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Foreword

This Annual Bulletin 34 for the National Museum of Western Art, Tokyo, recounts the Museum’s exhi-
bitions, acquisitions, research, conservation, education, and informational activities during the fiscal
year of 1999 (April 1, 1999—March 31, 2000).

This fiscal year marked the second year since the Museum had resumed special exhibition
activities in the Special Exhibition Galleries located under the Museum's forecourt. The first year
of exhibitions in this new wing was a period of trial and error experiences and gradually we have
become accustomed to their effective use. Following the previous year’s installation of Rodin’s The
Gates of Hell, progress was made on the installation of other Rodin sculptures and the creation of
greenery zones. All in all, this was the first year that the museum showed that it was fully back on
track after the disruptions during the years of construction and renovation.

The special exhibition activities of this year opened with an exhibition on [talian Renaissance art
begun during the previous fiscal year. The exhibition, named after Florence and Venice, the two focal
cities of ltaly’s Renaissance, centered on 45 paintings and 15 sculptures from 15th and 16th century
Italy lent by the State Hermitage Museum of Russia. This exhibition contrasted the characteristics
of these two important cities and highlighted their similarities and differences.

During the summer the “Rhetorick der Leidenschaft” exhibition based on works from the Austrian
collection, Graphischen Sammlung Albertina, focused on Aby Warburg, the German art historian
active at the beginning of the 20th century. This was an epoch-making project in Japan, as the works
in this exhibition allowed visitors to consider Warburg’s methodology, particularly in terms of Western
expression of the human form. An international symposium was held during the exhibition, “The
Faces of Skin/The Imagination of Skin" and this gathering of German, Austrian, and Japanese
specialists from a variety of disciplines experimented with expanding the controlled academic dis-
cipline of art history.

The autumn exhibition featured 19th century arts from the Musée d'Orsay collections. Sub-titled
“Réve el Réalité,” this exhibition displayed approximately 200 examples of painting, sculpture, prints,
drawings, photographs and decorative arts by 19th century conservative and avant-garde artists. The
exhibition was organized around the themes of narrative, history, contemporary life, nature, and
isolation, and fully conveyed the characteristics of the Orsay, a museum dedicated to the spectrum of
19th century arts.

In the winter the museum welcomed “Visage: Painting and the Human Face in 20th-century Art,"
an exhibition organized by the National Museum of Modern Art, Tokyo during its renovation con-
struction. This exhibition displayed a sense of the contemporary which differed from the NMWA's
normal scope of activities.

New acquisitions during this fiscal year included 3 paintings on religious themes by Beuckelaer,
Cavallino and Bassano, and 68 prints by Bernard and other artists. The paintings are all by artists
relatively unknown in Japan, and each fills gaps in the NMWA collections in the areas of Northern
Renaissance, 16th century Venetian school and 17th century Caravaggist styles, respectively.

The museum reopened after the construction and renovation period with the outdoor sculpture
and plantings in the left area of the forecourt not yet completed. During this fiscal year two of Rodin’s
major sculptures, The Burghers of Calais and The Thinker, were fitted with seismic isolation bases,
and a strolling garden-style planting arrangement was completed. This type of garden setting is
the first such installation since the museum’s opening and it is our hope that it will provide a new
element in the museum's overall pleasant environment for the enjoyment of art. While the reinstal-
lation of several outdoor sculptures remains to be completed, the general “face” of the museum can
now be enjoyed.

December 2000 Atsuko Toyama

Director, National Museum of Western Art, Tokyo



ARG, TR (1999) SEREC AL A0 TEHD, VR VEAF L HAS ERRI2E3) 31 HETO
VAERIE, SN JEMRAY F heo 2e i 25, ERIMA, MAEREE, E2-IRAIE0, B e, Nk
TRV RO IO BROPLIT 5706, dEREiAILD Tuha,

COSENELE, AifEENL [F O iR 4 e U TIRTE 2N i AL Ta2iEH TH D, Wb
[T TR AR T, W2 Ofliv HICbitiiu TE b0 o b, 00RO OBz | X
T, HiEEOTY DML ERUROER A D STz EVD e b, SR O EM A E S iz gy
hat:Zefemm T TH -7,

MR EETHEE RIS AZ) T N 2 A LM | 2K LTS, v TOLLIY—
¥ a oA U7 15-16 AL OARMA5 SRR 2 N L 2 ORI 2, [74L Ykt
VAT eI YT I A MO kST 3 A LD s ool il 2T 200 T, 203D
fHlid 2 &VE gt Bt el it S o B R R, A — AR T O 7 b~k T4 — - IR
DAL 7o AKIIL 20, G HRPIEICHTEL 2R Y O B LK T E 7 — 7 2%
Ty FHIPHIR OB AL 238 52 0 Jj i 2 (FSh Al CHEIE T A 20, RS T ik iy 2 b ¢
bHote, E:COBESORMMPICE, S R 2 Al The Faces of Skin/ K OMUG ) | A3fls
AL, BRZ ST OWME D H RS ZNIL T, Bl eV RER O FERIO 2L Al AabiT A
fzo BKICIE, 77 ADAN L= RGOV 73 Ak 19 DB LRI | LS5 TF —~ 24D
ZHPHMEE LA, ZAUEI9TERC O PRT AN IR 0 2517572 B O A B 41 « R « il 1500 1035
T ERRR 2P I T AUERRI200 58 %, Pral, HESL, BURARRG, FIAA, IlEv S 7 —=icit> T
BEL 720D T, 191K e oA v — RN OF (e XUZ S B ThH -7, i, ok
OENICEHAEO MM U [ A 2223 b0 I 28Ik L, Yffioiih OG5
2o B BUTE AL VL7,

COMEIEOFHIMALES L, 7 =7 5=, ATl —2, s$8v— OB EE, S F—n 7 E
OIRMES I TH S, FRTEME, WTNLHATORAEZIZEAELRGNKOLD TH L, #NF
AL on 3t A, 160§ e 3024 TilR, 1TIEEOH Z 79 4 EROIFEL TP ETORih
AR 24 oar 7y a DR EHIDLD TH S,

KR L, ABUC-TAMAHMER LM A ORI LIT bh w2 MU RO L 55T
fedr, ¥ Y OREEOI BALV —OHRYE(H 25 N)O2h %20 b b, BeER o ik 2= i
I T AL TEL, Shid, SHBHIE LRI TOMRATH ), Pl i BN mio— Rt
FEOTHL, FEBIROBFHEA OB OB AR TEn 525, BEEZ0 ElifoRr 25
NicEWIEZATHS,

PRk 124712 H

[ F P X i)
| 5T

~1






B

New Acquisitions

AT s 7= F—Nc1534-c.1574]
CHr%EERFY AN

Joachim Beuckelaer [Antwerp c.1534-Antwerp (?) ¢.1574]
Christ Carrying the Cross

1562

Oil on panel

96.5 % 79%m

Singed and dated: JB 1562

P.1999-1

Provenance:
Collection Dr. Lenoir, Munich,1850; Collection Hassler, Zurich,1865; H. Appen-

zeller, Zurich,1898; Frau Dr. Farmer-Hasseler, Zurich, 1950; G. Cramer, The
Hague,1959; Collection Dr.Wetzlar, Amsterdam; Sotherby Mak van Waay,
Amsterdam, 1977; Private Collection, Germany; Jack Kilgore Gallery, New
York.

Bibliography:

A. Wiirzbach, Niederlindisches Kiinstlerliexikon, 1906, 1, p.211; Weltkunst
XXIX (August 1959), nol6; Burlington Magazine, December 1959, “Notable
Works of Art,” pd74; H.G.Franz, Niederliindische Landschaftmalerei im
Zeitalter des Manierismus, 1969, p.251 (ill. 410); M.].Friedldnder, Early Nether-
landish Painting, XII1, fig.315 (as Aertsen).
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Beuckelaer was a 16th century Flemish painter. While Van Mander
includes a brief chapter about the painter, there has yel to be a
monograph published on him and a greal number of his bio-
graphical details remain unclear, Beuckelaer studied painting with
his uncle Pieter Aertsen and Aertsen'’s style affected Beuckelaer
throughout his career. This stylistic influence has meant that it is
often extremely difficult to differentiate between paintings created
by Beuckelaer and Aertsen.! Beuckelaer's best known works
depict market scenes or kitchen settings with a table set in the
foreground holding an arrangement of vegetables and other food-
stuffs. Beuckelaer inherited the basic composition for these works
from Aertsen and this also makes it hard to differentiate between
their two versions of a composition. We can note, however, thal
Beuckelaer’s works in the genre gave greater precedence to the
still life arrangements and his compositions are generally more
ordered than those of Aertsen.

Van Mander mentions Beuckelaer's Palm Sunday for the Ant-
werp Cathedral, and notes that Beuckelaer painted works with
religious subject matter. While it is possible that this Palrn Sunday
is a large scale work intended for a church setting, the majority of
Beuckelaer's extant religious subject works are small in scale and
we can surmise that he created a large number of small scale reli-
gious theme works for private rather than ecclesiastical patrons.

The NMWA's newly acquired Christ Carrying the Cross is in-
scribed 1562, and is an example of Beuckelaer's earliest work.
Both this NMWA painting and the work on the same subject
(Kunsthalle, Hamburg; fig.) painted the following year reveal a
strong affinity for Aertsen's no longer extant work on the same
subject matter.”) However, while we can find similarities between
the work in Hamburg and the NMWA work in the expression of the
soldiers and their overall compositions, the Hamburg work has a
genre-scene element in the foreground display of vegetable sellers,
which pushes the religious motifs of Christ and the Madonna to the
middle ground, and thus the Hamburg work may give a slightly
different impression than of the NMWA work. The quick, sketch-
like quality of the NMWA work recalls the style of Beuckelaer's
Raising of Lazarus (Frits Lugt collection, Paris).® Instead of the
detailed brush techniques used in early Flemish painting, the 16th
century Flemish painters began to use a slightly rougher brush
stroke, which created a vivid sense of movement. This tendency
can be strongly felt in small scale works, and depending on the
case, it is likely that this rougher brush method allowed painters
to simply create a larger number of paintings to meet increased
demand. We can observe quite rough brush work in the back-
ground details of the NMWA work, bul conversely, the two central
figural groups focusing on Christ and Mary have been depicted
in quite carefully detailed brushwork. While undoubtedly this
painting was intended for private devotional use, there is a clear
difference between it and many of the more mass-produced
images for such use in that this work could be seen as an example
of the new 16th century painting style which differs from the
earlier detailed style. Overall, the black tonality is strong, but in
contrast, quite vivid colors are used in the clothing and ground
surface. The Market Scene with Ecce Homo (1561, National Mu-
seum, Stockholm) forms a fascinating comparison piece for the
NMWA work, with particularly noteworthy similarities in indi-
vidual figural and background depiction.

The Christ carrying the Cross subject matter of the NMWA work
is seen over and over again in 16th century Flemish painting. Two
years after this work was created, Bruegel painted his famous
masterpiece on the subject which is today in the Kunsthistorisches
Museum, Vienna. In the Bruegel work we can indicate the large
right foreground group surrounding Mary who are clearly separate
from the group of soldiers or peasants. The same motif, in the
same location, is found in the NMWA work, and suggests some
relationship resemblance between the two. Clearly the Mary group

11

in the Bruegel work indicates Bruegel's awareness of the figures
appearing in 15th century paintings by artists such as Rogier van
der Weyden and others, and there is important meaning to be
found in Bruegel's conscious use of “older styles.” Such intentions,
however, cannol be found in the NMWA Beuckelaer work.

The support medium for this painting is made up of three long
boards and traces of repair can be seen at the seams between the
boards. Further, there is a crack along the left edge of the board
on the right, thought to have been caused by warping. The crack
can be seen as a straight vertical line which runs through the
center of the face of the female saint who supports Mary from
the back, and then traces up through the center of the soldier
on horseback above the two women. This crack has also been
repaired in the past. There is a large diagonal trace of damage
through Christ and the soldiers in the background and this damage
has also been repaired. (Akira Kofuku)

Notes

1) As noted in the Bibliography for this entry, Friedlander attributed this
work to Aersen. The majority of works attributed by Friedlander to
Aertsen have, however, been reattributed today to Beuckelaer. The
works in Hamburg and in the Frits Lugt Collection, Paris, noted in this
article are examples of this same trend, with both loday attribuled to
Beuckelaer.

2) Formerly in the Geméldegalerie, Berlin and no longer extant. The work
is reproduced in Friedlander. While the composition differs somewhat,
there is an extan! work depicling the same subject matter in the
Koninklijk Museurm voor Schome Kunsten, Antwerp.

3) See also Kunst voor Beeldenstorm, Amsterdam Rijksmuseum, 1986,
p.405, cal. 296 regarding this work. This entry lists the displayed work as
“Aertsen or Beuckelaer” and suggests a dating of the 1560s.
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127% 180.3cm

Bernardo Cavallino [Naples 1616-Naples 1654]
Hercules and Omphale

c. 1640

il on canvas

127 180.3cm

P.1999-2

Provenance:
Allomello Collection, Roma, before 1957; Private Collection, Switzerland.

Bibliography:

Raffaello Causa, La pittura napoletana dal XV al XIX secolo, Bergamo 1957,
pAZ; id, La pittura del Seicento a Napoli dal naturalismo al Barocco, in "Storia
di Napoli”, vol5, 1972, pp.942, 982, n.108(exh.cat.) Bernardo Cavallino of
Naples; 1616-1656, A.'T. Lurie & Ann Percy (eds.), The Cleveland Museum &
The Kimbell Art Museum, 1984, pp.l15-16, 93, no.22; (exh.cat) Bernardo
Cavallino (1616.-1656), Napoli, 1985, p.209, ¢.7 (only in catalogue).
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O.Ferrari, Bernardo Cavallinn in Dizionario biografico degli
italiani, vol.22, Roma 1979, p.787.

