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Foreword

This volume 33 of the NMWA Annual Bulletin reports on fiscal year 1998 and the special exhibitions,
acquisitions, research activities, conservation activities, educational programs, and information pro-
grams carried out at the National Museum of Western Art, Tokyo between April 1, 1998 and March
31, 1999.

Following completion in fiscal 1997 of the new Special Exhibition Wing under the forecourt of the
museum and of anti-earthquake measures (an isolating system) for the museum’s 40-year-old Main
Building, the NMWA was able to resume full, normal operation in fiscal year 1998. I would like to renew
my apologies to the many art lovers and members of the general public who were inconvenienced
while museum facilities were closed, and to also express my joy, shared by the museum staff, at the
return to full operation of the museumn.

Thanks to the completion of these various construction projects, we are now able to display a
generally chronological selection from the Museum’s permanent collection in a standing exhibition
throughout the Main Building and the New Wing. The newly-built Special Exhibition Wing has allowed
the museum to run special exhibitions in tandem with these standing exhibitions from the perma-
nent collection. The exhibition “Claude Lorrain and the Ideal Landscape” was held in commemoration
of the re-opening of the entire museum facility. This exhibition introduced major works by Claude
Lorrain, a great French painter active in Rome, and provided an overview of the development of the
“ideal landscape” form from Claude in the 17th century through Corot in the 19th century. This
exhibition was followed by “Goya—Artista de su tiempo y artista tinico,” an exhibition which displayed
Goya's principal printed works, including his four great print series, and the works of other major
Spanish printmakers of his day. The goal of the exhibition was to clarify Goya’s position in history and to
make possible an understanding of his individual creativity. At the end of the fiscal year, in March 1999,
the museum opened an exhibition of Italian Renaissance works from Russia’s Hermitage Museurmn.
Detailed information on the Hermitage exhibition will be included in the next volume of this Annual
Bulletin. In addition to these large-scale special exhibitions, the museum also held a Study Exhibition
featuring three paintings from the Asahi Breweries, Ltd. collection: Picasso’s representative Blue Period
work Crouching Woman, and a painting each by Rouault and Modigliani. These works were displayed
in a special section of the New Wing, adjacent to works from the museum’s permanent collection, It
is the museum’s intention to continue whenever possible with similar displays of works from private
and corporate collections.

A major project for this fiscal year was the complete re-installation and placement of Rodin’s The
Gates of Hell on a seismic isolation base in the museum’s forecourt, an area which had been temporarily
demolished in the process of building the new underground Special Exhibition Wing. All of the original,
rusted bolts holding the sculpture together were replaced with new steel bolts. In order to stabilize the
upright position of the sculpture, which weighs more than seven tons, a special base built for the
sculpture was installed on top of a five-roller system of seismic isolation fittings. This process was note-
worthy for its use of many new technologies and techniques. The other outdoor sculptures from the
forecourt area, including The Thinker, and The Burghers of Calais, will be fitted with appropriate seis-
mic isolation devices and re-installed in the coming years.

The museum's new acquisitions included six oil paintings, ranging in period from Guercino to Ary
Scheffer, and numerous prints, including examples by Goya and Piranesi. These new acquisitions, all
superb works which supplement the museum'’s existing collections in its display of general trends in
western art, were very favorably received by visitors to the New Acquisitions exhibition presented in
a section of the Main Building. The establishment of a Digital Gallery for the study of essential data
on works in the museum’s collections has also met with positive reactions. In addition, this issue of the
Annual Bulletin reports on the educational, research and other activities of the museum during the
1998 fiscal year.

March 2000 Shuji Takashina
Director, The National Museum of Western Ant, Tokyo
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New Acquisitions
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120.5x102cm

Guercino (Giovanni Francesco Barbieri, called)
|Cento 1591-Bologna 1666 |

David with the Head of Goliath

c. 1650

0il on canvas

120.5%102cm

P.1998-1

Provenance:

Acquired from Guercino on 12 October 1650, by Lodovico Fermi of Piacenza;
In the Collection of the Farnese Duke of Parma c. 1680, and subsequently
inherited by the Bourbon Kings of the Two Sicilies (Naples); John Udney, Sale
Christie's, 25 April 1800, lot 46; Sotheby & Co., 9 November 1927, lot 5; Private
Callection, Copenhagen, until 1982,

Exhibitions:

Trafalgar CGalleries at the Royal Academy IlI, London, 1983, no.6; Guercinag in
Britain, National Gallery, London, June-July 1991, no.26 (entry by M. Helston
and D. Mahon), Giovanni Francesco Barbieri, Il Guercino, Museo Civico
Archeologico, Bologna, 6 September-10 November, 1991, no.128 (entry by D.
Mahon); Giovanni Francesco Barbieri, Il Guercino, Schrin Kunsthalle, Frank-
furt, 3 December 1991-9 February 1992, no.69; Trafalgar Galleries XII, Lon-
don, 1993, no.6; I Farnese. Arte e Collezionismo, Palazzo Ducale di Colorno,
Parma, 4 March-21 May 1995/Galleria Nazionale di Capodimonte, Naples, 30
September-17 December 1995/Haus der Kunst, Munich, 1 June-27 August,
1996, no.110 (entry by S. Loire).

