of Edouard Manet’s Seascape during a Storm. This painting,
previously in the collection of Matsukata Kgjird, had probably been
sold to the Raphaél Gérard gallery by the close confidant of Matsukata
Kojird, Hioki Kosaburd (fig. 8).

Concerning autographs, the second type of written archives, we
possess letters of artists and collectors, such as some of the letters sent
by Georges de Bellio to Claude Monet, among others the very moving
letter addressed by the doctor to the artist in 1891, where he lists the
works of Monet in his possession, and among them, the one he calls
“L’impression,” saying that as long as he lives he will not be separated
from it. (fig. 9)

Finally, concerning documentary dossiers, we will limit ourselves
to those related to works (a type of documentation well known to all
curators and museum archivists), as they provide information for the
various catalogues raisonnés prepared by the Wildenstein Plattner
Institute. These dossiers represent a significant mass in our collection:
thousands of documents each for Renoir, Van Dongen, Monet, Pissarro.
For a single work, each dossier contains bibliographic references, but
also exchanges of letters, either with a collector, or a museum. This
fund is the fruit of decades of collection, first by the archivists of the
Wildenstein Institute, then by those of the Wildenstein Plattner Institute,
and sometimes taken on by several generations of cataloguists. For
Manet we have dossiers dating from the beginning of the 20th century,
gathered at the time by Paul Jamot and Georges Wildenstein for the

publication in 1932 of a catalogue raisonné.'”

After these illustrations of the diversity of our resources, a word about

our two star collections: the Vollard and Gachet archives.

Along with important institutions such as the Musée d’Orsay and the
Getty Research Institute, the Wildenstein Plattner Institute holds part
of the archives of the art dealer and publisher Ambroise Vollard (1866
—1939). The collection is composed of the archives of both the gallery
and the publishing house, the two activities being closely linked. The
archives also reflect the commercial strategy put in place by Vollard, that
of obtaining the exclusivity of artists he aimed to promote. Such acquisi-
tions were generally accompanied by extensive photographic campaigns.
Thus for Vollard, who bought Cézanne’s ateliers in Paris and Aix, our
photographic documentation numbers no less than 47 albums containing
some 2000 reproductions of the painter’s works. (fig. 10) Likewise,
Vollard had acquired a large collection of engravings and drawings by

Mary Cassatt, for whom we have over 500 photographs, some of which

18) Galerie Raphaél Gérard, sales registers of the gallery 1937-1941 (2 vol.);
register of purchases 1941-1945 (photocopies, Archives Wildenstein Plattner
Institute).

19) Paul Jamot et Georges Wildenstein, Manet, Paris, 1932, 2 vol.

20) Stock book “A,” 1899—c. April 1904; Stock book “C”, March 1918—¢c.1922;
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are signed by the painter for the purpose of authentication, doubtless
requested by Vollard (fig. 11). In the accounting archives we hold—two
stock books and an inventory book begun on January Ist 192229 (fig.
12) —the commercial technique appears clearly. As we see on a page
of “stock book A,” Vollard bought directly from artists acquiring part
of their available production (here Odilon Redon). (fig. 13) The 1922
inventory that lists the works acquired up to that date is even clearer: this
register lists up to 602 works of Louis Valtat. Finally, the letters written
by Cézanne, Renoir and Rouault, show the close relationships of Vollard
with the artists he worked with under contract, following a commercial
strategy new at the time.

As for the archives of doctor Paul Ferdinand Gachet (1828—1909)
that enrich the collection of the Wildenstein Plattner Institute, they are
unique, since they make for a nuanced portrait of the man, the artist, and
the collector.

Gachet’s numerous photo-visiting cards give us an intimate idea of
the person, showing his physical appearance at different times of life
(fig. 14), while the unusual testimony of a patient (requested by Gachet’s
son) informs of the man’s moral characteristics. As documentation of
the amateur artist who tried his hand at graphic arts, signing with the
pseudonym “Paul van Ryssel,” we possess three photographic albums,?"
containing reproductions of docteur Gachet’s experiments with various
technique—painting, engraving, pastels (figs. 15, 16). We have a
catalogue raisonné of the collection established by his son, Paul Gachet.
Six albums, sometimes handwritten, sometimes typewritten, provide
an inventory, with illustrations of works in black & white: one volume
for Amand Gautier, one for Armand Guillaumin, one for Cézanne,
two for Van Gogh, and a sixth with several artists, such as Pissarro,
Renoir, Sisley and Monticelli. (fig. 17) Along with these volumes a
series of prints collected by doctor Gachet (invitation cards, exhibition
catalogues, press reviews) illustrate his being a knowledgeable art lover,
very much aware of the artistic events of his time.

In a few months, this rapid catalogue will be replaced by the gradual
placing on line of our archives on the Wildenstein Plattner Institute
site, thus inaugurating, as Florence Sonier mentioned, the sharing
of knowledge and data which will then be accessible to the research
community.

—— Sophie PIETRI

(Translated by Judith Andreyev)

“Inventaire 19227, 1 January 1922-5 January 1938, Fonds Ambroise Vollard
(Archives Wildenstein Plattner Institute).

21) Le Dr Gachet par I’'image. Portraits et documents. Recueil de photographies
d’aprés ses peintures, dessins, estampes, etc... réunies par Paul Gachet,
Auvers-sur-Oise, 1928, 3 vol. (Archives Wildenstein Plattner Institute).



fig 1 Louis Noél, (1839-1925), Philippe
de Chenneviéres, white marble, 1902
(Paris, Musée d’Orsay)
https:/frwikipedia.org/wiki/Fichier:
Philippe_de_Chennevieres-Louis_Noel-
IMG_8165-white.jpg

fig. 2 Paul Paulin (1852-1937),
Etienne Moreau-Nélaton, bronze, 1914
(Paris, Musée d’Orsay)
https://commons.wikimedia.
org/wiki/File:Paulin_Etienne
Moreau_N%C3%A09laton.jpg
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fig. 4 Advertising insert in
Gazette des Beaux-Arts (vol.
XII1, n°691, 1917)
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fig. 5 Extracts from Album Druet: (left) Nu assis; (right) Quais
aux Sables-d’Olonne (Albums de photographie Druet— Euvres
d’Albert Marquet, Archives Wildenstein Plattner Institute)

fig. 6 Extracts from Album Druet with
photograph number: 44416 (Albums de
photographie Druet— (Euvres d’Albert
Marquet, Archives Wildenstein Plattner
Institute)

fig 7 Stock book of the Druet Gallery (Archives
Wildenstein Plattner Institute)

fig. 10 One of 47 Photo Albums Paul Cézanne, Fonds
Ambroise Vollard (Archives Wildenstein Plattner
fie] IR i e Institute)

fig. 11 Photograph of a pastel by
Mary Cassatt signed by the artist,
Fonds Ambroise Vollard (Archives
Wildenstein Plattner Institute)

fig. 8 Page 56 from the sales
register of the Raphaé&l Gérard
Gallery (Archives Wildenstein
Plattner Institute)

fig. 9 Letter from Georges de
Bellio to Claude Monet, 12
September 1891 (Archives
Wildenstein Plattner Institute)
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fig. 12 Stock book C, March fig. 13 Stock book A, 1899—ca. April 1904, Fonds Ambroise fig. 14 Album of photo-visiting cards of Gachet, Fonds Paul Gachet
1918—ca. 1922, Fonds Ambroise Vollard (Archives Wildenstein Plattner Institute) (Archives Wildenstein Plattner Institute)

Vollard (Archives Wildenstein

Plattner Institute)

fig. 15 Paul van Ryssel, Chaumes a Chaponval, pastel (1879), fig. 16 Paul van Ryssel, Poissons sur feuille de choux, pastel in

in Le Dr Gachet par I’image. Portraits et documents. Recueil de Le Dr Gachet par I’'image. Portraits et documents. Recueil de
photographies d’aprés ses peintures, dessins, estampes, etc... photographies d’apreés ses peintures, dessins, estampes, efc...
réunies par Paul Gachet (Auvers-sur-Oise, 1928), tome 3 réunies par Paul Gachet (Auvers-sur-Oise, 1928), tome 3
(Archives Wildenstein Plattner Institute). (Archives Wildenstein Plattner Institute)
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fig. 17 Paul Gachet [fils], Collection du Docteur Gachet. Vincent van Gogh. Premiére partie : Peintures, catalogue raisonné (Auvers-sur-
Oise, 1920-1940), volume III. (Archives Wildenstein Plattner Institute)
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Head of Research, Wildenstein Plattner Institute

Le Catalogue raisonné a I’ére du numeérique
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Qu’est-ce qu’un catalogue raisonné ? Il s’agit d’un ouvrage qui
rassemble, recense et classe I’ceuvre complet d’un peintre ou d’un
sculpteur. Travail d’inventaire et de documentation, le catalogue retrace
le parcours de I’ceuvre, dans son ensemble et en détail. Chaque peinture,
ou sculpture, est en effet décrite, analysée et replacée dans le processus
créateur de l'artiste. Toutes les ceuvres sont reproduites, a chacune est
associée une notice détaillée : fiche technique, données bibliographiques
et historiques, accompagnées d’un commentaire, parfois de documents
iconographiques en rapport. Un travail minutieux de relevés, de
recoupements, d’enquétes « sur le terrain », de vérifications des données,
de recherche de I’information, jusque dans des lieux en apparence les
plus éloignés de I’histoire de ’art (Météorologie nationale, Hopitaux,
Administration portuaire), permet d’approfondir et d’enrichir la
recherche.

A ce travail de compilation et de confrontation succéde I’élaboration
d’un plan qui sera soit chronologique soit thématique (soit les deux)
selon que l’artiste datait ou non son ceuvre, selon également les sujets
dominants du corpus.

Deux parties distinctes—Dbiographie et catalogue proprement dit—
caractérisaient les premiers catalogues raisonnés, a visée didactique.
Dans les catalogues critiques, plus récents, le ou les auteurs ont adopté
une démarche privilégiant I’approche et la réflexion personnelles avec le
méme souci constant de rigueur et de méthode.

L’établissement du catalogue de I’ceuvre complet d’un artiste peut
réclamer de nombreuses années de recherche : trente-cing pour celui
de Fragonard, quarante pour Monet, soixante pour Vuillard. Une
dizaine de ces ouvrages de référence sont actuellement en préparation
au Wildenstein Plattner Institute qui assume la réalisation sur le plan
scientifique et matériel. Apres la publication, les recherches ne sont pas
abandonnées ; les informations nouvelles sont rassemblées en vue de

rééditions revues, corrigées, augmentées.

I. Le dossier d’une ceuvre
L’établissement d’un catalogue raisonné se base essentiellement sur la
constitution du dossier de I’ceuvre. Ce travail est primordial et permets
au chercheur d’¢tablir le pedigree d’une ceuvre grace aux documents,
archives et renseignements collectés en amont. Il rassemblera le
maximum d’informations autour de I’ccuvre concernée en vue d’établir
une notice précise en vue de la publication du catalogue raisonné.

Ce dossier servira également aux membres des comités pour rendre
leur avis sur I’inclusion d’une ceuvre, son rejet ou sa mise en attente. En
effet, I’étude de ’ceuvre elle-méme et I’analyse de son pedigree constitu-

ent le socle du catalogue raisonné et de la prise de décisions.

II. Les comités

Au cours de I’¢laboration d’un catalogue raisonné, les comités consultat-
ifs ont un réle essentiel dans I’inclusion, ou non, d’une ceuvre. Un comité
est une association constituée d’historiens de I’art, et/ou de descendants
et d’ayants droits du peintre concerné, du ou des auteurs du catalogue
ou encore de sachants : il se réunit de facon périodique afin de délibérer
sur les ceuvres présentées physiquement. Les chercheurs peuvent ainsi
effectuer de nouvelles prises de vues de ’ceuvre et du dos (ou sont

souvent présents des étiquettes de galerie et des numéros permettant
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d’affiner les historiques), vérifier les dimensions et noter ’état actuel de
conservation.

A la différence d’un expert qui statut momentanément sur I’authenticité
d’une ceuvre, un comité composé de sachants, d’historiens de l’art,
permet aprés 1’¢tude d’une ceuvre et de son dossier de rendre un avis
collégial.

Aprés examen, et selon 'opinion des membres du comité, des avis
sont émis : il s’agit d’intentions d’inclusion ou de non-inclusion ; une
troisiéme possibilité est le maintien a I’étude. En aucun cas, ces avis ne
peuvent ni ne doivent étre considérés comme des certificats d’authenticité

ou des certificats d’expertise ; ils ne sont jamais motivés.

I. Le dossier et la notice de ’ceuvre

Avant qu’une ceuvre soit présentée au comité, I’équipe de chercheurs
rédige la notice, véritable compilation des sources et documents réunis
dans le dossier.

Une fois rédigée (en langue anglaise) elle se présente ainsi (fig. 1):

Le Pécheur a la ligne

1874

Oil on canvas

54.3x65.3 cm

Signed lower right: Renoir.

Provenance

— Sale, consigned by the artist to Drouot, Paris, March 24, 1875, no. 48 (as
“Pécheur a la ligne™) 1

— Georges Charpentier, Paris, purchased at the above sale

— Sale, consigned by above to Drouot, Paris, April 11, 1907, no. 22 (ill., as
“Le Pécheur a la ligne”) 2

— Raymond Elois Tournon, Paris, purchased at the above sale

— Georgette Tournon-Charpentier, Paris, gift from above 3

— Robert Chambolle-Tournon, by descent from above (1945)

— Claude Chambolle-Tournon, Costa Rica, by descent from above (1971)

— The Tournon-Charpentier family collection, Paris

— Sale, consigned by above to Christie’s, London, July 6, 1971, no. 30 (color
ill.)

— Mr. & Mrs. Nigel Broackes, London, purchased at the above sale

— Sale, consigned by above to Sotheby Parke Bernet & Co, London, July 4,
1979, no. 78 (color ill.)

— Private collection, purchased at the above sale
— Private collection, Paris, by descent from unknown
— Sale, Christie’s, New York, May 13, 2019, no. 38A (color ill.) 4

Exhibitions

— Paris, Galerie Bernheim Jeune & Cie, Exposition A. Renoir, January
25—February 10, 1900, no. 18 (as “Le Pécheur”) (Lender: Georges
Charpentier, Paris)

— Paris, Galeries L et P. Rosenberg, Exposition “Le Grand Siecle” organisée
au profit de la Société des amis du Louvre, June 15-July 11, 1936, no. 46

— Paris, Galerie Daber, Rétrospective des Maitres du XIXe siécle, 1942

— Paris, Galerie Charpentier, La vie familiale. Scénes et Portraits, January 1,
1944, no. 120 (ill., as “Le Pécheur a la ligne”)

— London, The Diploma Galleries, Royal Academy of Art, Impressionism,
its Masters, its Precursors, and its Influence in Britain, February 9—April
28, 1974, no. 98 (ill. pl. XVIIIa)

Publications
— Julius Meier-Graefe, Auguste Renoir (Paris: Floury, 1912), p. 53

— Lucien Rebatet, “Une admirable galerie en vingt toiles des maitres du
XIXe siecle,” Le Petit parisien, June 10, 1942 (ill.) 1

— Germain Bazin, Michel Drucker, Renoir (Paris: Editions Pierre Tisné,
1944) (color ill. p. 45 dated 1877)

— Michel Robida, Le Salon Charpentier et les impressionnistes (Paris: La



Bibliotheque des Arts, 1958) (ill. pl. VIII)

— Frangois Fosca, Renoir. L'Homme et son oeuvre (Paris: Editions Aimery
Somogy, 1961), p. 88

— Merete Bodelsen, “Early Impressionist Sales, 1874—94 in the Light of
some unpublished Procés-Verbaux,” The Burlington Magazine 110, no.
783 (June 1968), p. 335

— Monsieur Frangois Daulte, Charles Durand-Ruel, Jean Renoir, Auguste
Renoir. Catalogue raisonné de ’oeuvre peint. I. Figures, 1860-1890
(Lausanne: Editions Durand-Ruel, 1971), no. 103 (ill., as “Le Pécheur a la
ligne” dated 1874)

— Keith Wheldon, Renoir, His Art (New York: Galahad books, 1975), p. 68
(color ill. pl. 48)

— Elda Fezzi, Jacqueline Henry, Tout I'ocuvre peint de Renoir, période
impressionniste, 1869—-1883. Edition frangaise mise a jour (Paris:
Flammarion, 1985), no. 138 (color ill. pl. XIV)

— Gilles Néret, Renoir, peintre du bonheur 1841-1919 (Cologne: Benedikt
Taschen Verlag, 2001) (color ill. p. 81)

— Guy-Patrice Dauberville, Michel Dauberville, Camille Fremontier-
Murphy, Renoir. Catalogue raisonné des tableaux, pastels, dessins et
aquarelles, Vol. I: 1858-1881 (Paris: Bernheim-Jeune, 2007), no. 263 (ill.
p. 313)

La reproduction de ’ccuvre —Les documents photographiques

Un méme dossier peut comporter plusieurs photographies de 1’ceuvre,
parfois des dizaines qui seront conservées et numérisées autant que
possible. Les photographies d’avant I’ére du numérique ont été en grande
majorité prises en direct, devant I’ceuvre elle-méme. Ce qui n’est pas
toujours le cas aujourd’hui.

En effet, 'image d’une ceuvre peut étre copiée depuis internet sans
aucune difficulté. Il s’agit donc de toujours vérifier la source d’un tel
document.

La photographie en noir et blanc garde beaucoup d’avantages pour
I’analyse des document et méme la comparaison avec I’ceuvre durant un

comité, Le noir et blanc faisant ressortir les contrastes.

La fiche technique : c’est la carte d’identité qui releévera les caractéris-

tiques physiques de I’ceuvre, ’objet en lui-méme. Elle comprend :

Le titre de ’eeuvre, qu’il soit donné par le peintre lui-méme, son
marchand, une maison de ventes, un auteur ou d’autres sources permet
la plupart du temps d’identifier le sujet de I’ceuvre dans le cas des ceuvres
figuratives. Il peut étre simplement descriptif ou renseigner sur un lieu,
une personne, un sujet ou un théme : Le Pont-Neuf a Paris, Portrait
de Madame Charpentier, Nymphéas, matin. Le titre peut d’ailleurs
varier d’une époque ou d’un ouvrage a ’autre et ne se fixera de manicre
quasiment définitive que dans le catalogue raisonné, les inventaires des
musées ou les ouvrages de référence.

La carte postale d’époque confirme ici la localisation du site et dans ce

cas le titre donné a 'ceuvre. (figs. 2, 3)

Le Portrait de Willhem Miihfeld par Pierre-Auguste Renoir

Dans le cas du Portrait de Willhem Miihlfeld, attribué a Renoir, il
s’agit bien de la personne représentée. L'ceuvre de ’'ancienne collection
Matsukata avait été¢ débaptisée en “Homme a la cravate rouge.” et con-
sidérée comme fausse. L’ceuvre a depuis repris son titre d’origine et a été

incluse au catalogue raisonné. (figs. 4, 5)

La datation : indique la date présumée de I’exécution de I’ccuvre si

celle-ci n’a pas été clairement reportée par ’artiste. Elle permet de
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procéder au classement chronologique de I’ccuvre d’un artiste mais

également de suivre son évolution technique et esthétique.

La technique

Cette information primordiale permet de préciser quel medium et
quel support I’artiste a utilisé pour créer son ceuvre. Ces différents
éléments feront également ’objet d’un classement : couleurs et pigments
généralement utilisés par un artiste, toiles, chassis, papiers, permettront

d’identifier au mieux ses fournisseurs et ses ‘habitudes’ de travail.

Les dimensions
En peinture, la prise des dimensions se fait en deux dimensions, en
centimeétres, sur la surface peinte de ’ceuvre décadrée, de bord a bord.
Ces indications précises font également partie des éléments identitaires
de 'ceuvre.

Lors de la publication, la notation des dimensions permet de donner
une échelle et sera d’une grande utilité pour la comparaison des ceuvres.

Nous le verrons dans le cas des fragments de Renoir.

La signature

La ou les signatures seront indiquées telle que lue sur 'ceuvre (et méme
au dos de celle-ci) ainsi que leur emplacement.

En effet les ceuvres ne sont pas systématiquement signées apres la réal-
isation de I’ceuvre. L’artiste peut parfois signer a une période ultérieure,
a l'occasion d’une vente ou d’une exposition. Certaines ceuvres réper-
tori¢es non-signées du vivant de ’artiste peuvent porter une signature
apocryphe reprenant ’attribution communément admise pour 'ceuvre et
étre apposée par un tiers.

D’autres cas montrent qu’une signature originale a pu disparaitre au
cours du temps, suite a une restauration ou un nettoyage un peu agressif
de I’'ceuvre.

Pour certains artistes un cachet de la signature sera apposé en
présence d’un huissier et fera office de signature. Il est apposé sur toutes

les ceuvres présentes dans ’atelier a la mort du peintre.

La notice se décompose ensuite en trois grandes parties qui vont
permettre de séquencer la vie de I'ceuvre:

La provenance : a qui ’ceuvre a appartenue, propriétaire ou dépositaire
Les expositions : quand et ou ’ceuvre a-t-elle été exposée ou vue.

La bibliographie : dans quels ouvrages ou catalogues I’ceuvre a-t-elle

été citée, décrite ou reproduite.

La provenance
Elle contient les ¢léments clé de la vie de I'oeuvre, elle permet de déter-
miner essentiellement les différents propriétaires ou acquéreurs qu’ils
soient des personnes physiques, des entités diverses- galeries, associa-
tions, fonds d’investissement ou des institutions tels que les musées ou
les fondations.

La principale source des provenances sont les catalogues de ventes

publiques et les archives des marchands des artistes concernés telles que



les archives Durand-Ruel, Vollard, Druet, Bernheim-Jeune.

La provenance doit refléter les différents types de transactions volo-
ntaires ou non : vente, achat, héritage, don, session, et méme vol, perte,
découverte.

Le chercheur s’attachera a reconstituer au mieux les différents protag-
onistes de ces événements en évitant au possible les manques entre deux
propriétaires.

Analysons la provenance de I’ceuvre “Le pécheur a la ligne” qui ne

comporte aucun manque. (fig. 1)

Provenance

— Vente, consignée par ’artiste a Drouot, Paris, 24 mars 1875, no. 48 (‘Le
pécheur a la ligne” 180 francs) (fig. 6)

— Georges Charpentier, Paris, acheté a la vente précédente

— Vente, consigné par le précédent a Drouot, Paris, 11 avril 1907, no. 22 (ill.,
as “Le Pécheur a la ligne” 14050 francs)

— Raymond Elois Tournon, Paris, acheté a la vente précédente

— Georgette Tournon-Charpentier, Paris, don du précédent, son époux

— Robert Chambolle-Tournon, par descendance de la précédente (1945)

— Claude Chambolle-Tournon, Costa Rica, par descendance du précédent
(1971) (figs. 7-9)

— Collection Tournon-Charpentier, Paris

— Vente, consigné par les précédents a Christie’s, London, 6 juillet 1971, no.
30 (color ill.) (fig. 10)

— Mr. & Mrs. Nigel Broackes, London, acquis a la vente précédente

— Vente consigné par les précédents a Sotheby Parke Bernet & Co, London,
4 juillet 1979, no. 78 (color ill.) (fig. 11)

— Private collection, acquis a la vente précédente
— Private collection, Paris, par descendante du précédent
— Vente, Christie’s, New York, 13 mai 2019, no. 38A (color ill.)

Les expositions

Un catalogue raisonné peut choisir de lister les expositions dans
lesquelles I’ceuvre a été montrée sur une plus ou moins longue période
et parfois dans plusieurs lieux successifs. Les expositions font 1’objet
d’un catalogue. Bien souvent, constitués d’une simple liste d’ceuvres
au XIX® siecle et au début du XX° siécle, avec trés peu d’illustrations,
pour la plupart en noir et blanc, ils sont aujourd’hui richement illustrés
et documentés. L’exposition devient également ’occasion pour les con-
servateurs et les historiens d’art d’aborder I’ceuvre d’un artiste sous un
certain angle ou une certaine problématique. Nous le constatons dans la
liste des expositions du Pécheur a la ligne: en 1900, Exposition A. Renoir
sous un angle trés général, en 1974, Impressionism, its Precursors, and
its Influence in Britain, sur théme extrémement précis.

Les expositions sont autant d’occasions de ‘faire bouger’ les ceuvres,
de les étudier, les photographier mais également de les localiser et
de les mettre en rapport les unes avec les autres, esthétiquement ou
techniquement.

Le catalogue d’exposition devient alors une source de renseignements
pour le catalogue raisonné. Cependant ces renseignements devront étre

vérifiés: certaines publications relaient des informations erronées.

Exhibitions

— Paris, Galerie Bernheim Jeune & Cie, Exposition A. Renoir, January
25—February 10, 1900, no. 18 (as “Le Pécheur”) (Lender: Georges
Charpentier, Paris)

— Paris, Galeries L et P. Rosenberg, Exposition “Le Grand Si¢cle” organisée
au profit de la Société des amis du Louvre, June 15—July 11, 1936, no. 46

— Paris, Galerie Daber, Rétrospective des Maitres du XIXe siécle, 1942

— Paris, Galerie Charpentier, La vie familiale . Scénes et Portraits, January 1,
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1944, no. 120 (ill., as “Le Pécheur a la ligne”)

— London, The Diploma Galleries, Royal Academy of Art, Impressionism,
its Masters, its Precursors, and its Influence in Britain, February 9—April
28, 1974, no. 98 (ill. pl. X VIIIa)

La bibliographie

Les monographies, les ouvrages, articles et périodiques seront également
traités afin de recueillir des informations, des visuels ou confirmer la
présence d’une oeuvre a une exposition ou dans une collection, au méme
titre que les catalogues de vente ou d’exposition. Le méme traitement de

fond sera appliqué a ces publications.

Publications
— Julius Meier-Graefe, Auguste Renoir (Paris: Floury, 1912), p. 53

— Lucien Rebatet, “Une admirable galerie en vingt toiles des maitres du
XIXe siecle,” Le Petit parisien, June 10, 1942 (ill.) 1

— Germain Bazin, Michel Drucker, Renoir (Paris: Editions Pierre Tisné,
1944) (color ill. p. 45 dated 1877)

— Michel Robida, Le Salon Charpentier et les impressionnistes (Paris: La
Bibliothéque des Arts, 1958) (ill. pl. VIII)

— Frangois Fosca, Renoir. L'Homme et son oeuvre (Paris: Editions Aimery
Somogy, 1961), p. 88

— Merete Bodelsen, “Early Impressionist Sales, 1874-94 in the Light of
some unpublished Procés-Verbaux,” The Burlington Magazine 110, no.
783 (June 1968), p. 335

— Monsieur Frangois Daulte, Charles Durand-Ruel, Jean Renoir, Auguste
Renoir. Catalogue raisonné de I’oeuvre peint. I. Figures, 1860—1890
(Lausanne: Editions Durand-Ruel, 1971), no. 103 (ill., as “Le Pécheur a la
ligne” dated 1874)

— Keith Wheldon, Renoir, His Art (New York: Galahad books, 1975), p. 68
(color ill. pl. 48)

— Elda Fezzi, Jacqueline Henry, Tout I'oeuvre peint de Renoir, période
impressionniste, 1869-1883. Edition frangaise mise a jour (Paris:
Flammarion, 1985), no. 138 (color ill. pl. XIV)

— Gilles Néret, Renoir, peintre du bonheur 1841-1919 (Cologne: Benedikt
Taschen Verlag, 2001) (color ill. p. 81)

— Guy-Patrice Dauberville, Michel Dauberville, Camille Fremontier-
Murphy, Renoir. Catalogue raisonné des tableaux, pastels, dessins et
aquarelles, Vol. I: 1858—1881 (Paris: Bernheim-Jeune, 2007), no. 263 (ill.
p. 313)

Catalogue de vente du 4 juillet 1979 (fig. 12)
La demande qui est faite a un comité concerne différents types d’ceuvres:

Les ceuvres répertoriées dans un précédent catalogue raisonné ou
déja étudiées qui sont présentées en vue d’une confirmation: le comité
s’assure lors d’un examen visuel ,en présence de I’ceuvre qu’il s’agit bien
de “I’objet” concerné. La comparaison se fera d’apres les photographies
anciennes ou celles déja présentes dans le dossier. La provenance sera
également vérifiée et augmentée des derniers éléments possiblement
fournis par le demandeur.

Exemple de I’ceuvre répertoriée dans le Catalogue raisonné de Claude
Monet, numéro W 1166.

L’ceuvre était incluse mais reproduite en noir et blanc. Le comité
examine donc I’ceuvre physiquement et confirme qu’il s’agit bien de
I’ceuvre répertoriée. (fig. 13)

Les ceuvres considérées comme de I’artiste, dans diverses publica-
tions, archives privées ou publiques. Le demandeur peut également
fournir d’autres renseignements en sa possession. Il peut s’agir d’une
ceuvre provenant d’une succession, d’une collection privée ou d’une

vente publique, plus rarement d’un musée. L’ceuvre peut avoir un dossier



correspondant qui a été constitué d’apres des archives propres a chaque
catalogue. Ainsi une ceuvre provenant de la galerie Durand-Ruel n’était
connue que d’apres une photographie en noir et blanc, était bien incluse
dans le corpus de I’ceuvre du peintre mais n’avait jamais été étudiée par
le comité. Elle sera examinée, son dossier complété et son inclusion
confirmée. (figs. 14, 15)

L’archive nous a permis une fois de plus de confirmer la provenance et
de constater que I'oeuvre présentée est dans son état d’origine.

Les ceuvres supposées de ’artiste. Cette catégorie concerne des
oeuvres pour la plupart inconnues, jamais photographiées ou réper-
toriées qui sont présentées au comité de I’artiste pour une inclusion
possible au catalogue raisonné. Le comité procédera comme plus haut et

délivrera son avis aprés I’examen physique de 'oeuvre. (fig. 16)

Une ceuvre présentée en 2019 par une maison de ventes attribuée a
Edouard Manet. Cette ceuvre , selon les propriétaires, aurait été réper-
toriée dans I'inventaire aprés déces d’Edouard Manet réalisé par son
frere Eugeéne. Malgré une provenance qui semblait parfaite, cette ccuvre
n’a pas été retenue au catalogue raisonné.