Bernardo De Dominici, Vite de'pittori, scullori ed archiletti
napoletani, Napoli 1742, vol.111, pp.32-43.
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Belle Arti fin presso al fine del XVII. secolo, edizione quarta,
tomo II, Pisa 1815, pp.326-327.

Francesco Algarotti, Progetto per ridurre a compimento il Regio
Museo di Dresda presentato in Hubertsbourg alla R. M. di Augusto
HI. Re di Polonia il di 28 ottobre 1742, in Le Opere di Francesco
Algarotti, VIII, Venezia 1792, pp.351-374.

Nicola Spinosa, “La pittura a Napoli al tempo di Bernardo
Cavallino,” in Bernardo Cavalline (1616-1656), cat.most., 1985,
p.38.

6) Raffaello Causa, La pittura napoletana dal XV al XIX secolo,
Bergamo 1957, p.d42; id, “La pittura del Seicento a Napoli dal
naturalismo al Baroceo,” in Storia di Napoli, vol5, 1972, pp.942,
982, n.108.

(exh.cat.) Bernardo Cavallino of Naples; 1616-1656, A.T. Lurie
& Ann Percy (eds.), The Cleveland Museum &The Kimbell Art
Museum, 1984, pp.15-16, 93, no.22.

8) A.T. Lurie & Ann Percy, op.cit., p.213, n.81.
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Seneca, Le Tragedie di Seneca trasportate in Verso sciolto dal Sig.
Hettore Nini accademico Filomato, Venetia presso Marco
Ginami, 1622, p.300. “Di Tmolo abbraccid, in Lidia, e ne’ tenaci/
Lacci d’Amore ivvoluto, a trar la lieve/Conocchia feminile ivi 8’
assise,/E sollo stame co la fera mano/Torcendo, del Leon la fera
spoglia/Da la cervice scosse, e vaga Mitra/Gli premea 'l rozzo
crin fatto vil servo,/E di mirra Sabéa h'horrida chioma/E d'hirta
fece molle, & odorata./Arse per tutto, ma con lieve face.”

There is very little known today about Bernardo Cavallino’s life. We
do know however that he was born in 1616 in Naples the child of
Giovanni Maria and Beatrice Lopes, and on August 25th of that
same year he was baptized." That was the year that Jusepe de
Ribera moved from Spain to Naples.

The earliest biographical information about Cavallino comes
from De Dominici’s comments in 17422 in which he states that
Cavallino’s talent for painting was the result of his careful study of
Annibale Carracci’s drawings. Cavallino entered the studio of the
Neapolitan painter Massimo Stanzione, and later studied with the
Neapolitan painter Andrea Vaccaro. He is also said to have studied
Artemisia Gentileschi's painting techniques which formed the basis
for his use of delicate coloration. As his painting activities continued
he further studied the works of Rubens and Guido Reni, all leading
to the formation of Cavallino’s own distinctive style. Luigi Lanzi
(1732-1810), who wrote a comprehensive history of Italian painting
at the end of the 18th century, based his comments on Cavallino on
those found in De Dominici but then went on to note the following
comment linking Cavallino’s figural depiction to that of Nicolas
Poussin. “Nelle quadrerie de’ Signori napoletani veggonsi in tele
e in rame le sue istorie or sacre or profane di una giudiziosissima
composizione, e con figurine alla poussinesca piene di spirito, e di
espressione, e accompagnate da una grazia nativa, semplice, pro-
pria sua"¥ Here Lanzi states “figurine alla poussinesca,” and as
noted by Francesco Algarotti (1712-1764), the essential balance
between the overall composition and the size of the figures was
viewed as a critical element by the various regional academies
of the 18th century.”? Poussin’s influence is also apparent on the
Neapolitan school, and as Nicola Spinoza has noted, such influence
begins to be seen in the 1640s and all the more so after 1655 in the
works of Cavallino and the other Neapolitan School painters.”’ As
noted, Cavallino’s compositions incorporated elements of the
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classicist styles of the Bolognese School, the styles of Massimo
Stanzione who had been greatly influenced by Caravaggism, and
the northern styles of Rubens and Van Dyck. Thus Cavallino
produced a type of properly theoretical style that later generations
of commentators have called “alla poussinesca.’

This painting of Hercules and Omphale was first mentioned
in the literature in Raffaello Causa’s 1957 work, and then again in
his 1972 book. These references noted that the work was in the
Allomello collection® In these books Causa praised the work as
“una sottile evocazione di sottintesi scabrosi, un sorridente 'gioco
delle parti’" and compared it to Cavallino’s other important works,
Esther before Ahasuerus (Uffizi Gallery, Florence) and Meeting of
David and Abigail (Herzog Anton Ulrich-Museum, Brunswick). The
work then passed at some point into the hands of another private
collection, and was listed among those works not actually exhibited
in the Cavallino retrospective exhibition held in 1984. Ann Percy
wrote the entry on the NMWA work for that catalogue. In her com-
ments, Percy compares the NMWA work to three other large scale
works, Saint Cecilia in Ecstasy (1645, signed, Palazzo Vecchio,
Florence), The Triumph of Galatea (Richard L. Feigen & Co., New
York), and The Adoration of the Shepherds (The Cleveland Museum
of Art, Cleveland). Percy concluded that the NMWA Hercules and
Omphale’s use of a dark palette, a strong chiaroscuro effect, and its
placement of figures indicate that the NMWA work is the earliest of
these four paintings, assigning a ca.1640 date to the work.” In fact,
there is a resemblance in the depiction of the angel playing the
lute in the left side of the composition of Saint Cecilia, dated 1645,
and the woman depicted in the center right of the Hercules and
Omphale composition, and these two works can be thought to be
extremely close in date. Many of Cavallino’s works from this period
depict subjects from the Old Testament, and mythological subjects
are extremely rare. As a result, Percy notes that it is necessary to
clarify the circumstances under which this work was created.

The Hercules depicted in this painting is shown in strong
chiaroscuro with his face turned away from the viewer, and his
unidealized body is shown in reddish, nude form. This shows the
Hero Hercules, surrounded by five young women; Hercules is the
object of their ridicule. Traces of re-painting indicate that Cavallino
first planned to depict Omphale's face turned to the left, but then
switched the image so that she faced almost directly out at the
viewer. Omphale’s facial features resemble those seen in a work
of his late period, The Finding of Moses (Herzog Anton Ulrich-
Museum, Brunswick)® The faces of the three women surrounding
Hercules, unlike that of Omphale, are depicted in the heavily
shadowed forms particular to Cavallino’s early period. Cavallino’s
works from the 1640s are predominantly depictions of religious
subject matter, and there are many cases where he has subdued
their emotive expression. However, in this work, the laughter is
superbly expressed, indeed in a fashion which recalls the northern
Caravaggsti. For all the darkness of expression, these figures are
well arranged in a solid, carefully defined space.

The subject of this work is Hercules after he has completed his
12th heroic act. For the crime of killing Iphitus, son of Eurytus, king
of Oechalia, Zeus decreed that Hercules was to be sold as a slave to
Omphale, queen of Lydia. The story goes on to tell of how Omphale
made Hercules perform spinning services. However, the fascinating
element here is the figure of Amor shown in the center of the
composition. The presence of Cupid shows that this is not simply a
depiction of Hercules's suffering, but rather contains yet another
sub-text. The figure of Omphale who appears in this Hercules and
Omphale also is featured in a variety of Greco-roman tragedies. To
the best of my knowledge, there is a fascinating passage in the
tragedy Hercules oetaeus by Seneca, based on Socrates’s tragedy
Trachiniae. The wel nurse of Hercules's wife, Deianila, is consumed
with jealousy, and there is the following passage (vv.371-377) in the
midst of her recounting of Hercules's many loves.

Di Tmolo abbraccio in Lidia, e ne’ tenaci
Lacei d’Amore ivvoluto, a trar la lieve



Conocchia feminile ivi s'assise,

E sollo stame co la fera mano
Torcendo, del Leon la fera spoglia

Da la cervice scosse, e vaga Mitra

Gli premea 'l rozzo crin fatto vil servo,
E di mirra Sabe a h'horrida chioma

E d'hirta fece molle, & odorata.

Arse per tutto, ma con lieve face.”

This text is quoted from Hettore Nini's translation of the collected
tragedies of Seneca published in Venice in 1622, This section of the
text tells of the love between the queen of Lydia Omphale and
Hercules, and further states that Amor bound their relationship
up with threads. While we cannot definitively state that the true
source for Cavallino’s depiction of the narrative is this Nini trans-
lation of Seneca, at the very least, this famous classic was available
in the Italian in Cavallino's environment prior to his depiction of
the subject.

While the story behind Cavallino’s creation of Hercules and
Omphale remains unclear, this painting is a splendid example of
Cavallino’'s superb techniques and his careful research on his
subject matter. (Mitsumasa Takanashi)

Notes

1) Ulisse Prota-Giurleo, “La vera data di nascita di Bernardo Cavallino,"
in Pittori napoletani del Seicento, Napoli 1953, pp.155-158; O. Ferrari,
Bemardo Cavallino in Dizionario biegrafico degli italiani, vol.22, Roma
1979, p.781.

2) Bernardo De Dominici, Vite de’ pitton, scultori ed architetti napoletani,
Napoli 1742, vol.ll, p.32-43,

3) Luigi Lanzi, Storia pittorica della ltalia dal Risorgimento delle Belle Arti
fin presso al fine del XVIIl. secolo, edizione quarta, tomo II, Pisa 1815,
pp.326-327.

1) Francesco Algarotti, Progetto per ridurre a compimento il Regio Museo di
Dresda presentato in Hubertsbourg alla R. M. di Augusto 1l Re di Polonia
il di 28 ottobre 1742, in Le Opere di Francesco Algarotii, VI, Venezia
1792, pp.351-374.
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7) (exh.cat.) Bernardo Cavallino of Naples; 1616-1656, AT. Lurie & Ann
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The painter Leandro Bassano was born in Bassano del Grappa, the
3rd son of Jacopo Bassano, one of the major painters of the 16th
century Venetian School. Leandro studied painting techniques
with his father and his older brother Francesco. Leandro moved
from his native town to Venice some time prior to 1588 and he
was then registered with the Venetian painters’ guild from 1588
through 1621, In 1592 Jacopo's death was followed by that of
Francesco, and Leandro inherited Francesco's activities in Venice
and received important commissions for the Palazzo Ducale and
for 8. Giorgio Maggiore. In 1595-96, he was knighted by Marino
Grimani, then Doge of the Venetian Republic. Leandro was also
highly renowned as a portrait painter.

The newly acquired Last Judgement depicts a glory of saints in
Heaven in the upper half of the painting, while the lower half of
the composition shows the saved souls on the left and the damned
souls in hell on the right. The relatively small panel encompasses
the extremely detailed, miniaturist depiction of innumerable fig-
ures. An image of the Trinity forms the upper focal point of the
composition, with Mary in a pose of intercession and St. John the
Baptist forming the so-called Deesis motif. This triangular group-
ing is surrounded by carefully depicted ranks of angels, apostles,
patriarchs from the Old Testament, church fathers, virgin martyrs,
friars, and numerous other saints. Leandro’s direct reference for
his depiction of Heaven can be found in the extant altarpiece
Paradise (ca.1580, Museo Civico, Bassano del Grappa; fig.1) which
was based on his father Jacopo's design and probably executed
with the assistance of Leandro himself. The NMWA work shows
Leandro simply borrowing the compositional pattern and many
of the individual figural motifs from that altarpiece composition.

Carlo Ridolfi, the 17th century author of biographies of Vene-
tian painters, includes the following comment in his life of
Leandro: “Bernardo Giunti took a paradise scene with painstak-
ingly small figures with him to Florence."" There is an extremely
close version of the NMWA work in the Birmingham Museum of
Art (Alabama, Gift of the Samuel H. Kress Foundation; fig.2), and
it can be suggested that either the NMWA work or the Birmingham
work is the one mentioned in Ridolfi's comment.?)

A fascinating clue to determining the date of the NMWA work
and the history behind its production can be found at the left edge
of the composition’s depiction of heaven. Here Leandro has
depicted his own self-portrait and a portrait of his patron, Marino
Grimani (fig.3). Leandro’s portrait is accompanied by the emblem
of the Order of 5. Marco. Thus we can surmise that this painting
was created during Grimani’s 1595-1605 reign as Doge. In addition
to standing as homage of Grimani, this painting thus also com-
memorates the important event in the painter’s career. Given these
clues it would be natural for us to conclude that the painting was
created in 1595-96 immediately after the patron elevated Leandro
to the knightship. During this period Leandro also painted an
independant portrait of Marino Grimani (presently in the Dresden
Gemildesgalerie).

Comparison between the NMWA work and the Alabama ver-
sion of the painting shows that they are very similar, with almost
identical compositions. The major difference between the two
works lies in the Alabama work’s signature, “LEANDER A PONTE
BASS. EQVES, F" and the fact that the Alabama work is painted on
copper plate. No qualitative differences can be noted between the
two works, and David Steel has proposed that the NMWA work
was painted before the Alabama version.

A comment regarding the question of absence/presence of
signature is important here. Roger Ward has noted the brighter
palette in the NMWA work and suggested that such coloration was
in response to Tuscan tastes, and that this work was painted for the
Florentine patron Bernardo Giunti.!! However, another possibility
can be suggested. The lack of signature on the NMWA work may
indicate that this painting was intended to be viewed within an
environment where the painter's identity was self-evident. If the
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surmise that the NMWA version is the earlier work is correct, then
considering the commemorative nature of the included portraits
might allow us to hypothesize that this painting is the version the
artist kept for his own, while the original recipient of the Alabama
version may have been Marino Grimani himself.