Bibliography:
C.C. Malvasia, Felsina Pittrice, Vite de' Pittori Bolognesi, Bologna, 1678, p.378
(Zanotti edition, 1841, vol.2, p.331); J.A. Calvi, Notizie delle vila ¢ delle opere
del cavaliere Gio, Francesco Barbieri detto 1l Guercino da Cento, Bologna,
1808, p.125; G. Campori, Raccolta di cataloghi ed imventari inediti, Modena,
1870, p.239; G. Bertini, La Galleria del Duca di Parma. Storia di wuna Coll-
ezione, Bologna, 1987, p.249, no.303; L. Salerno, I dipinti del Guercino, Rome,
1988, n0.272: D.M. Stone, Guercino, Il catalogo completo, Florence, 1991, no.259;
B. Ghelfi and D. Mahon, Il libro dei conti del Guercino 1629-1666, Bologna,
1997, p.149, no.430,
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1) Trafalgar Galleries..., 1983, cited in “Exhibitions” above, no.6 #
Hii,

2) *1650. 11 di 12 ottobre. Dal Sig.re Lodovico Fermi da Piacenza si
& ricevuto ducatoni n.60 pler| la meza figura del David con la
testa di Golia gigante...” (Ghelfi and Mahon 1997, cited in “Bibli-
ography” above Z),

3) Salerno 1988, cited in “Bibliography” above; D. Mahon, in Bolo-
gna 1991, cited in “Exhibitions” above 2,

4) “Un Davide con la testa di Golia al sig. Lodovico Fermi
Piacentino” (Malvasia 1678, cited in “Bibliography" above %
K1),

5) “Un quadro alto braccia due, oncie due, e mezza, largo braccia
uno, oncie undici. Un Davide, che con la destra al petto tiene gli
occhi ravolti al cielo, porta nell’altra la fionda presso la testa del
gigante, che & posta sopra un sasso, del Guercino da Cento n. 502,
Settima camera di Paolo Terzo di Tiziano (Bertini 1987, cited in
“Bibliography” above, p.429, no.303 £/i),

6) “del Guercino. Altro quadro in cornice come sopra alto b.a 2 on.
2 largo b.a 1 on.10. Davide colla testa del gigante Golia" (Bertini
1987, cited in “Bibliography” above, p.293, no.39 ZHi),

7) BRI EF 7L A—ERIL I OERICO LTI, N

Spinosa, “Le collezioni farnesiane a Napoli: da raccolta di famig-

lia a Museo e Gallerie Nazionali di Capodimonte,” in Parma,

Naples and Munich 1995-96, cited in “Exhibitions™ above, pp.80-

95 £,

“No.46. Guercino. David with the head of Goliath, in his finest

manner. It was also of the Parma collection and companion to the

celebrated picture of the Magdalen, by Guido” (Christie's, Lon-
don, 1800, cited in “Provenance” above Zfi),

9) ELICHNIE XL Y U T IS BRI T, 1BEOEEL Tidskah
TWwabDTHS, Bologna 1991, cited in “Exhibitions"” above, nos.
121, 122 £,
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This work by Guercino and the Carlo Dolci Mater Dolorosa (P.
1998-2), also acquired during the last fiscal year, are the first two
Italian Baroque paintings to enter the National Museum of Western
Art collections.

This painting depicts the hero David from the Old Testament
Book of Samuel. In a battle between the Israelites and the
Philistines, the young David faces the giant Goliath with just a
slingshot as his weapon. A single stone to the giant’s forehead fells
Goliath, and David uses his opponent's sword to sever his head
(1 Samuel 17). This painting shows the scene after the battle when
David turns to offer thanks to God in heaven.

This painting became known to scholars when il appeared on
display in a 1983 exhibition held at London's Royal Academy." The
painting then appeared in several recent exhibitions, including the
major Guercino show in 1990 and the Farnese collection show in
1995, in which the Guercino attribution has been accepted un-
animously and without question.

One reason for the frequent mention of this work in recent
Guercino literature lies in scholarly interest in its provenance.
Guercino's studio account book includes the entry, loosely trans-
lated, “1650, 12 October. Received 60 ducats from Lodovico Fermi
of Piacenza for a half-length image of David holding the head of
Goliath"2 Major scholars such as Luigi Salerno and Denis Mahon
have concluded that the NMWA work is identical with that men-
tioned in this entry?) The account book’s entry obviously corres-
ponds to a passage in Malvasia's Felsina Pittrice which records “a
David with head of Goliath for Lodovico Fermi.”" Nothing else is
known about the person named Lodovico Fermi, except that he had
commissioned a “half-length St. Jerome” from Guercino in 1632.

Then, an inventory compiled ca. 1680 of the Farnese family
collection in the Palazzo del Giardino, Parma, notes a painting that
was “Two braccia and 2.5 oncie tall and one braccia and eleven
oncie wide.” [approx. 120 x 104cm.] The painting is described as
“David with right hand at his chest and eyes raised to heaven.
He holds a slingshot in his left hand, while the head of the giant
Goliath is placed on a rock nearby. By Guercino da Cento."” The
size and composition noted in this description are in almost
complete accord with those of the NMWA work (except that the
NMWA shows David's left hand grasping Goliath's hair). The same
painting was listed again in the 1734 inventory of the Palazzo
Ducale, Parma.® It is clear that this painting, along with the other
art works in the Farnese collection, was moved to Naples that same
year.”) The Guercino David does not appear in later inventories,
and presumably it was removed from the collection during the
French occupation at the end of the 18th century. The next mention
of the painting is in the 1800 Christie’s sale catalogue of the proper-
ties of John Udney, the British consul to Livorno: “No.46. Guercino.
David with the head of Goliath, in his finest manner. It was also
in the Parma collection and companion to the celebrated picture
of the Magdalen, by Guido™®

According to the above reconstruction of the painting’s prove-
nance, the NMWA David may safely be dated to 1650. Certainly,
while no definitive proof is provided to identify the NMWA painting
with that Lodovico Fermi purchased directly from the artist, there
are no other late period Guercino images of David recorded in the
early literature. Also, given that Piancenza was a part of the Duchy
of Parma at that time, we may suppose that Fermi's paintings were
somehow absorbed into the Farnese collection. On a stylistic basis,
a date of 1650 seems appropriate for this work. The style of this
painting can be reasonably compared to that of Guercino works
firmly dated to ca. 1649-50, for example, the 1649 Joseph and the
Wife of Potiphar and the Armnon and Tamar in the National Gallery,
Washington.®

The composition of the NMWA David also appears in two other
versions, including one in the Florence Soprintendenza attributed
to the hand of Guercino’s pupil, Benedetto Gennari.