L’inventaire aprés décés de Manet étant sur Internet et non-illustré,
certains propriétaires estiment reconnaitre leur ceuvre sous un titre

imprécis. Ex: Portrait de femme assise.

La confrontation de I’ocuvre avec son dossier et les photographies

d’archive.

fig. 17 L’ccuvre reproduite en 1931 d’apres les clichés effectués
par Bernheim Jeune (circa 1919). L’ceuvre ne porte pas de
signature ni de cachet.

figs. 18, 19  Archive de la Galerie Barbazanges : Cachet de I’atelier apposé
en bas a gauche.

figs. 20,21  (Euvre présentée au comité Renoir en 2019,

Dans ce cas précis, nous savons que I’ceuvre provenant de I’atelier de
Renoir a été photographiée par la Galerie Bernheim-Jeune vers 1919:
nous constatons que le cachet n’a pas encore été apposé.

Photographiée par Galerie Barbazanges vers 1920: nous apercevons
clairement le cachet de la signature en bas a gauche.

L’ceuvre présentée en avril 2019 est conforme aux deux archives,
excepté I'important repeint a gauche: le rideau a été ‘complété’ apres la
mort du peintre par une main inconnue.

fig. 22 Attestation d’inclusion délivrée a I’issue de comité.

Le support de I'oeuvre
L’¢tude directe des ceuvres permet également d’étudier au plus pres le
support et notamment le dos des tableaux.

Le chassis, la toile et I’encadrement peuvent étre une source d’in-
formations essentielles pour compléter une notice, valider certaines
provenances ou expositions, préciser un titre, constater ’état général
de l’ceuvre, restaurations diverses, dommages éventuels. En effet, des
étiquettes de galerie, d’expositions, des numéros a la craie ou au crayon,
des marques de fournisseurs peuvent corroborer d’autres sources

présentes dans le dossier.
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Au comité Van Dongen nous avons pu étudier I'ceuvre suivante:

Camélias

Huile sur toile

65 x 53,8 cm

Signé haut droite: Van Dongen
Titré au dos sur le chassis: Camélias

Sur cette ceuvre, nous avons pu constater que l’artiste avait peint
directement le bouquet, sans dessin préalable, sur une toile a préparation
blanche. Nous voyons en rétro-éclairage la toile laissée vierge (en rouge
sur la photo en bas a droite). (figs. 23—29)

En examinant la toile de plus prés et de biais, des empatements de
matieére apparaissent et révélent une trés grande spontanéité du geste
de l’artiste. Cette ceuvre faite ‘d’un coup’ était d’ailleurs dans un état

exceptionnel.

Le dos des ccuvres.

Dans le cas de cette ceuvre, le chassis et la toile elle méme comprenaient
de nombreuses informations telles que le titre de I’ceuvre, inscrit par
l’artiste lui-méme, sa signature et ’adresse de de son atelier a cette
époque. De nombreuses étiquettes étaient également collées sur le
chassis confirmant la plupart des expositions relevées dans le dossier.
(figs. 30-32)

Johnny Hudgins, ouaal!! ouaaa!!!
circa 1926

Huile sur toile

134 x 120 cm

Signed lower left: van Dongen.Titled on the reverse: Johnny Hudgins
/ ouaa!! / ouaaa!l!! Signed on the reverse: *Van Dongen / 75. Rue de
Courcelles / Paris XVII

Le cas des fragments.

Particuliérement présents au comité Renoir, les fragments sont des
parties d’une plus grande peinture qui ont été en quelque sorte découpées
pour ‘rentabiliser’ des toiles d’études.

Voici le cas de deux ceuvres-fragment qui nous ont été présentées au
méme comité et provenant de la méme ceuvre d’origine. La photographie
faite du vivant de l’artiste, provenant du fonds Vollard nous a permis
d’identifier ces ceuvres et leur provenance.

Deux ceuvres ont été présentées simultanément au comité Renoir par

deux maisons de ventes en 2019 :

Anémones dans un vase—fragment
Huile sur toile

23,7x 19 cm

Inscription bas droite

Buste de femme— fragment
Huile sur toile

15,5x 12,3 cm

Initiale haut droite: R

fig. 33 Archive Ambroise Vollard montrant I’oeuvre dans son état
d’origine (circa 1910)
fig. 34 Intégration numérique des oeuvres dans leur ‘contexte’

d’origine. La superposition numérique permet de faire
coincider les fragments et ’ccuvre entiére. Nous pouvons
également remarquer quelques repeints qui seront mention-
nées sur lattestation.



Nous pourrions multiplier les exemples a 'infini: chaque événement,
chaque vente, chaque publication, chaque comité sont autant d’occasions
de remettre a jour la notice d’une oeuvre, de récolter des documents,
d’affiner une provenance ou encore de suivre 1’évolution d’une collection.
Ces recherches permanentes aboutissent aussi et avant tout au plaisir de
contempler des ocuvres d’art, de les regarder, les découvrir et en quelque
sorte de les préserver pour I’avenir.

Photographies, archives, catalogues, publications, compte-rendu des
comités sont maintenant soigneusement et quotidiennement intégrés
et saisis dans la Database du WPI afin d’offrir un Catalogue Raisonné

Digital en perpétuel devenir.

fig. 35 Claude Monet a Giverny au travail de ses « Grandes
Décorations ».
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fig. 1 Pierre-Auguste Renoir, Le Pécheur da la
ligne, 1874

L
fig. 4 Homme a la cravate rouge
(Ancienne collection Matsukata) Déclaré
faux, a tort - Inclus au Catalogue raisonné
en 2008

fig. 7 Photographie de I"appartement de Claude Chambolle-
Tournon au Costa-Rica, circa 1960 (archives Chambolle-
Tournon) ol nous apercevons d’autres Renoir dont le fameux
portrait de Georgette Charpentier aujourd’hui au Japon.

Dalles, 1880. W621

fig. 5 Portrait de Wilhem Miihlfeld (South-
ampton City Art Gallery)

fig. 2 Claude Monet, Les Falaises des Petites-

S. - La Plage et les Falaises Aval - LL

fig. 3 Carte postale identifiant clairement le lieu peint par
Partiste.

# ,4..,:/-;,.,-,.»4,«-«,
——

fig. 6 Catalogue de vente du 24 mars 1875. Le lot 48 a bien été vendue a Mr

Charpentier pour 180 francs

Georges CHARPENTIER
1846 1905

Marguerite LEMONNIER
1848 - 1904

Isabelle LEMONNIER
18571926

Paul CHARPENTIER Une fille Léo ROBIDA

Abel HERMANT

Georgette CHARPENTIER
18721945 1862 - 1950

Un fils mort & 3 semaines

Divorce en 1892 et épouse Pierre Mareel CHAMBOLLE en 1893

Un fils Robert Gabriel CHAMBOLLE en 1894

Divorce peu ymond Eloi N en 1905. s p: ‘osta-Rica

Robert  CHAMBOLLE-TOURNON
Frangois CHAMBOLLE-TOURNON
Claude CHAMBOLLE-TOURNON. Michel ROBIDA

propriétaire du 1263
et arriére petit-fils de Marguerite CHARPENTIER

Petit-fils d'lsabelle LEMONNIER

fig. 9 Arbre généalogique de la Famille Charpentier indiquant la
provenance jusqu’a nos jours.

fig. 8 Pierre-Auguste Renoir, Madamoiselle Georgette Charpentier
assise, 1876 (Kyobashi, Tokyo)

Tmpressionist
and Modern Drawings,
Paintings and Sculpture

Important
THE TOURNON-CRARPENTIER FAMILY

Paintings

Impressionist and Modern

SOTHEBY PARKE BERNET & CO.

Wednesdey, i Jly 1979 1 m prcisly

The Proprsy o M and Mo, Nige Broaches

fig. 10 Catalogue de vente du 6 juillet 1971
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11 Catalogue de vente du 4 juillet 1979



fig. 12 Colin Bailey et
Elizabeth Gorayeb Durant le
comité Renoir a New York
en Avril 2019.

Py Dirss Ve fig. 15 Euvre présentée en 2006 au comité Renoir
IR i K aine e b

K 70408 230) x #0/

/ fig. 14 Archive Durand-Ruel (circa 1908)

fig. 19 Cachet de I’atelier apposé en bas a
gauche.

fig. 16 Anonyme, La rousse au fig. 17 L’ceuvre reproduite en 1931 fig. 18 Archive de la Galerie
chien noir, huile sur toile, 41 x 31 cm, d’aprées les clichés effectués par Barbazanges : Cachet de I’atelier
inscription en haut a gauche: ‘M’ Bernheim Jeune (circa 1919). L'ceuvre apposé en bas a gauche.

ne porte pas de signature ni de cachet.

Wildenstein s s o
Plattner

Institute

fig. 20 (Euvre présentée au comité fig. 21 Verso : ceuvre présentée au fig. 22 Attestation d’inclusion
Renoir en 2019. comité Renoir en 2019. délivrée a I'issue de comité.
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fig. 25 verso

T

contre-jour

fig. 27 détails

fig. 28 détails fig. 29 détails

fig. 30 Kees van Dongen, Johnny Hudgins,
ouaa!! Ouaaall!, 1926.

fig. 35 Claude Monet a Giverny au travail de ses
« Grandes Décorations ».

fig. 33 Archive Ambroise Vollard montrant
l'oeuvre dans son état d’origine (circa 1910)

fig. 34 Intégration numérique des oeuvres dans leur ‘contexte’
d’origine. La superposition numérique permet de faire coincider
les fragments et I’ceuvre enti¢re. Nous pouvons également
remarquer quelques repeints qui seront mentionnées sur
Pattestation.

041 | PROGRAM 3 Le Catalogue raisonné a Uére du numérique



Pascal PERRIN
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What exactly is a catalogue raisonné? A work that collects, identifies
and classifies the complete works of a painter or sculptor. It involves
inventory and documentation and charts the evolution of the work as
a whole and in detail. Each painting and/or sculpture is described,
analyzed and placed in the artist’s creative process. Every work is repro-
duced, each with a detailed notice: technical information, bibliographic
and historical data, accompanied by commentary, and sometimes by
related iconographic documents. Building a catalogue raisonné requires
extremely meticulous work, involving diverse bills and statements,
cross-checks, “fieldwork,” data verification, information searches,
often in places seemingly distant from Art History, but necessary to
deepen and enrich research (National Meteorology, Hospitals, Port
Administration).

Following the work of compilation and confrontation comes the
drawing up of a plan, either chronological or thematic (or both),
depending on whether the artist dated their work or not, also depending
on the dominant subjects of the corpus.

The first catalogues raisonnés had a didactic aim and were in two
distinct parts—biography and the catalogue itself. In more recent,
critical catalogues, authors have adopted a more personal approach along
with the same constant attention to rigor and method.

The establishment of a catalogue of an artist’s entire work can take a
number of years of research: thirty-five for Fragonard, forty for Monet,
sixty for Vuillard. Approximately ten such reference works are now in
preparation in the Wildenstein Plattner Institute, which has undertaken
their realization on the scientific and material levels; however, research
is not abandoned after publication—new information is gathered in

view of new, reviewed, corrected and augmented editions.

I. The dossier of a work

The establishment of a catalogue raisonné is based essentially on the
constitution of a dossier of a work. This is an essential job, leading to
the building up of a work’s pedigree thanks to the documents, archives
and information collected upstream. The researcher gathers the most
information possible relating to the work in order to establish a precise
résumé in view of the publication of the catalogue raisonné. This dossier
also aids the committee members in their decision to include or reject a
work or put it on hold. The study of the work itself and the analysis of
its pedigree are the basis of the catalogue raisonné and of the taking of

decisions.

I1. The committees
During the elaboration of a catalogue raisonné, the consulting com-
mittees play an essential role in the inclusion or rejection of a work.
A committee is an association composed of art historians and/or
descendants or beneficiaries of the painter in question, of author(s) of the
catalogue or specialists: they meet periodically to deliberate on works
presented physically. Researchers can thus take new photographs of the
work and of the back of the canvas, where gallery labels and numbers
giving historical information can be found. They check the dimensions
and note the present state of conservation.

Unlike an expert who decides momentarily on the authenticity of a

work, a committee composed of specialists and art historians renders a
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collective opinion after the study of a work and its dossier.

After examination, and depending on the opinion of committee
members, decisions are made as to whether the work will be included or
not. As a third possibility, it can also be put on hold for continued study.
In no case are these decisions considered certification of authenticity or

expertise; they are never contested.

1. The dossier of a work and the notice

Before a work is presented to the committee, the research team draws up
the notice, a compilation of the sources and documents included in the
dossier.

Once written (in English) it looks like this:

Le Pécheur a la ligne [The Fisherman] (fig. 1)
1874

Oil on canvas

54.3x65.3 cm

Signed lower right: Renoir.

Provenance

— Sale, consigned by the artist to Drouot, Paris, March 24, 1875, no. 48 (as
“Pécheur a la ligne”) 1

— Georges Charpentier, Paris, purchased at the above sale

— Sale, consigned by above to Drouot, Paris, April 11, 1907, no. 22 (ill., as
“Le Pécheur a la ligne”) 2

— Raymond Elois Tournon, Paris, purchased at the above sale

— Georgette Tournon-Charpentier, Paris, gift from above 3

— Robert Chambolle-Tournon, by descent from above (1945)

— Claude Chambolle-Tournon, Costa Rica, by descent from above (1971)

— The Tournon-Charpentier family collection, Paris

— Sale, consigned by above to Christie’s, London, July 6, 1971, no. 30 (color
ill.)

— Mr. & Mrs. Nigel Broackes, London, purchased at the above sale

— Sale, consigned by above to Sotheby Parke Bernet & Co, London, July 4,
1979, no. 78 (color ill.)

— Private collection, purchased at the above sale
— Private collection, Paris, by descent from unknown
— Sale, Christie’s, New York, May 13, 2019, no. 38A (color ill.) 4

Exhibitions

— Paris, Galerie Bernheim Jeune & Cie, Exposition A. Renoir, January
25—February 10, 1900, no. 18 (as ‘Le Pécheur”) (Lender: Georges
Charpentier, Paris)

— Paris, Galeries L et P. Rosenberg, Exposition “Le Grand Siecle” organisée
au profit de la Société des amis du Louvre, June 15-July 11, 1936, no. 46

— Paris, Galerie Daber, Rétrospective des Maitres du XIXe siécle, 1942

— Paris, Galerie Charpentier, La vie familiale . Scénes et Portraits, January 1,
1944, no. 120 (ill., as “Le Pécheur a la ligne”)

— London, The Diploma Galleries, Royal Academy of Art, Impressionism,

its Masters, its Precursors, and its Influence in Britain, February 9—April
28, 1974, no. 98 (ill. pl. X VIIIa)

Publications

— Julius Meier-Graefe, Auguste Renoir (Paris: Floury, 1912), p. 53

— Lucien Rebatet, “Une admirable galerie en vingt toiles des maitres du
XIXe siecle,” Le Petit parisien, June 10, 1942 (ill.) 1

— Germain Bazin, Michel Drucker, Renoir (Paris: Editions Pierre Tisné,
1944) (color ill. p. 45 dated 1877)

— Michel Robida, Le Salon Charpentier et les impressionnistes (Paris: La
Bibliothéque des Arts, 1958) (ill. pl. VIII)

— Frangois Fosca, Renoir. L'Homme et son oeuvre (Paris: Editions Aimery
Somogy, 1961), p. 88

— Merete Bodelsen, “Early Impressionist Sales, 1874—94 in the Light of
some unpublished Proces-Verbaux,” The Burlington Magazine 110, no.
783 (June 1968), p. 335

— Monsieur Frangois Daulte, Charles Durand-Ruel, Jean Renoir, Auguste



Renoir. Catalogue raisonné de l'oeuvre peint. 1. Figures, 1860—1890
(Lausanne: Editions Durand-Ruel, 1971), no. 103 (ill., as “Le Pécheur a la
ligne” (dated 1874)

— Keith Wheldon, Renoir, His Art (New York: Galahad books, 1975), p. 68
(color ill. pl. 48)

— Elda Fezzi, Jacqueline Henry, Tout l'oeuvre peint de Renoir, période
impressionniste, 1869—-1883. Edition francaise mise a jour (Paris:
Flammarion, 1985), no. 138 (color ill. pl. XIV)

— Gilles Néret, Renoir, peintre du bonheur 1841-1919 (Cologne: Benedikt
Taschen Verlag, 2001) (color ill. p. 81)

— Guy-Patrice Dauberville, Michel Dauberville, Camille Fremontier-
Murphy, Renoir. Catalogue raisonné des tableaux, pastels, dessins et
aquarelles , Vol. I: 1858—1881 (Paris: Bernheim-Jeune, 2007), no. 263 (ill.
p. 313)

Reproduction of the work—photographic documents
A single dossier can contain several photographs of a work, sometimes
dozens, to be conserved and numbered so far as possible. Photographs
from before the digital era were largely taken directly facing the work
itself, which is not always the case today, when the image of a work can
easily be copied from Internet. Thus the source of such a document must
always be verified.

A black and white photograph has many advantages for the analysis
of a document and even for a comparison with the work itself during a

committee, since black and white brings out contrasts.

Technical notice: this is the work’s identity card, indicating its physical
characteristics. It comprises:

The title of the work: Whether given by the painter him/herself, his/her
dealer, an auction house, author, or other sources, most of the time in the
case of figurative works it enables the identification of the subject of the
work. It can be simply descriptive, or indicate a place, person, subject
or theme: Le Pont-Neuf a Paris, Portrait de Madame Charpentier,
Nymphéas, matin. Furthermore, the title can vary from one period of
time or one work to another and is only more or less definitively fixed
in the catalogue raisonné, museum inventories and/or reference works.
Postcards of an era confirm the location of the site, in which case also

the title given to the work. (figs. 2, 3)

Le Portrait of Wilhelm Miihfeld, Pierre-August Renoir

In the case of the Portrait de Wilhelm Miihfeld, attributed to Renoir, the
portrait is indeed that of Wilhelm Miihfeld. In the former Matsukata
collection, the work had been renamed /’"Homme a la cravate rouge
[Man with a Red Tie] and considered a forgery. Since then, the work has
reclaimed its original title and been included in the catalogue raisonné.
(figs. 4, 5)

Dating of a work: this indicates the presumed date of the work’s
execution, if it hasn’t been clearly marked by the artist. It makes it
possible to classify an artist’s works chronologically as well as to follow
their technical and esthetic evolution.

Technique: This essential information specifies the medium and support
used by the artist in the creation of the work. These various elements
will also be classified: colors and pigments generally used by an artist,
canvases, frames, papers, all make for the best possible identification of
suppliers and “work habits”.

Dimensions: In painting, two dimensions are taken in centimeters, on

the painted surface of the work outside of its frame, from edge to edge.
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These precise indications are also part of the identifying elements of the

work.

In a publication, the mention of dimensions gives a scale and is
extremely useful when comparing works, as will be seen in the case of
Renoir fragments.
Signature: Signatures are indicated as read on the work (and even on the
back of it), and where they are placed.
Works are not systematically signed after having been done. Sometimes
the artist will sign later on, at the time of a sale or exhibition. Some
listed works, unsigned during the artist’s lifetime, may bear an apocry-
phal signature using the generally accepted attribution for the work and
appended by a third party.

Other cases show that an original signature could have disappeared
over time, following a too aggressive restoration or cleaning process.

For some artists, a signature stamp is affixed in the presence of a legal
officer (huissier) and serves as a signature. It is affixed on all works

present in the artist’s atelier at the time of death.

The notice is then divided into three large parts for the purpose of
sequencing the life of the work:

Provenance: to whom the work has belonged, its owner or depositary.
Exhibitions: when and where the painting was exhibited or seen.
Bibliography: in what works or catalogues the work has been cited,

described, or reproduced.

Provenance

This contains the key elements of the life of the work, allowing us
mainly to determine who were the various owners or acquirers, be they
actual persons or various entities—galleries, associations, investment
funds or institutions such as museums and foundations.

The main sources of provenance information are catalogues of public
sales and archives of the dealers of the artists in question, such as
Durand-Ruel, Vollard, Druet, and Bernheim-Jeune.

Provenance must reflect the different types of transactions, voluntary
or not: Purchase, inheritance, gift, transfer, and even theft, loss,
discovery.

The researcher strives to reconstitute the various protagonists of these
events, avoiding to the extent possible any information gaps between
two owners.

We can look at the work Le pécheur a la ligne and the analysis of its

provenance, which shows no gaps. (fig. 1)

Provenance

— Sale, consigned by the artist at Drouot, Paris, 24 March 1875, no. 48 (‘Le
pécheur a la ligne’ 180 francs) (fig. 6)

— Georges Charpentier, Paris, purchased at the preceding sale

— Sale, consigned by the preceding at Drouot, Paris, 11 April 1907, no. 22
(ill., as “Le Pécheur a la ligne” 14050 francs)

— Raymond Elois Tournon, Paris, purchased at the preceding sale.

— Georgette Tournon-Charpentier, Paris, gift of the preceding, her husband

— Robert Chambolle-Tournon, inherited from the preceding (1945)

— Claude Chambolle-Tournon, Costa Rica, inherited from the preceding
(1971) (figs. 7-9)



— Collection Tournon-Charpentier, Paris

— Sale, consigned by the preceding at Christie’s, London, 6 July 1971, no.
30 (color ill.) (fig. 10)

— Mr. & Mrs. Nigel Broackes, London, acquired at the preceding sale

— Sale consigned by the preceding at Sotheby Parke Bernet & Co, London,
4 July 1979, no. 78 (color illL.) (fig. 11)

— Private collection, acquired at the preceding sale
— Private collection, Paris, by descendent of the preceding
— Sale, Christie’s, New York, 13 May 2019, no. 38A (color ill.)

Exhibitions

— Paris, Galerie Bernheim Jeune & Cie, Exposition A. Renoir, January
25—February 10, 1900, no. 18 (as “Le Pécheur”) (Lender: Georges
Charpentier, Paris)

— Paris, Galeries L et P. Rosenberg, Exposition “Le Grand Siécle”
organisée au profit de la Société des amis du Louvre, June 15-July 11,
1936, no. 46

— Paris, Galerie Daber, Rétrospective des Maitres du XIXe siecle, 1942

— Paris, Galerie Charpentier, La vie familiale. Scénes et Portraits, January 1,
1944, no. 120 (ill., as “Le Pécheur a la ligne”)

— London, The Diploma Galleries, Royal Academy of Art, Impressionism,
its Masters, its Precursors, and its Influence in Britain, February 9—April
28, 1974, no. 98 (ill. pl. X VIIIa)

A catalogue raisonné can choose to list the exhibitions where a work was
shown over a shorter or longer period and sometimes in several succes-
sive places. Exhibitions make for catalogues, and whereas in the 19th
and early 20th centuries they very often provided a simple list of works
with very few and mainly black and white illustrations, today they are
richly illustrated and documented. An exhibition also becomes the op-
portunity for curators and art historians to approach the work of an artist
from a certain angle or context. We see this in the list of exhibitions of
Pécheur a la ligne: in 1900, a very general Exposition A. Renoir; in 1974
a precise theme, “Impressionism, its Precursors, and its Influence in
Britain.”

Exhibitions are also the occasion to “move” works, to study and pho-
tograph them, but also to situate them in a particular context and create
relationships with one another, esthetically and/or technically.

Thus the exhibition catalogue becomes a source of information for the
catalogue raisonné. However, such information must be verified: some

publications relay erroneous information.

Bibliography

Monographs, books, articles and periodicals are also treated for the
purpose of gathering information and visuals, for confirming the
presence of a work at an exhibition or in a collection, as with sales and
exhibition catalogues. The same in-depth treatment is applied to the

latter publications.

Publications

— Julius Meier-Graefe, Auguste Renoir (Paris: Floury, 1912), p. 53

— Lucien Rebatet, “Une admirable galerie en vingt toiles des maitres du
XIXe siecle,” Le Petit parisien, June 10, 1942 (ill.) 1

— Germain Bazin, Michel Drucker, Renoir (Paris: Editions Pierre Tisné,
1944) (color ill. p. 45 dated 1877)

— Michel Robida, Le Salon Charpentier et les impressionnistes (Paris: La
Bibliothéque des Arts, 1958) (ill. pl. VIII)

— Frangois Fosca, Renoir. L'Homme et son oeuvre (Paris: Editions Aimery
Somogy, 1961), p. 88

— Merete Bodelsen, “Early Impressionist Sales, 1874—94 in the Light of
some unpublished Procés-Verbaux,” The Burlington Magazine 110, no.
783 (June 1968), p. 335

— Monsieur Frangois Daulte, Charles Durand-Ruel, Jean Renoir, Auguste
Renoir. Catalogue raisonné de ['oeuvre peint. I. Figures, 1860—1890
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(Lausanne: Editions Durand-Ruel, 1971), no. 103 (ill., as “Le Pécheur a la
ligne” dated 1874)

— Keith Wheldon, Renoir, His Art (New York: Galahad books, 1975), p. 68
(color ill. pl. 48)

— Elda Fezzi, Jacqueline Henry, Tout ['oeuvre peint de Renoir, période
impressionniste, 1869—1883. Edition frangaise mise a jour (Paris:
Flammarion, 1985), no. 138 (color ill. pl. XIV)

— Gilles Néret, Renoir, peintre du bonheur 1841-1919 (Cologne: Benedikt
Taschen Verlag, 2001) (color ill. p. 81)

— Guy-Patrice Dauberville, Michel Dauberville, Camille Fremontier-
Murphy, Renoir. Catalogue raisonné des tableaux, pastels, dessins et
aquarelles, Vol. I: 1858—1881 (Paris: Bernheim-Jeune, 2007), no. 263 (ill.
p. 313)

Colin Bailey and Elizabeth Gorayeb during the Renoir committee in
New York, April 2019. (fig. 12)
The request made to a committee concerns different types of works:

Works listed in a previous catalogue raisonné or already examined,
and are presented for confirmation: the committee then has to make
sure, during a visual examination of the work, that it is in fact the “object”
in question. Comparison can be made using old photographs or those
already present in the dossier. Provenance will also be checked and the
latest elements brought in by the requester will be added.

Example of the work listed in the Catalogue raisonné of Claude
Monet, n° W 1166. The work was included, but reproduced in black and
white. The committee examined the painting physically and confirmed
that it was the listed work. (fig. 13: Claude Monet, La Maison du
Jjardinier, 1888.)

Works considered as those of the artist in various publications, private
or public archives. Requesters can also provide other information in their
possession. A work might issue from an inheritance, a private collection
or public sale, or more rarely, from a museum. It can have its own
dossier constituted on the basis of the archives of each catalogue. Thus a
work from the Durand-Ruel gallery, only known from a black and white
photograph, was included in the corpus of the painter’s work but had
never been studied by the committee. It will be examined, its dossier

completed and inclusion confirmed.

Durand-Ruel Archive (circa 1908) (fig. 14)

Work presented to the Renoir committee in 2006 (fig. 15)

The archive once again enabled us to confirm the provenance and assert
that the work presented was in its original state.

An artist’s supposed works. This category concerns unknown
works, for the most part never photographed or listed, that are shown
to the committee for possible inclusion in the catalogue raisonné. The
committee proceeds, as above, and gives an opinion after a physical

examination of the work.

Anonyme, La rousse au chien noir [Woman with a Black Dog] (fig. 16)
Oil on canvas

41 x 31 cm

Inscription top left “M”

A work presented in 2019 by an auction house, attributed to Edouard
Manet. According to its owners, the work was listed in the inventory
drawn up by Manet’s brother Eugeéne after the painter’s death. Despite
a seemingly perfect provenance, the work was not retained in the

catalogue raisonné.



Since the inventory after Manet’s death is on Internet and without
illustrations, some owners believe they recognize their work under an

imprecise title. Ex. Portrait de femme assise.

Confrontation of the work with its dossier and archive photographs.

fig. 17 The work reproduced in 1931 after photos taken by Bernheim
Jeune (circa 1919). The work bears no signature or stamp.

figs. 18,19 Archive of the Galerie Barbazanges: stamp of the atelier on
bottom left.

figs. 20,21  Work presented to the Renoir committee in 2019.

In this precise case, we know that the work coming from Renoir’s atelier
was photographed by the Galerie Bernheim-Jeune around 1919: we note
that the stamp was not yet affixed. Photographed by the Barbazanges
Gallery around 1920; we see clearly the signature stamp on the bottom
left.

The work presented in April 2019 corresponds to the two archives,
except for the important repaint on the left: the curtain was “completed”
after the death of the painter by an unknown hand.

fig. 22 Certificate of inclusion delivered after a committee.

The work’s support
The direct study of a work also allows a close study of the support,
especially the back of the painting.

The chassis, the canvas and the frame can be a source of essential in-
formation for the completion of a notice—to validate certain provenanc-
es or exhibitions, to give a title precision, to state the overall condition
of the work, various restorations, possible damage. Gallery or exhibition
labels, numbers in chalk or pencil, suppliers’ names can corroborate
other sources present in the dossier.

In the Van Dongen committee we studied the following work:

Camélias

Oil on canvas

65x 53.8 cm

Signed top right: Van Dongen

Titled on the back of the chassis: Camélias
On this work, we were able to see that the artist had painted the bouquet
directly, with no preliminary drawing, on a canvas prepared in white.
We see with backlight the blank canvas (in red on the photo, bottom
right). (figs. 23-29: Kees van Dongen, Camélias, recto, verso, backlight,
details)

Examining the canvas close up and from the side, thicknesses of paint

can be seen, evidencing the great spontaneity of the painter’s gestures.

This work, done ‘in one sitting” was in exceptional condition.

The backs of works

In the case of this work, the chassis and the canvas itself contained
numerous pieces of information, such as the title of the work, written by
the artist himself, his signature and the address of his atelier at the time.
A number of labels were also stuck to the chassis, confirming most of

the exhibitions mentioned in the dossier.
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Kees van Dongen, Johnny Hudgins, ouaa!! Ouaaa!!! (figs. 30-32)
circa 1926

Oil on canvas

134 x 120 cm

Signed lower left: Van Dongen. Titled on the reverse: Johnny Hudgins
/ouaa!! / ouaaa!!! Signed on the reverse: *Van Dongen / 75. Rue de
Courcelles / Paris XVII

The case of fragments.