As noted above, the iconographic model for this work is the
Paradise in the Museo Civico, Bassano del Grappa. However,
another composition related to the NMWA work can be cited,
namely, Francesco Bassano's modello for the Paradise prepared
in ca.1580 (The State Hermitage Museum, St. Petersburg; fig.4).
The Hermitage work was painted for the competition to replace the
damaged fresco by Guariento in the Sala del Maggior Consiglio in
the Palazzo Ducale. Several major painters participated in this
competition, and the result was the rather curious decision that
Francesco and Paolo Veronese should jointly paint the enormous
mural. This plan, however, was never realized, and the commis-
sion was given to Tintoretto after Veronese's death in 15885 Thus
the “glory of Paradise after the Last Judgement” was a subject of
decisive importance in the political imagery of the Venetian Re-
public, and the superiority among various compositional inven-
tions based on this theme was a very actual topic in the Venetian
art scene of the 1580s. Given this fact, the subject of the “Last
Judgement with the glory of Paradise” would have been highly
suitable subject matter for Leandro both to honor the newly-
elected Doge-patron and to further his own status as the new
leading painter after Tintoretto’s death in 1594.

(Michiaki Koshikawa)

Noles

1) Ridolfi, as cited in the Bibliography above, p.167.

2) Steel, as cited in the Bibliography above, p.94.

3) Ibidl,, p.94. The basis for Steel's suggestion appears in the woman in the
hell scene in the lower right of the composition. She has vivid bloody
tracks where she has been scratched by the claws of the devil. Con-
versely, the Alabama version does not have this same detail on these
figures. Steel suggests that this change was in response to the patron’s
wishes.

4) Ward, as cited in the Bibliography above.

5) See S. Sinding-Larsen, Christ in the Council Hall: Studies in the Religious
lconography in the Venetian Republic, Rome, 1974, pp.45-80; W. Wolters,
Storia e politica nei dipinti di Palazzo Ducale, Venice, 1987, pp.299-310,
regarding the question of the competition for the Paradise in the Sala del
Maggior Consiglio of the Venetian Palazzo Ducale, and the political
meaning of this iconography.
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This exhibition featured 45 paintings and 15 sculptures from 15th
and 16th century ltaly now in the collections of the State Hermitage
Museum. The Hermitage collection works were supplemented by 11
works of the same period from the National Museum of Western
Art, Tokyo. Hence the show exhibited a total of 71 works. Generally
speaking, it would be almost unthinkable to organize a thematic
exhibition on ltalian Renaissance art relying solely on one lending
institution. And yet, we were able to realize this project because of
the exceptional strength of the Hermitage collection in the field and
the Hermitage staff's extremely cooperalive altitude. Their gener-
osity is to be especially acknowledged given that a project of this
magnitude had inevitably a major affect on their permanent col-
lection galleries.

The NMWA has held two large-scale exhibitions on the Italian
Renaissance, the "Capolavori del Rinascimento Italiano” in 1981,
and the “High Renaissance in the Vatican” in 1993. The present
exhibition marks the third such occasion. The 1981 exhibition was
an anthology of works from the Renaissance period, drawing on
masterpieces created in each of the ltalian artistic centers. Con-
versely, the 1993 exhibition was based on a very narrow thematic
definition, focusing on Rome at the beginning of the 16th century.
In the planning for the present Hermitage exhibition, we chose to
avoid returning to an exhibition of “masterpieces show” type. Given
the nature of the Hermitage collection’s strengths, we decided to
focus on the two central cities of Florence and Venice. Through a
chronologically arranged display of works from these two schools,
placed side by side, we sought wherever possible to reveal the
rich regional variations and different stylistic tendencies which
characterize Renaissance painting. However, our definitions of each
city's region were of necessity loose, including a few works from the
16th century Roman and Sienese schools in the Florence section,
and works from the Veneto region in the Venice section.

Due to the thematic focus on Florence and Venice, we excluded
the Hermitage's exceptional holdings in works from the Lombardy
region related to Leonardo da Vinci, and other fine examples from
the Emilia and Ferrara regions. Further, from the viewpoint of the
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stylistic interchange between central and northern Italy, we be-
lieved that it would be desirable to include works by Sebastiano del
Piombo and Giulio Romano, two artists who were aclive in both
regions. In the end, however, conservation concerns prevented us
from borrowing the superb works in the Hermitage collection by
these two artists. Nevertheless, the 60 works from the Hermitage
collection were of such high quality as to provide a full under-
standing of almost the entire two-century period stylistic develop-
ments in both the Florentine and Venetian schools.

The author sought the inclusion of works from the NMWA
collections in the exhibition for two reasons. First, such works
would represent some artists not found among the Hermitage
entries. Second, this was a good opportunity to place NMWA works,
somewhat isolated from their peers in the NMWA permanent
collection galleries, alongside works of the same periods and same
schools. As a result, for example, this arrangement allowed us to
display on one wall three paintings on the same theme, The Mystic
Manriage of St. Catharine, two by the young Veronese and one by
his direct follower Benedetto Caliari (cat.nos.52, 53, and 55). The
catalogue of the present exhibition also provided an opportunity
for us to significantly update catalogue entries for many of the
NMWA's Italian Renaissance paintings, last recorded in the Mu-
seum'’s 1979 Catalogue of Paintings. To cite only a few examples of
such revisions, new information from Nicoletta Pons on the early
provenance of the Trinity (cat.no.9) by Jacopo del Sellaio was
added, and the Portrait of a Man (cat.no.42), formerly attributed
to Sebastiano, has now had its recent re-attribution to Francesco
Salviati formally published. (Michiaki Koshikawa)

|Cataloguel

Edited by Michiaki Koshikawa

The Sources of ltalian Renaissance Paintings in the Hermitage/Irina
Artemieva

ltalian Renaissance Painting/Tatyana Kustodieva

Italian Renaissance Bronze Sculpture/Sergej Androssov

Between Painting and Sculpture: Jacopo Sansovino and the Paragone/
Bruce Boucher

Florentines in Venice: Fifteenth Century Sculpture/Koichi Toyama

Titian, the Tuscans and the Art Criticism of their Day /Michiaki Koshikawa
Catalogue entries: Tatyana Kustodieva, Irina Artemieva, Sergej Androssov,
Michiaki Koshikawa

Produced by Imex Fine Art

Transportation and installation: Yamato Transport
Display: Tokyo Studio
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Meisterwerke aus der Graphische Sammlung Albertina und aus der
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Duration: 6 July—29 August, 1999

Organizers: The National Museum of Western Art, Tokyo/Graphischen Sammlung

Albertina, Vienna/Western Art Foundation, Tokyo
Number of Visitors: 29,392
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This exhibition, “The Body in Memory—by Warburg's Treasury of
Images,” was held in commemoration of the 40th anniversary of the
founding of the National Museum of Western Art. The Hamburg-
born Aby Warburg (1866-1929) was an art historian active in the
carly 20th century and the goal of this exhibition was a visual
introduction to his thoughts and methodologies. Warburg’s art
research is known to have provided a basis for “iconology,” the
methodology considered the main-stream of contemporary art
historical studies. His novel research methods continue to exert
immense influence over art historical research today. Through
intentional interactions with scholarly disciplines outside of art
history, Warburg sought to unlock some of the “problems” hidden
in works of art. Among his many interests, Warburg was particu-
larly fascinated by the expression of the human body in Western
art, and he focused on the definite types of expression of human
bodies that had been repeated in art works from antiquity to the
present, namely the issue of “memory” locked in a work of art.
However, in spite of his enormous influence in the field of art
history, Warburg's often indecipherably difficult texts and their
fragmentary nature have meant that even art historians find it
difficult to get a true understanding of his scholarly achievements.
This exhibition thus was an attempt to make Warburg’s thoughts
and achievements more comprehensible. By focusing on the col-
lection of images Warburg created as an art historical research
tool and dubbed the “Mnemosyne,” we displayed works which
may indeed help us create our own contemporary “Mnemosyne.”

Christoph Geissmar-Brandi, an independent curator from Ham-
burg, first suggested a plan for a scholarly-content exhibition.
Geissmar-Brandi invited the NMWA to create an exhibition focusing
on Warburg that would be a version of the “Die Beredsamkeit des
Leibes” [The Eloquence of the Body] exhibition held in 1992 at the
Graphischen Sammlung Albertina, Vienna. An entire history of the
expression of the human body would not be possible without a
full collection behind it, and luckily the director of the Albertina,
Konrad Oberhuber, readily agreed to cooperate with this plan.
Thus we were able to realize an exhibition of superb quality works
centering on drawings. The exhibition conceptualization and
selection of works were carried out largely by Geissmar-Brandi
and Naoki Sato, with llsebill Barta-Fliedl, who had worked with
Geissmar-Brandi on the 1992 exhibition, completing the team and
helping keep the exhibition on track when the two main organizers
seemed to be running slightly off course. Professor Tetsuhiro Kato
of Kwansai Gakuin University also generously shared his know-
ledge of Warburg as we planned the exhibition.

One of my goals for this exhibition was to help visitors who are

not scholars understand the issue of “what is art history?” My
intention was to create a display of related works which would
allow the visitor to trace the thought patterns and paths of a single
art historian. Another goal was to realize an exhibition which would
encourage viewers to go beyond simple passive viewing and in
their viewing of the exhibition discover, with their own eyes, the
connections that exist between works placed next to each other in
the exhibition context. The final section of the exhibition displayed
photographs recording the Mnemosyne and this exhibition con-
struct was intended to give the viewer a natural understanding
of the concept that their entire experience of the works in the
exhibition was similar to that of how historians go about their work.
While there are differing opinions on the success of these two
experiments, feedback from questionnaire responses and other
sources was generally favorable. It seems that many of the “art fans”
who enjoy visiting each of the NMWA exhibitions greatly welcomed
this more scholarly experiment.

The exhibition traveled to the Museum fur Kunst und Gewerbe,
Hamburg, from September 24 —November 7, 1999, where its schol-
arly content was highly praised. It gives me great pleasure to report
that the influential weekly newspaper Die Zeit's book review lauded
the German edition of the exhibition catalogue. I would like to take
this opportunity to express my thanks to the Austrian National
Library for their unstinting cooperation with the loan of art works
for this exhibition, (Naoki Sato)

[Catalogue)

Edited by Naoki Sato/Christoph Geissmar-Brandi (Independent curator)/
lisebill Barta-Friedl (Vice Director, Museen des Mobiliendepots, Vienna)
Einleitung/ Christoph Geissmar-Brandi, et al.

“Vom Triumph zum Seelendrama. Suchen und Finden oder Die Aben-
theuer eines Denklustigen Anmerkungen” zu den gebardensprachlichen
Bilderreihen Aby Warburgs/ llsebill Barta-Fried|

Einleitung der Mnemosyne Atlas/Aby Warburg

Gedachtnis der Bilder und seine historische Funktion: Uber den Atlas
“Mnemosyne”/Tetsuhiro Kato

Der reproduzierbare “Denkraum”—Aby Warburgs intellektuelles Erbe und
seine Wiedergeburt/Naoki Sato

Fiir eine Anthoropologie der formalen Eigenheiten Bemerkungen zu
Warburgs Erfindung/Georges Didi-Huberman

Produced by Insho-sha

* German Edition: Rhetorik der Leidenschat—Zur Bildsprache der Kunst im Abend-
land, hrsg. von lsebill Barta-Fliedl, Christoph Geissmar-Brandi und Naoki Sato,
Dalling und Galitz Verlag, 1999, ISBN 3-933374-33-2

‘Transportation and installation: Yamato Transport
Display: Tokyo Studio



AVt — A E1999— 19 R DB LK

Réve et Réalité— Collections du Musée d'Orsay

2112199959 H14H —12H12H

Fo i ¢ T VERE S AL — T L AR L
ABLF$586,273 A

Duration: 14 September— 12 December, 1999
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Keizai Shimbun, Inc.
Number of Visitors: 586,273
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The *La Modernité—Collections du Musée d'Orsay” exhibition was
held in 1996 at the Tokyo Metropolitan Art Museum and The Mu-
nicipal Museum of Kobe (with scientific assistance provided by The
National Museumn of Western Art, Tokyo). The “Réve et Réalité”
exhibition continued and developed from the “La Modernité” exhi-
bition and was realized after a three-year planning period. In
contrast to the “La Modernité” theme which highlighted the 19th
century’s new human perceptions, the theme of the “Réve et
Réalité” exhibition was, at first glance, the conflicting tendencies
which emerged with the growing insistence on “scientific proof”
during the 19th century. The realist trend represented by the artists
of the Barbizon School and Courbet, for example, was one of the
central pillars of 19th century art, which developed a major natu-
ralist bent in the middle of that century. Alongside this divergence
we see the mid-century sudden rise to power of Neoclassicism and
Romanticism, with their at times brightly idealistic forms contrast-
ing with darker, more moody content. These Romantic tendencies
were then followed by the end of the century succession of Aesthet-
icist, Symbolist, Art Nouveau, and other artistic forms.

This exhibition introduced works from the Musée d'Orsay
collections to help audiences understand these two intertwined
trends. The works were arranged in thematic groups titled: 1) Man
and Narrative (a. mythology, b. religion, c. literature), 2) Man and
History (war/the Republic State), 3) Man and Contemporary Life
(a. family, b. labor, c. leisure, d. cities), 4) Man and Nature (a. the
human figure, b. landscapes, ¢. flora and fauna, 5) Isolated Man (the
gloomy watchman). In other words, this exhibition aimed to ex-
press the multi-layered, “chaotic” form of 19th century arts. More
than 200 works were displayed in the exhibition and were richly
varied, ranging from famous works, well known from the Musée
d'Orsay's permanent installation galleries, to rarely seen works
found in the depths of the museum’s storerooms. Indeed the exhi-
bition encompassed the entire breadth of the Musée d'Orsay
collections with its inclusion of paintings, sculptures, drawings,
pastels, preparatory drawings for illustrations, architectural draw-
ings, decorative arts, and photographs.