(Michiaki Koshikawa)
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Notes

1) Trafalgar Galleries..., 1983, cited in “Exhibitions” above, no.6.

2) “1650. 11 di 12 ottobre. Dal Sig.re Lodovico Fermi da Piacenza si & ricevuto
ducatoni n.60 pler] la meza figura del David con la testa di Golia
gigante..." (Ghelfi and Mahon 1997, cited in “Bibliography” above.)

3) Salerno 1988, cited in “Bibliography” above; D. Mahon, in Bologna 1991,
cited in “Exhibitions” above.

1) "Un Davide con la testa di Golia al sig. Lodovico Fermi Piacentino”
(Malvasia 1678, cited in “Bibliography” above).

5) “Un quadro alto braccia due, oncie due, e mezza, largo braccia uno, oncie
undici. Un Davide, che con la destra al petto tiene gli occhi ravolti al cielo,
porta nell'altra la fionda presso la testa del gigante, che ¢ posta sopra un
sasso, del Guercino da Cento n, 502" (Settima camera di Paolo Terzo di
Tiziano) (Bertini 1987, cited in “Bibliography" above, p.429, no.303).

6) “del Guercino. Altro quadro in cornice come sopra alto b.a 2 on. 2 largo
b.a 1 on. 10. Davide colla testa del gigante Golia” (Bertini 1987, cited in
“Bibliography” above, p.293, no.39).

7) For the history of the Farnese collection in the 18th century, see, N.
Spinosa, “Le collezioni farnesiane a Napoli: da raccolla di famiglia a
Museo e Gallerie Nazionali di Capodimonte,” in Parma, Naples and
Munich 1995-96, cited in “Exhibitions” above, pp.80-95.

8) Christie's, Londaon, 1800, cited in “Provenance” above.

9) Both paintings are noted in the Guercino account book and in the
Malvasia biography as works of 1649. See Bologna 1991, cited in “Exhibi-
tions" above, nos.121, 122,
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Carlo Dolci [Florence 1616-Florence 1686]

Mater Dolorvosa

. 1655

Oil on canvas

82.5X67cm (oval)

Inscribed on the reverse: REGINA MARTIRUM ORA PRO NOBIS
P.1998-2

Provenance:

Possibly the like-sized oval Madonna from the Colonna Collection, Palazzo
Colonna, Rome; sold in London by W. Young Ottley, 24 January 1801, lot 12:
Carlo Dolei Madonna Dolorata Owval-2 ft. 8 ins. high by 2 ft. 2 ins. wide; Duke
of Buckingham and Chandos until 1848; Lord Dudley and Ward 1848-1892;
Christie’s, London, 8 December 1892, lot 60, bt by Mr. Dunthorne.

Exhibitions:

Irish Industrial Exhibition, Dublin, 1853, no.95 (from Lord Ward); Irish Institu-
tion, Dublin, 1854, no.96 (from Lord Ward); Trafalgar Galleries X!, London,
1993, no.12

Bibliography:

Henry R. Forster, The Stowe Calalogiee, London, 1848, lot 404; G. Waagen,
Treasures of Art in Greal Britain, vol.2, p232; A. Graves, Arf Sales, London,
1918, p.230; Index of paintings sold in the British Isles, Getty Art History
Information Program, vol.1, 1801-5, 1988, p.237; F. Baldassari, Carlo Dolei,
Turin, 1995, no.99.
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Madonna of the Thumb, Tokyo National Museum
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C. McCorquodale, in Il Seicento fiorentino, Arte a Fivenze du
Ferdinando I a Cosimo Il (exh. cat.), Firenze, 1986, I, p.446, no.
1.251 88, 7427 —20O0GELADMEDICOWTIE, HE. Wethey,
The Paintings of Titian, I. The Religions Paintings, London, 1969,
no.76 (Prado version), no.78 (Teniers type), pl.129 (print by Bertel-
11) 21,

75 %62cm, Baldassari 1995, cited in *
fig. 3Tw 2

47.5%37.5cm, Ibid., p.126, fig.38wZ i,
55 %43cm, Ibid., p.126, fig. 39w K,
Ihid., p.126, fig.42wZ2Hl,

1bid., p.127, fig A3wE ],

52%40cm, fhid., p.125, no 9821,
Inv.1859-8-6-65; 129 130mm, fbid., pp.122-123, fig.96aZ M,
Ibid., pp.122-123, no 9622,

McCorquodale, cit., under no.1.251 2, <FWisi ST
i1 Baldassari, op.cil., pp.130-132, no. 10321,

#BuchFz, 24.5x19.6cm, TR/ A A/ LS —KTFY > 2>
O X WG4 i, WG, 1961, p.175, no 72204, WM p.164, no.161
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SN TWAEOZETHA(TAKFEZLEIA Y, NI/ L0/
st/ HEYA LS/ T/ Jei, 1999, under no.173201),

Bibliography™ above, p.126,




This painting is a typical example of the highly evocative images
produced for personal devotion in the 17th-Century Catholic
Europe. The deep, shadowy background and the figure of the
Madonna draped in vivid blue robes is set off by the mystical light
which spreads above her head, picked out in actual gold paint. This
subject matter is known traditionally as the “Mater Dolorosa,” or
grieving Madonna, an image of the Virgin Mary as a single figure,
grieving for the tragic fate of her son Jesus Christ. As Charles
McCorquodale has suggested, one of the iconographic sources may
be Titian’s versions on the same subject. McCorquodale mentions
the version painted by the Venetian master for Emperor Carl V, now
in the Prado, Madrid, but an even closer type can be found in the
now lost Titian composition, recorded in Bertelli's engraving (1564,
fig.1).)