The Renoir committee was notably concerned with fragments — parts of
a larger painting that in some way were cut out to make economical use
of study canvases.

This is the case of two fragments-of-works presented to the same
committee and coming from the same original work. The photograph
taken during the artist’s lifetime and conserved in the Vollard collection
allowed us to identify the works and their provenance.

In 2019, two works were simultaneously presented to the Renoir

committee by two auction houses.

Anémones dans un vase—fragment
Oil on canvas

23.7x 19 cm.

Inscription bottom right

Buste de femme—fragment
Oil on canvas

15.5x12.3 cm

Initial “R” top right

fig. 33 Ambroise Vollard Archive showing the work in its original
state (circa 1910)
fig. 34 Digital integration of the works in their original “context”.

Digital superposition allows the fragments to coincide with
the whole work. We also notice a few repaints, which will be
mentioned in the certification.

An infinite number of examples could be given: every event, sale, pu
blication, committee is an opportunity to update a work’s notice, to
gather documents, to refine a provenance or follow the evolution of a col-
lection. In the end, this ongoing research leads above all to the pleasure
of contemplating works of art and in some way, preserving them for the
future.

Photographs, archives, catalogues, publications and committee
reviews are now carefully integrated daily into the WPI Database, thus
proposing an ongoing Digital Catalogue raisonné.

fig. 35 Claude Monet in Giverny at work on his “Grandes
Décorations”.

(Translated by Judith Andreyev)



lage et los Falaises Aval - LL

e e -
fig. 2 Claude Monet, Les Falaises des Petites-Dalles,
1880. W621

fig. 3 Postcard clearly identifying the place painted by the
artist.

fig. 1 Pierre-Auguste Renoir, Le Pécheur da la
ligne, 1874

i

fig. 4 Homme a la cravate rouge (former
Matsukata collection). Wrongly declared a
forgery — included in the Catalogue raison-
né in 2008.

fig. 5 Portrait de Wilhem Miihfeld (South-
ampton City Art Gallery)

fig. 6 Sales catalogue of 24 March 1875. Lot 48 was sold to Mr Charpentier for
180 francs

Georges CHARPENTIER Marguerite LEMONNIER Isabelle LEMONNIER
1846 1905 1848 - 1904 18571926
Paul CHARPENTIER Une fille Léo ROBIDA

Abel HERMANT

Georgette CHARPENTIER
18721945 1862 - 1950

Un fils mort & 3 semaines

Divorce en 1892 et épouse Pierre Mareel CHAMBOLLE en 1893

Un fils Robert Gabriel CHAMBOLLE en 1894

Divorce peu ymond Eloi N en 1905. s p: ‘osta-Rica
Robert  CHAMBOLLE-TOURNON
Frangois CHAMBOLLE-TOURNON
Claude CHAMBOLLE-TOURNON. Michel ROBIDA

propriétaire du 1263 Petit-fil
et arriére petit-fils de Marguerite CHARPENTIER

lsabelle LEMONNIER

fig. 7 Photograph of the apartment of Claude Chambolle-
Tournon in Costa-Rica, circa 1960 (archives Chambolle-
Tournon), where we can see other Renoir, among them the
famous portrait of Georgette Charpentier now in Japan.

fig. 9 Genealogical tree of the Charpentier family, indicating
provenance until now.

fig. 8 Pierre-Auguste Renoir, Madamoiselle Georgette Charpentier
assise, 1876 (Kyobashi, Tokyo)

CHRISTIE'S

Tuest

The Proprsy o M and Mo, Nige Broaches

Tmpressionist

. Important
dn‘d Modem Drawings, THE TOURNON CHARPENTIER FAMILY Impressionist and Modern
Paintings and Sculpture s Lt Paintings

SOTHEBY PARKE BERNET & CO.

Wednesdey, i Jly 1979 1 m prcisly

fig. 10 Sales catalogue of 6 July 1971
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fig.

11 Sales catalogue 4 July 1979




fig. 12 Colin Bailey and
Elizabeth Gorayeb during
the Renoir committee in
New York, April 2019.
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/ fig. 14 Durand-Ruel Archive (circa 1908).

fig. 16 Anonyme, La rousse au chien fig. 17 The work reproduced in 1931 fig. 18 Archive of the Galerie Barba-
noir [Woman with a Black Dog] after photos taken by Bernheim Jeune zanges: stamp of the atelier on bottom
(circa 1919). The work bears no signa- left.
ture or stamp.

fig. 15 Work presented to the Renoir committee in 2006

Wildenstein s s o
Plattner

Institute

fig. 19 Stamp of the atelier on bottom left.

fig. 20 Work presented to the Renoir fig. 21 Verso: Work presented to the fig. 22 Certificate of inclusion delivered after a

committee in 2019. Renoir committee in 2019. committee.
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fig. 25 verso

T

backlight

fig. 27 detail

fig. 28 detail fig. 29 detail

fig. 30 Kees van Dongen, Johnny Hudgins,
ouaa!! Ouaaall!, 1926.

fig. 35 Claude Monet in Giverny at work on his
“Grandes Décorations”.

fig. 33 Ambroise Vollard Archive showing the
work in its original state (circa 1910)

fig. 34 Digital integration of the works in their original
“context”. Digital superposition allows the fragments to coincide
with the whole work. We also notice a few repaints, which will
be mentioned in the certification.
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Paul-Louis DURAND-RUEL

Archives Durand-Ruel

La Galerie Durand-Ruel et ses archives

050



La galerie Durand-Ruel, a Paris et a New York, a joué un réle essentiel
dans la connaissance et la diffusion des principales écoles de peinture
moderne au 19¢me et au début du 20éme siécle : I’Ecole de Barbizon et
I’Impressionnisme. Ceci est di a la vision et au courage de Paul Durand-
Ruel (né en 1831, mort en 1922 / fig. 1), et a la longue lutte qu’il a d
mener pour faire enfin triompher son gofit.

Si la maison Durand-Ruel a cessé ses activités de galeriste en
1974, elle poursuit son travail de gestion de ses archives, tache dont
I’importance ne cesse d’augmenter. En effet, dans le monde de I’art,
les attributions et la provenance des ceuvres d’art sont essentielles ; et
Durand-Ruel a accumulé pendant 150 ans des archives inestimables, qui
sont aujourd’hui au service des multiples intervenants s’intéressant aux
ceuvres d’art.

Mais I’histoire commence avant Paul Durand-Ruel, a la génération
précédente. Sa mere, Marie Ferdinande Ruel était la fille d’un notaire
royal en Provence, qui lors de la Révolution Frangaise de 1789 avait d
émigrer pour échapper a la guillotine. Revenu en France, il avait pu
acheter pour a sa fille unique Marie Ferdinande, un fonds de commerce
de papeterie et matériel pour I’écriture, rue Saint Jacques prés du
Panthéon a Paris, et dont le principal employé était un jeune homme

dynamique nommé Jean Durand.

Les deux jeunes gens, Jean Durand et Marie Ferdinande Ruel, décideérent
de s’unir et le mariage eut lieu en 1825 (figs. 2, 3) ; a ce moment leurs
deux noms se trouverent réunis sur I’enseigne de leur magasin : Durand-
Ruel (fig. 4)

Jean décide d’étendre la sphére des objets vendus aux fournitures
pour artistes ; ces derniers, n’ayant souvent que peu de moyens, sont
heureux de trouver ce papetier qui accepte de leur fournir pinceaux,
couleurs et toiles en échange de leurs ceuvres. Jean expose sur les
murs de sa boutique les tableaux ainsi obtenus, et se met a en acheter,
et il commence a accumuler des tableaux de peintres contemporains
généralement refusés au Salon.

Ceci est important : en effet, le contexte culturel de 1’époque est tres
rigide. Le golt artistique est régi par le Salon annuel, ou les tableaux
exposés sont choisis par un Jury désigné par I’Académie des Beaux-Arts,
qui se coopte elle-méme parmi les artistes les plus traditionnalistes.
Seuls sont appréciés les tableaux trés conventionnels et classiques, bien
finis. Et les artistes refusés sont rejetés par le commerce.

La galerie Durand-Ruel acquiert ainsi la réputation de s’intéresser
a la peinture d’avant-garde, témoin I’anecdote suivante : le Prince
de Joinville, un des fils du roi Louis-Philippe ler, raconte dans ses
Mémoires qu’il s’est fait réprimander par son pére pour avoir acheté chez
Durand-Ruel un tableau d’un artiste refusé au Salon, en I’occurrence
l’orientaliste Marilhat.

Paul Durand-Ruel, né en 1831, vit parmi les artistes qui passent
trés souvent a la galerie ou a la maison. Mais il ne tient pas a devenir
marchand de tableaux : il est attiré par deux vocations, devenir mis-
sionnaire ou militaire, et il sera regu a I’examen de la prestigieuse école

militaire de Saint Cyr.

Mais le commerce des tableaux prend le pas sur I’activité de vente de

fournitures, la galerie devient importante et Jean Durand-Ruel publie en

051 | PROGRAM 4 La Galerie Durand-Ruel et ses archives

1845 un catalogue comportant 120 planches lithographiées. Une gravure
de Charles-Frangois Daubigny illustre I’ensemble du salon principal. (fig.
5) On peut alors découvrir les murs couverts de tableaux accrochés a la
maniére de I’époque. Sont présentés des ceuvres de peintres déja célébres
comme Delacroix, aux cotés de jeunes artistes de I’école de Barbizon
alors peu connus tels que Théodore Rousseau, Corot, Millet, Diaz et

d’autres.

Malheureusement, la révolution de 1848 vient interrompre ’ascension
des affaires.

Jean Durand-Ruel, démoralisé par les difficultés financieres et affaibli
par la maladie, demande a son fils de ’assister et de lui succéder : et
Paul, a contrecceur, démissionne de I’armée pour rejoindre la galerie. (fig.
0)

Il apprend le métier sans enthousiasme en fréquentant le musée du
Louvre et les ventes publiques. Mais, lors de I’Exposition Universelle
de 1855 a Paris, il ressent un choc admiratif dans la salle consacrée aux

tableaux de Delacroix. Il écrira plus tard :

« C’¢tait le triomphe de I’art vivant sur I’art académique. Ces ceuvres m’ou-
vrirent définitivement les yeux et me fortifierent la pensée que je pourrais
peut-étre rendre quelques services aux vrais artistes en m’employant a les
faire mieux comprendre et aimer ».

C’est le véritable point de départ de sa carriere de marchand. 11 sait, dés

lors, qu’il va se dévouer aux artistes en qui il croit.

En 1862, il épouse Eva Lafon. Fille d’un modeste horloger de Périgueux,
elle lui donnera 5 enfants, Joseph, mon grand-pére, Charles, Georges,
Marie et Jeanne. A cette occasion, les jeunes époux se font portraiturer
par Hugues Merle, un ami de la famille. (figs. 7, 8)

Cette méme année, a I’age de 31 ans, Paul Durand-Ruel prend la suite
de son pére et dirige la galerie ; il va se concentrer sur les artistes de
I’école de Barbizon représentés par Théodore Rousseau, Jean Frangois
Millet et Camille Corot.

Ces artistes sont les premiers a vraiment peindre sur le vif, dans la
nature et non en studio. L'invention de la peinture en tubes permet main-
tenant aux paysagistes de peindre en plein air, directement sur le motif.

Paul Durand-Ruel aime et défend également le réaliste Courbet dont
les femmes peintes choquent, n’étant pas des sujets issus de la mytholo-

gie ou de la littérature.

Les tableaux de I’école de Barbizon choquent par leur aspect vif et
naturel. I1s sont donc généralement refusés par le jury du Salon. En 1863,
un nombre tellement considérable de tableaux est refusé que les artistes
manifestent et ’Empereur Napoléon III décide d’offrir un salon pour que
les artistes refusés puissent exposer leurs ceuvres et que le public juge
par lui-méme.

C’est lors de cet événement que Manet expose son « Déjeuner sur
I’herbe » qui fait scandale. Le tableau choque par la présence d’une
femme nue parmi des hommes habillés. Ce tableau est incompréhensible
pour le public de I’époque ; et un grand paradoxe est que Paul Durand-
Ruel est un bourgeois classique dont les opinions et les meeurs sont trés

conservatrices : il est monarchiste, catholique fervent, et néanmoins il



va cependant s’évertuer a défendre cet art considéré comme tout a fait
révolutionnaire.

En 1865, Jean Durand-Ruel s’éteint. Paul a 34 ans et va progressive-
ment établir sa politique de marchand sur quelques principes clefs qui

sont tous innovateurs.

1°" principe : Paul souhaite I’exclusivité du travail des artistes :
Lorsqu’il aime un artiste, Paul met tout en ceuvre afin d’acquérir tous les
tableaux qu’il pourra trouver, que ce soit aupres de ’artiste ou en vente
aux encheres.

Plus tard, il soutiendra financiérement les artistes impressionnistes
en échange de I’exclusivité de leur travail, il leur verse une somme
mensuelle qui leur permet de créer sans crainte du lendemain. Paul regle
aussi directement les notes des peintres aupres de leurs fournisseurs.

Cela dit, aucun contrat n’est signé. Tous les accords sont verbaux.
2%m¢ principe : Paul organise des expositions individuelles, et non de
groupe. Il pense qu’ainsi le public peut mieux découvrir le talent d’un
artiste.
3%me principe : Paul veut diffuser les ceuvres de ses artistes a I'étranger
par le biais d’un réseau de galeries internationales.

Vous pouvez le voir sur cette publicité de Durand-Ruel sur laquelle
sont mentionnées 3 galeries : celle de Paris, rue Laffitte et rue Le
Peletier, celle de Londres New Bond Street (1870-1875), celle de
Bruxelles que Durand-Ruel ouvre en 1871, 4 rue du Persil, (Ces deux
dernieres devront fermer en 1875 pour des raisons financiéres). (fig. 9)
4%™¢ principe : Paul, qui ne dispose pas de fonds propres importants,
doit, pour financer sa politique d’achats massifs, s’appuyer sur des com-
manditaires du milieu de la banque et de la finance

Paul Durand-Ruel jouit d’une excellente réputation de probité qui est
essentielle dans ses négociations avec les financeurs.
5™ principe : Paul promeut les artistes par le biais de la presse. 1l crée,
a deux reprises, une revue artistique. La premicere, la « Revue interna-
tionale de l'art et de la curiosité » en 1869 et la seconde « [’Art dans les
deux Mondes » en 1873. (fig. 10) Ces deux revues seront malheureuse-
ment trop colteuses et ne paraitront pas plus de deux ans chacune.
6™ principe : Durand-Ruel veut rendre le travail des artistes accessible
au public et propose I’entrée gratuite de sa galerie ainsi que I’accés a son
appartement ou les tableaux de sa collection personnelle sont exposés.

Vous apercevez, sur la photographie, deux magnifiques danseuses de
Degas qui entourent le miroir, ainsi qu’un superbe tableau de Renoir sur
la gauche « La Danse a la Ville » aujourd’hui au Musée d’Orsay ; « Le
Déjeuner des canotiers », chef d’ceuvre de Renoir, orne sa salle a manger.
(fig. 11)
7%me ot dernier principe : Paul est monarchiste et catholique fervent, ce
qui lui attire I’hostilité des milieux officiels, qui sont républicains et anti-
cléricaux : mais ces opinions ne ’empéchent pas de défendre les artistes

en toutes circonstances, quels que soient leurs opinions politiques ou
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religieuses. C’est ainsi que lorsqu’en 1871 Courbet est arrété pour avoir
participé a la Commune de Paris, Paul cachera en toute illégalité les
tableaux de I’artiste afin qu’ils ne soient pas réquisitionnés par I’Etat. De
méme, il défendra avec autant d’énergie et de conviction I’anarchiste juif
Camille Pissarro, ou le républicain athée Claude Monet. Et il soutiendra
Berthe Morisot ou Mary Cassatt alors que I’opinion publique n’est pas

favorable aux artistes femmes. Pour lui, seul ’art compte.

En 1867, Paul a 36 ans et déménage sa galerie dans des locaux plus
grands situés au 16 rue Laffitte, alors surnommée « la rue des artistes ».
(fig. 12) La galerie y restera jusqu’en 1922, date a laquelle 'immeuble
sera démoli pour élargir la rue.

En 1870, la guerre franco-prussienne éclate et Paris est assiégé par
les prussiens. Paul Durand-Ruel se réfugie a Londres avec son stock de
tableaux et loue une galerie (au 168) New Bond Street ou il organisera 11
expositions en 5 ans afin de promouvoir les ceuvres des artistes de I’école
de Barbizon.

C’est alors qu’a 40 ans Paul fait & Londres deux des plus importantes
rencontres de sa vie. Un matin de janvier 1871, le peintre Daubigny lui
présente un artiste en lui précisant « voila un jeune homme qui sera plus
fort que nous tous » : ¢’était Claude Monet. Paul Durand-Ruel commence
immédiatement ses achats.

Quelques jours apres, par hasard, Camille Pissarro dépose une toile a la
galerie alors que le marchand n’est pas présent. Paul découvre le tableau et
écrit immédiatement a Pissarro : « Mon cher Monsieur, vous m’avez apporté
un charmant tableau.... Dites-moi donc le prix que vous en voulez et soyez
assez aimable pour m’en envoyer d autres dés que vous le pourrez ».

C’est le début du soutien de Paul Durand-Ruel a ces deux artistes, et
Monet s’en rappellera 50 ans plus tard : Paul Durand-Ruel « grace auquel
plusieurs de mes amis et moi ne sommes pas morts de faim, ce sont la
des choses que je n’oublie pas ».

Car, si Paul Durand-Ruel achéte les ceuvres de Monet et de Pissarro,
il est a peu pres le seul, et il n’arrive pas a les vendre. Cela ne 'empéche
pas de continuer a les soutenir.

Lorsque I’armistice est signé, Paul retourne en France avec toute sa
famille. 11 est alors touché par une terrible perte. Sa femme attrape une
pneumonie et s’éteint en quelques jours. Elle a a peine 30 ans. Paul, qui n’a
pas 40 ans, reste le seul parent de 5 enfants dont I’ainée n’a que 9 ans. Il
ne se remariera jamais et va dés lors se dévouer plus encore a ’art et aux
artistes.

Au début de ’année 1872, Paul découvre dans I’atelier de I’artiste
Stevens deux tableaux de Manet dont le « Port de Boulogne au Clair de
Lune » aujourd’hui au Musée d’Orsay. Durand-Ruel achéte immédiate-
ment les deux tableaux. Et, dés le lendemain, il va frapper a la porte de
l’atelier de Manet. C’est alors le « coup de foudre ». Il achéte tous les

tableaux du studio au prix proposé par Manet, soit 23 ceuvres.

Vous pouvez voir une partie de cet achat retranscrit dans le livre de
stock de 1868-73. (fig. 13) Cette page me sert d’introduction pour parler
des archives de la galerie Durand-Ruel, qui regroupent une collection de

nombreux types de documents :

Livres de stock



Registres comptables

Tableaux regus ou remis en dépot
Photographies

Catalogues d’expositions
Catalogues de ventes publiques
Correspondance

Coupures de presse

La page du livre de stock que vous avez sous les yeux est divisée en
un certain nombre de colonnes : numéro de stock, date, artiste, titre
de I’;euvre, prix, nom du vendeur, nom de ’acheteur, prix de vente.
Plus tard, figureront les dimensions de ’ceuvre et le numéro de photo.
La ligne est barrée lorsque le tableau est vendu. Les livres de stock
que nous avons conservé commencent en 1867 et se succédent jusqu’a
la date actuelle, avec malheureusement quelques lacunes dans les
années 1874—1880 au cours desquelles les graves difficultés financiéres
auxquelles Paul Durand-Ruel a di faire face ont entrainé un certain
relachement dans la tenue des registres.

Une autre série de registres trés importante au point de vue historique
consiste en ce que nous appelons les « brouillards » ; dans ces livres
sont reportées quotidiennement toutes les opérations ce jour-la :
achats et ventes de tableaux comme de fournitures, tableaux regus ou
remis en dépot, salaires du personnel, avances aux artistes, loyers, frais
généraux, etc. Nous avons ainsi un apercu de la vie quotidienne de la
galerie.

Manet et Monet présentent plusieurs de leurs amis a Paul Durand-
Ruel : ce sont Puvis de Chavannes, Degas, Sisley et enfin Renoir.

En 1873, mon afeul vient justement de gagner une grande bataille :
les tableaux des artistes de 1’école de Barbizon sont enfin reconnus et
appréciés. C’est alors qu’il publie un somptueux catalogue de 300 eaux-
fortes représentant des tableaux de sa galerie, dont 28 Corot, 28 Millet,
26 Delacroix, 21 Théodore Rousseau et 7 Courbet, et il n’hésite pas
a y inclure 28 tableaux des jeunes artistes tels que 7 Manet, 6 Puvis
de Chavannes, 5 Pissarro, 4 Monet, 3 Sisley, 2 Degas... (figs. 14 a 21)
Comme le soulignera plus tard le critique Lionello Venturi : « la date
est la imprimée 1873. On s attendrait plutot a lire 1893. C’est qu'en effet
il a fallu vingt ans pour que le public [...] soit réellement convaincu. ».
Durant les vingt années qui suivent, mon aieul va devoir lutter farouche-
ment pour promouvoir les artistes impressionnistes et il traversera deux

crises financiéres.

En effet, la clientéle de Paul Durand-Ruel, ayant accepté les peintres
de I’école de Barbizon, n’est pas suffisamment préte pour comprendre
la nouvelle génération d’artistes, et Paul Durand-Ruel est maintenant
considéré comme un fou. Il entre dans une période terriblement difficile
a partir de ’année 1874, et est contraint de ralentir son soutien aux
peintres impressionnistes.

C’est a ce moment-la que ceux-ci se regroupent en « Société Anonyme »
et organisent leur premicre exposition dans ’atelier du photographe
Nadar. Cet événement est trés mal accueilli et regoit mépris et
moqueries.

Au cours de cette exposition, le critique Louis Leroy, choqué par le
tableau de Monet « Impression, Soleil Levant », veut ridiculiser I’expo-
sition en la qualifiant par dérision d’« impressionniste ». Et les peintres

feront de ce nom un titre de gloire.
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D’autres épreuves attendent Durand-Ruel. Lors d’une vente aux
encheéres de tableaux de Monet, Renoir, Morisot et Sisley, il se fait
insulter et traiter de fou. Des hurlements retentissent dans la salle des
qu’une ceuvre est présentée, certaines sont méme montrées a l’envers.
Les agents de police doivent intervenir afin de poursuivre la vente.

Paul organise en 1876 une deuxiéme exposition du groupe impression-
niste. Celle-ci est excessivement mal accueillie et sa galerie est qualifi¢e
de « maison de santé mentale ». Vous voyez une caricature ou un agent de
police (fig. 22) repousse une femme enceinte qui veut visiter I’exposition :
« Madame, il n'est pas raisonnable d’entrer ! ». Quant a un magnifique
« Nu » de Renoir qui figure a I’exposition, les critiques en parlent en ces
mots : c’est la « putréfaction d’un cadavre ».

Un article du Figaro, écrit par Albert Wolf, relate I’événement : « La
rue Le Peletier a du malheur. Voici un nouveau désastre qui s’abat sur
le quartier. On vient d 'ouvrir chez Durand-Ruel une exposition qu’on dit
étre de peinture. [...] Cing ou six aliénés, dont une femme, s’y sont donné
rendez-vous pour exposer leur ceuvre. [...] ». La femme en question est
Berthe Morisot.

A cette époque, Paul Durand-Ruel fréle la ruine, mais il trouve une
banque, I’Union Générale, qui consent a le financer, et, en 1880, il
peut enfin reprendre sa politique d’achat et assurer a nouveau une aide

financieére mensuelle a ses peintres.

Mais ce répit n’est pas long : deux ans plus tard, I’Union Générale fait
faillite. Paul doit restituer précipitamment les sommes empruntées se
montant a 1 million de francs, somme énorme a I’époque. Heureusement,
il arrive a conclure un moratoire avec ses créanciers.

Les affaires vont toujours mal et Paul est obligé de sous-louer une
partie de sa galerie. Il ne trouve qu’une seule personne pour lui avancer
des fonds, mais qui ne veut accepter comme garantie non pas les

tableaux mais les cadres.

Ceci n’empéche pas Durand-Ruel de commander a Renoir les portraits
de ses 5 enfants, et a Monet toute une série de natures mortes destinées
a orner les panneaux des 6 double-portes du salon de son appartement.
(figs. 23 2 26)

Paul se débat en multipliant les expositions particulieres a Paris et a
I’étranger. (figs. 27, 28) Mais le résultat financier n’arrive pas et les artistes
s’inquictent. Pissarro écrit 8 Monet au sujet de Durand-Ruel: « J'entends
bien les autres marchands qui disent : « Il en a pour huit jours », mais
voila plusieurs mois que ¢a dure.».

Dans cette tourmente, les relations avec les artistes restent tres
confiantes.

Aux moments les plus sombres, Renoir propose de casser ses prix et
écrit au marchand « Quant aux peintures, si vous étes obligé de faire des
sacrifices, ne regrettez rien, parce que je vous en ferai d’autres et des
mieux » (mai 1884).

Quant a Monet, éternel déprimé, Paul Durand-Ruel doit continuellement
lui remonter le moral : par exemple, Monet lui écrit en septembre 1882 :
« ...Je suis dans un complet découragement... J'en deviens fou ... : un grand
tableau que je venais de faire, je l'ai détruit ainsi que trois ou quatre

toiles..... Le doute s’empare de moi. Il me semble que je suis perdu,



que je ne pourrai plus rien faire... » Paul Durand-Ruel lui répond :
« Si vous faisiez de mauvais tableaux, je concevrais votre décourage-
ment. Vous pourriez vous croire impuissant ou maladroit. Au contraire,

Jjamais vous n'avez été en meilleure voie... ».

La famille Durand-Ruel rend souvent visite aux familles des artistes
comme par exemple chez Monet a Giverny ; sur cette photographie vous
apercevez a droite Monet, a coté duquel se trouve Georges Durand-Ruel
et Madame Joseph Durand-Ruel, ma grand-meére (Mlle Hoschedé et Lili
Butler). (fig. 29)

Au Mesnil-Theribus, chez Mary Cassatt avec Mme Joseph Durand-Ruel.
(fig. 30) Mary Cassatt fera le portrait au pastel de Marie, la fille de Paul,
avec ses deux filles. (fig. 31)

Sur cette photographie, vous apercevez Renoir en train de peindre le
portrait de ma grand-mere, Madame Joseph Durand-Ruel, en 1910. (figs.
32, 33)

Enfin une derni¢re épreuve attend Paul Durand-Ruel : il est accusé a
tort par des confréres malveillants dans une affaire de faux tableaux. Il
publie alors dans le journal « ’Evénement » (du 5 novembre 1885) un

démenti dont voici un extrait :

« Jarrive a mon grand crime, celui qui domine tous les autres. J’achéte,
depuis longtemps, et j'estime au plus haut degré les ceuvres de peintres
trés originaux et trés savants, dont plusieurs sont des hommes de génie, et
je prétends les imposer aux amateurs. J’estime que les ceuvres de Degas,
de Puvis de Chavannes, de Monet, de Renoir, de Pissarro et de Sisley sont
dignes de figurer dans les plus belles collections. (...) »

Les artistes soutiennent Durand-Ruel. Renoir lui écrit : « ...ils auront
beau faire ; ils ne vous tueront pas votre vraie qualité : l'amour de l'art
et la défense des artistes avant leur mort. Dans [’avenir ce sera votre
gloire, car vous étes le seul qui ayez pensé a cette chose naturelle... » (fig.
34)

Durand-Ruel ne perd pas courage et répond a Renoir « I/ faut lutter

encore un peu et nous arriverons a dominer nos adversaires ».

Paul Durand-Ruel a 55 ans et a finalement raison, I’année 1886 marque
un tournant pour les impressionnistes. Un marchand américain, James
F. Sutton propose d’organiser une grande exposition a ’American
Art Association a New York, en prenant a sa charge tous les frais de
transport et d’assurance.

Pour Paul, ce voyage est sa derniére chance, et il part pour New York

avec 43 caisses contenant 300 tableaux. (fig. 35)

L’exposition dure un mois et demi et a tellement de succes qu’elle est
prolongée (dans les salons de la National Academy of Design). (figs. 36,
37) Voici quelques-unes des ceuvres exposées : Renoir, Monet, Pissarro,
Manet, Seurat, Manet, Caillebotte. Ces tableaux sont, dés le début,
appréciés par les critiques qui écrivent d’excellents articles. C’est la

premiére consécration officielle des Impressionnistes.

Encouragé par cet accueil, Paul Durand-Ruel ouvre une galerie 8 New

York, deux ans plus tard, sur la Séme avenue, et les clients américains
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affluent. (fig. 38)

A partir de 1890, c’est la reprise de I’activité de la galerie parisienne,
la consécration de Renoir et de Pissarro et la confirmation du succes
de Monet, qui produira ses fameuses Séries qui seront exposées chez
Durand-Ruel : les Meules, les Peupliers, les Cathédrales, les Nymphéas,
les vues de la Tamise. Pour la premiére fois, un musée frangais (celui de
Lyon) achéte une toile de Renoir en 1901, et en 1895 un premier tableau
de Cézanne est acheté par un musée, Nationalgalerie, Staatliche Museen
a Berlin.

En Allemagne, Paul Durand-Ruel expose dans plus de 10 villes, et est
ainsi a I'origine de I'impressionnisme dans ce pays.

Durand-Ruel expose également Paul Gauguin en 1893, Odilon Redon
en 1894, Henri de Toulouse Lautrec en 1902. Mais, la reconnaissance
des artistes impressionnistes enfin gagnée, Paul préfére continuer a les
soutenir plutot que de courir vers de nouvelles aventures.