Regardless of the fact that all works were drawn from a single
museum, the exhibition was characterized by its strongly thematic
focus and its conceptual approach, which included viewpoints from
social history and philosophical history. This may have been the
source of confusion amongst some non-scholarly visitors to the
exhibition who visited the exhibition expecting to see a “master-
pieces show™ perspective, an exhibition focusing on works which
have received active praise from specialists. In the future we must
work to make the thematically focused type of exhibition more
accessible, more educational for the spectrum of visitors less

familiar with this type of exhibition, and work to erase or reduce
inconsistencies between the actual contents of an exhibition and
advertising efforts aimed at bringing in large audiences.

On the other hand, this exhibition registered daily attendance
figures of over 7,500 visitors at both its Tokyo and Kobe venues, and
thus was the first exhibition on this scale at the NMWA after the
“Great French Paintings from the Barnes Foundation” exhibition
held in 1994, Possibly because of the use of tickets with specific
date/time viewing hours for Saturdays and Sundays, limited distri-
bution of complimentary tickets, and extended evening viewing
hours on Fridays until 8 P.M., the worrisome congestion was limited
to almost acceptable levels, and happily there was none of the ex-
treme crowding that usually happens near the end of a venue’s run.
However, we cannot say that all of the various issues surrounding
exhibitions with such massive audiences were resolved, and atten-
tion must be paid in the future to issues of daily opening hours and
numbers of visitors in the galleries. (Akiya Takahashi)

[Catalogue)

Edited by Akiya Takahashi

Written by Caroline Mathieu/Mare Bascou/Akiya Takahashi
Préface/Henri Loyrelle

Préface/ Shuji Takashina

L'homme au XIXéme siécle: le réve et la réalité/Caroline Mathieu, Marc
Bascou, Akiya Takahashi

La Fin d'un réve: les artistes face aux guerres/Akiya Takahashi

Le réel en reliel: ses sources. Quelques réflexions sur les relations entre
I'impressionnisme et les éstampes japonaises/Yasumasa Oka

Produced by Imex Fine Art

Transportation and installation: Nippon Express, Lid.
Display: Tokyo Studio
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This exhibition focused on the subject of children among the
massive number of works created by Pablo Picasso (1881-1973). The
plan for this exhibition was based on the book, Picasso: Die Welt
der Kinder (Prestel-Verlag: Munich, 1994), written by the commis-
sioner of the NMWA exhibition, Werner Spies. An exhibition of the
same name opened in 1995 and 1996 in Disseldorf and Stuttgart
upon the publication of the book, but the NMWA exhibition was
a separately organized exhibition with different works shown in
different arrangements from the exhibition held in Germany.

Given that there seem to be several Picasso exhibitions held
almost every year in Japan, and almost as many held overseas,
there may be some who ask why we should choose to plan yet
another Picasso exhibition. Undoubtedly, it would have been es-
sentially meaningless to create yet another retrospective exhibition
on the artist. Such an exhibition would have surveyed only the
surface of the ceuvre of this major 20th century artist. However, the
diversity and the depths found in Picasso's works are veins of gold
which bring forth bright nuggets no matter how many times they
are mined, and indeed it is a fact that they have yel to be fully
mined. In recent years a number of thematic Picasso exhibitions
have been held in Europe and America, and it is now essential that
we decipher his ceuvre through individual, specifically clarified
themes. This exhibition was organized on the basis of this premise.
In fact, this could be considered the first exhibition in Japan which
examined a specific subject across his entire artistic career.

Why choose children as a focus? Probably the clearest answer to
this question, which we were repeatedly asked during the planning
of the exhibition, is the fact that there is an overwhelmingly large
number of works on the theme of “children” in Picasso’s ceuvre.
Indeed, this exhibition clearly revealed how “children” were a
theme pursued by the artist throughout his life. It also became
apparent that the theme of children was important for Picasso not
just as a subject; Spies’s essay in the exhibition catalogue shows that
the theme of children played an important role in Picasso’s stylistic
development.

Due to the sheer number of Picasso exhibitions being held
worldwide, there were many problems with negoliating loans
to this exhibition, but fortunately, the generous cooperation of
Picasso's descendants, the Musée Picasso, Paris, and the Museu
Picasso, Barcelona, the quality of the exhibition and the number of
works displayed were fully acceptable. However, even though there
were about 160 works included in the exhibition, we cannot deny
that there were several important gaps. For example, we were not
able to include even a single work from the 1901 series of brightly
colorful mother and child images which immediately preceded
Picasso’s Blue Period. Similarly we were not able to borrow a work
from the series of mother and child images created with Madeleine,
Picasso's consort at the time, during the spring-summer of 1904

during the transition between Picasso's Blue Period and his Rose
Period. We were not able to obtain the loan of a work from the series
of 1922 mother and child images represented by the work in the
Cone collection, The Baltimore Museum of Art. The majority of
these works are in private collections and our inability to confirm
the owners of particular works was a major reason for these gaps.
It was a truly unfortunate result given their importance in a con-
sideration of the theme of “motherhood” in Picasso’s works.
(Masayuki Tanaka)

[Catalogue]

The catalogue of this exhibition was published in two volumes.

Main text volume:

Edited and written by Masayuki Tanaka

Preface / Shuji Takashina

Kindheit als Symbol der Modernitit/Werner Spies lin Japanese and
German]

Essay volume:

Edited and written by Masayuki Tanaka

Picasso's World of Children/Werner Spies

Mon pére, cet admirateur éternel des Enfants/Maya Picasso [in French
and Japanesel

Children'’s Toy by Picasso/Sigrid Metken

The Heavenly Child/ Doris Kristof

Child as a Construct/ Masayuki Tanaka

Produced by Bijutsu Shuppan Design Center

Transportation and installation: Nippon Express, Ltd.
Display: Tokyo Studio
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Duration: 12 January—13 February, 2000

Organizers: The National Museum of Modern Art, Tokyo/The

Number of Visitors: 24,407
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The “Visage Painting and the Human Face in 20th-Century Art”
exhibition was planned as a 1999 fiscal year special exhibition
by The National Museum of Modern Art, “Tokyo, but due to the
NMMAT's closure for renovations, the exhibition opened in the
NMWA's Special Exhibition Galleries. During the NMWA's own
period of renovations, we planned “The Crossing Visions" exhi-
bition as a joint-project with the NMMAT and that exhibition opened
in the NMMAT’s galleries in 1996. Following upon that experience,
and given that the NMWA gallery schedule had an opening just
during the period when Visage was due to be held, we were able
to assist with the loan of our gallery space. The NMWA was not,
however, a full organizer of the exhibition, participating solely with
the installation and hence did not have any involvement in the
contents of the exhibition. The following comments on the exhi-
bition are an introductory summary of the information provided
by the exhibition curators, Kazuo Nakabayashi and Mika Kuraya.
As the flyer for the exhibition states, the goal of the exhibition
was to “approach the dynamism of 20th century art through the
vantage point or access point of the face” In addition to its primary
role in human communication, the face is also the most expressive
part of the body. Portraits, often solely of faces, have also tradi-
tionally formed an important genre in painting. The relationship
between painting and the face has not declined or weakened even



though the photograph has become a fundamental portrait tool in
the pre-modern and later periods. During the 20th century the
mutually inherent relationship between painting and the face
continued to assert itself, though fluctuating between fusion and
separation. The surface of a painting, like a face, is an object seen
by viewers, and also like the face, its existence acts to draw in the
viewer, The relationship between painting and viewer construcls
amutual relationship like that seen between the faces of others and
one’s own face. The surface of a painting, like that of an actual face,
is not only the surface element which we directly encounter, it is
also layered with the numerous levels of meaning and substance
beneath the surface. This exhibition was a place where visitors
could physically and consciously experience this metaphorical
relationship between face and painting through the faces painted
on the surfaces of these paintings.

The more than 100 works displayed included early 20th century
works by Picasso, Matisse, and Klee, through examples by post-WW
Il artists Bacon and Dubuffet, and included works by contemporary
painters such as Baselitz and Clemente. Works by more than 30
young Asian artists also conveyed the recent phenomenal achieve-
ments in Asian countries.

The NMWA normally maintains a collection focus on works
by American and Western European artists through the pre-WWII
period, and thus this exhibition displaying works not normally seen
in the NMWA context was an extremely fascinating experience.

This exhibition traveled to the National Museum of Modern Art,
Kyoto, from February 22—March 20, 2000.  (Chikashi Kitazaki)

|Cataloguel

Edited by Kazuo Nakabayashi and Mika Kuraya
The Face and Painting/ Kazuo Nakabayashi

A Frontal Confrontation/Mika Kuraya
Produced by Editus, Inc.

Transportation and installation: Nippon Express, Lid.
Display: Tokyo Studio
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Organizers: The National Museum of Western Art, Tokyo / Deutsches Institut

fiir Japanstudien / Western Art Foundation
Date: 16 July (Fri.)—18 July (Sun.), 1999

Place: The National Museum of Western Art, Tokyo, Lecture Room
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Upon the occasion of the "Rhetorik der Leidenschaft—Zur Bild-
sprache der Kunst im Abendland Meisterwerke aus der Graphis-
chen Sammlung Albertina und aus der Portratsammlung der
Osterreichischen Nationalbibliothek” exhibition “The Body in
Memory—Aby Warburg’s Treasury of Images: European Prints and
Drawings from the Albertina Graphic Art Collection and the Aus-
trian National Library,” an international symposium was jointly
organized by the NMWA and the Deutsches Institut fiir Japan-
studien (German Institute for Japanese Studies). The Faces of Skin
symposium was first conceived during the preparation period for
this exhibition by Naoki Sato and Christoph Geissmar-Brandi who
both thought that it would be an interesting opportunity for a
discussion between young Japanese and European scholars. Ideas
for the symposium progressed as the organizers decided that it
would be an opportunity to develop from the contents of the
exhibition and broaden the viewpoint towards image research
rather than traditional forms of art history. As Aby Warburg himself
was able to realize at the beginning of the 20th century, we hoped
that in such a symposium an exchange between art history and
other disciplines could provide new vantage points for the ex-
ploration of these ideas. Thus we realized that it was incumbent
upon us to actively seek out symposium participants from different
academic disciplines, not solely from the realm of art history.

Discussions about a theme for the symposium occurred fre-
quently while the author was conducting research in Hamburg,
and were continued via e-mail after the author’s return to Japan.
As a result of long discussions, four individuals, Irmela Hijiya-
Kirschnereit, director of the Deutschen Institut fiir Japanstudien,
Tetsuhiro Kato, professor at Kwansai University, Christoph Geiss-
mar-Brandi and Naoki Sato, agreed upon the theme of “skin.” While
“skin” can be understood as “surface,” skin is also a part of the body
and thus the subject of skin can be seen as an extension of the
exhibition which addressed the theme of the human body. Gerhard
Wolf, professor of Trier University, also added many interesting
comments to the selection of the symposium theme.

As the actual “surface” that covers the body, skin has long been
an essential element in the depiction of the human form. However,
in today’s rapid developments in electronic media, skin has also
come to have an expanded, abstract existence as both the boundary
line, or point of contact, between the body and the external. Thus,
this symposium addressed a broad spectrum of questions rang-
ing from “skin of an image” to “skin as image,” and sought a new
approach to the concept of image. In other words, skin can be seen
as a metaphor for image, and we thought that a study of the various
material and non-material “manifestations” of skin would expand
beyond the boundaries of art history as a discipline, indeed, expand
its skin. While it was the organizers’ original intention to gather
young scholars from the West and Japan to present papers at the
symposium, technical problems related to simultaneous inter-
pretation and other matters led the organizers to limit the presen-
tations to two languages, German and Japanese. Simultaneous
interpretation was conducted during the proceedings and thus
speakers were limited to those from Germany, Austria and Japan.
While this unfortunately meant that cultural anthropologists from
other countries such as the USA and France could not be included,
the symposium can be considered a success thanks to its gathering
in Japan of bright young scholars from Germany and Austria. As
another goal of the symposium we had sought a discussion of the
arts of the West and Japan across the methodological divide be-
tween the two disciplines, but in fact this issue was deemed to be
too large for the context and we abandoned the idea of including
this concept in the Skin symposium. Given our sense that new dis-
coveries could be made which go beyond normal methodological
constraints, we can look forward to a future opportunity for art
historians specializing in Japanese art to speak on Western works of
art and researchers on Western art to discuss Japanese art works.
The stimulating theme of the symposium resulted in all providing

new insights and new enthusiasms, and it was also noteworthy that
there were many young women scholars amongst the German-
language presenters. The Japanese presenters addressed the sym-
posium theme from a variety of vantage points and the content of
their presentations fully rivaled the German-language presenters’
enthusiasm. The 150 seats in the symposium hall were filled each
day and the gathering of primarily scholars of Western and Japa-
nese art led to extremely lively question and answer sessions.

The Japanese language edition of the Symposium proceedings
is currently being prepared at NMWA, while the German language
edition is being prepared by the Deutsches Institut fir Japan-
studien. The Japanese edition is scheduled for publication during
fiscal 2000. After the symposium many of the German-language
presenters have called for a deepening of scholarly interchange
with the Japanese researchers, and we have heard that a follow-up
symposium is being planned. Recently the author has received
e-mail suggesting the possibility of holding an image research
symposium that would include all of East Asia, with suggestions
for such a symposium to be held in the Kansai region of Japan or
in China. Such fascinating plans for the next symposium clearly
suggest that the Skin symposium revealed that young Japanese
scholars are grappling with the same issues as their German-
language counterparts and were indeed stimulating discussants in
that context.