Several other versions of this painting’s composition exist, and
Francesca Baldassari has listed the works in the following locations
in her recent catalogue raisonné on Dolci: Cleveland Museum of
Art (on loan)? the Museum of Fine Arts, Budapest,?’ Hermitage
Museum, St. Petersburg,® the Corsini Gallery, Florence® and the
Borghese Gallery, Rome$! Further, she notes the close formal re-
semblance of the Virgin Annunciate (Musée du Louvre, Paris) to
the Mater Dolorosa composition.” Compositionally, the Cleveland
work is almost identical to the NMWA work (albeit, the Cleveland
work is presented in a rectangular format), while the others all
represent a more close-up view. Baldassari considers that the
NMWA painting is the authentic version, while classifying the other
versions, which were previously given autograph stature, in the
category of copies based on Dolci.

Baldassari suggests a date of ca. 1655 for the NMWA work. The
clasped hands seen in this painting are extremely close to the same
motif in a black chalk drawing now in the British Museum which
bears a date of 1653.8) The London drawing seems to have origi-
nally been drawn as a preparatory study for the St. Francis at
Devotion (Trafalgar Galleries, London)? and then it was also used
in the execution of the NMWA and Cleveland versions and the
Louvre Virgin Annunciate. Further, McCorquodale has indicated
the close resemblance between the Virgin Mary's features in various
Mater Dolorosa versions and those in the Madonna Giving St.
Dominic’s Effigy to the Dominican Friars altarpiece painted by
Dolci in 1656 for the Del Nobolo Chapel, Sant’Andrea a Cennano,
Montevarchi (cut into panels ca. 1957-60, only fragments known at
present).'” In view of these comparisons, the suggested date in the
mid-1650s for the NMWA Mater Dolorosa seems fully founded.

Another version of this Madonna image exists in Japan: the so-
called Madonna of the Thumb now in the Tokyo National Museum
(fig.2). This historically important work is plausibly thought to have
been one of the possessions of the Italian missionary Giovanni
Battista Sidotti (1668-1714) who arrived in Japan, on Yakushima
island in 1708, during the Edo shogunate’s strict abolishment of
Christianity.!”) The name of the TNM work derives from the fact
that only the Madonna's thumb can be seen peeping from amidst
her robes. The TNM version has been previously compared to the
version in the Borghese Gallery, but closer comparison can be
made with the version in the Corsini Gallery. In terms of the quality
of execution, the TNM version should be regarded as a studio copy
rather than an autograph work by Dolci. (Michiaki Koshikawa)

Notes

1) See C. McCorquodale, in /I Seicento fiorentino. Arte a Firenze da
Ferdinando I a Cosimo Il (exh.cat.), Florence, 1986, I, p.446, no.1.251.
Regarding the Titian Mater Dolorosa, see H.E. Wethey, The Paintings of
Titian, I. The Religious Paintings, London, 1969, no.76 (Prado version),
no.78 (Teniers type), pl.129 (engraving by Bertelli).

2) 75x62cm. Baldassari 1995, cited in “Bibliography” above, p.126,
fig.37w.

3) 47.5x37.5¢cm. Ibid., p.126, fig.38w.

4) 55x43cm. Ibid., p.126, fig.39w.
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5) Ibid., p.126, fig. 42w,

6) Ibid., p.127, fig.43w.

7) 52x 40em. Jbid., p.125, no.98.

8) Inv.1859-8-6-65; 129 x 130 mm. Jbid., pp.122-123, fig.96a.

9) /bid., pp.122-123, no.96.

10) McCorquodale, cit, under no.1.251. Regarding the fragmented altar-
piece, see Baldassari, op. cit., pp.130-132, no.103.

11) Oil on copper, 24.5x19.6cm. See Teiji Chizawa, Tei Nishimura and
Zenichi Uchiyama, eds., Kirishitan no bijutsu [Ant of the Christian
Mission in Japan], Hobunkan, Tokyo, 1961, p.175, no.172. No.161, on
p.164 of the same book reproduces the first page of Arai Hakuseki's
autograph manuscript copy of the Nagasaki chushin romajin no koto
[On the Roman Reported from the Nagasaki Magistrate’s Office] (Arai
Kiyoshi collection, Owase). This page contains Arai’s rough sketch of
the Madonna painting brought by Sidotti, which is most probably
identical with the TNM work. The author would like to express his
gratitude to Professor Mitsuru Sakamoto for his information on this
book. According to Professor Sakamoto, the Museum of Religious Art,
Cuzco City, Peru, has another version with the same iconography (see St.
Francis Xavier—His Life and Times [exh.cat.], Kawasaki/ Yamaguchi/
Tokyo/Kagoshima/Okazaki/ Nagasaki, 1999, under no.173).
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Vanitas Still Life with Books and a Skull
1663

il on panel
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Monogrammed and dated at lower left: EC 1663
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Hague, 1994, no.13.
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(Proeft my here ende verz |zoek|/my rynicht myne

nieren ende myn./herte want uwe goetheyt is voor/

mynen oghen en ick wandele in uwer/waerheyt ick en

sitte niet by de ydelde/lieden ende en hebbe niet

ghemeyn/schap met de valschen ik hate de/vreghader-

inghe [sic] der boosachtighen./endezitte nie by de

godlozen.)
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Collier was a 17th century Dutch painter of still-lifes and portraits.
He is thought to have studied in Haarlem, and a strong influence
by the realist Haarlem still-life painter Pieter Claesz can be seen
in Collier's early works. Collier's name first appears in a Leiden
document dated 1667, and he is listed on a sporadic basis in the
registers of Leiden painting guilds from 1673 to 1680. It has been
confirmed that Collier was in Amsterdam in 1686, and it is known
that he went to London in 1693. His stay in London was of con-
siderable duration, lasting until 1706, and it seems that he created
trompe l'oeil paintings during that period. It is thought that in his
final years Collier returned to Leiden where he died in 1710.