Et, en 1894, pour la premiére fois de son existence, Paul Durand-
Ruel n’a plus de dettes. Tous ces succes ne signifient pas que la partie est
définitivement gagnée par la peinture impressionniste. Je tiens a signaler
I’anecdote suivante : lors de I'inauguration de I’Exposition Universelle
de 1900 a Paris, le peintre Gérome, chef de file de la peinture tradition-
nelle, a voulu barrer au Président de la République Emile Loubet I’accés
a la salle impressionniste en disant : « N’entrez pas, c’est la honte de I’art
francgais ! ».

Pour défendre ses peintres, Paul Durand-Ruel devait systématique-
ment soutenir le cours de leurs tableaux lorsqu’ils passaient en vente
publique. Nos archives conservent une magnifique collection de cata-
9eme

logues de ces ventes depuis le milieu du 1 siecle, et nombre d’entre

eux portent des annotations intéressantes.

Durand-Ruel organise alors des expositions dans le monde entier, la
plus importante étant celle de Londres a la Grafton Galleries en 1905
avec 278 tableaux de Boudin, Cézanne, Degas, Manet, Monet, Morisot,

Pissarro, Renoir et Sisley. (fig. 39)

C’est la plus importante exposition impressionniste qui a jamais eu lieu,
avec 315 ceuvres, dont la majorité sont des chefs-d’ceuvre.

Vous apercevez le « Déjeuner des Canotiers » .

Apres I’Europe et les Etats-Unis, je dois maintenant mentionner le
Japon.

L’art japonais a fasciné les peintres impressionnistes. Monet a peint
un portrait de sa femme Camille dans un costume aux motifs japonais,
et tout le monde connait le pont japonais que Monet a fait construire sur
son bassin aux nymphéas. Les peintres impressionnistes ont collectionné
les estampes japonaises : d’ailleurs on peut toujours voir sur les murs de
la maison de Claude Monet a Giverny sa magnifique collection de plus
de 200 pieces.

Je mentionne d’abord I’éminent marchand et critique Hayashi
Tadamasa (1853—1906), qui a joué un role essentiel pour faire connaitre
I’art japonais en Europe. Entre 1891 et 1895, Paul Durand-Ruel a vendu a
Hayashi un tableau de Renoir, 7 pastels de Degas, et un dessin de Puvis
de Chavannes ; et, a la vente de la collection Hayashi qui a eu lieu a New
York en 1913, Durand-Ruel a acheté 23 ceuvres.

Il faut noter ensuite I'importante exposition Outamaro et Hiroshige



(figs. 40 a 42) organisée chez Durand-Ruel en 1893 ou ont été montrés
353 estampes de ces grands maitres. On peut voir qu’a ’occasion, la
galerie a été décorée avec des motifs japonais (fig. 43).

Enfin, rappelons que Durand-Ruel a aidé Matsukata Kojird
(1865—1950) a constituer la magnifique collection qui est a I’origine de
ce musée ; en plus des conseils qu’il lui a prodigués, Durand-Ruel lui a
vendu 14 tableaux, dont 13 sont ici dans les collections du musée : parmi
eux, deux splendides Renoir (figs. 44, 45), « Le printemps » de Jean-
Francois Millet (fig. 46) et « Le pauvre pécheur » de Puvis de Chavannes
(fig. 47).

A partir de 1894, Durand-Ruel fera photographier les tableaux de
son stock ainsi que ceux remis en dépot par des collectionneurs : nos
archives comprennent plus de 20 000 photos, dont plus de 1700 Renoir,
800 Monet, 700 Degas, etc.

Enfin, a ses 80 ans, Paul Durand-Ruel se retire et confie ses affaires a

ses fils.

Renoir immortalise alors la réussite de son ami et marchand, Paul
Durand-Ruel, en faisant son portrait, en 1910. (fig. 48)
Paul Durand-Ruel rédige alors ses Mémoires (fig. 49), dans lesquelles

il déclare :

« Enfin les maitres impressionnistes triomphaient comme avaient
triomphé ceux de 1830. Ma folie avait été sagesse. Dire que si j’étais mort
a soixante ans, je mourais criblé de dettes et insolvable, parmi des trésors
méconnus... »

Paul Durand-Ruel décéde en 1922 ; lors des années les plus fructueuses,
entre 1891 et 1922, il aura acheté plus de 10.000 tableaux, dont environ
le tiers de la production impressionniste.

Ses deux fils Joseph (1862-1928) et Georges (1966-1931) lui
succeédent, suivis par les deux fils de Joseph, Pierre (1899-1962) et
Charles (1905-1985). Charles fermera la galerie en 1974, mais con-
tinuera son activité d’expert jusqu’a son déces en 1985. Toutefois la
société Durand-Ruel & Cie poursuit ses activités dans la gestion de ses
archives, s’effor¢cant de répondre aux questions qui lui sont posées par
les historiens de I’art, les conservateurs de musées, les marchands d’art,
les maisons de vente, les chercheurs et les étudiants, continuant ainsi
la défense de ’école impressionniste a laquelle elle est intimement liée

depuis lorigine.
Enfin, le parcours de Paul Durand-Ruel et I’héritage qu’il a laissé a

I’histoire de I’art ont été mis a I’honneur en 2014-2015 dans I’exposition
qui lui a été dédiée a Paris, Londres et Philadelphie. (figs. 50, 51)
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fig. 1 Paul Durand Ruel dans sa galerle

parisienne, vers 1910
Photo Dornac © Durand-Ruel & Cie

fig. 5 La galerie Durand-Ruel en 1845, gravure de

Charles-Frangois Daubigny

Photo Archives Durand-Ruel © Durand-Ruel & Cie
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fig. 4 Etiquette Durand-Ruel vers 1830-1840
Photo Archives Durand-Ruel © Durand-Ruel
& Cie

figs. 2, 3 Jean Durand et son épouse Marie Ruel
Photo Archives Durand-Ruel © Durand-Ruel & Cie

fig. 6 Paul Durand-Ruel, daguérotype, figs. 7, 8 Paul Durand-Ruel, 1866, et son épouse Eva Durand-Ruel,
vers 1850 1865 par Hugues Merle

Photo Archives Durand-Ruel Photo Archives Durand-Ruel © Durand-Ruel & Cie

© Durand-Ruel & Cie

fig. 10 Couverture de L'Art dans fig. 11 Grand salon de Paul Durand-Ruel, 35 rue de Rome fig. 12 La Rue Laffitte a
les Deux Mondes n°2 du 29 nov. a Paris, vers 1885 Paris
1890 Photo Archives Durand-Ruel © Durand-Ruel & Cie

Photo Archives Durand-Ruel
© Durand-Ruel & Cie
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. | fig. 13 Extrait du Livre de Stock Durand-Ruel, janvier 1872
Photo Archives Durand-Ruel © Durand-Ruel & Cie
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figs. 1421 Extrait du Recueil d’Estampes publié¢ par Durand-Ruel en 1873-75 Photos Archives Durand-Ruel © Durand-Ruel & Cie

fig. 14 Camille Corot « Le Pont de Mantes

fig. 19 Edgar Degas « Le Foyer de la danse a ’Opéra »

T S e = =

fig. 20 Alfred Sisley « Le Pont de Villeneuve-La- fig. 21 Camille Pissarro « Une Route pres de
Garenne » Voisins »

fig. 22 Tllustration du Charivari lors fig. 23
de I’exposition impressionniste de

1876, avec la légende: « Madame, il

n’est pas raisonnable d’entrer ! ».

fig. 23 Renoir « Portrait de Joseph Durand-Ruel »
Photos Archives Durand-Ruel © Durand-Ruel & Cie
fig. 25 Renoir « Portrait de Marie et Jeanne Durand-
Ruel » Chrysler Museum, Norfolk, Virginia, USA
Photos Archives Durand-Ruel © Durand-Ruel & Cie
fig. 24 Renoir « Portrait de Charles et Georges Du-
rand-Ruel »

Photos Archives Durand-Ruel © Durand-Ruel & Cie

fig. 26 L’une des doubles-portes du
Salon de Paul Durand-Ruel, peinte par
Monet, 18821885, dans son
appartement parisien, 35 rue de Rome
Photo Archives Durand-Ruel

© Durand-Ruel & Cie
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figs. 27, 28 En 1883, Durand-Ruel organise
® dans ses galeries des expositions
monographiques: Monet en mars, Renoir en
avril, couvertures de ce deux catalogues
Photo Archives Durand-Ruel

© Durand-Ruel & Cie
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fig. 29 Photo (de droite a gauche)
Claude Monet, M. Georges Durand-
Ruel, Mme Joseph Durand-Ruel, Lili
Butler, Mme Hoschedé, prise en 1900
par Joseph Durand-Ruel a Giverny,
chez Monet

Photo Archives Durand-Ruel

© Durand-Ruel & Cie
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fig. 30 Photo (de gauche a droite) Mme Joseph fig. 31 Mary Cassatt « Marie Durand-Ruel (Madame fig. 32 Pierre-Auguste Renoir et Madame

Durand-Ruel, Mary Cassatt, une inconnue, Aude) et ses deux filles Madeleine et Thérése », 1899 Joseph Durand-Ruel, photographie prise par
Marie-Louise Durand-Ruel, prise en 1909 par Joseph Photo Archives Durand-Ruel © Durand-Ruel & Cie Joseph Durand-Ruel a Saint Cloud, en 1911
Durand-Ruel au Mesnil-Théribus, chez Mary Cassatt Photo Archives Durand-Ruel

Photo Archives Durand-Ruel © Durand-Ruel & Cie © Durand-Ruel & Cie

fig. 33 Renoir « Portrait de Madame ris e fig. 35 Photographie e New York
Joseph Durand-Ruel », 1911 T
Photo Archives Durand-Ruel

fig. 34 Lettre de Pierre-Auguste Renoir a Paul Durand-Ruel, 1885

© Durand-Ruel & Cie. : Photo Archives Durand-Ruel © Durand-Ruel & Cie.
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. - fig. 39 Catalogue de I’exposition organisée par
figs. 36, 37 Catalogues des expositions organisées par Durand-Ruel a New Durand-Ruel a Londres, a la Grafton Gallery en 1905
York en 1886 Photo Archives Durand-Ruel © Durand-Ruel & Cie Photo Archives Durand-Ruel © Durand-Ruel & Cie.
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figs. 40—42 L’exposition organisée par Durand-Ruel a Londres, a la Grafton Gallery en 1905

Photo Archives Durand-Ruel © Durand-Ruel & Cie.

fig. 43 La Galerie Durand-Ruel décorée avec des motifs
japonais

figs. 44, 45 Tableaux de Renoir vendus a Matsukata par Durand-Ruel

Paul
Durand-

Mémoires
R/Lle du lHH‘lHl

des impressionnistes

Flammarion

fig. 48 Renoir « Portrait de Paul fig. 49 Mémoires
Durand-Ruel », 1910

Photo Archives Durand-Ruel

© Durand-Ruel & Cie
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figs. 46, 47 Tableaux de Millet et Puvis de Chavannes vendus a
Matsukata par Durand-Ruel

PAUL DURAND-RUEL !

LE PARI DE L'IMPRESSIONNISME
MANET, MONET, RENOIR...
MUSEE DU LUXEMBOURG

9 OCTOBRE 2014 - 8 FEVRIER 2015
MUSEEDULUXEMBOURGFR

figs. 50, 51 L’exposition Paul Durand-Ruel, a Paris, Londres et Philadelphie,
2014 2015




Paul-Louis DURAND-RUEL

Archives Durand-Ruel

The Durand-Ruel Gallery and its Archives
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The Durand-Ruel Gallery, in Paris and in New York, played an essential
role in the diffusion and renown of the main schools of modern
painting in the 19th and early 20th centuries: the Barbizon School
and Impressionism. This was thanks to the courage and vision of Paul
Durand-Ruel (1831-1922 / fig. 1) and his long struggle to impose his
artistic tastes.

Although the Maison Durand-Ruel ceased its activities as a gallery in
1976, it has continued to manage its archives, an increasingly important
task, since the provenance of art works is essential in the art world, and
over 150 years Durand-Ruel accumulated invaluable archives, today at
the service of art historians and researchers.

The story of the Maison Durand-Ruel began the generation before
Paul Durand-Ruel with Paul’s mother, Marie Ferdinande Ruel, the
only daughter of a notary in Provence who, during the 1789 French
Revolution, was forced to emigrate to escape the guillotine. On his
return to France, he was able to purchase for Marie Ferdinande a
business, located near the Panthéon in Paris, rue Saint Jacques. It dealt
in paper and writing materials, and its main employee was a dynamic

young man by the name of Jean Durand.

The two young people, Jean Durand and Marie Ferdinande Ruel, decided
to unite, and their marriage took place in 1825. (figs. 2, 3) It was then
that the two names were joined on the shop sign, which read: Durand-
Ruel (fig. 4).

Jean decided to broaden the range of objects sold as supplies for
painters — often low on funds and happy to find this young man who
accepted to supply them with brushes, colors and canvases in exchange
for their work. Jean exposed the paintings thus obtained on his shop
walls and began to buy others, slowly accumulating the paintings of
contemporary painters generally refused in the Salon.

It should be remembered that at the time, the cultural context was
very rigid. Artistic taste was governed by the annual Salon, where the
paintings exposed were chosen by a jury designated by the Academy
of Beaux-Arts, who co-opted themselves among the most traditionalist
artists. Only the most conventional or classical, well finished works were
appreciated, and artists who were refused were rejected by dealers.

Thus the Durand-Ruel gallery acquired the reputation of being
interested in avant-garde painting, as the following anecdote attests: the
Prince de Joinville, a son of King Louis-Philippe I, tells in his Mémoires
how his father reprimanded him for having bought at Durand-Ruel’s a
painting by the orientalist Marilhat, an artist who had been refused at the
Salon.

Paul Durand-Ruel was born in 1831, lived among artists who both
passed by the gallery and visited his home; however, his aim in life was
not to become an art dealer, but to serve either as a missionary or in the
army and was accepted at Saint Cyr, the prestigious military training

school.

Business in art soon overtook that of supplies, the gallery grew in size
and importance, and in 1845 Jean Durand-Ruel published a catalogue
with 120 lithographed plates and an engraving by Charles-Francois
Daubigny illustrating the whole of the main salon, where we see the

walls covered with paintings hung as they were at the time. (fig. 5) Those
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of already famous painters such as Delacroix, side by side with young
artists of the Barbizon School little known at the time, such as Théodore

Rousseau, Corot, Millet, Diaz and others.

Unfortunately the revolution of 1848 interrupted the increase in business.
Demoralized by financial difficulties and weakened by illness, Jean
Durand-Ruel asked his son to help out and eventually succeed him. Paul

reluctantly resigned from the army to work in the gallery. (fig. 6)

It was with little enthusiasm that he learned the trade, spending his time
at the Louvre and public sales. But at the 1855 Universal Exhibition in
Paris, he was shocked with admiration in the room devoted to paintings

by Delacroix. Later, he wrote:

“It was the triumph of living art over academic art. Those works definitively
opened my eyes and strengthened the idea that I could perhaps be of some
service to real artists, by working to make them understood and loved.”

This was the true starting point in his career as an art dealer. From then

on he knew he would devote himself to the artists he believed in.

In 1862, Paul Durand-Ruel married Eva Lafon, daughter of a Périgueux
watchmaker. A portrait of the newlyweds was painted by Hugues Merle,
a friend of the family. Paul and Eva had five children: Joseph, my grand-
father, Charles, Georges, Marie and Jeanne. (figs. 7, 8)

That same year, at the age of 31, Paul Durand-Ruel succeeded his
father and became director of the gallery, concentrating on artists of
the Barbizon School represented by Théodore Rousseau, Jean Francgois
Millet and Camille Corot.

These artists were the first to paint live, in nature and not in a studio.
The invention of paint in tubes allowed landscape artists to work directly
on an outdoor scene.

Paul Durand-Ruel appreciated and supported the realist painter Corot,
despite the fact that the public were shocked by his paintings of women,

their subjects taken neither from mythology nor from literature.

The paintings of the Barbizon School shocked the public because of
their live and natural aspect, and as a rule, they were refused by the Jury
of the Salon. In 1863, so many paintings were refused that the artists
protested and Emperor Napoleon I1I decided to propose a salon where
the refused artists could exhibit their works and allow the public to judge
for itself.

It was at that event that Manet exhibited his Luncheon on the Grass that
created a scandal. What shocked was the presence of a nude woman in
the presence of clothed men, incomprehensible for the public of the time.
It was a great paradox in the sense that Paul Durand-Ruel was a classical
bourgeois with conservative morals and opinions. Yet, a monarchist
and fervent Catholic, he nonetheless strove to defend an art considered
totally revolutionary.

In 1865 Jean Durand-Ruel died. Paul, at 34, would gradually establish
his policy as a dealer on the basis of several key principles, all innovative
at the time.

His first principle was to seek exclusivity on an artist’s work: When



he liked an artist, he did his utmost to acquire all the paintings he could
find, both from the artist and at auctions.

Later on, he aided Impressionist artists financially in exchange for the
exclusivity of their work. He paid them a monthly sum, which allowed
them to create freely without worrying about the future. He also paid
directly the bills for his artists’ painting supplies.

This took place without any contract. All agreements were verbal.

As a second principle, Paul organized individual, rather than group
exhibits, thinking it a way for the public to better appreciate the talent of

an artist.

Thirdly, Paul intended to make his artists known abroad through a
network of international galleries. Durand-Ruel’s advertisements show
three galleries: in Paris, rue Lafitte and rue Le Peletier, the London
gallery, New Bond Street (1870—1875), and in Brussels, opened by
Durand-Ruel in 1871, 4 rue du Persil. (fig. 9) The latter two closed in
1875 for financial reasons.

His fourth principle was the consequence of Paul’s having no signifi-
cant funds of his own. In order to finance his policy of mass purchases,
he had to depend on support from the banking and financial milieu. His
reputation for probity played an essential role in his negotiations for

financial backing.

His fifth principle was to promote artists through the press. Twice, he
created an artistic journal. The first, Revue internationale de l'art et de
la curiosité in 1869 and the second, [’Art dans les deux Mondes in 1873.
(fig. 10) Both journals were unfortunately too costly, and neither was

published more than two years.

As sixth principle, Durand-Ruel wanted the work of artists to be accessi-
ble to the public and offered free entry to both his gallery and his home,
where paintings from his personal collection were exposed.

In the photograph, you see two magnificent Degas dancers on either
side of the mirror, as well as a superb painting by Renoir on the left,
Dance in the City. (fig. 11) Renoir’s masterpiece, The Boatmen’s Lunch

hangs in the dining room.

Seventh and last principle: As a monarchist and fervent Catholic, Paul
provoked the hostility of the authorities, which were republican and
anticlerical, but his opinions didn’t prevent him from defending artists
whatever the circumstances and whatever their political or religious
opinions. In 1871, when Courbet was arrested for having participated in
the Paris Commune, Paul illegally hid the artist’s paintings to prevent
their being requisitioned by the State. With the same energy and con-
viction he defended the Jewish and anarchist painter Camille Pissarro
and the atheist republican Claude Monet, and supported Berthe Morisot
and Mary Cassatt when public opinion was not favorable to women. For

Paul, only art counted.

In 1867, Paul was 36 and moved his gallery to larger premises at 16 rue
Laffitte, then called “the artists’ street,” where the gallery remained until
1922, when the building was torn down to widen the street. (fig. 12)

In 1870, the Franco-Prussian war broke out and Paris was besieged
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by the Prussians. Paul Durand-Ruel fled to London with his stock
of paintings and rented a gallery at 168 New Bond Street, where he
organized eleven exhibits in five years, in order to promote the works of
artists of the Barbizon School.

It was at age 40 in London, that Paul made two of the most important
encounters of his life. On a January morning in 1871 the painter
Daubigny introduced him to an artist, saying, “This young man will be
greater than all of us.” It was Claude Monet. Paul Durand-Ruel immedi-
ately began buying his paintings.

A few days later, Camille Pissarro deposited a canvas in the gallery
while the owner was out. On finding the painting, Paul immediately
wrote to Pissarro: “My dear Sir, you have brought me a charming
painting... Tell me the price and have the kindness to send me others as
soon as you can.”

This was the beginning of Paul Durand-Ruel’s support of these two
artists, and 50 years later, Monet remembered: “It was thanks to Paul
Durand-Ruel that several of my friends and myself didn’t die of hunger,
those are things one doesn’t forget.”

Yet although Paul Durand-Ruel bought the works of Monet and
Pissarro, he was practically alone in doing so, and was unable to sell
them—which didn’t prevent him from continuing to support them.

When the armistice was signed, Paul returned to France with his
whole family. It was then he suffered a terrible loss. His wife, hardly 30
years old, caught pneumonia and died within a few days. Paul, not yet
40, was left with five children, the oldest only 9. He never remarried and
from then on devoted himself even more to art and artists.

Early in 1872 in the atelier of the artist Stevens, Paul discovered two
paintings by Manet. One was The Port of Boulogne by Moonlight, now
in the Musée d’Orsay. Durand-Ruel immediately bought both paintings
and a day later, knocked at Manet’s door. It was like a thunderbolt. He

bought all the paintings in the studio at Manet’s price—23 works.

Part of this purchase can be seen re-transcribed in the 186873 stocks
book. (fig. 13) This page can serve as an introduction to the subject of
the Durand-Ruel gallery archives, which group together a collection of

numerous kinds of documents:

Stock books,

Bookkeeping records

Paintings received or consigned
Photographs

Exhibition catalogs

Public auction catalogs
Correspondence

Press articles

The page from the stocks book is divided into several columns: stock
number, date, artist, title of work, price, seller’s name, buyer’s name, sale
price. Later on, there will also be the work’s dimensions and photograph
number. The line is crossed out when the painting has been sold. The
stock books we have kept begin in 1867 and continue to the present,
with unfortunately a few gaps between 1874—1880, due to the serious
financial difficulties faced by Paul Durand-Ruel causing him to partially
neglect the keeping of records.

Another series of records very important from the historical point



of view is what we call brouillards (daybooks): these are daily books
containing all the day’s operations— purchases and sales of paintings,
supplies, paintings received or held in trust, employee salaries, advances
to artists, rents, overhead, etc. This gives an idea of the daily life of the
gallery.

Manet and Monet introduced several of their friends to Paul Durand-

Ruel: Puvis de Chavannes, Degas, Sisley and Renoir.

In 1873, Paul had just won a long battle: the painters of the Barbizon
School were finally recognized and appreciated. It was then that he
published a beautiful catalog of 300 etchings representing paintings
from his gallery, among which 28 Corot, 28 Millet, 26 Delacroix, 21
Théodore Rousseau and 7 Courbet, and including 28 paintings of young
artists—7 Manet, 6 Puvis de Chavannes, 5 Pissarro, 4 Monet, 3 Sisley,
2 Degas, and others. (figs. 14-21) As the critic Lionello Venturi later
underscored: “The date is there, in print, 1873. We would rather expect
to read 1893. Because in fact, it took twenty years for the public [...] to
be really convinced.” In the twenty following years, my grandfather had
to struggle hard to promote the impressionist painters, and he underwent

two financial crises.

Unfortunately, Durand-Ruel’s clientele, while accepting painters of the
Barbizon School, were not yet ready to understand the new generation
of artists and began to consider Paul Durand-Ruel mad. Beginning in
1874, he entered an extremely difficult period and was obliged to limit
his support of the impressionist painters. It was then that they grouped
together as an entity and organized their first exhibit in the atelier of the
photographer Nadar, but the show was poorly received and earned them
only mockery and disdain.

During that exhibit, the critic Louis Leroy, shocked by Monet’s
Impression Rising Sun, sought to ridicule the exhibit by describing it as
“impressionist,” a term which would soon be to the painters’ glory.

But Durand-Ruel’s ordeals were not over. During an auction sale
of paintings by Manet, Renoir, Morisot and Sisley, he was insulted
and treated as a madman. There was shouting and yelling whenever a
painting was shown, some were even presented back to the audience,
and in order for the sale to continue, the police had to intervene.

In 1876, Paul organized a second exhibition of the group of impres-
sionists. This one was even more badly received and his gallery was
qualified as a “mental health house”. The caricature shows a police agent
(fig. 22) pushing away a pregnant woman who wants to visit the exhibit,
saying, “Madame, it’s not reasonable to go inside!” As for Renoir’s
magnificent Nude in the exhibit, the critics spoke of it as the “putrefaction
of a cadaver.”

An article in the Figaro, written by Albert Wolf, relates the event:
“Alas for rue Le Peletier. A new disaster has hit the neighborhood. An
exhibition, supposedly of painting [...] has just opened at Durand-Ruel.
Five or six madmen, of whom one woman, have got together to exhibit
their work [...].” The woman in question was Berthe Morisot.

At the time, Paul Durand-Ruel was on the verge of ruin, but he found
a bank, I’Union Générale, willing to finance him, and in 1880, he was
finally able to resume his purchasing policy and once again ensure his

painters monthly financial support.
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But this respite would not last. Two years later, I’Union Générale went
bankrupt and Paul was obliged to immediately reimburse the amount of
the loan, one million francs, an enormous sum at the time. Fortunately,
he managed to conclude a moratorium with his creditors.

Affairs were still going badly and Paul was forced to sublet part of
his gallery. He only found one person willing to advance funds—who
accepted as a guarantee not paintings, but frames.

This did not prevent Durand-Ruel from commissioning from Renoir
portraits of his five children, and from Monet a whole series of still lifes
to decorate the panels and six double doors of his living room. (figs.
23-26)

Paul struggled for survival by increasing the number of private exhibi-
tions in Paris and abroad. (figs. 27, 28) However, the financial result was
not forthcoming and the artists worried. Pissarro wrote to Monet about
Durand-Ruel: “I can understand the other dealers who say, ‘He’ll be
finished in a week,” but it’s already been several months.”

Despite this turmoil, relations with artists remained confident. At the
darkest moments, Renoir offered to lower his prices, writing to Paul: “As
for the paintings, if you have to make sacrifices, do so without regret,
because I’ll paint other even better ones.” (May, 1884)

The eternally depressed Monet was constantly in need of being
cheered up. In September 1882 he wrote to Durand-Ruel, “...I’'m totally
discouraged... I'm going mad...: I destroyed a large painting I had just
done, and three or four canvases... I'm tortured by doubt. I feel like I'm
lost, that I’ll never be able to do anything any more...” To which Durand-
Ruel answered: “If you painted bad paintings, I could understand your
discouragement. You could think of yourself as impotent or awkward.

On the contrary, you’ve never been on a better track...”

The Durand-Ruel family often visited the artists’ families, at Monet’s
home in Giverny, for example. On the photograph you see Monet on the
right, next to Georges Durand-Ruel and Madame Joseph Durand-Ruel,
my grandmother (Mlle Hoschedé and Lili Butler). (fig. 29)

In Mesnil-Theribus, at the home of Mary Cassatt with Mrs. Joseph
Durand-Ruel. (fig. 30) Mary Cassatt did a pastel portrait of Marie, Paul’s
daughter, with her two daughters. (fig. 31)

In this photograph, taken in 1910, Renoir is painting the portrait of my
grandmother, Madame Joseph Durand-Ruel. (figs. 32, 33)

A further ordeal awaited Paul Durand-Ruel, wrongfully accused by
ill-inclined colleagues in an affair of fake paintings. In [’Evénement of
5 November 1885, he published a denial, of which the following is an

extract:

“I'm coming to my great crime, the one that dominates all the others. For a
long time, I've been buying— and I have the highest esteem for the works
of very original and knowledgeable painters, several of whom are men of
genius, and [ intend to impose them on art lovers. I believe the works of
Degas, Puvis de Chavannes, Monet, Renoir, Pissarro and Sisley are worthy
of their place in the most beautiful collections. [...]”

The artists supported Durand-Ruel. Renoir wrote: “[...] let them do as



they will; they won't kill you for your real quality: the love of art and the
defence of artists before their death. In the future it will be to your glory,
because you are the only person to have thought of this natural thing...”
(fig. 34)

Durand-Ruel didn’t lose courage and wrote to Renoir “We’ll have to

struggle a little more, and we’ll be stronger than our adversaries.”

Paul Durand-Ruel was 55 when his instinct finally proved correct. The
year 1886 marked a turning point for the Impressionists. An American
dealer, James F. Sutton, offered to organize a large exhibition at the
American Art Association in New York, taking charge of all transport
and insurance expenses.

For Paul, the voyage was his last chance, and he left for New York

with 43 crates containing 300 paintings. (fig. 35)

The exhibition lasted a month and a half and was so successful that it
was extended in the salons of the National Academy of Design. (figs.
36, 37) The following are some of the works exposed: Renoir, Monet,
Pissarro, Manet, Seurat, Caillebotte. From the outset, the paintings were
appreciated by critics, and reviews were excellent. It was the impression-

ists’ first consecration.

Encouraged by this welcome, Paul Durand-Ruel opened a gallery
two years later on Fifth Avenue in New York and soon established an
American clientele. (fig. 38)

As for his Parisian gallery, activity finally picked up beginning in
1890, with the consecration of Renoir and Pissarro and the confirmation
of the success of Monet, who would then paint his famous Series
exhibited at the Durand-Ruel gallery: Millstones, late summer, Poplar
Trees, the Cathedrals, Water Lilies, Views of the Thames. For the first
time, in 1901, a French museum bought a Renoir painting, and in 1895
the first painting of Cézanne was bought by Nationalgalerie, Staatliche
Museen zu Berlin.

In Germany, Paul Durand-Ruel exposed in more than ten cities, and
thus became the source of Impressionism in the country.

He also exhibited the work of Paul Gauguin in 1893, of Odilon Redon
in 1894, Henri de Toulouse-Lautrec in 1902. Having finally won recog-
nition for impressionist artists, he preferred to continue to support them
rather than seek new adventures.

And for the first time in his life, in 1894, Durand-Ruel was no longer
in debt. Yet all these successes did not mean the battle was won for the
impressionists, as we see from the following anecdote: During the inau-
guration of the World Exposition of 1900 in Paris, the painter Gérome,
leader of traditional painting, tried to present the President of the
Republic, Emile Loubet, from entering the impressionist room, saying
“Don’t go in, it’s the shame of French art!”.

To defend his painters, Paul Durand-Ruel had to systematically
support the sale price of their paintings during public sales. Our archives
contain a magnificent collection of catalogues of these sales since the

mid-19th century, and many show interesting notations.