Finally, | would like to express my sincere appreciation to the
Pola Art Foundation and the Toshiba International Foundation,
without whose financial support the symposium could not have
been realized. (Naoki Sato)

[Program]

Juli 16, 1999 (gedffnet ab 16: 30)
Abendvortrag

17:00-17:15 Shuji Takashina, Griiiwort

17:15-17:45 Christoph Geissmar-Brandi, ,Jede Zeit hat die
Renaissance der Antike, die sie verdient” (Eine
Einfiilhrung in das Konzept der Ausstellung anhand
ausgewahlter Bildbeispiele)

17:45-18:35 Atsushi Tanigawa, ,Horizonte einer Theorie zur
Haut der Kunst*®

Juli 17, 1999 (gedffnet ab 9:30)
Der 1. Tag

10:00-10:30 Irmela Hijiya-Kirschnereit / Naoki Sato, ,Einfithrung
zum Sumposium®

Sektion 1: Kérpergrenzen
10:30-11:30 Claudia Benthien, ,Die Tiefe der Oberflache.
Zur Kulturgeschichte der Korpergrenze®
11:30-11:45 Kaffeepause
11:45-12:30 Akiko Fukai, ,Haut und Kleidung. Das Bild der Haut
als Korperteil”
12:30-14: 00 Mittagspause

Sektion 2: Haut im Bild, Bild als Haut im ,Westen” und in Japan

14:00-14:45 Shinobu lkeda, ,Zeichen der Unterscheidung von
Selbst und ‘Anderen.’ Zur Darstellung der Haut in
der japanischen Malerei®

14:45-15:30 Ann-Sophie Lehmann, ,Die gemalte Haut in der
westlichen Kunst. Material, Technik und Theorie"

15:30-16:00 Kaffeepause

16:00-16:45 Shigemi Inaga, ,Herausforderung an die Vorstellung
vom unteibaren Individuum. Hautwahrnehmung in
Hitoshi Iwaakis "Parasiten-tiere™™

Juli 18, 1999 (geoffnet ab 9:00)
Der 2. Tag



Sektion 3: Gesicht und Maske

09:30-10:15  Ursula Panhans-Bahler, ,Haut, zwischen Kruste und
abgelegtem Lappen”

10:15-11:00  Kenji Yoshida, ,Die Maske als Instrument. Warum
Menschen sich ein zweites Gesicht schaffen®

11:00-11:30  Kaffeepause

Sektion 4: Impragnierungen

11:30-12:15 Catharina Kahane, ,Das Kreuz mil der Distanz.
Passion und Landschaft in Pieter Bruegels
‘Kreuztragung'*

12:15-13:45 Mittagspause

13:45-14:30 Chikashi Kitazaki, ,Die Haut Christi. Krankhafte
Mutation und der Mechanismus der Offenbarung der
Heiligkeit"

14:30-15:15 Gerhard Woll, ,Die andere Haut. Perspektiven einer
historischen Anthropologie von Bild und Medium in
der abendlandischen Kultur der frithen Neuzeit™

15:15-15:45 Kaffeepause

15:45-16:15 Konrad Oberhuber, Impressionen

16:15-16:45 Tetsuhiro Kato, Kommentar zum Symposium

16:45-17:15 Lothar Ledderose, Kommentar zum Symposium

17:15 Verabschiedung

[Die Teilnehmer des Symposiums)

Prof. Shuji Takashina, Direktor des National Museum of Weslern

Ant, Tokyo

Dr. Christoph Geissmar-Brandi, Freier Kurator, Hamburg

Prof. Atsushi Tanigawa, Professor fiir Asthetik an der Kokugakuin

Universitat, Tokyo

Prof. Dr. Irmela Hijiya-Kirschnereit, Direktorin des Deutschen

Instituts fiir Japanstudien, Tokyo

Naoki Sato, Kurator des National Museumn of Western Arnt, Tokyo

Dr. Claudia Benthien, Postdoktorandin am Graduiertenkolleg

JKdrper-Inszenierungen,” Freie Universitdt Berlin

Akiko Fukai, Direktorin des Kyoto Costumne Institute, Kyoto

Prof. Shinobu lkeda, Professorin fiir Kunstgeschichte an der

Universitcit Chiba

Ann-Sophie Lehmann, Doktorandin am Kunstgeschichtlichen

Serninar der Universitcit Utrecht

Prof. Shigemi Inaga, Professor fiir Kunstgeschichte am

International Research Center for Japanese Studies, Kyoto

Prof. Dr. Ursula Panhans-Biihler, Professorin fiir Kunstgeschichte

an der Universitat Kassel

Prof. Kenji Yoshida, Professor am National Museurn of

Ethnography, Osaka

Catharina Kahane, Doktorandin am Kunstgeschichtlichen Semiar

der Universitdt Trier

(};“h;kashi Kitazaki, Kurator des National Museum of Western Art,
okyo

Prof. Dr. Gerhard Wolf, Professor fiir Kunstgeschichte an der

Universitdt Trier

Hofrat Prof. Dr. Konrad Oberhuber, Direktor der Graphischen

Sammlung Albertina, Wien

Prof. Tetsuhiro Kato, Professor fiir Asthetik an der Kwansei Gakuin

Universitdt, Nishinomiya

Prof. Dr. Lothar Ledderose, Professor fitr Ostasiatische

Kunstgeschichte an der Universitdt Heidelberg
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[Program Reports]

Summer Programs for Children

As in previous years, programs were held during the summer to
allow visitors to further enjoy the Permanent Collection galleries.
“Light” was chosen as this year's theme and the various programs
focused on the expression of light seen in paintings in the NMWA
collection. This year’s programs were not limited to young partici-
pants; adults were also invited to attend programs developed to
appeal to a broad range of audiences.

Light has been expressed in many different ways throughout
the history of painting. There are religious paintings which utilize
the symbolism of light, there are realistic still-life paintings which
play on the effects of light and shadow, and there are Impressionist
paintings which take light itself as their theme. Each historical
period and each artist has chosen to present light in their own
manner from amongst the myriad possibilities. The NMWA's sum-
mer 2000 programs sought to introduce the diverse expressions
of light found in western painting and in Japanese painting, and
through the participants’ own experiences of light, develop partici-
pants’ understanding and thoughts on the creative moment of the
art works.

The programs consisted of printed matter, gallery talks, lectures,
and creative/experiential programs. Self-study guides were distri-
buted free-of-charge during the time period to help visitors notice
the expression of light in displayed works. Gallery talks were held
both at the NMWA and at the Tokyo National Museum also located
in Ueno Park, thus allowing a comparison of light in Asian art and
Western art. Two lectures were held, entitled “The Light in Paint-
ings and Techniques” and “Humans and Light.

Three types of creative/experiential programs were held. Each
of them started with participants viewing paintings in the Perma-
nent Collection galleries, with special attention paid to how the
paintings express light. The programs continued with participants
either experiencing or creating works using sunlight, candlelight,
or electric light lead by the artists using light for their works.

The “Viewing Rainbows/Collecting Rainbows” program fo-
cused on the experience of sunlight which is made up of seven
colors of light of differing wavelengths. The participants rode trains
with prisms, viewing the passing landscape outside the train
window through the prism’s spectrum of 7 colors. After returning
to the museum, participants used buckets of water and mirrors
in the museum forecourt to separate sunlight into its 7 color spec-
trum and then observe the results.

The “Time Measured by Light” program was held in a dark
room. Participants used candle light to experience the flow of light
and time. Each participant was given a number of candles corres-
ponding to his or her age. They each arranged their candles in a
spiraling line and then lit the candle at the end of their spiraling
line. The flames caught the next candle in the spiral and the
participants witnessed many self-lighting spirals shining amidst
the darkness.

The “Light Pictures” program featured participants creating
their own pictures using colors and reflected light. Participants
drew their own free design on thick paper and then cut the paper
along the edge of the design. They then painted the cut-out edge of
the design on the back of the paper. The edges of the slits were pried
open. A strong light was exposed to the back of the paper and the
reflections of various colors painted on the cut-out edges shone
through the cut design to the front of the paper. Videotapes rec-
ording the “Viewing Rainbows/ Collecting Rainbows” program and
works created in the “Light Pictures” program were displayed in the
New Wing’s 2nd floor rest area during the program period.

Inclusion of a broader age range of participants fostered com-
munication across age groups, and between parents and children.
Participants were thus able to share a broader array of knowledge
and experiences, and various opinions. This element and others
created powerful experiences for the program participants. Further,

30

as light, the theme of these programs, is an essential and common
element of our daily lives, our focus on light made the paintings
from different periods and culture more accessible as program
participants used their own individual experience and knowledge
in their appreciation of the works.

[Overview of Programs]

1) Lectures
Lectures Commemorating the "Florence and Venice: Italian
Renaissance Paintings and Sculpture from the State Hermitage
Museum” exhibition
each 2:00-3:30 pm, Lecture Hall, Capacity: 145, free of charge
(all in Japanese)

April 10 (Sat.)

“Artistic Cities of the Renaissance: Florence and Venice”
Shuji Takashina, Director, National Museumn of Western An,
Tokyo

April 24 (Sat.)

“Titian’s ‘Mary Magdalene’—Heroine of the Counter-
Reformation Age”

Michiaki Koshikawa, Curator, National Museurn of Western
Ant, Tokyo

May 15 (Sat.)

“Cosimo | and His Painters—The Medici Family and
Florentine Mannerist Arts"

Michiaki Koshikawa, Curator, National Museurn of Western
Ant, Tokyo

Special Lecture Afternoon for the “Florence and Venice: Italian
Renaissance Paintings and Sculpture from the State Hermitage
Museum” exhibition
June 18 (Fri.) 2:00-4:50 pm, Lecture Hall, Capacity: 145,
free of charge

“The Arts of Raphael”
Tatyana Kustodieva, Curator, State Hermitage Museum

“The Arts of Veronese”
Irina Artemieva, Curator, State Hermitage Museum

“Summer Children’s Program” Lectures
each 2:00-3:30pm, Lecture Hall, Capacity: 145, free of charge

July 10 (Sat.)

“The Light in Paintings and Techniques”

Kimio Kawaguchi, Conservator, National Museum of Western
Ant, Tokyo

August 8 (Sun.)

“Humans and Light”

Nahoko Uehashi, Lecturer, Kawarnura Gakuen Women's
University and author of books for children

Lecture Commemorating the “Rhetorik der Leidenschaft (The
Body in Memory—The Image Treasure House of Aby Warburg)"
exhibition

August 7 (Sat.), 2:00-3:30pm, Lecture Hall, Capacity: 145,

free of charge

“Aby Warburg's Mnemosyne Atlas”

Tetsuhiro Kato, Professor, Kwansei Gakuin University



Lectures Commemorating the "Réve et Réalité—Collections du
Musée d'Orsay ™ exhibition

each 2:00-3:30 pm, Lecture Hall, Capacity: 145, free of charge

September 14 (Tues.)
“La flora et la faune”
Marc Bascou, Curator, Musée d'Orsay

October 2 (Sat.)

“Nostalgia, The Beginning of Dreams—The Revival and Trans-
formation of 18th Century Paintings during the 19th Century”

Yoshiki Ohno, Assistant Professor, Aoyama Gakuin Women's
Junior College

October 9 (Sat.)

“Between the dream and the reality”

Akiya Takahashi, Curator, National Museum of Western An,
Tokyo

November 6 (Sat.)
“Invention of the other world"

Chikashi Kitazaki, Curator, National Museumn of Western An,
Tokyo

November 9 (Tue.)
“Le réve d'art nouveau”
Philippe Tiébaut, Curator, Musée d'Orsay
Lecture Commemorating “Visage Painting and the Human Face
in 20th-Century Art” exhibition
January 29 (Sat.), 2:00-3:30pm, Lecture Hall, Capacity: 145,
free of charge
“The Phenomenology of ‘Face'—Can we really see the face?”
Seiichi Washida, Professor, Osaka University
Lecture Commemorating the “Picasso’s World of Children”
exhibition
March 18 (Sat.), 2:00-3:30 pm, Lecture Hall, Capacity: 145,
free of charge
“Depicted Children—From Raphael to Picasso”
Shuiji Takashina, Director, National Museurn of Western Ant,
Tokyo

2) Symposium
Symposium Commemorating the “Rhetorik der Leidenschaft”
exhibition

“The Faces of Skin/The Imaginative Powers of Skin”

July 16 (Fri.)—July 18 (Sun.), Lecture Hall, Capacity: 145, free

of charge
*For details, see the separate Symposium Report section of this
volume

Symposium Commemorating the “Picasso’s World of Children”
exhibition
March 14 (Tues.) 2:00-5:00pm, Lecture Hall, Capacity: 145,
free of charge

Panelists: Werner Spies, Director, Musée National d’Art Moderne,

Centre National d’Art et de Culture Georges Pompidou, Paris
Maria Teresa Ocana, Director, Museu Picasso, Barcelona
Shuji Takashina, Director, National Museurn of Western Ant,
Tokyo

3) Gallery Talks

“Florence and Venice: Italian Renaissance Paintings and Sculpture

from the State Hermitage Museum” exhibition

each 5:00-5:40 pm, Galleries, Capacity: 20 each, free of charge

with admission to exhibition
April 2 (Fri.), April 16 (Fri.), May 7 (Fri.), May 21 (Fri.),
June 4 (Fri.)

“Summer Children’s Programs”
each 1:00-3:30 pm, National Museum of Western Art, Tokyo
and Tokyo National Museum, Capacity: 15 each, free of charge

with admission to permanent collection galleries
July 31(Sat.), August 15 (Sun.)

“Rhetorik der Leidenschaft (The Body in Memory—The Image
Treasure House of Aby Warburg)” exhibition

each 6:00-6:40 pm, Galleries, Capacity: 20 each, free of charge

with admission to exhibition
July 30 (Fri.), August 13 (Fri.)

4) Slide Lectures

The “Réve et Réalité—Collections du Musée d'Orsay” exhibition
cach 6:00-6:40 pm, Lecture Hall, Capacity. 130, free of charge
with admission to exhibition
September 24 (Fri.), October 8 (Fri.), October 29 (Fri.)