Collier left a number of standard still-life compositions including
water jugs and glasses, and it seems that during the 1670s he
painted portrait works, but he is best known for his works on the
subject of Vanitas. The theme of Vanitas, with its warning against
the pleasures and vanities of the earthly realm, was so popular that
it formed a separate genre in 17th century Dutch painting, primarily
expressed in still-life paintings. Collier excelled at Vanitas paintings
featuring skulls, globes, and musical instruments, and he also
created a great number of still-lifes featuring books and papers,
which in this context symbolize academic, or worldly pursuits.

The 1660s can be seen as the most important period of Collier’s
career as a painter. There was an increasing amount of repetition



in his middle and late periods, and there was also a serious decline
in his detailed expression during those later years. This work in-
scribed with the date 1663 is from Collier's earliest period and is
considered one of his best works. While revealing a strong influ-
ence by Claesz, undoubtedly Collier also learned a great deal from
the Leiden tradition of detailed depiction (fijnschilder). The various
items placed on the table are all Vanitas symbols. A skull, an ex-
tinguished but still smoking candle, a clock, an hourglass, some
money, broken glass, a Dutch shawn (wind instrument, prede-
cessor to the oboe), and other items are squeezed into the space. At
first glance, these objects seem to be arranged in no particular
order, but a closer look reveals that the composition has been
carefully planned. The books are so detailed that some letters can
be deciphered in the writing on them. The almanac at the far left
of the composition includes the words “..Imanach/...na/Den
Nieuwe...” We can only read the titles, “Sermoon V1" and “Decadis
III" in the large letters written on the right. This book is thought to
be the then widely distributed, Huysboec, Vijf Decadis, by Heinrich
Bullengerius. In addition to partially recognizable words, we can
decipher the writing on the scrap of paper placed in the composi-
tional foreground. This quote from Psalms 26 seems to be the true
message of this painting.

“Proeft my here ende verz [zoek]/my rynicht myne nieren

ende myn./herte want uwe goetheyt is voor/ mynen oghen en

ick wandele in uwer/waerheyt ick en sitte niet by de ydelde/
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lieden ende en hebbe niet ghemeyn/schap met de valschen

ik hate de/vreghaderinghe [sic] der boosachtighen. /endezitte

nie by de godlozen./"

Given its resemblance to a self-portrait dated 1684, it has been
suggested that the portrait on the left-hand page of the almanac on
the left side of the composition may be a self-portrait of Collier. The
painting is in very good condition and can be considered one of
Collier's major works. (Akira Kofuku)
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Pietro Longhi [Venezia 1702-Venezia 1785]
The Indiscreet Gentleman

Later 1740's
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1) Vincenzo Moschini, Pietro Longhi, Milano, 1956, pp.17-18, fig.4.

2) Terisio Pignatti, Pietro Longhi, London, 1969, p.75.

3) Gaspar Gozzi, La Gazzetta Veneta, a cura di Anlonio Zardo,
Firenze, 1957, pp.242-243.

4) Michael Levey, Painting in Eighteenth Century Venice, 3rd ed.,
London & New Haven, 1994, p.142.

Pietro Longhi, whose real name was Pietro Falca, was born in
Venice in 1702. According to the biography written by Pietro’s son,
Alessandro, Pietro first studied painting under the Veronese painter
Antonio Balestra (Verona, 1666-1740). Balestra was the painter who
brought a more classical, academic painting style into late 17th
century Venetian painting, then characterized by its dark palette
and inflexible forms. Longhi’s individuality did not always accord
with Balestra's painting style or his character, and it seems that
Longhi left Venice to travel to Bologna where he continued his
painting studies with Giuseppe Maria Crespi (Bologna, 1665-1747).
Longhi was greatly stimulated by these studies under Crespi, a
painter known for his adept use of light and shadow in his piercing
view of everyday life. Longhi returned to Venice where he suc-
ceeded in creating an epoch-making, yet singularly unspectacular,
painting style which fully conveys the sheer reality of ordinary 18th
century Venetian lives.

The Indiscreet Gentleman first appeared in 1965, in Vittorio
Moschini's monograph on the artist where it was listed as a work in
the Riccio Collection.” Since that initial publication, numerous
scholars have firmly supported both the quality of this work, and its
dating to the latter half of the 1740s. Stylistically, this painting on the
theme of courtship can also be seen as from the same period as a
series of other works on the theme of lovers, The Visitation of the
Procuratore (Metropolitan Museum of Art, New York), The Letter
(Metropolitan Museum of Art, New York) and The Lesson of Music
(Walters Art Gallery, Baltimore). While Moschini has linked this
work to a drawing now in the Venetian Museo Correr (no.511, recto
and verso), Pignatti rejects that connection 2)

According to the conservator’s report written by Sara Walden
on February 17, 1997, there is a tear in the old canvas ground in
the upper section of the painting's background, and she removed
the old varnish from this area and added some retouched pigments
to the area. After making other detailed retouching, she reported
covering the work with a top layer of dammar resin, but she reports
no major damage in the figural areas of the work. In other words,
the work has been maintained in quite good condition.



A standing screen, with a typical 18th century decorative motif
of floral pattern on light green ground, forms the background for a
young woman removing her coat. Two gentlemen carefully observe
the hem of her undergarment exposed in this process, as they gaze
longingly at her actions. This young woman’s pose derives from
Crespi’s renowned “lice picking” pose, while Moschini has taken
that link literally, stating that this woman is in fact, picking at small
insects.

However, is this woman actually picking at lice? At the very
least, the maid in the background holding a water basin, the elegant
clothes of the men peeping at the woman, and the delicately chic
floral pattern of the young woman'’s skirt all imply that this scene is
in a wealthy, as opposed to impoverished and hence lice-ridden,
home. Indeed, the table next to the woman bears a fashionable silk
fan and two perfume bottles.