Durand-Ruel was then organizing exhibitions world over, the most

important one in London at the Grafton Galleries in 1905 with paintings
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by Boudin, Cézanne, Degas, Manet, Monet, Morisot, Pissarro, Renoir
and Sisley. (figs. 39, 40)

It was the biggest impressionist exhibit that had ever taken place, with
315 works and a majority of masterpieces. You can see Luncheon of the
Boating Party.

After Europe and the United States, let us now turn to Japan.

Japanese art fascinated the impressionist painters. Monet painted
a portrait of his wife, Portrait of Camille in Japanese Costume, and
everyone knows the Japanese Bridge that Monet had built over his water
lily pond. Impressionist painters collected Japanese engravings, Monet
himself had a collection of 200 pieces, many of them still hanging on the
walls of his home in Giverny.

We can mention, first of all, the eminent dealer and critic Hayashi
Tadamasa (1853—1906), who played an essential role in making Japanese
art known in Europe. Between 1891-1895, Paul Durand-Ruel sold to
Hayashi one Renoir painting, 7 Degas pastels, and one drawing by Puvis
de Chavannes; and at the 1913 sale of the Hayashi collection in New
York, Durand-Ruel bought 23 works.

There was also the important Outamaro and Hiroshige exhibition (figs.
41, 42) showing 353 engravings by the two masters, organized in 1893 at
the Galerie Durand-Ruel, decorated with Japanese motifs (fig. 43).

Durand-Ruel also aided Matsukata Kgjiro (1865—-1950) in constituting
the magnificent collection at the origin of this museum. In addition to
advice, he sold Matsukata 14 paintings, 13 of which are in the museum’s
collection: among them two splendid Renoir (figs. 44, 45), Jean-Frangois
Millet’s Spring (fig. 46), and The Poor Fisherman, by Puvis de Chvannes
(fig. 47).

Beginning in 1894, Durand-Ruel had his stock of paintings photo-
graphed, as well as works consigned by collectors: our archives hold
over 20,000 photos, of which more than 1700 Renoir, 800 Monet, 700
Degas, and others.

Finally, at the age of 80, Paul Durand-Ruel retired and gave his

business over to his sons.

Thus in 1910, Renoir immortalized the success of his friend and dealer,
Paul Durand-Ruel, by painting his portrait. (fig. 48)
Paul Durand-Ruel then began writing his Mémoires (fig. 49), in which

he declared:

Finally, the impressionist masters triumphed like those of 1830. My
madness had been wisdom. When I think that had I died at sixty, I would
have been ruined and debt ridden, among unrecognized treasures...

Paul Durand-Ruel died in 1922. In his most fruitful years, between
1891 and 1922, he bought more than 10,000 paintings, over a third by
impressionists.

His two sons, Joseph (1862-1928) and Georges (1866—-1931)
succeeded him, followed by Joseph’s two sons, Pierre (1899-1962) and
Charles (1905—1985). Charles closed the gallery in 1974, but continued
his activity as an expert until his death in 1985. However, the company
Durand-Ruel & Co. continues its work in the management of its archives,
helping to answer the questions of art historians, museum curators, art
dealers, auction houses, researchers and students, thus continuing the

support for the Impressionist School, to which it has been intimately



linked since the beginning.

Finally, Paul Durand-Ruel’s career and the legacy he left to the history
of art were honored in the 2014-2015 exhibit dedicated to him in Paris,
London, and Philadelphia. (figs. 50, 51)

(Translated by Judith Andreyev)
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Ferdinande Ruel Photo Archives Durand-Ruel © Durand-Ruel & Cie

fig. 5 Engraving by Daubigny of the gallery in 1845,
103 rue des Petits Champs
Photo Archives Durand-Ruel © Durand-Ruel & Cie

fig. 6 Daguerreotype of Paul Durand- figs. 7, 8 Hugues Merle, Portraits of Paul Durand-Ruel (1866) and
Ruel, ca. 1850 Portrait of Eva Durand-Ruel (1865)
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figs. 14-21 Engravings from Galerie Durand-Ruel: Recueil d’estampes, 1873-1875 Photos Archives Durand-Ruel © Durand-Ruel & Cie

fig. 14 Camille Corot, The Bridge at Mantes fig. 15 JL.F. Millet, L'Angelus (The Evening Prayer)  fig. 16 Théodore Rousseau, The Forest in Winter at Sunset

fig. 18 Claude Monet, Houses and Canal at Zaandam, fig. 19 Edgar Degas, The Dancing Class at the Opera
Netherlands

fig. 20 Alfred Sisley, The Bridge at Villeneuve-la-
Garenne

fig. 22 From the satirical magazine
Charivari, about the Impressionist
Exhibition in 1876: Policeman:
“Lady, it is not prudent to enter !”

fig. 23 Renoir, Portrait of Joseph Durand-Ruel, 1882
Photos Archives Durand-Ruel © Durand-Ruel & Cie
fig. 24 Renoir, Portrait of Charles and Georges
Durand-Ruel

Photos Archives Durand-Ruel © Durand-Ruel & Cie
fig. 25 Renoir, Portrait of Marie and Jeanne
Durand-Ruel, Chrysler Museum, Norfolk, Virginia
Photos Archives Durand-Ruel © Durand-Ruel & Cie

fig. 26 One of the 6 doors painted by
Claude Monet for the drawing room
of Paul Durand-Ruel’s apartment at 35
rue de Rome, Paris

Photo Archives Durand-Ruel

© Durand-Ruel & Cie
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figs. 27,28 Two 1883 monographic

" exhibition catalogues: Monet and Renoir
Photo Archives Durand-Ruel

© Durand-Ruel & Cie
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fig. 29 Photograph (right to left)

Claude Monet, Mr. Georges Durand-Ruel,
Mrs. Georges Durand-Ruel, Lili Butler
and Mrs. Hosched¢, taken by Joseph
Durand-Ruel in 1900 in Monet’s Garden,
Giverny

Photo Archives Durand-Ruel

© Durand-Ruel & Cie
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fig. 30 Photograpgh (left to right) fig. 31 Mary Cassatt, Portrait of Marie, Paul Durand-Ruel’s fig. 32 Photograph of Mrs. Joseph Durand-

Mrs. Joseph Durand-Ruel, Mary Cassatt, unknown woman  daughter, with her two daughters, 1899 Ruel and Renoir taken in 1911 by Joseph
and Marie-Louise Durand-Ruel, taken in 1909 by Joseph Photo Archives Durand-Ruel © Durand-Ruel & Cie Durand-Ruel, Saint Cloud

Durand-Ruel in M. Cassatt’s house, Mesnil-Théribus Photo Archives Durand-Ruel

Photo Archives Durand-Ruel © Durand-Ruel & Cie © Durand-Ruel & Cie

fig. 33 Renoir, Portrait of Madame ris e fig. 35 Photograph of New York
Joseph Durand-Ruel e
Photo Archives Durand-Ruel

fig. 34 Letter from Renoir to Paul Durand-Ruel, 1885

© Durand-Ruel & Cie. : Photo Archives Durand-Ruel © Durand-Ruel & Cie.
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loanst (986 - - - Ji Photo Archives Durand-Ruel © Durand-Ruel & Cie.
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figs. 36, 37 The two catalogues of the 1886 New York exhibitions fig. 39 Catalogue of the exhibition organized by
organized by Durand-Ruel Durand-Ruel at the Grafton Galleries in 1905
Photo Archives Durand-Ruel © Durand-Ruel & Cie Photo Archives Durand-Ruel © Durand-Ruel & Cie.
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figs. 40—42 Outamaro and Hiroshige Exhibition organized by Durand-Ruel in Paris in 1883

Photo Archives Durand-Ruel © Durand-Ruel & Cie.
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Flammarion

fig. 48 Renoir, Portrait of Paul Durand-Ruel fig. 49 Mémoires
Photo Archives Durand-Ruel
© Durand-Ruel & Cie
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fig. 43 The Galerie Durand-Ruel, decorated with Japanese
motifs.

figs. 46, 47 Paintings by J.F. Millet and Puvis de Chavannes purchased
from Durand-Ruel by Matsukata Kojird

PAUL DURAND-RUE
LE PARI DE L'IMPRESSIONNISME
MANET, MONET, RENOIR...
MUSEE DU LUXEMBQURG

9 0CTOBRE 2014 - 8 FEVRIER 2015
MUSEEDULUXEMBOURGFR L

figs. 50, 51 Paul Durand-Ruel Exhibition in Paris, London and Philadelphia, 2014—
2015
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3) Durand-Ruel & Cie, Paris.

4) Bibliothéque de 'INHA, Paris, MS375 (6.5.1~6.5.3)

5)  Ernest Brown & Phillips Ltd, London.

6) Ed. by William E. Fredeman, The Correspondence of Dante Gabriel Rossetti,
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vol. 8, The Last Decade, 1873-1879, Cambridge: D.S. Brewer, 2009, p. 221,
78.271.

7)  http://piprod.getty.edu/starweb/stockbooks/servlet.starweb?path=stockbooks/
stockbooks.web
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10) Archives Nationales, Paris, 20150044/120, «Collection Matsukata Séquestrex.
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I. The Relationship between the Matsukata Collection Catalogue
Raisonné and Materials

The National Museum of Western Art (NMWA) opened in its present
location in the Ueno district of Tokyo for the preservation and display
of the Matsukata Collection (fig. 1). Matsukata K&jird (1866—1950) was
an industrialist and founding president of Kawasaki Dockyard Co., Ltd.
While on business trips to Europe in the 1910s to 1920s, Matsukata
acquired artworks on visits to art dealers, such as the Durand-Ruel
Gallery, and through direct negotiation with such artists as Claude
Monet. After World War I, the majority of these works were shipped
to Japan, yet circumstances at the time meant that a not insignificant
number of works remained in London and Paris. Those works which
remained in France were then linked to the establishment of this
museum, a total of approximately 400 works, including paintings,
sculpture and drawings.

During the final years of World War II the French government
sequestered the Matsukata works in Paris. Then after the war, the San
Francisco Peace Treaty formally made them the property of the French
government. However, negotiations between the French and Japanese
governments were held regarding their return to Japan. As one of their
conditions for this transfer, the French government stated that a new
museum must be built in Japan to house the collection (figs. 2, 3). This
is the historical process that lies behind our holding of the Matsukata
Collection exhibition to commemorate the 60th anniversary of the
Museum’s opening.

Over the course of last year and this year, the NMWA has compiled
and published a catalogue raisonné of the Matsukata Collection. The
theme of this paper is to introduce the connection between this compila-

tion process and the materials that have been previously reported.

Interest in archives has increased in recent years, and here, in addition
to archives in the strictest meaning of the term, we have also considered
the documentation of individual artworks found in auction and exhibi-
tion catalogues, along with such special types of materials as the labels
pasted on painting frames, backs and stretchers. In this paper we would
like to describe how we used these materials in the production of the
catalogue raisonné. First, let us confirm the entirety of the Matsukata
Collection that is the subject of the catalogue raisonné.

The Matsukata Collection can be largely divided into three lineages.
Namely, the group of works that remained in France and later became
the basis of the NMWA collection, the group that was shipped to
Japan and were then relinquished by Matsukata as part of his taking
responsibility for the collapse of Kawasaki Dockyard Co., Ltd., and later
dispersed in auctions. Unusually, the ukiyo-e works were not dispersed,
but rather were presented in their entirety to the Imperial Household
Agency and later handed onto the Tokyo National Museum. The third

group comprised works stored in London which were later destroyed in

1) Kawaguchi Masako & Jingaoka Megumi, eds., The Matsukata Collection.
Complete Catalogue of the European Art, 2 vols., The National Museum of
Western Art, Tokyo, 2018/2019.

a fire at the warehouse.

With the exception of the works in the NMWA and the Tokyo National
Museum, the remainder of the collection was dispersed and there was no
known inventory of the entire collection. Thus it was a challenge to get
an overall sense of the Matsukata Collection when we began to edit the
catalogue of the collection’s Western artworks, not including the ukiyo-e
works. This project was not a catalogue raisonné of a single artist, but
rather a catalogue raisonné of a collection assembled by a single person.
We must note here that more so than artist identification and questions
of an artwork’s techniques and production date, we have focused on the
provenance of the works and their locations over time.

Earlier research seeking an understanding of the entire scope of the
Matsukata Collection can be found in the catalogue edited and published
by the Kobe City Museum in 1990 (referred to here as the Kobe
catalogue). In the years since that publication it has functioned as the
standard work on the subject. However, several years ago a philanthropic
individual appeared who was troubled by the fact that lack of funding
meant that only a small number of the Kobe catalogues were produced
and it was thus hard to acquire, and that the contents were becoming
dated. This led the philanthropist to donate funds for the production
of a new catalogue. In line with this donation, we became involved in
creating a book-format catalogue, not just a digital media database. That
was around 2014.

The Kobe catalogue primarily relied on the sale catalogues related to
works dispersed in Japan and the catalogue of the works in the NMWA
collection as its information sources. In essence, the Kobe catalogue
drew largely from the materials available in Japan that date from the
collection dispersal period or later. However, in the intervening quarter
century since that publication, circumstances have changed in how
materials can be accessed. The following is a listing of what materials
we used in our compilation process.

As part of the transfer of the Matsukata Collection to Japan, nego-
tiations between Japan and France included the previously mentioned
establishment of a new museum. Various materials remain in both
Japan and France regarding this negotiation process. In particular, in
France, given that Léonce Bénédite, who assisted Matsukata with his
art purchases, was the director of the French national art museum,
the national art history research center inherited the Fonds Léonce
Bénédite > materials related to Bénédite. A wealth of records related
to the Matsukata’s collecting activities are found in that archive. In
this manner we surveyed the archival materials in the INHA (National
Institute for Art History, Paris), the Archives nationales, Paris, our own
NMWA archives and those of numerous other institutions. Then we dis-
covered that there were some subtle differences depending on when the
lists handed down in these institutions were made and who made them.

Thus said, however, strictly speaking, it was previously known that

various different versions of the collection list existed, and those who

2) https:/www.inha.fr/fr/ressources/publications/publications-numeriques/
dictionnaire-critique-des-historiens-de-l-art/benedite-leonce.html
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previously stated that this question would require further inquiry at a
later date were probably correct. In any event, we were finally confront-
ed with the unavoidable question of list discrepancies and we had to
gather our courage and address the issue. Given that there were around
400 works, the lists were endlessly varied, in terms of number of works
included, their titles and numbering systems, making our task quite
difficult.

During that process it became apparent that there were some works
that did not appear on the list of works transferred to Japan, in other
words, those works for which the French negotiators could not either
find traces of how they were sold off, or whose whereabouts became
unknown during the process. We realized that it was important to
determine whether these works coincided with the previously known
works recorded in the Kobe catalogue or whether they are newly discov-
ered works. Details of this matter will be addressed below, but here we
can indicate that artist catalogues raisonnés played an important role in
such determinations. The works by Monet and Degas shown on this slide
were all owned by Matsukata or formerly owned by him, and all of them
are recorded in their respective artist’s catalogue raisonné. There is no
need to reiterate the importance of catalogues raisonnés to researchers
of Western art, but it is important to consider that the role of catalogue
raisonnés as we think of them today, such as the tradition of recording
famous tea ceremony utensils, as discussed by Takeuchi Jun’ichi, have
not yet become prevalent in Japan.

Most of the artists covered by the NMWA purview of Western artists
up until the first half of the 20th century have some degree of catalogue
raisonné in existence. As a result, it has been extremely helpful that
when need arises, it is very easy to refer to these catalogues in the
library. When puzzling and complex problems arise, and issues cannot
be quickly resolved, our research does not advance as anticipated. In
projects such as this one, catalogues raisonnés and other important doc-
umentary sources are indispensable, and the assembly of such resources
in one place is another essential element of the organizing of a research
environment.

In recent years interest in Japan has focused on archives related to
information on art, but we believe there is a need not only for archival
materials, but also a consideration of the creation of an overall research
base that includes a broad range of materials, from these types of
specialized books to digital resources. In that sense, we can anticipate
the future role of organizations such as the Tokyo National Research
Institute for Cultural Properties, as we will hear from the next speaker
Yamanashi Emiko.

I noted earlier that the Kobe catalogue relied primarily on materials
from the collection dispersal period and later, but for our study we
focused on records from the time of the collection’s formation. In detail,
in addition to the previously noted French research institutes, we also

referred to archival materials at the Tate Gallery, London, the German

art market archive ZADIK, materials at the Getty Institute in Los
Angeles and those from art dealers such as the Durand-Ruel Gallery.

This approach was made possible by the heightened need for
provenance research in the West and changes in the study environment
brought about by advances in making archives publicly available. These
changes meant we had direct access to records dating from the time
when Matsukata purchased the works.

Further, along with this materials survey at various institutions,
we also referred to the materials accumulated at the NMWA, such
as the Museum’s curatorial files (fig. 4). In addition to the Matsukata
Collection which entered the Museum at its founding, over the course
of the intervening 60 years we have also acquired and displayed other
dispersed ex-Matsukata works and have gathered materials on them.
This utilization of the results of such museum documentation activities
can be considered one of the special features of projects conducted by art
museums that own artworks.

There are copies of articles and copies of information owned by other
institutions in the file boxes dedicated to each artwork. There are also
photographs of the backs of the artworks and thus records of the gallery
labels, exhibition labels and other information directly attached to the
objects themselves.

On the other hand, there are also archival records regarding the
purchase of the artwork (fig. 5) which are maintained in a separate
system from the artwork data file. There are also cases of works being
on deposit, when they are held the museum but their ownership is not
transferred to the NMWA, and so as part of this project we also referred
to the records of on-deposit works. In addition to this materials survey,
we also surveyed works both in the NMWA and in other sites. These
slides show our visits to private collectors and businesses as part of such
surveys.

As we progressed on the material and artwork surveys both in-house
and at other venues, next we turned to the organization of the assembled
materials and images. We filed the materials by artwork (fig. 6). When
we discovered new artworks, we created new folders, or in some
instances, combined folders when it became apparent that information in
two separate folders actually referred to a single work. As this process
advanced, the number of folders vacillated. Work on reorganizing this
material continued over the course of our catalogue compilation, and we
would like to organize these materials so that in the future these files can
be shared with outside researchers. One of the reasons for this hope can
be noted here.

The slide shows the list we referred to as the artwork list at the time of
the Franco-Japanese negotiations. As you can see this is not the original
document, but rather a text that was republished in some publication.
Regardless of the fact that the original list is an extremely important
document, for a long time its whereabouts were unknown. Our research

for the catalogue confirmed its location. While this substitution was
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essential when we did not know the location of the original, some of
the information in the copy cannot be explained by comparison with
other lists. Is this a case of simple transcription error, or was it simply
a case of a different interpretation of the information given. There
are several instances of this problem. In essence, in order to preserve
evidence that underscores information, access to the original must be
preserved separate from the copying of the information. This stipulation
can also apply to our catalogue. For this publication we reached certain
conclusions or hypotheses, and in order to prove their appropriateness, it
is important to ensure third-party access to the materials that underscore
those decisions. As new materials are discovered and research advances,
undoubtedly there will be instances in which our catalogue will need
revisions. Given these factors, we considered it was our duty to preserve
the raw materials used in the compilation of our catalogue so that they
can be referred to by third parties. As organization of these materials
advances in the future, we hope to present them in some format that can

be shared with other researchers.

Conversely, the records gathered in new surveys and photographs of
works are maintained not in paper format but as digital files. This is
the database made up of these materials. We have recorded numerous
images of labels on the backs of frames. We used a specialized database
system for this project, in other words, we customized an artwork
collection management system for use in catalogue editing (fig. 7). The
fact that we could record numerous survey photographs was particularly
helpful. In the case of this work we also recorded numerous photographs
of the writing on the back of the work’s frame. We will discuss how this
system can be useful later in this paper.

Then finally, we would like to introduce the serendipitous tricks
we used to consider catalogues raisonnés in the digital age. For this
catalogue raisonné we learned from examples in traditional European
catalogues raisonnés and included various indices at the end of the
volume. Unlike the usual book production method, whereby such indices
are created at the editing stage after the entire manuscript is prepared,
instead we created index data in tandem with the recording of catalogue
data in the system. From the very first stage of the project we planned
the final generation and printing process of the manuscript, and this
was possible thanks to the customized system. While our final aim was
to produce a book-form catalogue, in any event, we used digital assets
to the greatest degree possible, and this has allowed us to consider
making the digital form also available. Learning from such cutting-edge
examples garnered from the Wildenstein Plattner Institute (WPI), we are
considering ways in which to make catalogues raisonnés available that
suit the digital age.

— KAWAGUCHI Masako

3) Durand-Ruel & Cie, Paris.

II. Introducing Survey Examples

Next we would like to introduce specific examples of our research based
on works recorded in our catalogue. Today’s report is about one pillar
of museum documentation and thus will focus on works in the NMWA
collection.

Our study of the Matsukata Collection consisted of information
gathered from outside the artworks themselves, such as books, letters,
artwork lists, gallery archives, and various forms of publications, along
with information remaining on the artwork itself such as labels and
written comments. We referred to all of these information types and
combined them as we went along. Of course, the information remaining
on frames and wooden stretchers is not necessarily the absolute record
of that work. Frames are often interchanged, and stretchers replaced
and canvases re-stretched. There are also instances when exchanges
are made in order to falsify such on-work records. Thus said, such risks
can also be found in documents and printed materials, and as such it is
important to underscore findings by comparing them across sources.
Further, wherever possible we picked up information, it might aid new

developments in survey research.

Renoir, Femme au Chapeau (M916)

First let’s look at the labels that remain on the back of Renoir’s Femme
au chapeau, “1081, Renoir, Femme au chapeau, 1891.” (figs. 8—10)
During our survey we referred to the records of Matsukata’s purchase
of the work in the archives of the Durand-Ruel Gallery in Paris,3) and
were also allowed to study their photo archives. When we compared that
information, we found that the number on the label mentioned above
was the Durand-Ruel Gallery stock number of the work purchased by
Matsukata. In late 1921 Matsukata bought this Renoir and six works by
Albert André from Durand-Ruel, and all of these works have this same
kind of label remaining on their wooden stretchers.

Did Léonce Bénédite, who greatly aided Matsukata with art purchases
in Paris, record this information of artwork management? These are not
so-called gallery labels, and while it is not clear when and by whom they
were attached, they are somehow a record linking the works and the
gallery, and they could assist the study in such cases where provenance
information is lacking. Flowers by Andre is the only one of the seven
works with a different label that states the Durand-Ruel name and the
number 5 (fig. 11).

This Femme au chapeau also has a large stencil of the number 306
on the back of its wooden stretchers. This type of number appears on
many of the Matsukata Collection works that were returned to Japan by
France in 1959 and are now in the NMWA, but we didn’t know what they
actually mean. During this study we were able to examine the contents
of numerous Matsukata Collection object lists from the earliest days
to those used in the post-war return negotiations by the Japanese and

French governments, and this comparison indicated that these numbers

4) Bibliothéque de PINHA, Paris, MS375 (6.5.1~6.5.3).
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were the management numbers attached to the Matsukata Collection
works when they were stored at the Musée Rodin in the 1920s to 1930s.
These numbers also accord with the numbers on the glass negatives
of the Matsukata Collection that have been recently discovered at the
Meédiathéque de l'architecture et du patrimoine (MAP). In other words,
this number is one of the indicators that can be used to identify ex-Mat-
sukata Collection works that were dispersed from the group stored in
Paris (fig. 5).

Cézanne, On the Boat (M1487)

We learned a great deal from the letters and documents exchanged
between Bénédite and Matsukata during their art purchasing process.”
While this group of materials today housed at the INHA in Paris has
been partially referred to in previous Matsukata Collection research, our
new comprehensive examination of the materials, including art dealer
invoices and other such documents, provided new data for the catalogue.

Here is an example from these materials. According to the sales
records from the Bernheim-Jeune Gallery dated September 7, 1921,
Matsukata bought six Cézannes, one Matisse and four Van Dongen
works for a total of 73,000 francs. Of those, today there are four Cézanne
watercolors in the NMWA, each of which was removed from its original
mat and frame for conservation purposes after the works entered
the NMWA. These old mats and frames are stored separate from the
artworks, and were helpful in our study.

For example, the old back mat of On the Boat has a label from the
Bernheim-Jeune Gallery, but the ink and paper has degraded and it is
hard to decipher. (figs. 12, 13). However, at an early stage our colleague
transcribed it (fig. 14), and we were able to match up those records with
the label itself. This comparison indicates that the label stated Musée
Rodin, and thus we know that the label indicates that it was one of the
works purchased by Matsukata in Paris that was sent by Bénédite to
the Musée Rodin where they were stored until World War II broke out.
Further, the number 21686 which was written on a label removed from
the frame and conserved was the Bernheim-Jeune Gallery stock number
(fig. 15).

Rossetti, Risen at Dawn (M940)

This Rossetti work that appeared in the first auction of the Matsukata
Collection had been introduced in Japan in auctions and exhibitions as
Young Girl or Woman (fig. 16). However, fortunately, a label from the
Leicester Galleries, London remained on the back of the painting (fig.
17) and with this as the starting point, we were able to ask to survey the
Gallery’s archives (not publicly available) which are preserved at Ernest
Brown and Phillips, Ltd.”). From the Leicester Galleries sales records
we determined that Matsukata purchased this Risen at Dawn by Rossetti
from that gallery in 1920.

Risen at Dawn is no. 253 in Surtee’s catalogue raisonné of the artist.

5) Ernest Brown & Phillips Ltd, London.

6) William E. Fredeman, ed., The Correspondence of Dante Gabriel Rossetti,
vol. 8, The Last Decade, 1873-1879, Cambridge: D.S. Brewer, 2009, p. 221,
78.271.

This was work number 105 in the studio sale held in 1883 after the
artist’s death. This was one of the works painted in 1878 for Rossetti’s
important patron Leonard Rowe Valpy. The auction catalogue describes
the work as a “half-figure of a young woman, completely painted except
the final glazing. no background. c. 1880.” This accords with the com-
position of this painting. Further, in his November 28, 1878 letter % to
Valpy, Rossetti wrote that this work was “42 x 21 inches” (approx. 106.7
x 53.3 cm), which is essentially the size of this work. The name of the art
materials shop burned into the wooden stretchers is one of the merchants
that Rossetti frequented (fig. 18). Thus, this allowed us to re-position
this work in its proper context and record its detailed information in our

catalogue.

Monet, Poplars in the Sun (M777)

While today no labels or other material remain on Monet’s Poplars in
the Sun (fig. 19), documents related to the sale of the work sent by the
Knoedler Gallery to Bénédite remain in the NMWA (fig. 20). Matsukata
bought paintings from this gallery during the autumn and winter of 1921.
Given that the works primarily bought in Paris were stored at the Musée
Rodin where Bénédite worked, these works were also taken to the Musée
Rodin. These documents are thought to have been taken with the works
during this transfer as proof of their purchase.

The Getty Research Institute in Los Angeles has an important archive
of materials on the Knoedler Gallery, which is both open to researchers
as work progresses on its digitization and hence availability online.”)
The artwork storage book can be searched in the online database
regarding the group of works purchased by Matsukata at the gallery in
1921. However, given the absence of pictures of the individual works
in that storage book it is difficult at times to specifically identify works
solely by their artist name and title.

For example, there are two Poplars works noted as purchased by
Matsukata. And yet, to the best of our knowledge, the only known
example of a Monet poplar painting formerly in the Matsukata
Collection is the work today in the NMWA. What was the other work?
By confirming the Knoedler Gallery photo archives 8 today at the Getty,
it seems that another work depicting willows (M769) was mistaken for
poplars, and thus the work which should have been Willows Bathed
in Sunlight was given the wrong title, Poplars Bathed in Sunlight. On
the other hand, the work that is today in the NMWA was simply titled
Poplars in the storage inventory.

This Willows Bathed in Sunlight was sequestered by the French gov-
ernment in World War II as enemy assets and was one of the works sold

at auction in 1947, with its whereabouts today unknown.

Old Masters
While we could not match them with dealer sale records, we often

found several gallery labels on the works. For example, labels from the

7) http://piprod.getty.edu/starweb/stockbooks/servlet.starweb?path=stock-
books/stockbooks.web.

8) Getty Research Institute, Los Angeles, 2012.M.54, Box 2612.

083 | PROGRAM S5 Museum Documentation and the Compilation of the Matsukata Collection: Complete Clatalogue of the European Art



Lawson-Peacock Gallery can often be seen on the back of Matsukata
Collection works, primarily the Old Masters (fig. 21). There are other
examples where the presence of specific collection auctions can be
determined from the presence of collector marks. Many of the drawings
in the Matsukata Collection bear the collector mark of painter Edward
Poynter. (fig. 22) This mark led us to the catalogue of the Poynter collec-
tion auction held in London in 1918 where we found several other works
that appear to have entered the Matsukata collection. The accumulation
of such information can be anticipated to provide important leads in the
future search for how Matsukata acquired the works, whether directly or
indirectly.

As noted previously, the painter names and artwork titles noted on
these labels are not always correct. And yet, at the very least their in-
formation can be acknowledged as historical information. For example,
a work that was formerly attributed to Rembrandt is today subject to
question, and there is Cassirer Gallery label on the back of the work
that states it is a Rembrandt work. (figs. 23-25) Given that there are no
records of Matsukata’s purchase of this work in the Cassirer Gallery

archives,g)

it is thought to have not been purchased directly from this
gallery, but at the very least, we can surmise from this information on
the label that the art market thought it was a Rembrandt at the time it

was purchased by Matsukata.

Damaged Works
As we started to compile our catalogue, our first task was to confirm the
contents of the Matsukata Collection at the time of the handover in 1959
when it formed the basis for the NMWA collection. In other words, we
compared the various extant lists, confirming what works were in the
collection at what time, or which works had disappeared. One particular-
ly fascinating result of this work was the group of damaged works. Here
I would like to introduce examples from this group by Degas and Monet.
During World War II the Matsukata Collection works that remained
in France were evacuated from Paris and stored in a private home in
a village in Normandy. It seems that during that process some of the
works were damaged by water and humidity. The list of works seized by
the French government in 1944 (list made in 1945) was the first mention
of these damaged works. In fact, some of the 375 works returned to
Japan in 1959 were damaged. And yet, we realized that there were other
damaged works which had been listed as such at the time of the 1944

seizure but were not included in the 375 sent to Japan.