5) Creative / Experiential Programs

“Summer Children's Programs”
Viewing Rainbows, Collecting Rainbows
July 4 (Sun.), July 25 (Sun.), 9:30am-2: 30 pm, Capacity: 15
participants each, Intended audience: Elementary 5th graders
and older
Led by Shigenobu Yoshida, Artist

Time Measured by Light

July 24 (Sat.), 10:00am-4 : 00 pm, Capacity: 15 participants,
Intended audience: Elementary 5th graders and older

Led by Yoshiaki Watanabe, Artist and Assistant Professor,
Tokyo National University of Fine Arts and Music

Light Pictures

August 1 (Sun.), August 7 (Sat.), 10:00am-4:00pm, Capacity:
15 participants each, Intended audience: Elementary 5th
graders and older

Led by Taizo Matsumura, Antist and Lecturer, Tohoku University
of Ant and Design

6) Special Events
Program Commemorating the “Rhetorik der Leidenschaft (The
Body in Memory-The Image Treasure House of Aby Warburg)”
exhibition
“An Evening of Music and Art”
July 9(Sat.), 5:00-6:30 pm, Lecture Hall, Capacity: 130,
free with admission to exhibition

Lecture by Konrad Oberhuber, Director, Graphische Sammiung
Albertina

Musicians: Victoria Martino (violin), Piero Bonaguri (guitar)

(Yoko Terashima)
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A=t —p ="
Sun Ultra 55
CPU:UltraSPARC-Iii 360MHz
n—F74A27:8GB + 9.1GB
AEY384MB
0S:Solaris 2.6

27A T =N
Sun Ultra 58S
CPU:UltraSPARC-Iii 360MHz
N—F71 A7 8GB

39

AEY:512MB
0S5:Solaris 2.6

2747 »FPC:

= Gateway PROFILE SE:17¢;
CPU: ADM K6-2/4007 a4t w4
IN—=RKTL A2 4.3GB
AEYI6AMB
0S: Windows98

= Gateway G7-600 G Series: 213
CPU: Intel Pentium III 600MHz7 -ty
N—FT4AZ7:204GB
AE):I256MB
0S:Windows9s

= HITACHI FLORA 310:1073
CPU:Intel Pentium III 450MHz 7 a4z v
N—FT4 A7 84GB
AE)128MG
0S:Windows98

(BH L)

Information services at the NMWA are largely divided into the
following two categories: the acquisition, organization, and provi-
sion of materials, and the operation and management of infor-
mation systems.

1. Acquisition, Organization and Provision of Materials

1) Acquisition

In addition to the normal annual gathering of materials, a special
gathering of materials was done in preparation for the opening of
the Information Center for Western Art Studies (proposed name)
scheduled for fiscal 2001. A special materials acquisition budget
of approximately 16 million yen was provided by the Western
Art Foundation. By media, this allowed the acquisition of approx-
imately 400 books, the back issues of 4 periodicals, 7 CD-ROMs,
3 sets of microforms, and 3 videotapes. By contents, these are re-
search books on western art history, conservation and restoration,
museum education, and information services. Catalogues raison-
nés, language dictionaries, art dictionaries, bibliographies and
catalogues and dictionaries of related academic disciplines are
included among the reference books which will be available in
the future “open reference room”” Periodicals acquired include an
entire set of the ltalian magazine Emporium.

2) Organization

Online cataloguing of newly acquired books continues. The retro-
spective conversion of book data was carried out in fiscal 1996-98.
Fiscal 1999 marks the first year of retrospective cataloguing of
periodicals, and during this period 12,201 issues of 243 western-
language periodicals and 6,454 issues of 84 Japanese-language
periodicals were catalogued for a total of 18,655 issues of 327 titles.
The western-language periodical cataloguing utilized OCLC data,
while the Japanese language periodical cataloguing related on
NACSIS data, both with the addition of the NMWA'’s local holdings
data. LiveVision is the library management software used by the
NMWA in the retrospective cataloguing of these materials. Live-
Vision software allows the unified search for books, magazines, and
specific feature articles in each periodical issue. As a result, lateral
searches of books, periodicals, and feature articles in the areas
of western art, conservation/restoration, museology, arts policies,
etc., can be run using title key words, artist name, museum name,
or exhibition name. While only executed on some of the periodicals
in the collection, data correction and loading has been completed
and in-museum use of this information was begun in September
2000. New online catalogue entry has been completed on the



following: 496 western-language books, 213 Japanese-language
books, and 2 CD-ROMs for a total of 711 items.

3) Operation of “Browsing Corner”

In fiscal 1998, the Browsing Corner (see photograph) was estab-
lished on the east side of the lobby of the Main Building, and with
the arrangement of materials in place, it began public operation on
May 18, 1999. The materials available for use in this corner include
NMWA special exhibition catalogues, Annual Bulletins, and Jour-
nals from the past 10 years, art dictionaries, and commercially
published guides to museums and exhibitions. These materials are
all available to museum visitors during museum operating hours.
As of October 2000, there are 2 sets of 75 titles or 107 items (73
volumes) of materials available for use. One set of materials has
been placed at a level where those in wheelchairs can access them.
In order to preserve the materials for public use, prior to their
placement in the Browsing Corner, all materials were re-bound
with hard covers (with the exception of some small pamphlet
itemns). All items are marked with a large Browsing Corner identify-
ing stamp, and thanks to daily shelf-arrangement and material
counts, and monthly checks for damage and loss, happily only two
items have been lost in the 18 months since the Corner was estab-
lished. Visitor comments have asked for the installation of a photo
copy machine and for general art books to be included in the Cor-
ner, and there is a particularly strong interest in more materials on
the Museum itself, such as those related to Le Corbusier or Kojiro
Matsukata (the collector of the Matsukata Collection). It is our hope
to be able to provide such Museum-related materials in some man-
ner in the future.

2. Operations and Management of the Museum Information

System
So-called Y2K measures were implemented in the Museum. The
following was carried out on the NMWA systems:

1) Database servers:

Y2K compliant OS installed on art information and library infor-
mation servers.

2) Client PCs:

Windows 98 replaced Windows 3.1. Some Windows 3.1 machines
were made Y2K compliant, and used as OPAC terminals for the
library information system. See chart 1) for details.

3) Mail server:

Mail system was changed from HP OpenMail to sendmail, and a
Sun server was installed. See chart 1) for details.

As the library information system was running on Windows
3.1, the client hardware for that system was left as is. Further, tests
were carried out to confirm that the art information system was Y2K
compliant.

After completing Y2K compliance upgrades, the next concern
was security precautions. A firewall system via a Sun machine was
installed in place of the existing system.

While the above precautions and procedures were being carried
out, we also continued normal LiveVision library information sys-
tem, art information system, e-mail and WWW system usage. A
musenm-wide intranet went into operation on February 1, 2000.
This Intranet allows staff members to refer to library classification
schedules, monthly lists of books catalogued, and the contents of
annual bulletins and journals, and a list of home-page links for
related facilities in the Ueno area. During fiscal 1999, the access rate
for the museum’s public internet site stood at 1,389,339 hits (of
those, there were 187,648 hits for the Japanese language version of
the site’s main page.) This meant an average monthly access rate
of 115,778 hits for the overall site and 15,637 hits for the Japanese
language front page.

40

3. Digital Gallery

Additions to the Digital Gallery have focused on recent acquisitions
with 8 paintings, 5 drawings, 10 prints, and 5 sculptures added to
the gallery. The current total of works which can be accessed in the
gallery is 182 works, consisting of 152 paintings, 15 drawings, 10
prints, and 5 sculptures. This service opened to the public on May 9,
2000. In terms of research use of this facility, museum staff along
with guest researchers have begun research on the most appro-
priate viewing distance for images of art works shown on a super
high-definition monitor. These studies included photographing and
digitalizing test charts, and comparison of visual recognition rates
of symbols and letters on either a monitor or on a light box. Further,
in joint research project with the Toppan Group Institute, Inc.,
8x 10 color transparencies of 10 art works were newly photo-
graphed, and the digitalizations of these images were then used
in experiments to test the free enlarging of image display. Positive
results were obtained from these tests.

4. Other Activities

June 22, 1999: 19th Meeting of the Information Systems Committee
(External committee member: Masahiko Suzuki, Japan Science and
Technology Corporation)

November 12-13, 1999: NMWA provided sponsorship and site
facilities for the 2nd Art Documentation Forum: Art Information
towards the Next Millenium

March 31, 2000: 13th Roundtable Discussion on Information Serv-
ices (Speaker: Mr. Toshio Chihaya, Seian University of Art and
Design. Topic: Basic Materials for Research in Western Art History
—Focusing on Western Language Reference Books)

Chart 1)
Museum Information System
Basic specifications regarding newly installed equipment

Mail Server:
Sun Ultra 55
CPU: Ultra SPARC-lii 360 MHz
HD: 8GB + 9.1GB
RAM: 384 MB
0S: Solaris 2.6
Firewall:
Sun Ultra 58
CPU: Ultra SPARC-lii 360 MHz
HD: 8GB
RAM: 512 MB
0OS: Solaris 2.6
Client PCs:
= Gateway PROFILE SE: 17 units
CPU: ADM K6-2/400 processor
HD: 4.3GB
RAM: 64 MB
0S: Windows 98
mGateway G7-600 G Series: 2 units
CPU: Intel Pentium [ 600 MHz processor
HD: 20.4GB
RAM: 256 MB
OS: Windows 98
sHITACHI FLORA 310: 10 units
CPU: Intel Pentium Il 450 MHz processor
HD: 8.4GB
RAM: 128 MG
0S: Windows 98

(Hiroyuki Hatano)
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Continuing from work done in fiscal 1998 on seismic isolation of
sculpture on display in the museum's forecourt, two sculptures—
Rodin’s The Burghers of Calais and The Thinker—were fitted with
seismic isolation bases, Basic plans were made for the installation
including the re-organization of the area surrounding them in the
forecourt. With the reconsideration of the general forecourt con-
cept, there were delays in reaching consensus on how to handle
the removal of the concrete barriers which were built during
the construction of the Special Exhibition Wing and thus actual
construction on this project did not begin during the fiscal year.
During the construction of the Special Exhibitions Wing, the plan
was to not replace the sculpture in their original locations and the
concrete barriers were intended as a temporary concept. But there
were those who opposed the idea of "destroying something that was
just built in the first place” However, in terms of the importance of
the Museum having a place to display sculpture, and the fact that
the entire forecourt forms the roof of the Special Exhibitions and
subsequent waterproofing plans, we can consider that it will be
necessary to remove and reinstall concrete flooring in the forecourt.
This meant that we were able to remove existing concrete barriers
at the very end of the fiscal year. Thus, plans for the construction
of seismic isolation bases were halted during the fiscal year, and
that actual construction was then begun in the following fiscal year.

Given that the weights and shapes of these sculptures differed
from those of The Gates of Hell previously fitted with a seismic
isolation base, the specifications of each sculpture had to be indi-
vidually considered. Proposals were then solicited from companies
who could do the work and appropriate selections were made.
We worked with the Museum’s consulting engineers, specifically
Fumiaki ABE of Yokoyama Consulting Engineers, to revise the
plans proposed by the successful bidding contractors the anti-
seismic device firm Advance Systems Co., Ltd. The concepts for the
base installations rested on the unbalanced center of gravity of The
Thinker, and the lessening of the initial loading on device as well
as taking into account the effect of strong wind on The Burghers of
Calais. The feet of the left rear figure in The Burghers of Calais also
had to be strengthened.



This type of work called for the careful use of the NMWA con-
servation department's specialized skills, and considering the pre-
vious forms of conservation for outdoor sculpture, made us con-
sider each and every detail in the process with great care.

Since the seismic isolation process conducted on The Gates
of Hell, this was the first time that we washed and did color res-
toration on the surfaces of sculptures damaged by rain in the
forecourt.

The museum'’s current disaster preparedness and earthquake
readiness projects provided us with an opportunity to survey the
earthquake measures of US west coast museums. We were able to
visil the Fine Arts Museums of San Francisco, the California Palace
of Legion of Honor and the M. H. de Young Museum, the Stanford
University Museum of Art, the Los Angeles County Museum of Art,
and the J. P. Getty Museum and discuss with staff members their
experiences in recent earthquakes and view their anti-earthquake
measures taken since their recent earthquakes. In return for their
hospitality, we presented these staff members with copies of the
malerials regarding last year's NMWA's seismic isolation work on
The Gates of Hell and this led to a variety of useful discussions
and exchanges of opinion with a great number of the California
museum staff members involved in these issues.

While it is not necessary to recount here the annual routine
conservation and restoration work carried out on the museum’s
paintings, prints and drawings, we have conducted a condition
survey of works in the museum collection in recent years and
have thus accumulated information and materials which facilitate

- iEfRR

Restoration Records

the decisions made regarding the display, lending, and restoration
work on these objects. As one element of this material we carried
out a condition survey of 129 drawings in the prints and drawing
collection and created a data base of information from these sur-
veys. We also constructed long-term storage boxes for those prints
which are bound in book form.

In the area of conservation sciences, the organization of a labo-
ratory continued from the previous fiscal year. Further, research on
“the development of micro-climate boxes" funded by the Ministry
of Education, Science, Sports and Culture continued with the re-
peated testing of calibration methods and a mechanical positioning
stage for experimental use. These processes allowed us to set
remote controls which could take measurements from laser dis-
placement sensors, digital video microscopes, infrared moisture
meters, and thermohygrometers. As one element of concerns about
the environment for conservation, we determined that the use of
methyl bromide and ethylene oxide as a fumigant was causing
environmental problems. Propylene oxide is being considered.as a
replacement for these chemicals and joint research is also being
conducted which surveys the effects of propylene oxide on various
painting materials. The walls of the Special Exhibitions Wing
galleries were re-painted prior to the installation of the Picasso
exhibition, and simple monitoring of air quality was conducted. In
addition, we have participated in the editing of a database of the
infrared spectra of various materials used in cultural properties
being assembled by the international users’ group.