Longhi’s humor is concealed in this painting. Simply looking at
the pose of the central woman, as seen in other works by Piazzetta
and Longhi, we get a clear image of lice picking. But such an action
is not really appropriate for this womnan. Then, what is this young
woman doing? Thus the painter tantalizes the viewer, naturally our
gaze is drawn to her decolletage, just like the two gentlemen in the
painting. The maid glances at the men with an almost “it can't be
helped” smile on her face. And indeed, she is not simply chastising
the men in the painting, her look is also directed at its viewers.

Whether old or young, male or female, rich or poor, Longhi
never painted the subjects chosen for his works in a vulgar manner;
he always turned a gentle gaze on the human form. In this he re-
sembles his good friends, the representative 18th century Venetian
dramatists, Carlo Goldoni and Gaspar Gozzi, and Gozzi’s son Carlo.
Gaspar Gozzi compared Longhi to Tiepolo? saying that while
Tiepolo depicted (famous) figures from history, Longhi focused
“unadunanza da ballo, una ventura di amore, una discepola di
musica.” In Gozzi's view, both painters depicted their subjects “nella
sua maggior perfezione.” In contrast to these sentiments of 18th
century Venetians, Michael Levey made the following comment.
“His pictures are therefore, with all their undoubted charm, lazy
little pictures: just as the society he pictures is lazy. The world he
sees is in general the enclosed one of affluent people trying to pass
the time.”* The question remains: was the painting perfect or lazy?
In any event, Longhi’s works bring a natural image of Venice in the
18th century to the modern viewer. (Mitsumasa Takanashi)

Notes

1) Vincenzo Moschini, Pietro Longhi, Milano, 1956, pp.17-18, fig. 4.

2) Terisio Pignatti, Pietro Longhi, London, 1969, p.75.

3) Gaspar Gozzi, La Gazzelta Veneta, a cura di Antonio Zardo, Firenze,
1957, pp.242-243.

4) Michael Levey, Painting in Eighteenth Century Venice, 3rd ed., London &
New Haven, 1994, p.142.
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Provenance:
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Wilson, who has been called the founder of British landscape paint-
ing, lived in ltaly during the 1750s where he was strongly influ-
enced by Claude Lorraine and Dught. While his earlier career had
focused on portrait painting, this Italian sojourn can be seen as the
beginning of his career as a landscape painter. A predecessor to
Turner and Constable, Wilson's influence on landscape painting in
Britain was considerable. Along with the joys of the Grand Tour,
contemporary Britain extolled Wilson’s depiction of the landscape
in the style of Claude in his works created during his Italian stay.
After his return to Britain, Wilson created classical style paintings
on the scenes of his native land. Works from his later years, how-
ever, influenced by Dutch painters such as Albert Cuyp, reveal the
growing naturalism, which is coupled with early indications of the
later Romantic movement.

This work was painted in 1754 in Rome and was created on a
direct commission from Stephen Beckingham, then living in Rome.
It seems that Beckingham commissioned four works from Wilson
during this period, with two of the commissioned paintings extant
today. These two works, including this NMWA painting, first ap-
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peared in a Christie’s auction in 1845, and then did not resurface
until their inclusion in a 1982 retrospective on Wilson held at the
Tate Gallery.

For this painting, Wilson selected a variety of classical build-
ings and monuments, not all of them located in Rome, and then
arranged them in a composition reminiscent of his revered Claude
and Dught. The foreground of this painting features the tomb of the
ancient heroes, the Horatii, located in the Villa Appia Nuova, paired
with a sculpture of a woman based on the sculpture at the Villa
Medici. The Villa of the Maecenas is placed in the center of the com-
position, lending the entire work an air of ancient Roman elegance.
It has been suggested that Beckingham sought an image of the rise
and fall of the Roman Empire in the series of works he commis-
sioned from Wilson.

The melancholic mood which pervades this painting was a
standard sentiment that British travelers on the Grand Tour held
towards Ancient Rome. Some scholars have seen this attitude as
a reflection of the conservative political philosophy of the day
towards the decline of civilization. In any event, this painting con-
firms the longing for ancient civilization felt by the British aristo-
cracy of the day, who felt their own culture to be a descendent of
that earlier empire.

With the exception of a handful of 19th century British paint-
ings, such as those by Rossetti and Millais, the NMWA has only had
one earlier British painting, a Reynolds portrait, in its collections.
While there are many obstacles to the museum building a sys-
tematically arranged collection of British painting in the future, we
can only hope that the acquisition of this work will provide further
impetus to such collecting. Finally, while traces of supplemental
brushwork can be seen in the detailed areas of the work, overall
the painting is in a good state of preservation. (Akira Kofuku)
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Ary Scheffer was born into an artistic family then living in Holland.
His father Johann-Bernhardt Scheffer was a German portraitist and
history painter while his mother, Cornelia Lamme was a minia-
turist. From 1806 to 1809, Ary studied at the Drawing Academy in
Amsterdam. He then went to France in 1809. Holland had been
under French rule since 1795, and this led to a great deal of artistic
exchange between the two countries. In 1811 Ary entered the studio
of Pierre-Paul Prud'on and then that of Pierre-Narcisse Guérin,
where he became a fellow student of Géricault and Delacroix. In
1813, Ary entered the Ecole des Beaux-Arts and began entering
works in the Salon in 1812. While his first Salon entry was a land-
scape in the style of David, his later entries, such as Les Bourgeois
de Calais (1819 Salon), Saint Thomas d’Aquin préchant la confiance
dans la bonté divine pendent la tempéte (1824 Salon) and Les
femmes souliotes (1827 Salon) were purchased by the Nation and
through a series of major works he quickly established himself as
a history painter in the Romantic style.