Degas, Portrait of a Woman (M375)

Degas’ picture of a woman is one such work (fig. 26). This work is listed
in the 1946 Degas catalogue raisonné as an ex-Matsukata Collection
work whose whereabouts were unknown. (fig. 27) Further, given that
the facts of its purchase are known through a letter dated October 12,

1921 from Bénédite to Suzuki & Co., and it is included consistently from

9) Paul Cassirer Archive & Walter Feilchenfeldt Archive, Zurich.

the time of the lists created by Bénédite’s circle in the first half of the

10) notes

1920s to the sequestration list. However, the sequestration list
that the crate housing the work had “humidity damage,” and the artwork
title is listed as “subject not recognized” and artist name as “Degas?
(extremely damaged). The 2008 survey of works stored at the NMWA
since its founding confirmed the identity of several other damaged
works. Of those, there was a work with only half of its canvas remaining
on stretchers, with its artist, subject and even measurements unknown,
which was not recorded but had a label with the number 40 on the back
of the canvas. (fig. 28) In our catalogue, we concluded that this was the
missing Degas work. The size and remaining imagery accords with P. A.
Lemoine’s black and white image and the number 40 on the label on the
back of the work is the number given to this image of a woman in Degas’
studio sale held at the Georges Petit Gallery in 1918. The words “Buste
de..” also can be seen on the label. Then a close look at the front of the

picture shows Degas signature on the right center of the canvas.

Monet, Water Lilies, Reflections of Weeping Willows (M788)

Monet’s Water Lilies, Reflections of Weeping Willows is listed in the
Monet catalogue raisonné as part of the Matsukata Collection, but its
whereabouts have long been unknown. (figs. 29, 30) After Matsukata
purchased the work from Monet in 1921, at the very least it remained on
various lists recording the Matsukata Collection up until the World War
II period. Like the Degas work this work first appeared as “humidity
damaged” on the sequestration list in 1945, but it was omitted from the
list of works returned to Japan considered as “no value” and had been
remained in France. Unexpectedly this work was discovered in the
Louvre in 2016. The relevant French and Japanese staff shared informa-
tion and research results, which realized a return of the work to Japan
in early 2018. The painting was displayed in the Matsukata Collection
exhibition held from June to August 2019.

Conclusion

Finally, we would like to introduce our research conducted at the
Wildenstein Plattner Institute in Paris, our co-organizer of today’s
symposium. Starting around November 2017, we began to interact
with the WPI regarding a photograph of Water Lilies, Reflections of
Weeping Willows included in the Monet catalogue raisonné published by
Wildenstein Institute. Later the presence of a “CAISSE NATIONALE
DES MONUMENTS HISTORIQUES” stamp on the back of the photo-
graph of this Water Lilies which we found at the WPI (fig. 31) led us to
confirm that the MAP currently houses this type of photograph (fig. 32).
We there discovered an important collection of glass plate photographs
of most of the Matsukata Collection works around the time they were
stored at the Musée Rodin. Some of those glass plates are included in the
current Matsukata Collection exhibition. The discovery of the glass plate

photograph of Monet’s Water Lilies, Reflections of Weeping Willows also

10) Archives Nationales, Paris, 20150044/120, “Collection Matsukata Séques-
tre”.
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helped the digital reconstruction of the now missing or damaged sections
of the canvas.

We would also like to mention the provenance research on Manet’s
Stormy Sea (M691), which is also currently on display (fig. 33). This is
an ex-Matsukata Collection work that was recently rediscovered as one
of the works in the collection of Hildebrand Gurlitt, an art dealer who
collaborated with Nazi Germany. The Gurlitt Collection was discovered
in 2013 in Munich, with more found in Salzburg in 2014, in the home and
apartments of his son Cornelius, for a total of close to 1,500 works. The
discovery of the collection, which ranges from works legally acquired
by Hildebrand as an art dealer to those seizured from Jews was breaking
news in 2013. We surmised that Manet’s Marine, temps d’orage was sold
by Matsukata’s custodian to his old friend the art dealer André Schoeller
while the Matsukata works were evacuated during World War II. The
Raphaél Gérard sales records conserved in the WPI underscores this hy-
pothesis, and thus filled an important gap in the provenance. We would
like to take this opportunity to express our great appreciation to the
WPI for their wholehearted cooperation with our Matsukata Collection
research.

In addition to the document searches at various external institutions,
assembling the materials and records accumulated at the NMWA and
organizing them into art work files and a database allowed us to compile
the Matsukata Collection catalogue and organize this exhibition.
We have just begun to engage with the various remaining museum
documentation issues. As a museum, we must maintain and organize
records regarding artwork restoration, purchase and display, along with
preserving removed frames, mats and labels, in addition to related books
and photographs. Considering such museum-specific issues, we hope
to construct a platform for these various information sources on details
about the works in a manner suited to the digital age.

— JINGAOK A Megumi

(Translated by Martha J. McClintock)
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fig. 11 The label on the back of André’s Flowers
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fig. 26 Degas, Portrait of a Woman fig. 27 Degas catalogue raisonné

fig. 29 Monet, Water Lilies, Reflections of Weeping Willows

fig. 31 The back of the photograph of Water Lilies, Reflections
of Weeping Willows (WPI)

F

fig. 28 Label with the number 40

fig. 30 Monet catalogue raisonné

fig. 32 The glass plate photograph of Water Lilies, Reflections of Weeping

Willows (MAP)

fig. 33 Manet, Stormy Sea (Purchased by NMWA in October 2019)
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Introduction

The theme of this symposium, the catalogue raisonné, can be translated
into Japanese as sakuhin somokuroku, literally comprehensive catalogue
of works.

The history of art catalogues in the West was discussed in detail in
Shimamoto Kan, Bijutsu katarogu-ron: kiroku, kioku, gensetsu (2005).
According to that book the art catalogue was born in the latter half of the
18th century and the concept widely disseminated in the 19th century.
Encyclopedias of the latter half of the 19th century include a “catalogue”
entry, a term which first refers to book catalogues, and has a second defi-
nition referring to art catalogues.! That definition includes the comment,
“A list of artworks organized either alphabetically or by school.” (pp.
28-29). In the 18th century art dealers made catalogues when auctions
were held, and their format was based on traditional asset inventories,
noting a number, followed by the artist’s name, and at times, the subject
of the painting. From the latter half of the 18th century Pierre Remy, Le
Brun and others added to these simple notations, appending texts that
indicate the subject of the work, how it was depicted and the state of
the work. On the other hand, art exhibition catalogues began as Salon
livret in the 18th century, and at first were primarily narratives about
the display space. In 1740, the livret switched to a listing by artist, with
numbers assigned to the works. Catalogues illustrated with prints began
in the 19th century, with those prints replaced by photographs in the
latter half of the 19th century. The Louvre and other museums began to
make catalogues at the end of the 18th century, which listed only artwork
number, artist, subject and size. From around the middle of the 19th
century we begin to see the publication of catalogues such as the 1852
catalogue of the German, Flemish and Dutch schools by Frederic Villot.
Those catalogues were organized by school and included catalogue
entries noting subject, iconography and provenance. An experimental
form of single artist comprehensive works catalogue which became the
model for catalogue raisonnés can be seen in the four-volume entire
works of Watteau catalogue published in 1835, after Watteau’s death in
1721 and a compilation process that took ten years to produce.

Today, the Japanese term mokuroku strongly implies a list of pos-
sessions, whether asset catalogue, library catalogue or exhibited works
catalogue. On the other hand, doesn’t the term catalogue in katakana
(katarogu) give a strong sense of a product catalogue or exhibition
catalogue with object explanations or images. Further, the order in which
the objects recorded in those catalogues are listed or categorized can
also be said to reflect on the value system that underlay the creation of
that catalogue.

For example, let us look at the two types of publications issued for
last year’s Dokuritsu Bijutsu Kyokai, namely a shuppin mokuroku,
list of exhibits and a katarogu that included pictures of the displayed
works. The shuppin mokuroku had a Gallery 1 listing, reflecting the

object display order. This was both planned to be a convenience for

1) Shimamoto Kan, Bijutsu katarogu ron (Catalogue d’Art : documents, mem-
oires et discours), Tokyo: Sangensha, 2005, pp. 28-29.

those visiting the galleries, and also show how the works were grouped,
in which we can read the value system of the people who did that
categorization.

On the other hand, the katarogu that published pictures of the
displayed works arranged the artists in the Japanese syllabary system,
with all the works, regardless of their original size, represented by plates
of the same size. Thus, the artist names were arranged in an objective
order, and the images of the displayed works all standardized. There are
Japanese art groups which arrange their lists, and decide on reproduction
image size, by the ranking of the artist within their group, whether
members, fellows, etc. In those terms, a catalogue of works in alphabet-
ical or syllabic order with uniformly sized plates can be seen as backed
by egalitarianism or mutual respect.

Thus the underlying value system can be seen in these display lists
and exhibition catalogues. Each object by nature has various values, and
which is given precedence impacts upon their naming and categoriza-
tion, a process we have each experienced. The elements included in a
catalogue record or their order differ based on those value indicators.

The researchers at the institute with which I am affiliated, the Tokyo
National Institute for Cultural Properties (TNRICP), carry out surveys
and studies of both tangible and intangible cultural properties. These
studies are the core activity of their work handing on these cultural
properties to future generations. Another important part of their work
is the organization and public access to archives of the cultural prop-
erty-related materials and information accumulated in these studies.
The TNRICP is the current form of the art research institute affiliated
with the Teikoku Bijutsuin established in 1930. It was Yashiro Yukio
(1890-1975), who brought methods learned from his early 20th century
studies on Western art history in the West to Japan which formed the
basis for the TNRICP.?)

Yashiro’s catalogue raisonné of Asian art became an important project
for the early art institute. This report introduces the design and concept
of Yashiro’s Asian art catalogue raisonné, and confirms the art historical
methodology it offered to the field of art history, and then provides an
overview of the potential that catalogue digitization can provide in art

history today and issues for its future.

Regarding Yashiro Yukio, the Man Who Conceived Japan’s Art
Research Institute

Yashiro Yukio was born in Yokohama in 1890. After studying at the old
system Daiichi High School, he graduated from the English department
of Tokyo Imperial University in 1915. His graduation thesis was on
emotionalism in fine arts, discussing the art theories of Oscar Wilde.
As can be seen from these choices, Yashiro was interested in art,
particularly painting, and during his time in high school had studied
watercolor painting at the Nihon Suisaiga Kenkyjo, with his watercolor

on red parasols in the field (since destroyed) accepted in the 7th Bunten

2) See the following page regarding Yashiro Yukio and the establishment of
the Institute for Art Research. https:/www.tobunken.go.jp/japanese/gaiyo/
gaiyo-kuroda04.html
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held in 1913 when he was a university student. Those experiences led
him to become a lecturer on Western art history at the Tokyo Bijutsu
Gakkd, where he became a professor in 1917. In March 1921, he set off
for Europe to study Western art history and lived in London. He became
friends with Laurence Binyon (1869-1943) and Arthur Waley (1889—
1966) in London. That autumn he traveled to Italy, where he studied
Renaissance art under Bernard Berenson (1865-1959). He published
the results of those studies in his three volume English work on Sandro
Botticelli in 1925, and then returned to Japan.

In 1930 the Institute for Art Research was established. I will discuss
the work of the Institute later in this paper, but because Yashiro had
misread the imperial war edict on January 8, 1942, he resigned from the
Institute on June 28, 1942. Later he lived in Oiso, Kanagawa prefecture,
and worked on his writings, publishing such works as Nihon bijutsu
no tokushitsu (Characteristics of Japanese Art). After the war, in 1950
he became a Cultural Properties Protection Committee member, a
committee established by the Cultural Properties Protection Act. In
April 1952 he became the director of the reorganized Institute for Art
Research, and held that position until October 1953. Later he worked
on the establishment of an art museum upon a request from Kintetsu
Railways president Taneda Torao (1883—1948) Upon the opening of The
Museum Yamato Bunkakan, he became its first director, a post he held
until 1970, the same year he was selected as the 1970 Cultural Merit
recipient for his long years of service to the art world. On May 25, 1975,
he died at the age of 84.

We can thus name three great accomplishments in Yashiro’s life,
namely his establishing and advising the Institute for Art Research
which was the TNRICP predecessor, his contributions to the Matsukata
Collection and his establishment of the Museum Yamato Bunkakan.

I will discuss the establishment of the Institute for Art Research and
its direction-setting later, but first regarding the Matsukata Collection,
this was brought about by Yashiro receiving support from Matsukata
Ko6jird (1866—1950) during his studies in London. Yashiro applied for
scholarships to fund his studies, but he did not pass the physical exams
for the scholarship and thus had financial difficulties. He then consulted
with Kuroda Seiki (1866—1924) a Western style painter who was
Yashiro’s work colleague, and by chance, related to Matsukata Kojir6.
Kuroda told Yashiro to go meet Matsukata, and thanks to Matsukata’s
support he was able to travel to London. As fate would have it, during
his study period in Europe, he also participated in Matsukata’s collecting
of Western art, and visited Monet at Giverny with Matsukata. After
World War 11, Yashiro acted as Japan’s art-related representative in the
discussions with Georges Salles, France’s museum division chief, in the
negotiations regarding the French return of the Matsukata Collection
items that remained in France. Thanks to those negotiations, the
Matsukata Collection was returned to Japan, and the NMWA built to

house and display the collection. Yashiro discussed that process in his

3) See the following regarding the connection between Kuroda Seiki and the
establishment of the Institute for Art Research. https://www.tobunken.go.jp/
japanese/gaiyo/gaiyo-kuroda02.html

4)  Watashi no bijutsu henreki, pp. 239-241.

1958 book Geijutsu no patoron (Shinchosha).

The Museum Yamato Bunkakan was conceived by Yashiro on the
basis of a request from Kintetsu Railways president Taneda Torao
(1883—-1948) and Yashiro was also involved in the acquisition of works
for the museum. After World War II Japan’s aristocracy system was
abolished and the zaibatsu (financial combines) dismantled, which
greatly distressed many private owners of artworks. Amidst these
conditions, many fine works from the Hara Sankei collection and others
flowed into the marketplace, and Yashiro was one of several people who

prevented many of these superb works from leaving Japan.

The Concept of the Institute for Art Research
Now let us consider the Institute for Art Research and the concepts
behind its operations. The Institute for Art Research was established
on the basis of the last will and testament of the Western style painter
Kuroda Seiki.>) When Kuroda died in 1924, his will stipulated that part
of his assets should be spent on projects to encourage and support art.
Masaki Naohiko (1862-1940), then head of Tokyo Bijutsu Gakko, sought
Yashiro’s opinion on how to best utilize the funds, and Yashiro suggested
an “art library focused on photographic reproductions,” akin to the
type of institute that greatly benefited him during his years of study in
Europe. Masaki agreed, and with the approval of Kuroda’s executors,
Fukuhara Ryojiro (1868—1932) and Makino Nobuaki (1861-1949), plans
were begun for the Institute for Art Research.

Yashiro wrote the following in his Watashi no bijutsu henreki
(Iwanami Shoten, 1972):

“While I was in Europe, I saw art libraries that focused on collecting
photographs of artworks and classified and preserved them. These proved
not only invaluable to my own studies, but in fact greatly contribute to
the world in a surprising manner. As a result, I think that this would be a
perfectly suitable means of using Kuroda’s bequest, and I suggested that
such an institution be established in Japan .... I became acquainted with the
Witt family and can never thank them enough for their help allowing me
access to their astonishing collection of photographs.™)

“I became extremely close friends with the family of Sir Robert Witt, and
his collection of photographs of artworks which he had begun collecting as
nothing special, but had accumulated to such a large number and had been
so well categorized and organized that they made a large, fundamental
contribution to the art world in general, and I had deeply recognized its
significance because of my experience. Hence, when I returned to Japan
and got settled in and began my academic job, I thought I would somehow
like to make a form of that work which was suited to Asia and Japan, and
decided that even if others would not join me in this endeavor, I was deter-
mined to do it on my own.”

That led to Yashiro using his classroom at Tokyo Bijutsu Gakko, and
with the assistance of Shirahata Yoshi, they begin to collect photographs
and organize them. That intention was recognized by and aided by the
school’s president Masaki, and then thanks to Kuroda’s bequest, linked
to the establishment of the Institute.>)

The photograph collection mentioned above of Sir Robert Witt

5) Ibid., p. 242.

6) See the following regarding the Witt Library. https:/courtauld.ac.uk/study/
resources/image-libraries/digitising-british-art-in-the-witt-library
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(1872-1952) is today part of the Witt Library at the Courtauld Institute
of Art.?)

Yashiro was also aware that his concept for the Institute was based
on the stylistic criticism methodology used by Berenson, which he in
turn continued from the thinking of Giovanni Morelli (1816—1891). This
awareness is clearly stated in a letter Yashiro sent to Berenson dated
October 4, 1927.

“Although a bad pupil & lazy correspondent, yet I am a little proud to tell
you—and I am sure you would be glad to know—that I could do something
fundamental for the future study of the Oriental Art. After studying under
your guidance & imbibing your accurate way of research-works in Art, so
far as I could, I found the present state of art study in the Far East very un-
satisfactory & could so far succeed as to persuade the interested people in
Japan to establish an institute where your method of study is to be practical-
ly pursued in the field of Oriental Art. You may have heard of this “Institute
of Art Research” from Sir Robert Witt. It is to be opened from next year &
I am going to be its director. You will find from the reports, which we are
going to issue from next year, that you & your works are the fundamental
& constant inspiration for us all. Therefore, although I am only a bad pupil
of yours, being nothing but a simple artist by nature, yet I am educating my
assistants in strict conformity to your precepts.””)

The Institute opened in 1930, and its first director was Masaki
Naohiko. Yashiro followed as the second director, in that position from
November 1931 to June 1936.

Conception of the Institute for Art Research— Corpus of Eastern
Arts

Yashiro gave a detailed description of the work of this Institute in an
essay published as the foreword of the inaugural issue of Bijutsu kenkyii,
an art journal begun by the Institute on January 1, 1932. First he noted
the process by which the Institute was established, and then explained its
work, and noted that funding did not allow the full collection, organiza-
tion and public access to materials related to art, stating, “I can say that
our urgent work is to focus on basic surveys about art and the provision

of the results of those studies to society in general.” Then as “principal

outline of institute survey items,” 1st, the compilation of a Corpus of

Eastern Arts, a collection of biographies of East Asian artists, collection
of signature and seals, compilation of fundamental historical materials
related to art, 2nd, production of a bibliography related to art, 3rd,
compilation of a Japanese art yearbook, 4th, cooperation with overseas
organizations and others, 5th, surveys regarding art administration and
education, 6th, research on materials and methods of art, albeit not yet
realized.

Yashiro conceived of the Institute as an art and resources library,

and started work on the Corpus of Eastern Arts, a project that consisted

7) See the following for the original letter. http://yashiro.itatti.harvard.edu/
letter-014

8) See the following for the original text. http:/www.tobunken.go.jp/archives/
PDF/kikaku/01%E7%BE%8E%E8%A1%93%E7%A0%94%E7%A9%B6bi-
jutsu-kenkyu/bijutsu-kenkyu/67-72/070 _1_Yashiro.pdf

9) See the following for the original text. http:/www.tobunken.go.jp/archives/

PDF/kikaku/01%E7%BE%8E%E8%A1%93%E7%A0%94%E7%A9%B6bi-

jutsu-kenkyu/bijutsu-kenkyu/67-72/070_3 Watanabe.pdf

See the following for the original text. http:/www.tobunken.go.jp/archives/

PDF/kikaku/01%E7%BE%8E%E8%A1%93%E7%A0%94%E7%A9%B-

6bijutsu-kenkyu/bijutsu-kenkyu Redacted/73-78 Redacted/075 33

Watanabe_Redacted.pdf

11) See the following for the original text. http:/www.tobunken.go.jp/archives/
PDF/kikaku/01%E7%BE%8E%E8%A1%93%E7%A0%94%E7%A9%B6bi-

10

N—

of collecting bibliographies and photographs. He commented on this
project in the article, “On the Compilation of Corpus of Eastern Arts
(Bijutsu Kenkyii No. 70, October 1937).8)

In detail, his method was to categorize various forms of Asian art by
artist, and survey and organize inclusively artworks, articles (printed
photographs) and other materials. These materials took the physical form
of a card with a photograph of the work attached, with the artist’s name,
artwork title, collection and other information written on the back.
These cards became the core of the Corpus. Regarding information
elements on individual artists, mimeographs of their basic materials, seal
compendia based on actual seal impressions, and further, to provide a
comprehensive overview of these materials, the inclusion of a biograph-
ical explanation, related chronology and bibliography. The file cards for
the institute were ordered from Van Dorn Iron Works, and those could

then be organized by artist, temple, subject and other categories.

The Actual Form of the Corpus—Bijutsu Kenkyii and Nihon Bijutsu
Nenkan

The earliest product of the Corpus of Eastern Arts project can be found
in a Bijutsu kenkyii No. 70 article by Watanabe Hajime (1904—1944)
in October 1937.” The detailed content of that article is in line with
Yashiro’s concept. This same author published other articles in Bijutsu
Kenkyu, such as “Mutd Shiai” in No. 75 (March 1938)'0) “Josetsu”
and “Bunsei” in No. 77 (March 1938),”) “Shabun” in No. 80 (August
1938),'? “Shibun” in No. 83 (December 1938)'3) and “Reisai” in No. 87
(March 1939).14) After Watanabe’s death, his final articles were compiled
by Tanaka Toyozo (1881-1948) and published as jointly authored by
Watanabe and Tanaka in No. 141 (June 1947), under the title “Toyo
bijutsu somokuroku Kand Masanobu.”'> Based on Yashiro’s concepts,
this article followed the entry in the Yoryoken mokuroku on Masanobu as
“historical documents,” followed by a discussion of “various biography
related issues,” such as birth and death dates, antecedents, connection
with the shogunate, stipend level, offices held, names, children and wife.
Next a section titled Painting Work and Works listing the Masanobu
works that appear in the previously mentioned historical document, and
an indication of Masanobu’s painting style traits, namely that he was
active in both Chinese and Yamato-e style painting. He illustrated the
discussion with examples from Masanobu’s oeuvre. He then provided
a relevant chronology, transcription of original texts from historical
documents, pictures of inscriptions and signatures on Masanobu’s works
that appear in catalogues and other sources, along with a list of research

articles and books. Watanabe’s work was cut short by his death in the

jutsu-kenkyu/bijutsu-kenkyu/73-78/077_15_Watanabe.pdf

12) See the following for the original text. http:/www.tobunken.go.jp/archives/
PDF/kikaku/01%E7%BE%8E%E8%A1%93%E7%A0%94%E7%A9%B6bi-
jutsu-kenkyu/bijutsu-kenkyu/79-84/080 1 Watanabe.pdf

13) See the following for the original text. http://www.tobunken.go.jp/archives/
PDF/kikaku/01%E7%BE%8E%E8%A1%93%E7%A0%94%E7%A9%B6bi-
jutsu-kenkyu/bijutsu-kenkyu/79-84/083_23 Watanabe.pdf

14) See the following for the original text. http://www.tobunken.go.jp/archives/
PDF/kikaku/01%E7%BE%8E%E8%A1%93%E7%A0%94%E7%A9%B6bi-
jutsu-kenkyu/bijutsu-kenkyu/85-90/087 21 Watanabe.pdf

15) See the following for the original text. http:/www.tobunken.go.jp/archives/
PDF/kikaku/01%E7%BE%8E%E8%A1%93%E7%A0%94%E7%A9%B6bi-
jutsu-kenkyu/bijutsu-kenkyu/140-145/141 4 Watanabe.pdf
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war at the age of 41 in March 1944, but the Corpus of Eastern Arts work
continued at the institute, and today these materials form an important
part of the TNRICP archives, including the photograph files available in
the TNRICP reading room.

At the beginning of this paper I mentioned that catalogues and lists
express their underlying value systems. When we examine the back-
ground shown by Yashiro’s Corpus, we first see that, as mentioned in
Yashiro’s own text on the creation of a comprehensive catalogue, it was
an “artist name” first concept, which was then used to draw together bib-
liography, images and other materials. In other words, it sought to apply
the fundamental form of empirically based “artist-centric” art historical
study established at the end of the 19th to 20th century to the field of
Asian art.

On the other hand, the organization of the photo files also shows
categories such as temple names (collections) and subjects. Thus, as
indicated in Watanabe’s articles in Bijutsu Kenkyii, even if artist was
considered primary, we can also see how for stylistic comparison of
works via photographs or changes in the expression of a single motif or
subject were considered factors for classification.

The Corpus was a gathering and organizing of materials from the past
about Asian art, while another major pillar of the institute’s activities
was the gathering of material about art of the contemporary period. This
took the form of the compilation of the Nihon bijutsu nenkan begun in
1936, a project that continues today. The annual Nihon bijutsu nenkan'®)
includes information on the art exhibitions held each year, art-related

bibliography and brief obituaries of artists who died during that year.

Welcoming the Age of Digitization: The Current State of
Information Dissemination at the TNRICP

The Institute’s successor, the TNRICP, continues to gather materials
with the Corpus of Eastern Arts concept as a core element of its
work. It also continues to annually publish the art activity data book
Yearbook of Japanese Art. In the postwar era the TNRICP added the
Center for Conservation Science, successor to the Conservation Science
Department, and the Department of Intangible Cultural Heritage,
successor to the Performing Arts Department. Each of these sections
also accumulates materials for the archive.

Amid advances in computing and the general heightened interest in
cultural properties-related information materials, we have spent the half
century from the latter half of the 1980s onwards progressively digitiz-
ing information accumulated at the institute. In particular, since 2000 we
have emphasized the dissemination of information on the Internet, with
an expansion of a specialist cultural properties archive starting in 2010.
We have produced PDF versions of the TNRICP’s publications. Work on
digitizing the data from the Yearbook of Japanese Art since its founding
in 1936 continues, with the art bibliography, art exhibition and artist

obituaries now available online. At present, it is possible to do lateral

16) The Yearbook of Japanese Art is available in PDF form. See the following
site: https://www.tobunken.go.jp/~joho/japanese/publication/nenkan/nenk-
an.html

searches on the Tobunken (TNRICP) Search Page!” which includes
the books and exhibition catalogues in the TNRICP Library, along with
visual data and materials related to conservation science and intangible
cultural properties.

Today the cultural properties archive at the TNRICP includes collec-
tion records of the books and catalogues in the TNRICP Library, bib-
liographic information on cultural properties including art, information
on exhibitions gathered in the Yearbook of Japanese Art compilation
process, and materials gathered in the research studies conducted by
TNRICP staff. Further, work continues on creating PDF versions of pub-
lications, with PDF versions of pre-1945 Bijutsu Kenkyi, Bijutsu Gaho
and Mizue, and up until almost the current issues of Hozon Kagaku also
available in PDF format.

Budgetary constraints prevented the implementation of library collec-
tion software and there were issues in making multiple access points to
broaden the accessibility of TNRICP data. This led us to acquire library
collection software in fiscal 2018 and we are currently preparing for its
operations.

In recent years we have made Bijutsu Kenkyi data available on
JAIRO, NDL Search and CiNii, and will in turn make our other period-
icals Hozon Kagaku, Geino no Kagaku and Mukei Bunka Isan Kenkyii
available. In coordination with the venerable Japanese art auction house
Tokyo Bijutsu Club, work is progressing on the digitization of their
pre-war art auction catalogues, and those will be made available in our

library starting in fiscal 2019.

Future Issues

The JAL Project,'® a three-year program begun in 2014 and centered at
the National Museum of Modern Art, Tokyo, invited overseas Japanese
art materials specialists (librarians) on study visits and exchange
projects. The following are the issues that overseas specialists noted in
Japanese art archives.

1) Inability to search in English or Romanized Japanese.

2) There is no central portal related to Japanese art. A mapping
of the webpage content of the various institutions involved is
needed.

3) Digital information regarding Japanese art is lacking. Compared
to China and South Korea, it is hard to search for information on
Japanese art. Also, there are few images available.

4)  When searching for information on Japanese art, these specialists
use Western sites, more so than Japanese sites. Japanese sites are
hard to use.

The TNRICP is conducting joint research with overseas specialists
in order to address these issues. The TNRICP, in conjunction with the
UK'’s Sainsbury Institute for the Study of Japanese Arts and Culture
and America’s Getty Research Institute is conducting joint research in

order to make data available on OCLC. The Sainsbury Institute utilizes

17) http:/www.tobunken.go.jp/archives/?lang=ja
18) Regarding the three-year JAL Project and its results, see the following arti-
cle by the project planner Mizutani Takeshi. https:/current.ndl.go.jp/e1881

098 | PROGRAM 6 Yashiro Yukio’s Concept of an Asian Art Catalogue Raisonné and Art Archives in the Digital Age



a VPN in order to input English language Japanese-art related data and
information on Japanese art exhibitions in the West. That data is now
searchable on the TNRICP search system. The Getty Research Institute
provides TNRICP bibliographic data in their Getty Research Portal.

We are also providing data to OCLC, including bibliographic data on
articles published in art exhibition catalogues recorded in the Yearbook
of Japanese Art. These materials are not searchable in English, but we
hope to address this issue to the greatest degree possible.

Regarding a general portal for researching Japanese art, the Japanese
Cabinet has conceived of a National General Portal Site in its Intellectual
Property Strategic Plan project and that site would include a cultural
properties section. Specifically, this is thought to refer to a linking of the
National Diet Library search system and the cultural properties online
system. At present, administrative divisions mean that each organization
and division makes its own digital contents, and thus the government is

proposing means of conducting lateral searches of those contents.

At the beginning of this paper I noted that catalogues reflect their
underlying value systems, and today as digitization advances and
lateral searches have become possible, the searcher can use a variety of
different value markers to list data. A search for artist name gathers data
with artist name prioritized, and thus can be said to support artist-based
methodologies. The editing of that data from other view points is easier
than it was in the past, and this means that new vantage points are
available.