(Kimio Kawaguchi)
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Gustave Moreau

May 24, 1999 — August 22, 1999

The Metropolitan Museum of Art
P.1959-196 Gustave Moreau, Salome in
the Prison
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March 14, 2000— June 26, 2000
(Galeries nationales du Grand Palais
P.1959-69 Maurice Denis, Girls Dancing
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List of New Acquisitions

JEALE
Purchased Works

7 EdT—4F—)|c1534-¢.1574]
(3%l RFUAR)

156245

gz, i

96.5 % 79cm

Joachim Beuckelaer [c.1534-¢.1574]
Christ Carrying the Cross

1562

Oil on panel

96.5%T9%m

Singed and dated: JB 1562

P.1999-1

AL FIVE A7) — /7 1616-1654
NFIVAEA TV

16405FE

ih#z, HrA

127 % 180.3cm

Bernardo Cavallino [1616-1654]
Hercules and Omphale

c.1640

Oil on canvas
127 X 180.3cm
P.1999-2

LT RO iyth— /[ 1557-1622]
(It 1)

1595-964F-4i

¥z, i

73.2x5lem

Leandro Bassano (Leandro da
Ponte, called) [1557-1622]

The Last Judgement

¢.1595-96

il on panel

73.2x5lem
1.1999-3

|
|

XTI~ F—Ib| 1864-1941]
[vetor s —R DT 0O (4T

Emile Bernard [1864-1941]
Hlustrations for “Les Cantilénes”
(complete series of 7 plates)
G.1999-1~7

(FA P r—=)
18924

Yeass?

328 x197mm
Feuille de titre
c. 1892

Zincographs

328 % 197mm

(.1999-1

(> TLBR)
1892 ]
Yads7
326 < 190mm

SOOI, PRI0EA FI SR HAES H £ TO RIS MO PIITIM AL 2 ffdh 3B L U5
ManifEAS G A5, T HS O PIdEem, Gk 20535

Voix qui revenez (Solitude)
c.1892

Zincographs

326% 190mm

(.1999-2

(R RO 2L

18924161

Yada7

330 200mm

Jecoute les jets d’eau (Dans le
Jardin taillé)

c.1892

Zincographs

330 % 200mm

(5.1999-3

AEAZEZEZET)
1892 46

Jyass7

390 200mm

La comtesse se peigne (Esmerée ou
Air de danse)

1892

Zincographs

390 % 201 mm

G.1999-1

(FLookKEFL TBN)
189245

YadI7

330> 200mm

Va tuer mon mari (Le Raffian)
c.1892

Zincographs

330 200mm

G.1999-5

(3o %—%0 Ficlis)

1892 4F.1

FvaTI7

322 % 186mm

1l lui tranche d'un coup la téte a
Uencolure (La femme perfide)
1892

Zincographs

322 186mm

G.1999-6

(FER%)
18924741
Y757
330 200mm

Les funérailles

c.1892
Zincographs
330 % 200mm
G.1999-7

A T4 L F2[1840-1916]

(N7 M7 —2OFBERK, FI) (21150
Odilon Redon [1840-1916]

Tentation de Saint-Amntoine (1st

series) (complete series of 11 plates)
G.1999-8~18

44

(FeHt=hit)

18884

Wk 77, HERCHUN(S

198 < 140mm

Couverture- Frontispice
1888

Lithograph, gampi paper

198 % 140mm

G.1999-8

Co-FTRANARTED, Ko TG, Al
o, KBKO%, BAR T2 0o
SRV AN RIR el 2

1BRASE

UL 57, KERHEN (S

291 % 208mm

~~d'abord wune flaque d’eau, ensuite
une prostituée, le coin dun lemple,
une figure de soldat, un char avec
deux chevaux blancs qui se cabrent.
1888

Lithograph, gampi paper

291 x208mm

(. 1999-9

(Fhi— 20RO Fic oo K%
ZIZEMETH )

18884

U777, KEEHON T

225 % 200mm

C'est le diable, portant sous ses deux
ailes les sept péchés capitarex-+

1588

Lithograph, gampi paper

225X 200mm

G.1999-10

(2L TEISEOMN TE DK
R, i OEOTHSICMOL S
)

188R4E

W77, REBCREUTT

190 160mm

et un grand oiseaux qui descend
du ciel vient s'abattre sur le sommel
de sa chevelure---,

1888

Lithograph, gampi paper

190 = 160mm

G.1999-11

(Pt zEs LiFs)
18881
Uk 57, REREEENG

274 % 196mm

Il hausse le vase d'airvain.
1888

Lithograph, gampi paper

274 196mm

G.1999-12

{(Fhmsfoikic Aol %R - 13
WibOhBing)

18881

D757, WERZHUNG (T

2755 170mm



Ensuite parvail wn étre singuilier,
avant une (Ete dhomme sur un
corps de poisson.

1888

Lithograph, gampi paper

275 < 170mm

G.1999-13

(2 U B o et 2 - 12 LI T b
%, FRASHO M 2L Lo
ICHLTWA)

18884

DR 7, WERERU

296 21 3mm

C'est une téte de mort, avec une
cowronne de roses, Elle domine un
torse de femme d'une blancheur
nacrée.

1888

Lithograph, gampi paper

206 % 213mm

G.1999-14

(gD HELLZF A F7HMIEEL,
HL425)

|R8RIE

U757, WERHG (T

275 160mm

o Chimére aux yeux verts
tournoie, aboie.

1884

Lithograph, gampi paper
275 % 160mm

(.1999-15

(2L T, HowAFOES LW EYE
ALS)

18885

D57, KEHZHON (T

32X 2mm

Et toutes sortes de bétes effrovables
surgissent

1888

Lithograph, gampi paper

MN2X224mm

G.1999-16

{FH B R Z S D)
18884
U777, HEBLHRWG (T

204 % 158mm

Partout des prunelles flamboient.

1888

Lithograph, gampi paper
204 % 158mm

G.14999-17

{ZLTABozscMBodPE, 1=
A=F ) ALOEIDEELD

IRBRH-

R 77, HEREHUG

282X 230mm

~wel dans le disque méme du soleil,
ravonne la face de [ésus-Christ

1588

Lithograph, gampi paper

282 4 230mm

G.1999-18

AT —T7 /e TyTe 7] 1610-1664]
(TR RS2 Aol (4219550
Stefano della Bella [1610-1664]
Divers exercices de cavalerie (series

of 19 plates)

G 1999-19~37

1R 7 A DT E EOMIFE R 7 A T4
Foz o g el ek odl
#ild

16455k

Loyd-wif

76 92mm (i), 71 <86mm (k)

I Title

e 1645

Etching

T6x92mmipaper), 71> 86mmiplate)
De Vesme 227

(.1999-19

(28 G EooFyan)
16455141

E2VE

69 90mm (§E), 66 87mm (ki)

1I: Trumpet on the horse
c.1645

Etching

69 90mmipaper), 66 <8Tmm(plate)
D¢ Vesme 228

(.1999-20

CR33E: 15 1 CRUE AT M)
164551

b ATE S

T4x92mm (§), TIx8Tmm (k)

HI: Two tambours of Life
Guardsman on the horse
1645

Etching

T1x92mmipaper), 71 =<87Tmmiplate)
De Vesme 229

(.1999-21

CHSATE aE T ) < 1)
1645401
L i
T1x91mm (#0), 67x87mm ()

IV: A front view of an equestrian
c.1645

Etching

T1 =91 mmipaper), 67 <8Tmmiplate)

De Vesme 230

G.1999-22

CRS%E Ao T L TR RHT)
16459F

TyF

70 93mm (#0), 67X 87Tmmn (k)

V: A cavalryman going at a walk lo
the left

¢ 1645

Etching

70 x93mm(paper), 67 <87Tmmiplate)

De Vesme 231

(:.1999-23

{6 0E: v Mg 1B
164550

Toyd

69 85mm (§0), 66 82mm (k)

VI: A cavalryman with a mantle
c. 1645

Etching

69 % 85mmipaper), 66 x82Zmm(plate)

De Vesme 232

(G.1999-24

CHTREANCHp- TR THEREH)
16455

Lo

72%92mm (#6),, 68 87mm (kk)

45

VII: A cavalrvman going at a walk
to the right

c. 1645
Etchi
7 Zmmipaper), 68 x8Tmm(plate)
De Vesme 233

(1999-25

CPREE a0k
1645461
LyFi
T2x91mm(HL) . 67x86mm (Rk)

VIIE: A cavalryman looked from the
back

. 1645
E ng

T2 =91mmipaper), 67 <86mmiplate)
De Vesme 234

G 1999-26

L S T PRVAL o8
16457FER
XyF
T4 93mm(H0), 71 < 88mm (&)

1X: A cavalryman turned to the
“right

¢ 1645

Etching

T <93mmipaper), 71 x<88mm(plate)

De Vesme 235

(5.1999-27

(10 5E:
16455EE]
Xy
T1x90mm(#E), 67 <8Tmm (k)

3 O EHL)

X: A heavy cavalryman on the horse

i
Ummipaper], 67 *87mmiplate)
De Vesme 236
G.1999-28

1185 fill 2 ol THvuw 7 2T 5K
)

1645 FELT
T
T6x92mmH0), 74 x<88mm (fk)

XI: A cavalrvman with a sword
going al a gallop

c. 1645

Etching

THx92mmipaper), 74 x88mmiplate)

De Vesme 237

(. 1999-29

C1285 08 Loalfri)
JGEEL R
T F s
T1 % 89mm(HL) . 67 > 85mm (i)

XII: A Life Guardsman on the horse
c. 1640

Etching

T 88mmipaper), 67 <85mmiplate)

De Vesme 238

G.1999-30

G355 05 Lo
16454511
Lo
70 90mm (HL), 67 = 86mm (k)

X A commandant on the horse
. 1645

Etching

70 x90mmipaper), 67 x86mm(iplate)

De Vesme 239

(:.1999-31



R A 2ol B 25 L)
16454811

L AT e

T1x91mm(§E), 67x8Tmm (ki)

XIV: A cavalryman turning from
the vight to the front

c. 1645

Etching

71 % 91mmipaper), 67 x8Tmmi(plate)

De Vesme 240

G.1999-32

CI58E R ALY T 2551
16458t

Lopg

72X 89mm (#E), 68 x89mm (i)

XV A cavalryman with his lady
c.1645

Etching

72 < 89mmipaper), 68 x 89mm(plate)

De Vesme 241

(:.1999-33

(1605 285218 5 55 — N OKt:)
16454

Lapf

T2 89mm (E), 68 < 86mm ()

XVI: Two cavalryman fiving off
their pistols

. 1645

Etching

T2 89mmipaper). 68 x86mmiplate)

De Vesme 242

(:.1999-34

CPTHE: FIICL 2 2 A HE )
16455541

ToFT

70=91mm (#0), 67x<86mm (ki)

XVII: A mother horse suckling
c. 1645

Etching

70 =<91mmipaper), 67 % 86mmiplate)

De Vesme 243

G.1999-35

CEN 18 5% G O 15 O )
1645501

Tt

T0x90mm (H0), 67 x87mm (ki)

XVIUI: Combat of several horses
c. 1645

Etching

70 < 90mmipaper), 67 x8Tmm(plate)

De Vesme 244

G 1999-36

(P19 IS DK EH S ADY)
16455501
Loy

71 x92mm (§E), 68x87mm (ki)
IXX: Two bulchers skining a horse

¢ 1645

Etching

71 = 92mmipaper), 68 x87Tmm(plate)
De Vesme 245

(. 1999-37

INZ A — 2RIl e — 2 A 1500-1550]
(BEIROMEE, HDIFI2ZOH Y (42105%)

Hans Sebald Beham [1500-1550]
The Peasant Feast or the Twelve
Months (complete series of 10
plates)

Provenance: Cincinati Art Museum; Helmut H.

Rumbler, Frankfurt a. M.
(.1999-38~47

{1H/2H)
1546-4T4
TS — Y
49 X67mm

January and February
1546-47

Engraving

49%67Tmm

Pauli 177/11, Bartsch 154 (ii/)
G.1999-38

(3H/4H)
1546-474¢

S eyl e
50 % 67mm

March and April
1546-47

Engraving

50%67mm

Pauli 178/11, Bartsch 155 (ii/)
(:.1999-39

{5H/6F)
1546-474F

T v—ri
49X 73mm

May and June

1546-47

Engraving

49%73mm

Pauli 179/11, Bartsch 156 (ii/)
G.1999-40

{7TH/8HY)
1546-474F

TS v—ifs )
49X T2mm

July and August
1546-47

Engraving

49%72mm

Pauli 180/11, Bartsch 157 (ii/)
(. 1999-41

(9H/10H)
1546474

XTI v—rf T
49%71mm

September and October
1546-47

Engraving

49<71mm

Pauli 181/1, Bartsch 158 (i/)
(:.1999-42

{11A/12H)
1546-4T4F
T —rfg
49%72mm

November and December
1546-47

Engraving

49 % 72mm

Pauli 182/1, Bartsch 159 (i/)
G.1999-43

{120 H0#&bY)
1546-475¢
s
49%X71mm

The Year's End
1546-47

Engraving

40

49 TImm
Pauli 183/1, Bartsch 160 (i/)
G.1999-44

(o)
1546-474F

LS —rtgr
50X 72mm

Peasants’ Feast

1546-47

Engraving

50 72mm

Pauli 184/11, Bartsch 161 (ii/)
G.1999-45

(B R o)
1546-474F
TS e—rig
51 X72mm

Peasants’ Brawl!
1546-47

Engraving

51 x72mm

Pauli 185/11, Bartsch 162 (ii/)
(5.1999-46

{aokEc)
1546-475
X H =i
49x73mm

Peasants’ Braw!
1546-47

Engraving

49X TImm

Pauli 186/11, Bartsch 163 (ii/)
(.1999-47

DA [ 1888-1953]
(AR (75> 775274 > D
HCEE-D ) ) (421087)

Yoshijiro Urushibara [1888-1953]
Ten Woodcuts (after design of
Frank Brangwyn) (complete series
of 10 plates)

G.1999-48~57

{4 M)

19244

ARty

218%258mm (§0), 171 x213mm (@i}
Fishing (Entrance to the Scheld)
1924

Woodcut

218 X 258mmipaper), 17121 3mmlimage)
(5.1999-48

(7ZETOEAY)