Through the 1830s Scheffer competed heavily with Delacroix in
his creation of works with violent subjects, while at the same time,
he also created a large number of small-scale works for private
patrons. These smaller, more intimate works took up emotional,
anecdotal motifs in line with the Romantic “Petits Maitres” such as
Tassert, Devéria and Collin. He also created a considerable number
of works on themes drawn from British and Germanic literature, by
authors such as Milton, Byron, Scott and Goethe. Scheffer became
internationally famous as a history painter who created large-scale
works upon national commission, as in the case of his 1834 com-
mission to create wall paintings for the Galerie des Batailles at
Versailles or in other major public architecture such as churches
and cathedrals. However, he was then influenced by the liberal
Protestantism and Catholic reform movement of the 1830s and
1840s, led by such men as Joseph de Maistre, de Lamennais and
Montalembert. His later works began to exhibit the moralistic
idealist styles of the Flandrin brothers and Chenavard. Scheffer
had direct and indirect contact with Pieter van Cornelius, Friedrich
Overbeck, members of the Roman Nazare group and the Diisseldorf
school, and there was also clearly a strong connection between him
and Victor Orsel, the Lyon School painter he met in these circles.”

While he joined the circle of the liberal-democratic General
Lafayette, he also briefly became a member of the Carbonari party,
as did the sculptor David d'Angers and others. His support for
political causes can be clearly seen in his paintings created upon
the occasions of the Greek War of Independence (1821-30) and the
Polish Insurrection of 1830-31. In another guise, Scheffer acted as
art teacher to the children of Louis-Philippe of Orléans. It seems
that the older boy Ferdinand-Phillip (1810-42) and the second
daughter Marie (1813-39), both of whom died young, showed
artistic talents and Marie became a sculptor. The July Revolution
of 1830 put Louis-Philippe on the French throne, and Scheffer
maintained an extremely close relationship with Queen Marie-
Amélie and the other members of court, a relationship which lasted
beyond Louis-Philippe’s deposition in 1848. Throughout his life,
Scheffer was opposed to Napoléon III.

This NMWA work is one of the representative works from
Scheffer's Romantic period. The whereabouts of the painting were
unknown until very recently. Prior to its re-emergence, the painting
was known only through a print by Marin Lavigne. The subject of
the work is the Greek War of Independence.

Since the 15th century Greece had been organized as a territory
of the Ottoman Turk Empire, and a growing independence move-
ment developed during the 18th and 19th century. In 1821, the
entire Balkan Peninsula was caught up in a disturbance begun by
the Ypsilanti's Riot, and European nations, focused on France and
Britain, became greatly interested in what was dubbed the Greek
War of Independence. The democratic members of Western society
who had been awakened to the power of the citizenry saw the war
as one seeking independence from an oppressor state. Further,



the Royalists and the conservative, post-Napoléon era Viennese
Congress members also construed the war as a holy war, in which
the Christian world fought against Islamic dominance.

France, wary of Russian and British policies of southerly expan-
sion, seems to have started out on the side of the Turks, and was
not at first in favor of a powerful alliance. However, atrocities
and the continuing victimization of the Greeks, as seen in the
Turkish atrocities of Souli (1803), Parga (1819), Chios (1822) and
Missolonghi (1822-26) united European opinion against the Turks.
Finally in 1827 a three-nation fleet crushed the Turko-Egyptian fleet
at the sea battle of Navarino, and Russia made a unilateral decla-
ration of war on Turkey (Russo-Turkish War), which increased the
violence of the war. The Peace of Adrianople of 1829 then led to the
international recognition of Greek independence at the London
Conference of 1830.

As can be seen by its exhibition history, this work was included
in the Salon during 1827-28, along with the large-scale work Les
femmes souliotes (1827, Musée du Louvre) which won Scheffer's
great acclaim. In 1825 and later years Scheffer displayed Greek
Exiles on a Rock Look Over Their Lost Fatherland (Historical
Museum, Amsterdam) on the subject of the town of Parga’s final
stand, Les Débris de la garnison de Missolonghi au moment de
mettre le feu a la mine qui doit les fair périr (1826, whereabouts
unknown, studies extant in the Dordrecht Museumn) on the siege at
Missolonghi and other similar works. In 1826 he exhibited at least
seven recorded works in an exhibition held at the Gallerie Lebrun,
an event held in support of the Greek War of Independence. Les
Débris..., mentionehed above, was included in this exhibition.
David, Girodet, Géricault, and Gros's works were exhibited, with
Delacroix, five works in the display. His famous La Gréce sur les
ruines de Missolonghi (Musée des Beaux-Arts, Bordeaux) was also
listed as “hors catalogue.”? The 1827 Salon opened the following
November and the NMWA work was one of three exhibited by
Scheffer, along with Les Débris... and Les fernmes souliotes.

The NMWA work depicts a scene in a cave. Centering on a
young woman with arms clasped before her chest, crying as she
prays, the scene shows a group of Greek women raising their hands
in prayer before an image of the Madonna enshrined in a small
shrine. A fierce battle scene and a glimpse of rising smoke appear
through the opening of the cave.

The exact scene depicted is not easily identified, but we can
suggest an extremely close resemblance between this scene and
that described in the poem “Missolonghi” (1826) by Henri Cros.®

“La, docile aus avis du vertueux pasteur,

L'une d'elles prelude aux hymnes de douleurs;

Alors pour prolonger cet oubli de leurs maux,

Elles chantent en choeur sous ces sombres cavaux;

El toutes, unissant leus voix patriotique,

Ont mélé leurs sanglots a ce triste cantique.”"