On the other hand, I must emphasize that it is not an entirely digital
world and we must not forget the presence of non-digital materials. Just
because something has been digitized, it does not mean that the physical
material basis of that digitized material should be not preserved. Just
like artworks, we must continue to collect and preserve the physical
materials themselves, as they are the basis by which an artwork’s value
is confirmed and what conveys the fascination of the artwork to many
people. I myself take this concept to heart when I work with these

materials.

(Translated by Martha J. McClintock)
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AR ROZERIIMTAIBE—SAT, A MLIETERIEERDONDY
O LY TREZRE I REELYTOELEZREZ T, T, Tl
TREE. KALCBELLLET,

K BB as LY R
Pre BT EEM A CREROFEE T 5L Db ro L @K
DVHVETHE AT LY REN)TETIIROIE T 2&8F T, T (K
EAEE] (fig. 1) PG, 17 5o PIEBEIS, RIS WATTIThED
WO Bt ] — 4 TEHL [#BF] 25, AEEORBFELT
T&FEL7: (fig. 2)o

ZLTENZG EHRNT, LR 18 i o#bH0Ic, 2000 H DL Lo
FBBARASIIL72DOMTEELZ, WA BRI (fig.3) £5-T
FFEICER DO TN ZORDS, BT 2501 MDE RS
BINLHATT o BIFLZVLDIE VIKZ S ZIZL 2L T, AR
2RI E D, YL TId WAL R W LEL 7,

ZLTCIRIEAEE] SIUITIATH5 90 4E PL Bk -7 4 flifilAs 0
NTWiv, DFNZIURDDZ AR TRVATY , £FBToHM 1111
PR ET, 2o [RIEA L] OFRBIE, RIERRIITE 2D TR
B EFERATTIINED, FEAEHBIETHATI Ao ARB D EH O H
bhHo/cATTHN EHEINTI, WEHOSHERME (R, 1861-1937)
SADEL o TLEVE T, T EUELDIITIDOARN40 cm R EHKES
EnHZE, DFEN 1 H 1 MO EEEFT K THRL TWHEWHIZLT
T o ENPBHHIOEDIL, BRI A->TWAFEHITE, FF2 AV )09
HOLEIHIWL TBEVITETT (fig 4)0 FETEIVIB|ED TR
ICHio T zhb ) ZEE, THOLIBIL TWAD T 1. Z05 | TRk
101 FEFEHDE T, 1 211 45 ) BIFCnT, KT, 1400 %2575
HDHBLNHZETT FFEHLVIDIZIRE LD ARATTITNED,
IND—HDORF AN ZEIZREDEBET, SNHPIEFITTHFEL
TWET, TTDHIUE, FEMEH T, REHLEFRF > TOULEMFILI(EA
HBATTIINED, FERRIHAFIMIRL2NVATT R, I bLs
FEATLECET

L 2B DRI DO TEE L TR TWADIE, 20 [KIEX B3] A3
P L o8 8 B AL 72T W SBT3, ot 4 il A2 EoTL 16
AT HZ DA OB LB REAF R ENF LTz, TIUCES T [RIE4R
] LRI OWECAIE 70727, L) ZEsh D FET A, il R L

B, 2D 17 A LIRS TRIE& 2885 ] ICHEI LR nE WS ZEIZRNET,

LB SRR Y yat oToF 8
ECRBHONYOT L FADORELRE HELTHL RIF72nwa2 &, i
DI EDTFELI B ISLEIEE DD HEN)TETT , RO, Al
HOFEDDIZ, M1, 4 TEIT =M FFaxrT—Tay, ilikdTmy
WENTZATIERWPREESATT,

T3, WD N DAL RO RS [ R R ] 12757290121,
RE3 DDLU UL VET OEOHIE FHEP R AIZH LM
ROZEAL, ZNEHROBGRIGEDT T [Fif] &2, DFE) T2EMMom

D KRBWDRBERE L Y, FRR3 A  fENSEMm R, 2= (TR IE4
]2 6 S1ED)

AR % 5 X9 7% — B Z KA AN T3 2 A — Fldkcz A3
BIVERTT N HBHIE, HlzoBIR REGELILLATTINRED, 1811
BN RS B R BiE2 ACEA Za 2 A AT o I
[$h] EBIATTINED, 2O [$1]bH7O NDFHRITHEHDINC
LTI 280 DA T, DEDEEALL TH R HARL &, HbILn
NETHBBHNET

RIS, SHUI T AL RBAIF R ATT A, D72 TRL, fil>THE
HI5L0IHZE, THRELELEIEIAT, flloTHDTHA L, )
IVFBIEENHTETT, ZNOEZNENRELET OT, ARICKEE L
DOt S TEINF LAY T =23 LNIZEIRFET,

B HA RS

Fl RO R OUED, BISZRILEWIZOWTHL EIFE$ &, BITE, i)l
SAAE () DR [KEERA Y 13, Eoldddsivskge, =
LCFIRIADSTREAZAM Lo TOEE T )OI LAV
TR VR LD IAKEADIATTINE S — v nbw)EE
ik, 16 Lok, HARDZ NZFELHT 72D T, 2HvI)E R
RO TWBEIAD, B HOFIFIH HLVHTEEHIL RIFET,

F28E RADIER D RIEN o T T, ENERDIE W) IR
HIo72ZldBIRALIZVERWET, HRAICEROEEIF (] &
bODOYEIE [HEAIEEIATT R,

TR (1522-1591) 237z EHLNDTHR - KILIFO 4% [ 718 ]
THo728 BT AR ES B 72L S TR AR & S HE NI A
TeRADHNET o KA FEDPSED-TEZ [HWE L), v
DT R, 72072 ETe R, L QIR A S22 CF
PR HEDT2DIZBATOET,

EADZINITXEABELTOWDATTIFNRED, —Fid 4 flilI5
RAboTOBEE ALY (ML | VI 7K ATT. 2 Zo%A
DERIES cm ol LB WATT A, IHHBUET BB O ADH
TIREIZESTETO T, BRAFIREED VV ZLTINALHL RITS, L
DEINHEZAHNNHPEN) FFTBIZITHG ST VA2 D T R S8 5,
BENZZZEABATT R SHUIHEO, BITIERZESENL Tnand
DDOREEDIZH)TIELNIZ7EAHE SO TWET 25, ZZOM .25 H
RANZESTOBIZE AR BEVAZLIFERE 2 TN o 7b DTS,
ETRAT D720 ESTzhl v H b, i 2 e Bidsd > TEEIIH-ZNLER Ao
7oL ZAETTNTRE AN T, BEBDIFORZES T [KF LA
Wk h, HHWIE, FEFITH RPN TT DT, bt BEDIHILRLD%E
ANTzED BB e ANz, ARSI ESNTWETIIRED,
ETOMEIOPLRNATT R, HRIZE S TASTLDE, RN
CHVIDE DT, THUIV Wk B L 213720, ZhroR T o
TaAHF7Z0, OO BN E L TEMEL L, XX THEIDITTT,
CORADIDEANDEZAHIIIHD A>T %o EHITFIZED S
ROAZZTNEDEREDIIIDOM T 7250, 72 5AHRFY . WHEFTH
EANTVDLATT D, HROFK N7z WL ZD5M1E, ZO/HD
RO F T PGP REDOHDGMBATT o ALK D5LMIIFEFTRSTN

2) WAL - KA BEWIEEAA SARAE Y, fEEE A EL SO (TRIE
Zon ) 55 L/ 1-10H)
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A&, TNIEBWIRANILRLEVWATT R, EILTE) Ro7zOMEb )
FEADS BUET 55013, A2V BEHIER - TWES EBRIHEDY
A\ AB% HETTASLENAERL T, APDLIBIDOTOw-L ANET,
AAEPMEELTETEC DL LDIF— BT LN, FH7RETHhEERS
EVIHEELWZEE LT, ZLTCZOMDBDHAIINTHELTR T, 2FVTES
AL RBATT R,

m bRk S 5 [RKIES s ]

ZHVIIEHERR. FEAVEG LA AT ARWEWIDIL, FERIZIEAZ
HWEIDDNER A, LA TRIEZZE] OW &1, 29V kfili—7k
LD FE LA TOE T H—E S TA A ) T varkbbeA
LIBIRLTVBATT . TNV KRR THEEVHIDN [KIEA#E] O
KT A,

[H0AE ] TSN B2 ST TOET DS, HADOEADHIZIEE ST,
[CAUIEMOLWAEA | LB MO TN ITITDEMVHNET 1K
BEFLTIED, 2, 3R> THREDR, EVIBRILEA O EA D
BATY A, M, SOTNIIALZTN, )L R ADKOTTIL
FOBOLBKHAATT R, SOMAE [ LEVET. [RfCkED
720 | ECHFEERAIN TEE T, MRS CTIEEo TV THE2, 33
HHENN, EVIDYH LA T A5, FIUIAWII LD ZH0HHE
HTT R ZNSHNIEYSA ALENT, KENI3I)ED, THEI)
DU SN DLINII RS HEEEME OG5 DRERICHS
EWBHLIEATTA, HE2, 3V THSTWIDER, STHELVDT,
BTORANDBRTZEIIOEZMFIT THEILHLIINIIL T 20D03HNF T,
CAUIBEEEM R O SUSI TEE T, 2OV b DT,

HE. 7)§7)VJ‘%%Uﬁ@“ﬂ%c:%ﬂ%%ﬂfiﬁ“ﬁ%‘ R AT 4,
S, [T LS 4 B CIRATOET 45, COHRINEIY 1750 Hi
EEOFLIHINLDDTY o FTEINIZTOH. T, RHAFE->TWH
B0b, BB BEMEOVEDRATT R BATEIRDLHIE, HEL
FFINEBIDDSL,

FEETOHARTH, REDODOYAIE. AR TTHE s
U ET, BEPRARELIFOE T, HOLIAIZ, ALADMET
Eo—o L) LSS/ T 2R MR AATT DS, TNV P I —TTH
BIFERLESNTVE S, I [HRDEL [EFWETHS THRDEL]DOT
I ARZZT DD HDOBAM R BT R, SBITEBR 72D, HDE
ARDIDZETT , ZNDOREDELSERBET T, HAFENVEYDLTAH
CETHDLIELLWDOFMNTYT . BAHENIZIOHZFTOT, 2D
Ay DRG] % [HEl 5T, ZDBENLIAIC
FNTVBHS [ bl Td,

L2 A& 2 AR HYE T A, TROOFFEL [ KIEX#E]
DOEFFUTETHTET, EOISDPEHD B TEDL PR IHICRBLE
NTW5E, DFNRFTE LR AL LTFALL TS, £9VIHTEIZRNET,

FNDHRFREL, PRI TRWEEBKEZRATY 1, IO AKRICH
AP oTLEILELH T, THIIEIKRZLDODKBERATT  MhdEH
EOEITILEBE, Fidt (X ] L FoTH v, ZNABIELIET

3)  EZELM - K4 FEE Al CEE A ] SIS i, Bt (TRIE
Zira S 55 1 fRL 19-221)

Mo TAE, WHAMKZEWHZET, [ LR IDBkHEE %25, 2O [1
R 258, 202 EE8 em SHWTTE, HED 1 em 225 1.5em
B, (Dol RZTHONKIEZE, ZND0 EDITHITHFEEH 3
DZHPNFITRoT NS, EINITEB LML EZE T,

[RIEZ#EE] OBREOLFEPHDE ZBI2UE, BIRFEOFK N2BIL,
FRAHKEVIDIE, KB RE DT —rvayT | KRB OIS, 3
F—=DIHN W7 BTl ATIR WL B WE S, 4 TEHearalc
BEA TV BLATOW L BDNEDSLNFEAN TTHRLEENT-
ToRRIZAL T ISR RTEZZLH BRI, B ZABNWLIAE L HALT S
ATT .

ZNIATTIEARLT BAITIIF NI R 2 FoTT o728 R RS .
A& R BB T v F T H5ATT R B KTATyF LT RIG-T
&7t ENREHET IR, A=V TT A5, Thir ZESLIXIE
ETIZRWEVIDOT, EOIMA T EFHTYIET T, g [HH] (fig.
5) EEIATT A, AERLITHITRYvEN B BEARWIFII & 2
LD IO Ay F L THRL TV, Ihd [RIEAHEICZ0F
FWAREINTVLIETT e MV EABNTHL0IL, ZhEFTHRAT
&IV BFEADRTT OGN EINEI D a BT itk TIHVF T, =
L7 eZ RS B72012, FDELFTHY, IR ZIAT-T EHo
t3IF—, ERICTIZE o THRbDoIZEVWIZEIZRDE T, M E DD S
bOEELIZHATHE, WAL IR EOIEN ), TBELTWb, ZIFilR
SRR (R0 2% [JEUFI i | V52 AL Y SIUSBE D — A 75 TR
NTVBEVIEIR L TOE TN IADEIAIFM S FENTVWET,
FNOz [FIAEJICHARDEDUED, D EHDLATTIINED, MR
IR SN T L 720 TEASE THVWVATY e [ILHFIE 7 ] 135X8.9
cm, 2 FRBL, BIFOFE AL SIUIEATRS TV 2025 [T ] LWHfil
FCTTAEEL.9 cm DBINAMDKREED L) T 1210 cem ZHBR 7209 5,
TS FEMTEE (HE) 1211 cm ZRZ 20BN FET AN BIFO AH»DS R0
KREBETEHZE N ZEIIRDE T, PNELITITIL 84 em HVHEL)
LV, TS [HHE L IIP U/ THISIA 2S5 T0 AL W) JED Tl
[LEF TRl | D HRBEE BB AT 12, FATVOHITERIC, [ALEFIE i ]
DI TRIAE ] DD D Do/ DDHIUI K RL, ESoTHATT,

727240k [RIEA ] TR TARLE, KAV LD HI1ZHDT
VAL WIDBITLEATT o TNObEoE LA TET S e
LWTTIThEDd, G0eZsh, [ ] OIdR & T THIZEDEZD
HE T 25w, £ TEDTTEFET .

b2 DI

ORI A AT 220 VLRSI A S TBRAREI Do
CHEALAIEND NCIHHIZTLHE, HE SRS (R0 ] Ao
CEEF KAD AN EG A B DRI Ao TET, HRHAD
AR EN T 50 SIS A A AT RASCRIATLET L.
A CIRREIRL SF) [HE %R 5 R IENE 5 o7 AT
by FHHLG R 2T BEINANEL 2, U HRD B A,
2R BRI AL L CRAL T 5V AT R, S
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LOHLE MO NDS oo RELE AT,
MR L0 R EAY 25B0ET, ST 2 bi%soT
WEFTIFRED, O CHEE TAICR L TTWAATT R D AICR
B0, [IRRIBICHZ Al L) SEDY Y RIT A THREL T 2B
FIEHEEADLELE, SHELHVAS, THP., FIZE AICR A BE S o728
EILTHRHHRAZ AR AV LB VET,

R EM R FTEELLTOILT, FolBEPLFAEICIORA
ERATOULATTIIRED, B TIRIND ARV, BV
B2 TEEL AL ISR F o TETVRARLEVET, )
AV, HIRICTE, IR TEZEVIH D, TAMITHDIR 7207, oD
55Ty ALY ETH 72, ZLTEDIA LI EZRDE
IR ABe ZNTIIVILTH DI HN TV EDITTE A5, AYDHOE.
BE—HTRVED DS THA R0, HATERTRELINILTY
F¥, ZLCHEV O, 506 B R (fig. 6) 1HERIZEIENS
ZERABVOTE A, R DLW HAEIRICTY . (15RO
AL, ik, MBI A RENTEE L T2 5 [IER] L0 #05,
ABZDINTRZBECIERET 2D CTF . DF0H7 4% [IER L
FHFT, FIEDINEEE T 5,

DD TEND T2k T SOBE (B0 (I TRAD -T2z [hLss
51, Y ThbbEBROIIDWOAL, EVILH O EATHYE
o L2l SOOI~ AL TVRAATT . FIZE OB,
DINTZLARATIEMEDP ST BEMMNET S THIKOZ ADH %
2OV TOREHIIES>TVAVATT S, AL ER AT 54 bio
LCHWLRASRNRED, BT EDED, ZALILIT VY, bokHEAMN,
FHIC TR IE AR DB ThEVGHEVI DA, FIKED T34
ATT o ZORRITFHIRICE ST LiIFShd o, Bl o% A
DHTHE, Brh otz BREOL Y, BRI 11 Es =il ees,
— LI RN WA BHIET AN AL [RIFL 8] o
FHO=CHVELLBDTT . ZHITEDE, RS DI R AR
[ITOMIZBBHY ] L\noT, ETUITTETATAL TS, HHDORFKITHH
2 BB EEANDLD TH>THM TIIRVEENTHHATT . T,
HATENILDERALZLZATFROREAHD LA TT A,

TS T, THIE 12, JI3E B oI E S IEboTET:, B
B S QRO A MEDNTWE T, KE R LM TR TS
T BOIEHMTIEELL VIS TFoTOET . TF 2 HBE I AS
HoTy OBIT— L TOLALTHV LB LAWY, B 73TIE5F
blo Fob ARz eV, LREETFLEIOPLITE RS R
JiEot ATIRBEVHE S 2 E T, IR TVET, il R TICH-
THRDIEVIZERS, THNHEZATODHDET .

2 — R HEEBIRE SN2 AT —var

CHUIARE X CTRIRLIZIEOBETT DY (fig. 7). 725727 cm IZbiH72
BWNSHBIE AT AT AT, RIS ARICRERFEICASLAT
T EILTIIREDENHE, FHICFF LAV, DFVINEE) BizEh,
i % e R O —FR DL [HLAB N34 LT DA TTHEOHR

4) LY i)ﬂiﬁﬁ%%}\ Sl TR, AUAT A B SRR (TR IE 46 % 88 ) 565 4 7\
101-106

5) FEWBEAA S FRBLS S LY, BEARIEAC(13 i) | Ak 75 SO BR(TR
WA 552 4. 181-186 1)

LELBEDRF—DV Ao TWDE, BIFEPLREKIA2DI3ETH:
WANATZEVHFER DB ODBHYEL72A5 KB HOBGEIL FHohE R
HE, AR RLE D TR TVET . TLTRIEETHA LX) PRt e,
HHNIHK N B DR R R CRHIIR LR KR — A 3E b sh
THETORMOIEPTELT— LR DL, X AZHLT, HDVIIHERE
WL CIBEIRR A D IF IS, A TY . 2w [RIEX G
34T EAT TR CE b T,

AR, TR TS

AR T, [N 5] LIRS LizonTEBRELLET, A
DSHNZEID TV22E KIS, 7 =M FrF)— (TUFY) DSEMREDO T
IHRIZETT A, ZOMTy7 ORI DE, ZHTAFVTRHATT,
[HATvE25 L (fig. 8)0 DEVM T IRV ZIDATIEMNFTLE)
LWIHIZNERAL, AR [HT AL VI HARFE o Fbiyk, LS
ATT R,

ZRZTHRLE [—KEB] &M [HEF ] [T—TaV TN ] &b N T77%b
DIZB NDATIATTHENTOET o ZRBBILVHE A DFEMT R KIZHK
LTIV EFoTESTOETITRED, brol R Big T3, &
AVIBDIZB AT 2T, ZL TR THoTHD), EVIDIE, 4 ThiHK
HARD AL Tld RV AhL v,

FORE BN T IR T AT, [FIzfiths ] [T
W] LV BEAHHATT . FTREOLEWIbIE, B M EHEICDE
NTOT, MR ZE T THOLWLIRDWITIZMIHI R WA TTIIhE, 4T
BN TVET, 72 BA ZDOICE JEWERDILVHZLDBHYE T A%
B2k, FCHEILT HIEOBEBTIRRVPLEVET, TICE-TED
INENBODHE AL BT AT U2 R ] 52 35 1] 425 (1894-1985)
OFIEROTEZ T ET—, OBICBEZRE NIERE T TH2Z
LT ER TN O T O E RS 2L, DENMEROAHi%, fillo
TBARERT 20 HBHVIZEBD MK LA ST, TSR THRDbI &
ITELAIERAATT o BWDILHELIZII ) FTHO ALY B 5579
ZEFNBDEAER TS,

ENDLGH T L) HTHEVET L HEORBT, RIFIRIC
[ ] LS DA TARBTIREEE (1558-1637) DXL HNE T
16 FIVE DB THREFAH 520 I 4 LA A—DF 5, I
HIZhDPDRTVHTT A, TOINTTCHMTEL R aEFKL L)L
bHVET. Zhas NI T oI EERBAHYET . I
DT ALFEDOLETT o CORBUIILHE L AEOT I TE TS
ATTUNE, SOVIRAZELZLT, [N LT 2LD EDICEE->
T 2 70l A2 L F . BULOMEMTIEL MUE LK (1900-1975) OfE
BT BAE—F 7B I RIELD T HEE T [HROSATY ] Eviorz
HEMITDODDHVET . IO OB OIEHE T DD, HL
IZRTVEDITTT,

Bk L) I~ o> PR
[RIEA i | 2 M R L7 G 3EE (fig. 9) 13, BIROJESER T A 24

6) G BB SR S5 ARBTHSERE YA R (17 ) L v
VY HRER e A, R (TR IEA 8048 ] 45 9 M, 181-184 H)

7 T FAEW S AL SR O, (TR IR AR ] A 6 M
201-202H)
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L CThaffEolze ZLTHRRETLABKOVIEENRDATT I, Wil
FVEMEDTI T, HADSNBATTIINE . FIHD 11 1IHE i
AZIUIEAZE NZZE DI IEE T DA T T o LTI E
WLy MiioTWE S, ZNASBEO R TTEER K O M AL H
NET . 2OV A EDEEFEITRP-oCOET, miGHEEH LM~
ATy FEFRLCWT, ENRDOMIR ) — MR L TWE T, U, &
IR A (R0 (s [HER A Y 2 R0t ey (g 100, X
RIS [RIEA %5 ] 2Bz G RO LA TT S, SHIZW
{OMEHIETADHVETITNED, FETHENTE T, ThrsKEHE
BARL V2o TRHZED, WHIZBRININ AR R OB O FL T OAR#IEF > T
WEFTR, ZLT COTFDEZAI L BENDH DL, faripiRiEE T
LT TTNE, 7272 2NV | LW ZETRAZOTIE RS, KIE
BRI > Ch, WG HELZ AT > T RILI 2B TR WAV S
EDIBLYYPERNET,

DI EAHZAIMAIRYFT DS, BIHA 244, 1891 4E1T, Y2 — 2R - KU R
[James Lord Bowes, 1834-1899] &\ 4 ¥V A AAHAR DR EFIZDOWT
FNTWVD, HARTIE THARZSAM 255 [A Vindication of the Decorated
Pottery of Japan] (fig. 11) LFRENTVFET I IHARDIE B A 5H
LT B ThalryarLTwabiF eiibhed, Flcyo—aX- R
TR BARIZIZZ) L7 % LAET v ), EEICE IS hzbons
HoT, EBELDLVHIETHELDIIIDVIFERATT . LFHENTWh, LALH
AN RO, BWETF O, SGIIETREL2II BRI A TN DA,
FHDHINDBDODITIDN, EF Do BETEA), LEZHDITTT A,

FNTH R OFETE SIUTR IV RATEIR NDUF A BATZZR D
THVIHERPRBERELDS, ZHESOFAM LEEDITI DN NTEB LS
TR ESTRERIINIZDDTE, Lo UDIEHI-LENATTIFER, JEITE
Sl INTEE LB H > TRIIN /DI TT 20 LALIEIZZEI
IENIEREL, IEL T, AR DHERDDOIINNED%L, TOF ALY D
IFEZ0NED RIHORYD, £ 7 liE 1 TT R IR [ 249 ]
LATE L E T [HAREMM S ] A& dbIT T, JIUIRELBD T,
BB DSZILLHTURB LB A D B 7L VW) TLTT R,

CNTHDYVET A, B [RIAE )R A AR nlizR L7 35 2 e
BNETHO, FHELIVETVE T, LTOEBLLWILKRT, #E8 cm
Hrot AT IINED, FEFFITHIRTYT, 100 g DAL, RAT
Fo WOTEERIATEZLZE, HME T, BRADPEDORE EF>TW
L) ZEEIRDbIE, BRILRERD RITITRD A TR ApLEVET,

GHIET =T DO b iR B RO FETTRALEL 225,
FHEEIDHY DL TEVE T, WROBNCBHLAHPL EIFET,

B = MAKE. E5bHINEITTVELI,

8)  K&W BUEREWARAl HEFE® | St &, Rat(TRIEA 28] 55 1.
105-108 )
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(Fem&ER]

O [ KIEF 28 ORE R
o FIEAEIE (FRIE) WA SN ORI BATE R A - 25 [RKED])
1921 4E (KIE10)~19274E (FFAI2)  cf. 19234F (KIE 12) BIMATES
TAGAERE 1861 4F (CTATE) ~ 1937 4 (WA 12) B HE 3550 I 7 -
ZHIN—=T19114E (Wi 44) 518
TG M B (BEHE) 1868 4F (WHTRIG) ~ 1946 4F (AT 21) BRI - BEIE
FEET R CHOE - AL - [2538 ]

® JX SR 7 oM 4% 4 M FHo#m 111
FEWIZE A 145 15 A28 A 290 5
OaH @k OftEY (48-F) @M Gk G@FEER

YA i e
FKOHOBYELTIE PRTrLZFHOX B D5,

ZO =R FEAEDO I E BTG TID LV IR E S & B w0
W& TRIEZ 3] (£ 9#) Thotze EBICEMAHDOEFR DO ET-72
DIF. [KIE# %] OB EHHEELC [ AR REORIL, L3HE
FREL, 920, ~Hk 53, B WS oiskiamE, BoTEHEbLIbH,
BEITE (WeF) H5T . ROALEHENIT, BITESPT, AIZEAIC
FEDRY LT DL, FAGHER CTH o7z, MR Z 0 [2538] (1929
A RMILFEE) O [RAIOBEO—HITROINIFH TS,

(o] ZWI=E0d 5L, AIHFUR LT ZRICHE TR0 D
ERGWARAL TN FURIER OB D% B Y E TN /N
AR E L 72D 0% B N5 S TR E R B Y% —
LT END, KaWEXmED —FEICh->TE%

172 % BEROT IR, FEDREL)

BRI ZEARKEDH DI DWW T, ALY 2R
EEITHO>TVA, DF), [RIEAZE ] ICEZ-oTILOTHE A WIS R -7
DD DONHALDTH 5,

OB ELIE Y

- [RIEA arsi] O T #H 2K W TW 0, PRk 5454

YBUR | 2 TR IR HEIL ., RIS, 2N REDR 58\ ) X Tdo7z,
e Vi, THFE D & TR | OBEMEIZOWT [ 42 B0R ) 251

LTHHID D B0 ABRIZEAUL, [BAE] L PEOB TOFIREHKAT

HY. [ &, P ENCIED B % 5 A 7308 OB 1, JCALEE YRS, A
E o LM E2 IR, BEZHARTHIELZ A A, ERXBIT 5, 2h
R BE A3 T 2T %0 TIRE JERRS 238 % WA IR, (AR —
A GCHEEDIER) O TR bDTIIR W LI TH L8 T 5, T2,
[HEW 1S (R | EFIRRZE WD 72720, 2 TH-Th,

PR T EE LOIE L TTh eI LIn 2513, #CH
CRERL TR ADRE AR E T 2HEED

CIHBLA BARIICIE 425K ]| CoOX AR E & FITHR L7
LW RO ALK DOTEDFIRD D H720, FERED [ Hhi5)
AW RESL ], T2bb ARG G E I OFF IR &R D Ebo
TR

HKADFEHIZOWT, FEIE, SOIINTDE LTS, HEPUERIE, FRE
BRI R A TEZDTIER VA, Lo FERRIXABRICEEF L, B
IRESUC BB BE 2E5WEH DAY, S0 243 [HE ] 2 A D FE 2
DYoL WIIETH 5,

O T THTIL
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Moderator: Takeuchi Jun’ichi will be the next speaker. His paper title
is “The Taisho Meikikan—The Greatest Meibutsu Catalogue Raisonné
within the History of Meibutsuki Records” Please welcome Professor

Takeuchi.

mThe Catalogue Raisonné within the Context of Tea Ceremony
Utensils

Prof. Takeuchi: While I feel somewhat strange giving a talk on tea
utensils at the NMWA, let me begin by discussing the catalogue
raisonné. First, prior to the Taisho meikikan (fig. 1), after the mid 17th
century there began to appear comprehensive catalogues of tea utensils
that while small in form, bore the term meibutsuki (record of distin-
guished utensils) in their titles (fig. 2).

During the late Edo period, at the end of the 18th century, a compre-
hensive catalogue of more than 2,000 tea utensils was created. This was
the Kokon meibutsu ruijii (fig. 3), and it is extremely important to note
that from around this period onwards extant examples of these cata-
logues included images of the items mentioned. For then no longer extant
works they had to create two-color woodblock prints from existing
images in older sources, which for the time was quite an achievement.

The Taisho meikikan has not lost its value more than 90 years since
its publication, and indeed, nothing has yet to replace it. This work
consists of nine volumes printed in more than 11 physical volumes. The
Taisho meikikan was, as its title indicates, produced during the Taisho
period, but it in fact only includes chaire (tea containers) and tea bowls.
There were plans to also have sections on painting and calligraphy, but
the book’s compiler Takahashi Yoshio (1861-1937) died before that plan
could be realized. It is important to note that this book was more than 40
cm in height, and this allowed the depiction of each individual tea utensil
in full size reproduction. Another important point was the inclusion of all
the materials related to each work, such as their box, box inscription, and
any accompanying documents (fig. 4). Here I use the term “document™
to refer to what the Taisho meikikan calls zakki, miscellaneous records.
These zakki allow us to trace the art work’s appearance in previous
documents and publications, in essence, like a bibliography. There are
101 different sources quoted in these zakki. Overall, there are more than
1,400 quotes. While box inscriptions are a special feature of tea utensils,
they can also be considered a type of document. In this regard the book
is extremely complete. While many art museums today have tea utensils
in their collections, even so, the curators haven’t actually studied much
in this area. With just this one book curators would have access to all
this information.