19243F

Ak

215 268mm (#0), 16221 3mm (#ifii)
Mosque b Touwloun

1924

Woodeut

215 X 268mmipaper), 162x213mmiimage)
(.1999-49

(A7 2V DY)

19245

ARk

233X 273mm (FE), 16921 4mm (i)
The Resting Place (Scutari)
1924

Woodcut



233 =2Vmmipaper), 169 214mmiimage)
G 1999-5(0

(T4 2 AZa—FOM )

19245

ARk i

267 %21 3mm (HU) 213 > 169 (il i)

The Mill (Dixmauden)

1924

Waoodeut

267 > 21 3mmipaper), 213 169mmGimage)
(e 19949-5]

(& AZOEE)

19244

A bt

229527 Imm (HC) . 164 % 21 5mm (i i)

The Court of the Mosque of
Memory

1924

Woodeut

22927 Immipaper), 164 x215mmlimage)
G 1999-52

(BOEARDLLIRD)

19245

e

22226 lmm (HE), 133 < 175mmm (i i)
The Shepherd’'s Watch

1924

Waoodeut

22226 mmipaper), 133 175mm(image)
(5. 1999-53

{EPLA2DOFE)

19244

ENT

216 % 263mm (H8), 175> 21 3mm (i ifi7)
Trees (Montreuil)

1924

Woodcut

216 % 263mmipaper), 175 213mm(image)
(2 1999-54

{aFreFur)

19244

AChb i

2352 278mm (HE), 172 212mm (i)
In the Docks

1924

Woodcut

235 < 278mmipaper), 172x212mm(image)
G.1999-55

{T—NTrik—)

19244

ARk

24 =27Tmm (HE), 164 = 215mm (#hiifi)
The Golden Horn

1924

Woodeut

234 X27Tmmipaper). 164 >x215mm(image)
G.1999-56

(79=>OHE)
19244
N

217 %28 mm (HE), 144 < 215mm ( fijifij)

The Outskirts of a Flemish Town

1924

Woodeut

217 % 281mmipaper), 144> 215mmiimage)
G.1999-57

TIARTFA— LTI T —/
[ 1490 -1536 14K |

(PEERFHOEEE (w0 4L T —
JONzIE-54) )

15189

L=ty

315 =508mm

Agostino Veneziano

le.1490-after 15361

Allegory of Death and Fame (after
desion of Rosso Fiorentino)

1518

Engraving

315 =508mm

G.1999-58

AT g —[1523-1567]

(ZEZA WL r 7 oraAniv(ay .
714 74—/ DRI ETL) )

15424F

P P

288 % 425mm

Enea Vico [1523-1567]

The Battle of the Lapiths and
Centaurs (after design of Rosso
Fiorentino)

1542

Engraving

288X 425mm

.1999-59

15 EC 2 70 L oY IR OO RRCIT 5¢
(BICHESF2—EvF)

A8 ey P 4

WE{E65mm

Florentine “Fine Manner” Engraver
of the Second Half of the 15th
Century

Cupid Riding an Fagle

Engraving

diam. 65mm

(;.1999-60

15 #2701 oY iR ORR T %¢
{(EHCH %2 IB L)

B T P

WLE#63mm

Florentine “Fine Manner” Engraver
of the Second Half of the 15th
Century

Youth Crowned by a Lady

Engraving

diam. 63mm

G.1999-61

T/ [1881-1973]

(i, BB 2w, v~ — VD H 5 E
)

1911 (19124E 561 1)

ES 4] b, Thoioalt

640 465mmm (§E), 500 306rm (i)

Pablo Picasso [1881-1973]

Nature morte, Bouteille (or Nature
morte @ la bouteille de marc)

1911 (published in 1912)

Drypoint on Arche paper

640 =< d65mmipaper), 500 =306mmlimage)
Geiser 1 33-I; Bloch 24

(.1999-62

ValYa T Ty 7| 1882-1963]
{Trv 7 A}

1911 (19124564 7)

FF4iRA b, Thialf

640 % 520mm (HE), 548 > 380mum { i i)

Georges Braque |[1882-1963]
Fox

47

1911 (published in 1912)

Dirypoint on Arche paper

640 x520mmipaper), 548 x380mm(image)
Vallier 6

G 1999-63

TR =T W Tt AsAH—2
[ 1858-1924]

(P —FheF7TX)

19205F 11

AR, £5(0

125 I83mm

Prosper-Alphonse Isaac [1858-1924]
Les recipient du buerre et la
servielte

. 1920

Woodeut, colored

125« 183mm
G, 1999-64

Ya—Il T 1870-1942]
CHEES)

19204

Aki i

268 = 363mm

Jules Chadel [1870-1942]
Un Coq

1920

Woodcut

268 = 363mm

(;.1999-65

Ya—leTy T 1870-1942]

([ AY T R—F e GEDT2HD A=
A=)

19204

N

254 % 140mm

Jules Chadel [1870-1942]

Menu for “UEstampe Nowvelle”
1920

Woodcut

254 % 140mm

G.1999-66

Ya—) 4TI 1870-1942]
(a4 ioOHH)
Akb i

114 =x81mm

Jules Chadel [1870-1942]
Card for Georges Zay
Woodcut

114 =x81mm
G.1999-67

VEAAGE
(HY) A o) PSS 1R
1450-60441

AR, T

67 = 56mm

Anonymous German
Presentation in the Temple
<. 1450-60

Woodcut, hand-colored

67 % 56mm

(.1999-68
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WF7En i
‘ Research Activities

(G 7 2 LOWPEIG ) 2 | BESE oo mi-fak ), [0, i
], [, | oot - (ESISE 20 & ), | CIEETE e aliitize & ],
| ZDO Mo ifilh |7 2 hotac B T2 (W o 5%
D . HHEWEHICE->TE PO R LSS, Fiz, Zhidk
WS O LN T o T BRSO Th D, HEH
BROINCH W LG 2T 2 LA F L Tk A, KN
HicH-itibdh 5,

M2 /Kimio KAWAGUCHI

| 1A ]

T ERE S0 S g AL AR G e s T RE S AL 7oy e s
by AR 25 AWV — ol By KA J . HilEE ST
(199947 1 —20004E3 1 4)

| st |

V6| VEPG P E ARG RLUANEE Gt i O BGREN ITHTH

UL TR B Sep v (o S SR e P (1 B SR T (AT

i SR EARE O 2> & 7 M 2 [ BGR 78 & 2B TR 3 ]
ICBUBIREEAN

[WFsE]

TR AEJE SCER A FE FPPE 08 (JEREREFEA-2) TR I {1 bt i i«
ik~ 4 70254 AL MRy 7 ZAOBHE ]
JERIRESET Bt 7 gL > O e 32 5 |

[ i 3]

[t SR 27 L — oo & i 26 o G HE « HOHR E 0 28
btz 2T (FOL) ITHENT PP 7E Rl %I No.4, 200043
H, pp.57-68 (JE¥)

[ Zofhoifi)

VAR AE S AL T A S b ot B A GRR I3 150

A RO M O R b L5158 199947 Fl ~

7 AN PG S R AR R, 19994E11H

Fine Arts Museums of San Francisco (M. H. de Young
Museum, California Palace of Legion of Honor), Stanford
University Museum of Art, Los Angeles County Museum of
Fine Art, The Getty Center (J. P. Getty Museum)

# %ty $l/Chikashi KITAZAKI

[ i 3 |

[HE Y — R F DY ARG S A 2= [FRFIR
S0BE 1S (EYF197%5), 199946, pp.48-59

[WEUZEh T AIEITht A Foos W ErO{as— LR F A3
— P KD PG B 5 RECE AR O FINR A TR0
P XM fEZEAC 2 IN 0.4, 2000431, pp.7-25

49

[ Tt A 2 A |

[ 2 oailE] |1 uee il AviEf, 199945, pp.200-201
[F2Ay—rFEo—l [ HPEEFEIN 0.2, 19994E9H,
pp.219-223

| CIET5E & - ittt & |

[FVAROK N — GBS PR O A = AL, ¥Ry
% 2 The Face of Skin/ RO 1 12000467 F1 18 H, [EI37v4
VE T

[ YO AE — 191050 LA 22 1] | L 4 — 25 Bl A B 20t i
23y TLFIGH, ST g X A

[ Z Otk |

[Zaw s BT s > Ay P eaL 23 5 (K E) (20024
P 7752 ) 00 ) 78 £ i

TEELVE YRR 7840 SN 0.4 Of

TEE] ST PE P T e N 0. 33 O 4

SER 11108 P o VR ot | P | )
SRR IEN 1OERE 230 iy | RS DX B £ 25 806 2, 424
[BI(10H7H, 14H, 21H, 28H)

e B/ Akira KOFUKU

[Ttz A - {ESF S L]

[ZRZ— b)) = Fr =& A —— L o 5 290 1T
VPR SRR AR I No.33, 200043 H

[V Fr—Fer2g ) oA T4 T VO EE (B 7 )y F-2) ) [THE AL PG TE
Eifi e INo.33, 200053 F]

[A 20T ON——r7u—FaF L MR GE | (R
NEPGPE AT No.33, 200043 H
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MEEN [ 7Y =T B AHUL LR % 119995E7-8H, sIH A
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SUBEEF EMOATREN €, 420

[ZEDWLZ —— Zx IV A— O 12000563 H, sTHE SIS 25l
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[ 2O %6 |

L7 T2k, 7ol A= 22O (20004EF0ME) O H: i

[V 77 homiad, W, Y6l ] CO03ERRE T-5E) O HEf
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B, FARDZEL A, 19995E11H

7 2 FNZ B\ BIE S O IR E AL B A (199949 H )
D RYA TR AN S fa e |

W R AE BRI, 5 SO IR St i (19994F.4 F — 2000
F3H)



B/ Michiaki KOSHIKAWA

[

FEIIERBLE 2l [ V8 PE IS D, /D 2F MY, 19994F, pp.444-453,
456-459, 738-745 (4H4HE0E)

&3]

“El Greco and Federico Zuccari,” in N. Hadjinicolaou (ed.),
El Greco in ltaly and Ialian Art: Proceedings of the
International Symposium, Rethyvmno, Crete, 22-24 Seplem-
ber 1995, University of Crete, Rethymno, 1999, pp.357-371
[Dialogo della pittura di M. Lodovico Dolce, intitolato
L'Aretino: SR ETERRA) T Tl 1647, 19994F, pp.1-31 (3%
#)

[ZZLramf4 20 7R (1): AvAablfeOfFRicowT]
[ ks imite 116 %5, 19994, pp.149-168

[ 74V Yz, o —OERICH DA 7o {2 5 it I T v 9
iEsE13%, 20004E3 )1, pp. 93-111

| FISHFE 2 alitii e & |

[T 2y — o I EA 20 7 b 3 o A M |t
22, 1999%E4-5H (G15101), [ N7 P63 56 flg ff (2101) / ok B 23 2%
(HAA 20T KO 2 EME) stz Bl IR ZE vk —ov ([8 37
rhie NHK E i) /B b 2210 (F 20 7RPE & 23)

[ e T, 23879 Y4 B —L OCREDEIC D T 1999 4E
11F], S BEBEMTASE GRS 2 PGP BN 51 544
AREPE D B0 Bk

[ Z O fhoihs) |

TR i i

§FX—F AN LI 577 Ly DLW AV—F TN T IT
T[4 0 e —H O L5 199946 H, [T KM s
(F 2 A Pl 23 O A iR

VPG REARAIFAE 1355 (2000513 1) i e

[ 4 2717 vl e SCALIA NS 18 S DR 55 S 1008 ey il 3 (1997 410
H~)

Vet /Naoki SATO

| B £ A - f K |

[ sz Bl — T ey — L T2 04 A— 05 J[E] 37
VU K lifn, 19994ET7H6 1 — 8H29H /2o 7002 X4k 1251
fiii, 9H24H—11H7H

[P X725 — BRI E B il £ L& 200055 D 7 a7 7 A
D, A

| s 3+ EHE]

(S BHE— TEr— N T2 DA A=Y DS LR
Y (BT AN BEL L =TV —FL, ZYUANTH L A
V—N=T 574, Velliii), ENIPENE A, 19994

[ M SN2 BHEM— 7 E-T7—N T N7 ORI EZ O
He— |t st Sk — T E 7 — TN 2D A= D5
WillgA sz, 199947 H6 H — 8 H 29 H, [ 7 v £ X fir i,
19994, pp.230-236

llsebill Barta-Fliedl, Christoph Geissmar-Brandi und
Naoki Sato (Hrsg.), Rhetorik der Leidenschaft - Zur Bild-

50

sprache der Kunst im Abendland, 23. 09.1999 - 07. 11. 1999
im Museum fiir Kunst und Gewerbe Hamburg, Ausstellungs-
katalog, Déling und Galitz Verlag, Hamburg, 1999

Der Reproduzierbare Denkraum - Aby Warburgs intelle-
ktuelles Erbe und seine Wiedergeburt, in: Rhetorik der
Leidenschaft - Zur Bildsprache der Kunst im Abendland,
Disling und Galitz Verlag, Hamburg, 1999

Heakac - B 2 |
([7a—=F—, &4, IVa—FT7 VNI, [R5 4 20
A7 )82 B C TR S T 0F 20V L 1, 199945, s b,
pp.187-190

| Fide-ihiiin k|

2Ry L[ The Faces of Skin/ B2 A& | (FA - HAWE
e L) A - 23, 1999457 F 16 H — 18 11, [ 37 04 iy
fii AL

MiEshi- Bk — TEr— TN D4 A= OS N E¥
7 —bh=2, 19997 H30 H, 8 I 13 H, [E37 741 5 ol i 1 i
IO

R AR 2 F— Nl AR 2ithiE B — A, S8 3R A
S B oEgcowT |, 19994E8 H 28 [

[ DAt iG]
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