Today our cutting-edge research is on the old publications that
published the tea utensils prior to their handling in the Taisho meikikan.
Thanks to various recent surveys, we have been able to discover some
new-to-us meibutsuki dating from the mid 16th century onwards. This

has allowed us to understand what the situation was prior to the Taisho

1)  Tea Bowl, known as Haikatsugi tenmoku, karamono, Southern Song dynasty,
13th century, Tokugawa Art Museum, Nagoya, Taisho meikikan, vol. 6, p. 51.

meikikan, and yet at the same time, conversely, from the Edo period
onwards, in other words after the 17th century, there was only the Taisho

meikikan.

® Characteristics Required for Tea Utensils

The first thing I would like to mention regarding the background of tea
utensil catalogues raisonnés is the fact that they have a slightly different
nature than those for paintings or calligraphy. My conclusion is that it
was because of the special nature of tea utensils. Conversely, that led to
records and art documentation being seen as important.

First, I consider the following three conditions are essential for an
ordinary piece of lacquer or ceramic to become a tea utensil. First, is
the keshiki (feature color or scenic effect), the accidental change in
the surface that creates a scenic effect. In other words, as if seeing a
landscape picture in the midst of a decorative artwork, like a waka verse
that heralds a landscape scene, and thus an appearance that recalls a
waka. Second, and it may seem strange, the giving of an artistic name to
each work, thereby recognizing their individuality. These artistic names
are called mei in Japanese. This characteristic use of names for utensils
just like people names are a means by which utensils are personified, a
way in which they can be further enjoyed by their users.

The final special feature of these tea bowls and tea containers is the
fact that they are appreciated not simply by looking at them, but also
by handling them. This differs from the appreciation of paintings and
calligraphy, and puts them in the category of artworks that are first
understood by being handled. These features are each naturally recorded
in tea utensil records and thus become what today we call the documen-

tation of the work.

® Enjoying Tea Utensils

The subtle surface quality of a tea utensil can be considered one of
their features. When I think of this feature, I think of the Haikatsugi
tenmoku" tea bowl today in the Tokugawa Art Museum in Nagoya. The
upper half of this bowl has a dark brown color, which gradually thins
further down the bowl. The Japanese tea ceremony practitioners of the
16th century and onwards have aesthetic standards that appreciated
this subtle surface quality, although there are many that don’t have this
color affect and instead are completely black. And in effect we can
say that this aesthetic standard is the premise by which tea utensils are
understood.

Further I would like to convey that a world existed in which the subtle
forms of natsume and chaire (tea containers) did actually exist. These
terms refer to two different kinds of tea containers, they are called
natsume if made of lacquer, and chaire if made of ceramic.

A photograph taken at the Tai’an tea house in Oyamazaki, Kyoto,
which is said to have been designed by Sen no Rikyt (1522—-1591), shows

a Raku tea bowl and a chaire inside its cloth bag known as a shifuku. The
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chaire was put in this protective bag made from meibutsugire, literally
famous fragments, fragments of silk brought from China, with the oldest
from the Southern Song dynasty, most from the Yuan dynasty and the
newest from the Ming.

While many famous chaire exist today, the greatest is the chaire
known as Hatsuhana, designated an Important Cultural Property and
today owned by the main Tokugawa family.? This chaire is just barely
8 cm tall but is the best of the extant examples of this style, and is in
good condition. And as I am now going to comment, at that time it was
considered to be a superior chaire that has all of the features essential
for being considered a top work. This chaire was made in China, and
while its actual production site has not been confirmed it is thought to
have been made in Fujian province. The potter there made the jar never
imagining that it would later be used as a chaire by the Japanese. There
are a variety of theories about what such a jar would have been used
for in China but we are not yet certain. For example, it could have been
filled with water and used as a water dropper when making ink. Or if
an especially well-formed jar it could have been used to hold incense,
perfume, or spices. All sorts of studies have been conducted, but we
still don’t know how they were used in China. Since they arrived in
Japan as trade items, the tea practitioners of the day were impressed by
them, put them in a bag, fitted them with ivory lids, and other special
accoutrements in order to heighten their sense of luxury when used
during a tea ceremony. There is a line at the very middle of the torso of
this chaire. And while we don’t fully understand where it was made, the
potters of Fujian province probably put this line there based on some
determination, some premise. The tea people in Japan who thought such
lines were a good feature decided that the line should only go half way
around the jar. So, a jar whose line goes all the way around would not be
considered a meibutsu chaire, or distinguished example. We don’t know
why they made that decision, but all of the extant examples have that
standard. In fact, potters’ wheels turn counterclockwise in China and the
line/groove was made by a quick flick of a knife or similar device. As the
potter’s wheel is turning, it is the work of an instant to make a complete
circle groove, and it would be hard to specifically stop at just half way.
Then the potter applied glaze to the side that had the line. In other words,

that became the front of the jar.

® The Taisho Meikikan’s Listing of a Work’s Feature Aspects

We can’t really know whether or not a chaire has this type of front view
area or if the line goes only half way around the work without carefully
examining the chaire itself. However, the Taisho meikikan properly
records the description of the work in question, the impression it made
on the recorder, which can be called a taikenki or jikkenki, literally
record of experience or record of actual viewing. The massive amount
of these comments and descriptions is one of the major features of the

Taisho meikikan.

2) Tea Bowl, known as Hatsuhana, Tokugawa Memorial Foundation, Tokyo,
Taisho meikikan, vol. 1, pp. 1-10.

Glaze was poured over the chaire known as Hatsuhana from the top,
and this feature caught the eye of the Japanese tea practitioner. The
manner in which the glaze flowed down the work is one of the factors
that resulted in the decision that “this is a superb chaire.” Momoyama
period records indicate that the number of flow lines was a factor in
judging a chaire, with one line ideal, though two or three lines were also
acceptable. The problem was that if there was only one flow line, it must
not stop right at the bottom of the jar. That bottom of the jar section is
called a bontsuki, literally where it touches the tray. There is a record
that states, “It stopped at the bontsuki.” Similarly, if the glaze flow
breaks for a two- or three-millimeter break mid-flow, that is acceptable,
but the jar would not be considered a meibutsu. This was the custom of
the day. Naturally those whose glaze flow overran the bottom by three or
so millimeters were similarly not meibutsu material. A chaire displayed
in an exhibition at the Nezu Museum, Tokyo, had a glaze flow that
needed just two or three more millimeters of flow to be ideal, so that at
some point in the past a tea practitioner “touched up” the piece by adding
a few millimeters of lacquer at that point. This was noted in an essay by
the Nezu Museum. Such were the subtleties of these aesthetics.

When a potter removed a work from the potter’s wheel after shaping it
with a spatula, often the potter’s fingerprints would remain. At the time
these marks were called tegata and other such names, and these marks
could have been made either when the unglazed pot was removed from
the wheel or when the work was glazed. One of the characteristics of a
meibutsu is that somewhere, somehow, there are traces of such finger
marks. And I am sorry to be repetitive, but why such was essential is
another question I cannot answer.

In the West as in Japan, the various parts of a ceramic work are named
after the parts of the human body. There is the neck, the torso and other
such terms. The neck is where the potter has raised the edge of the pot
as the wheel turns to give an accent to the work, and in tea aesthetics,
the sharper that neck curve, the better. This feature is known as the
hineri gaeshi or twisted return. Another requirement for a meibutsu is a
single line drawn around the neck beneath this turnback. As I mentioned
previously, the first characteristic is the line right in the middle of the
torso. Then there is the glaze flow that extends very close to the bottom
of the jar. The tips of these glaze drips are called tsuyusaki, literally dew
tips, as if dew has flowed down the side of the jar. The lower edges of the
jar are known as bontsuki, literally touching the tray spot.

All manner of pot section terms, such as hip, torso, etc. appear in
the object descriptions in the Taisho meikikan, so that even without
photographs we can identify which work is which. Basically, the charac-
teristics and feature elements have all been verbalized in this record.

Then another factor that is important, the clay must be visible
somewhere on the work. The entire torso must not be covered in glaze,
it is important that the clay be visible somewhere. When the glaze stops

high on the sides of the jar, it is said that the hem is hagitaka, too high.
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This feature is not good. Similarly, if it covers the entire sides down to
the baseline, then it is overwrapped and the tsuchimise, literally visible
clay, is bad. The appropriate amount of such visible clay is from around
8 cm high on the jar, with the visible section extending to about 1 to
1.5 cm from the bottom edge, and it is also important that this clay can
be seen all the way around the jar. Another important criterion is that
the glaze on the upper half of the jar be made up of two pourings, one
thinner glaze and one thicker glaze.

Based on the records of the time when the Taisho meikikan was
published, I think that tea gatherings were actually workshops for
the attending tea people to see utensils, or study groups, seminar-like
gatherings. What we would today call salons, it seems that they enjoyed
these gatherings, but when they went to these tea gatherings, they would
probably note the features of the utensils they saw there, their previously
mentioned features, their good points and their bad points.

I also think that they took their portable brush and ink sets with them
when they attended these gatherings. They would sketch the chaire
on a piece of the kaishi paper used in such events. They would make
a life-size sketch while viewing the work, carry the sketch home, and
since there were no photocopy machines at the time, rather than make
a copy, they would simply cut out the sketch and attach it to their more
formal records. Such cuttings were called kirigata (fig. 5), and they
would paste the cutout into their tea diary. At a time when there were
no photographs, they would make sketches of work, its particular form
and the colors of its glaze, and then these images and notes were handed
down as is in the form of the Taisho meikikan. The detailed records in
this compendium are also confirmation of whether or not the works in
question meet the previously mentioned various standards set for chaire.
In order to study such things, I repeat, they went to tea gatherings, which
were like seminars featuring actual utensils, which they could pick
up and directly examine. To further explain the subtle differences, the
chaire named Hatsuhana was the best surviving example of the desired
shape. The chaire known as Kitano katatsuki® (Mitsui Memorial
Museum) fulfills the standard of only a single flow of glaze, but differs
considerably from the other standards. Hence compared to Hatsuhana it
is a slightly lower grade, but at the time it was very highly valued. The
shape of the work is particularly good. Kitano katatsuki is 8.9 cm tall,
and by checking various sources, this type of jar with full shoulders was
known as katatsuki, and 8.9 cm was considered the best height for such
jars. There are some that top 10 cm, with one in the Gotoh Museum more
than 11 cm in height, but the people at the time considered this to be too
large. The slightly smaller, 8.4 cm is just right. Thus Hatsuhana, which
is a bit smaller and a bit wider in form, is less regarded in this manner
than Kitano katatsuki. 1 always joke that if you had a jar with Kitano
katatsuki’s shape and Hatsuhana’s glaze, it would be perfect.

But then if we look at the records of the time in Taisho meikikan, it

seems that they thought that a work with a few demerits was a good

3) Tea Bowl, known as Kitano Katatsuki, Mitsui Memorial Museum, Tokyo,
Taisho meikikan, vol. 1, pp. 19-22.

4)  Chaire, known as Hirosawa, Seto ware, Kitamura Museum, Kyoto, Taisho

thing. This is a twist, that makes it hard to understand, but today we can
say that the Kitano katatsuki jar has the best shape while the glaze on

Hatsuhana is best.

® Changing Meibutsu Standards

The number of tea practitioners increased during the Momoyama period,
and then again, increased even further during the Edo period when
the samurai class of the day studied the tea ceremony. This increased
number of participants meant that there were not enough of the preferred
form of utensils imported from China, known as karamono. This
insufficiency then led people to use chaire made in Japan. These were
known as Seto chaire. They became quite popular, and even today
their selection criteria are based on those of Chinese wares known as
karamono, but even so, new opinions about them arose. One way of
enjoying tea utensils is to read a natural landscape or scene in their
appearance and link that imagery to waka poetry. This process was the
revolutionary development of an early Edo period tea master named
Kobori Ensha.

There is a Seto chaire known as Hirosawa.?) This name is said to
derive from a place name, but there is a moon like image in the design
on the jar’s torso. Since the motif looks like a moon, the jar was linked
to the poem about the moon reflecting on Hirosawa Pond. When 1
ask if there are any questions when I presented this paper in overseas
symposia, 80 percent of the questions are, “Professor Takeuchi, you say
you see a moon there, but I don’t see a moon.”

Long ago when I was a professor at Tokyo University of the Arts, I
started to show this chaire to students. I noticed an increasing number
of students who don’t see the moon on the jar. Is that because their way
of looking has become somewhat more Western? Naturally, accidentally,
the presence of some stones in that area of the clay or glaze, some flaw
or chipping away became a moon, while the surrounding area looks like
a cloudy sky. This was the reason for the jar’s name, and while it is not
the same as a photograph of the actual moon, you can see some resem-
blance. What is interesting to note is that Hirosawa Pond in Kyoto’s Saga
district (fig. 6) is nothing special during the day, but is quite impressive
when the moon is reflected on its surface at night. From antiquity the
moon at Hirosawa Pond had been often heralded in waka poetry. Thus,
the Hirosawa name was because of this link with a moon-like image. In
other words, through this naming the tea participants then can enjoy the
chaire in the same manner they enjoy waka poetry.

I previously worked at the Eisei Bunko, Tokyo, a museum which has
a chaire named Shirifukura previously owned by Sen no Riky@.> This
name literally means broad buttocks. And yet, the line at the torso of
the jar goes all the way around the jar. This means it fails the previously
mentioned Momoyama period tea world standards. There are no records
about the shifuku bag and other items that accompanied Riky@’s chaire,

but by compiling various records we note that it was ok if the line was

meikikan, vol. 4 (part 2), pp. 101-106.
5) Chaire, known as Shirifukura, karamono, Southern Song Dynasty, 13th
century, Eisei Bunko, Tokyo, Taisho meikikan, vol. 2, pp. 181-186.
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not quite complete, or if it was just a bit too complete. In his later years
Rikyt emphasized enjoying chaire that were all the simpler, all the less
pretentious and casual. The objects that Rikyf espoused during that
period would have been considered not good by Momoyama period
tea people. The meibutsuki of the period, namely the Yamanoue sojiki,
which dates to the Momoyama period, was a meibutsuki which set very
strict standards. However, it only included a very few works, about a
tenth of those listed in the Taisho meikikan. According to the Yamanoue
sojiki, chaire like Shirifukura could “also be found on shelves in town,”
indicating that they were common items, found anywhere and handled
without particular care. Thus Yamanoue indicated that they were in
ordinary people’s homes, they were used for everyday tea, and they were
not meibutsu. And yet, it might just have been Rikyt’s own spirit that led
to its selection.

The shifuku bags used for Shirifukura were made from fragments of
cloth brought from China, dating from the Song to Ming dynasties. The
flow of glaze seen on the base of the jar stops just at the bontsuki edge,
as preferred. Therefore it was highly ranked, and since the line circling
the entire torso didn’t meet the standard, it was only this glaze flow edge
that met the standard. In terms of visible clay, we can probably say that
maintaining this visible clay standard was considered to be important.
The jar also shows fingerprints. All of these features are understood and

experienced when you pick up this kind of tea utensil.

® Shifuku and Boxes—The Documentation Preserved with Tea
Utensils

This photograph (fig. 7) was taken of a display at the Eisei Bunko. This
tiny 7 cm tall chaire would have been put in this kind of box, and then
in turn that box put finally into this larger box. Why so many boxes, we
might ask, but these boxes actually are documents, carrying all manner
of records of the past, indications of how the enclosed item was viewed.
Since it was owned by Rikya each succeeding owner’s records were
included in these various boxes. Earlier reports today have indicated
how hard it is to match extant works with records, but in the case of
tea utensils, if you look at the boxes you can see how all of the records
have been retained. The meibutsuki 1 mentioned previously and the tea
diaries which tea practitioners wrote after their tea gatherings have been
transcribed and typeset so that anyone can read them. By referring to
these sorts of materials, we can extremely simply and enjoyably trace
the paths taken by chaire and tea bowls. That is why the Taisho meikikan

includes photographs of all of the works discussed.

u The Affection Seen in Naming and Handling of Works

To change the subject, I would now like to explain why naming a work
is important. When an art transport truck brought artworks from the
Tate Gallery, London, to my former workplace, the Tokyo University of

the Arts, I went around the back of the truck and saw that it was named

6) National Treasure, Tea Bowl, known as Fujisan, White Raku ware, Hon’ami
Koetsu, Edo period, 17th century, Sunritz Hattori Museum of Arts, Nagano,
Taisho meikikan, vol. 9, pp. 181-184.

“Kaiputsu-kun No. 2” (fig. 8). This was a case of someone naming
something as high-tech as a truck! I thought this naming expressed the
Japanese spirit behind the naming of chaire.

If we think about it, people’s names are also given to other high-tech
products, such as Japanese word-processing software called Ichitaro and
Hanako. When I ask my overseas art historian friends about such things,
they laugh and say, how interesting, but somehow it is a special kind of
phenomenon. I think this means that the spirit which names something,
then takes it in hand and enjoys it still continues in Japanese culture.

One of the lectures often held at the National Museum of Modern
Art, Tokyo, is the “Touch it with your hands, Hold it in your hands”
lecture. Culture that can be held in your hands is one of the topics of the
educational lectures, but this absolutely does not mean that there is a
way to hold an oil painting to appreciate it. Even so, they still give these
lectures at the museum. Probably this comes from a sense of enjoying
the feel of something, an experiential educational event where one
makes something, forms it with one’s hands. Chaire and tea bowls are
made by hand, and here I show you a picture of Living National Treasure
potter Arakawa Toyozo (1894-1985) making a pot. The person who later
picks up that work and drinks tea from it may then share the experience
that the artist Arakawa Toyozd had in making it. In other words, share
the experience of making an artwork. Or it could be a case of picking
up the tea bowl and enjoying its finished form. I think that the meibutsu
standards were set specifically because of this culture of holding art
works in your hands.

To return to the question of naming a work. There is a National
Treasure-designated tea bowl in Nagano prefecture, named Fujisan,
which was made by Hon’ami Koetsu (1558-1637).6) This extremely
easy to understand name comes from the typical image of snow-topped
Mt. Fuji rising above brown fields which readily conjures waka poetry.
Then there is a Koraijawan type tea bowl known as Ogurayama.” The
term Ogurayama is heralded in waka poetry as a famous site for autumn
foliage. While debate continues on reason for this naming, the staining
that appears here and there on the glaze of this bowl has been likened to
autumn foliage, and hence the Ogurayama name. In terms of contempo-
rary works, Koyama Fujio (1900-1975) named a work Mori no saezuri
after his sense that the work evoked a feeling of bird calls in the woods.
Thus, the traditions of the Japanese tea ceremony are continued even

today.

® An Understanding of Momoyama Sentiments

Takahashi Yoshio, the compiler of the Taisho meikikan (fig. 9), was a
Meiji businessman who self-funded the publication. Investigation reveals
that four editions of the book were published. When the copyright
elapsed, reproduction editions were also produced. The first edition
consisted of 11 physical volumes, and it was Takahashi’s hope that

it would aid both tea practitioners and scholars. The Tokyo National

7) Tea Bowl, known as Ogurayama, Koraijawan, Seikado Bunko Art Museum,
Tokyo, Taisho meikikan, vol. 6, pp. 201-202.

8) Chaire, known as Hino Katatsuki, karamono, Hatakeyama Memorial Muse-
um of Fine Art, Tokyo, Taisho meikikan, vol. 1, pp. 105-108.
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Museum holds one set of the first edition. Another can be found in the
library of the neighboring Tokyo University of the Arts. Takahashi also
made social contributions. Many of his own sketches remain along with
his study notes. This slide shows the records he wrote when he viewed
the chaire known as Hino katatsuki ® (fig. 10) today in the Hatakeyama
Memorial Museum of Fine Art, Tokyo. This is the record made by the
Taisho meikikan compiler during the Taisho period, and thus there
are some differences in the words he used vs. those in the Momoyama
period. Nevertheless, he carried on the traditional tea ceremony views
of the Momoyama period, such as noting the important point of how the
glaze flowed on the work. He also mentioned that below the glaze flow
there was visible clay, and the various other factors about the work, and
then did not select the work, noting only that “this is good.” Thus even in
the Taishd period, this is a good example of how Takahashi maintained
the Momoyama period traditions.

I am now at the end of my talk, but before ending I would like to
mention a book on Japanese pottery written in 1891 (Meiji 24) by the
Englishman James Lord Bowes (1834-1899). His English book title 4
Vindication of the Decorated Pottery of Japan (fig. 11) was translated
into Japanese as Nihon soshoku toki ron. Even though he had made a
thorough study of Japanese tea utensils and had his own collection, he
wrote that for whatever reason, he preferred the works that were prettily
decorated with overglaze enamels. And yet, for the Japanese it was the
previously mentioned chaire they preferred, unadorned, simply black.
Similarly, they preferred black tea bowls. He wondered, why was that the
case.

His conclusion was that this was probably the preference of the
tea practitioner who chose the work, that person preferred simple,
unpatterned works to those with more vivid designs. Actually, it is a
bit different, as I noted before, they were selected on the basis of strict
standards. And yet, he made that mistaken assertion, turning it around,
and stating in his book that something is good because he liked it, and
while I like this chaire, the things around me, my inkstand, my pipe,
they are my meibutsu. This was a major mistake, and unfortunately in
fact it was a case of strict standards.

To finish now, I would like to end with an important video which
shows the Hatsuhana chaire from all sides. It is truly splendidly made,
and while only 8 cm tall, it is extremely light, less than 100 grams in
weight. Next time you see it in an exhibition, notice the bottom, and
how the glaze flow has stopped near the bottom edge of the jar. Take this
chance to use the Momoyama period way of looking at and enjoying this
work.

I have diverged a bit from today’s archival topic, and have introduced
various tea utensils and I greatly appreciate your attention during my

talk. I would also like to thank the two interpreters for their work today.

Moderator: Thank you, Professor Takeuchi.

(Translated by Martha J. McClintock)
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[Handout]

1) Taisho Meikikan Construct

— Takahashi S6an (Yoshio), editor and author

The ultimate compilation of tea utensils (Chaire and tea bowls, including
Tenmoku)

1921-1928

cf. Great Kanto Earthquake occurred in 1923

Takahashi Soan 1861-1937, Keid Gijuku, Jiji Shinpd, Mitsui Group,
retired in 1911

Takahashi Baien (Tatsuo) 1868—1946 Shimane prefecture, taught in
Keio Gijuku preparator division, research on Matsudaira Fumai, Chado
(Tokyo, 1929)

— Chaire: 5 volumes in 7 physical volumes, Tea bowls: 4 volumes in 4
physical volumes for a total of 9 volumes in 11 physical volumes
Karamono chaire: 145, Japanese chaire 290

Each entry:

a) name, b) measurements, ¢) accompanying items (bags, boxes), d)
bibliography/quote type miscellaneous notes, €) provenance, f) viewing

notes

2) Three Meibutsu Categories

Tea utensil meibutsu can be divided into three types. The consistent
editorial policy of the Taisho meikikan was to fit those three types to
actual tea utensils. Takahashi Baien set this three type policy. Taisho
meikikan editor Takahashi Soan said that Baien was particularly detailed
in his approach, “When examining a famous work, he was unstinting
in his use of brush and paper, noting information on the actual object,
its measurements, provenance and accoutrements. I am in Baien’s debt
when I look at famous works, there is much I learned from him.”“ Baien
wrote the following in his book Chadd (1929, Ookayama Shoten) in the
first chapter titled “Chaire”.

“Regarding Meibutsu— there are three types of meibutsu. Those from
the Higashiyama period prior to Rikyt are designated omeibutsu, those
from Rikyu’s era simply meibutsu, and those selected by Kobori Ensht
chitkomeibutsu. Today the meibutsu and chitkomeibutsu are grouped
together so that there are two categories, omeibutsu and meibutsu.” (p.
172. The quote by Sdan is from this book’s preface.)

.... The published chaire, tenmoku and other forms of tea bowls were
personally determined to be chitkomeibutsu. In other words, the Taisho

meikikan was the first to accord chitkomeibutsu status to several works.

3) Kansaku and Karamono
The Taisho meikikan editorial policy was to the greatest degree possible
a reproduction of Matsudaira Fumai’s Kokon meibutsu ruijii, and at the
same time, was intended to supercede it.

The “Kaisetsu” section of explanations quoted the Kokon meibutsu

ruijii for its explanation of the abbreviations kansaku (Chinese-made)

and karamono (Chinese object).

According to Fumai, kansaku referred to a chaire made by a Chinese
potter, while karamono referred to those chaire made in Japan by the
founding Seto potter Toshird, who traveled to China, learned pottery
techniques there and brought Chinese clay and glaze back to Japan for
such usage. Soan questioned this categorization. His critique was that of
those extant called karamono, they are clearly not by the hand of a single
contemporary (Toshird). He said that karamono and kansaku were the
same thing. However, even so, he did not change, indeed continued, the
categories in the Kokon meibutsu ruiji, specifically “when kansaku or
karamono are mentioned in old tea writings, the people who distinguish
between them are recorded here as is, in order to honor the opinions
of the ancients.” The chaire names noted here are copied verbatim
from their ancient form, and thus unfortunately did not convey Soan’s
revolutionary “impossible to have two types” or “denial of Fumai’s
categorization.

Soan also thought this way about chaire production sites. He queried
whether Toshird had primarily studied pottery in Fujian province. Soan
agreed with Fumai, and while he hated over focusing on the Toshird
legend, this thinking was the earliest research on surmising the produc-

tion site of kansaku chaire.

3) Expressed in Words

“Regarding the shape, glaze character and other factors of karamono
chaire, the descriptive characters used in tea writings depended on the
writer and the period, they were not necessarily the same. And we must
not exclude the idea that the same word did not mean the same thing to
different people .... I want you to get a general grasp of a chaire’s charac-
teristics from the images published in these viewing records.*

Thus, the descriptive lettering, names, are used on the side views of
chaire ...

The Taisho meikikan invented terms for describing a work’s construct
and we can name three of these newly coined terms that influenced later
generations. The rise of the mouth is koshiki. The point of contact with
the shoulder is referred to as koshikigiwa. These terms did not exist in
the Momoyama period. Momoyama period viewing records call the
lower section of the mouth overall the hineri gaeshi, and in the case
where there is no hineri gaeshi, those chaire with straight line mouths
are called kuchi tachinobi. The hineri gaeshi notation also appears in
Soan’s illustrations, but it is limited to just the top edge turn back, the
so-called tamabuchi.

Another important invented term is the name for the single grooved
line that circles the center of the torso. This is (2) the dosuji or himo. In
the Momoyama period it was simply called suji. Further, the illustration
of the chaire itself is called (3) okigata, yet another invented term. In the

Momoyama period this was called kirigata, or simply, nari.

(Translated by Martha J. McClintock)
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fig. 1 Takahashi Yoshio, Taisho Meikikan, 1921-1927 (entries
for 145 karamono (Chinese objects) and 290 wamono (Japanese

objects)

fig. 4 A tea bowl box inscription
and the transcription of the
inscription as reproduced in
Taisho Meikikan

fig. 7 A display of the tea container named
Shirifukura and its boxes at the Eisei Bunko

fig. 2 Ganka Meibutsuki, 1660 (entries for 121
karamono (Chinese objects) and 11 wamono

(Japanese objects)

. |

5 13AZE G
olz V{«C‘ \:"é\—
l‘ ﬁ;qﬁgl
SRl )

t 721 40>%
% 2\ 2o 19y
, A2 et 0l
}7“ ] O~k > W i P - ?
elih A= 3 19iTY
;%ﬂrf\§§%:§%é< Fa
Thiviakeilnbeflad
Z;’%" teRitengiily
pl7 ¢ JIFiaiga s

fig. 5 Kirigata (paper cuttings) of a tea
container in the tea diary, Ten’nojiya
Kaiki, tea event held on the 17th day of
the 2nd month of Eiroku 10 (1567)

fig. 8 The truck’s name “Kaibutsu-kun No. 2”
stenciled on an art transport truck

fig. 6 Hirosawa Pond in Kyoto’s Saga district
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fig. 3 Kokon Meibutsu Ruijii, 1789-1797
(entries for 120 karamono (Chinese
objects) and 232 wamono (Japanese
objects)
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fig. 10 Takahashi Yoshio’s
notes on his observation of

the tea container known as
Hino Katatsuki (Hatakeyama
Memorial Museum of Fine Art)



Closing Remarks

Hello again, everyone. Jingaoka Megumi has kindly invited me to give
today’s closing remarks, and I am grateful to her and to her colleagues
at the National Museum of Western Art for making this symposium
possible. I’d especially like to thank the museum’s director, Mabuchi
Akiko, for enthusiastically supporting today’s programming and
promoting this important international collaboration.

I am extremely impressed with the presentations that we have heard
today, which demonstrate the great cultural utility of catalogue raisonnés
and archives. As it was beautifully presented by our speakers, we
have much to benefit from the efforts to document, preserve and share
information about the important objects that shape our cultural histories.
Today’s talks emphasized that these are indeed international concerns,
and that we are not working in isolation from one another. We are all
working together.

Also, I think we can agree that all works of art—from paintings to
manuscripts to precious tea ceremony utensils—are objects that define
who we are as individuals and as communities. These objects are signif-
icant not only to their current owners, but also to anyone who can learn
from and be inspired by their beauty and significance. As a Westerner,
I have much to learn about the history of Asian Art and culture. And |

am thrilled to be living in an era when this information can be accessed

by me, and even by my young children, on a computer in my own

home. Geographic distances are increasingly becoming irrelevant, and
rarefied cultural documentation, once the exclusive domain of scholars
with the means to access it, is increasingly available to anyone who is
interested. Such a thing would have been inconceivable only a decade
ago just imagine what we will be able to do a decade from now. All of
us here today are custodians of cultural information, and our efforts to
safeguard this knowledge is our gift to the future. While it may seem
that catalogue raisonnes or dusty, old archives solely concern on the ac-
complishments of the past, these compendiums are, in fact, encouraging
cultural progress far into the future. The information that they hold will
shape artistic output and intellectual thought in ways which we cannot
anticipate. Ours is the work of both preservation and germination. We
are planting the seeds for the future. Around the world scholars are
striving for this same goal, and we must encourage and support one
another to continue this important work.

Thank you all so much for your participation and attention today. I

hope you enjoy the rest of your evening.

Elizabeth GORAYEB

Executive Director of Wildenstein Plattner Institute
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