It is highly likely that this cave scene in the NMWA painting
represents an episode from the final battle at Missolonghi on April
23, 1826, after the long siege. More than 4,000 defenders-soldiers,
priests, and ordinary citizens—were killed during this final battle.
The date of this work, the extremely emotional, and lofty tenor that
floods the scene, and the depiction of the Madonna and Child
painting are also all suggestive of this final battle. After the 1826-27
period and the fall of Missolonghi, there was a marked increase in
the number of political pamphlets, poems, prints and paintings
created on the subject of the Greek War of Independence, and this
period also marked the beginning of the idea that the Greek victims
of the war were Christian martyrs. Thus it is extremely natural
for us to consider this painting to be on the subject of the fall of
Missolonghi. As in the NMWA work, all of the prints of Raffet,
Plattel, and Odevaere’s paintings, and all of the many other works
created during this period on the subject of Missolonghi share a
common passionate focus on martyrdom and the defense of the
Christian fate® In any event, it is noteworthy that Scheffer’s work
was created during this peak period of fervent European, and
particularly French, interest, in the Greek War of Independence.
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On the other hand, an examination of the composition of this
painting Scheffer's dramatic use of diagonals indicates that is a
distinctly Romantic style work. The picturesque motif of a cave, one
redolent in contrasting light and shadow, frequently appears in
Scheffer's works, and those of Granet, Le comte Auguste de Forbin
and others. The dark space in the foreground emphasizes the fate
awaiting the heroines of the work. In contrast to the somber subject
matter, Scheffer here uses a bright, warm palette in the Delacroix
style, giving a jewel box-like beauty to the entire composition.

Immediately after Scheffer painted this work, it was purchased
by his patron Louis-Philippe, Duc d'Orléans. This is confirmed by
the 1827-28 Salon catalogue which notes “Mgr. d. d’'Orléans” next
to exhibit number 943. The two monograms, composed of initials
“LPO" and a crown mark, also appear on the back of the painting's
canvas. Antoine d'Orléans (1824-90) was Louis-Philippe’s youngest
child and became the head of the Spanish Duc de Montpensier
family, and he finally bought this painting from the auction of his
father's holdings and added it to his own collection in Spain.

(Akiya Takahashi)

Notes

1) Leo Ewals, “La carriére d'Ary Scheffer, ses envois aux Salons parisiens,”
in exh.cat. Ary Scheffer 1795-1858, Paris, Institut Néerlandais, 1980, pp.
20-23.

2) An exhibition sponsored by the Société Frangaise philanthropique en
faveur des Grecs. The exhibited works, including those by Scheffer, did
not necessarily have to be on a Greek subject. Three of the five works
exhibited by Delacroix were on a Greek subject. This exhibition was
dubbed the "Greek Salon.” For further information on this exhibition,
see Valérie Bajou, “Les expositions de la galerie Lebrun en 1826 in
exh.cal. La Gréce en révolte, Delacroix et les peintres frangais 1815-1848,
Bordeaux/ Paris/Athenes, 1996-1997, pp.51-58, pp.267-282.

3) Nina Athanassoglou-Kallmyer, French Images from the Greek War of In-
dependence, 1821-1830, New Haven/London, 1989, pp.102-105.

4) Henri Cros, Missolonghi; Poéme dédié a M. le Vicomte de Chateaubriand,
Paris, 1826, pp.10-11, cited by Nina Athanassoglou-Kallmyer, op. cit., p.104.

5) Nina Athanassoglou-Kallmyer, op. cit. pp.66-102. The author also notes
the fusion of images from classical antiquity and Christianity in Dela-
croix’s La Grece sur les ruines de Missolonghi.
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The "Claude Lorrain and the Ideal Landscape” exhibition was held
to commemorate the opening of the museum’s new Special Exhibi-
tion Wing. This exhibition focusing on Europe’s most important
landscape painter included 44 oil paintings and 45 prints and
drawings which range in date from the artist's earliest to final
periods. In addition, approximately 30 works were included to
show the painters who experimented with landscape painting in
Rome prior to Claude’s work, examples by Claude’s contempora-
ries, and those in the “Claude lineage" as late as the 19th century
painter Corot.

The museum’s decision to build a new Special Exhibitions Wing
was made during the planning of the Claude exhibition and this
meant a postponement of its opening. In addition, the Zurich
Kunsthaus expressed interest in being an additional venue for the
exhibition (after several months this interest was retracted, and in
the end this exhibition did not travel to Switzerland.) Then, just
before the exhibition opened, the Tate canceled its loan of a work
by Turner, and thus we can see how the entire exhibition planning
process was fraught with change. Finally, the exhibition was open-
ed in what was essentially its originally proposed form. The mu-
seum would like to express its heartfelt gratitude to Prof. Roethlis-
berger of Geneva University for his considerable efforts towards the
realization of this exhibition.

This exhibition was planned around two concepts. One, the
exhibition should be constructed in such a manner as to allow a
clear understanding of the two fundamental elements of Claude as
an artist—that he was a “northern style painter” originally from the
Lorrain district in France, while, at the same time, he was a “Roman
painter” who spent the majority of his career in Rome. The second
goal of the exhibition was to provide a concrete demonstration of
how Claude’s ideal landscape form left a strong impression on later
European landscape paintings. The exhibition essentially fulfilled
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its first goal. While it was not easy to borrow works from Claude’s
late years, and there were a considerable number of loan refusals
from museums, we were, in the end, able to borrow works of the
1660s and 1670s from the National Gallery, London, the Manchester
City Art Museum, the Pushkin Museum, the Hermitage and the
Chicago Art Institute. These works allowed visitors to the exhibition
an opportunity to fully appreciate the fascination of Claude's mag-
nificent late works, his classical mythological landscapes created
primarily for the Italian aristocracy. Our understanding of this artist
was also greatly assisted by the fact that the Holkam Halls kindly
lent Coast View with Perseus and the origin of Coral, which is the
pair to the work in Chicago.

Claude’s aspect as a northern painter is that which most fas-
cinates the author and planner of this exhibition, and thus the
exhibition included a large number of his early works from the end
of the 1620s to the early 1630s. It is my humble hope that this dis-
play contributed in some manner to the clarification of the as yet
unclear elements of Claude’s early artistic formation. Further, the
inclusion of the Metropolitan’s small, realistic work View of La
Crescenza, provided an important confirmation of Claude’s ability
at naturalist painting techniques.

The exhibition was, unfortunately, somewhat less successful in
terms of its second goal. This failing was due to the fact that only a
small number of paintings could be used to show the progression of
Claude’s ideal landscape forms in the works of other artists. While
the author would have preferred a more substantial showing of
Dutch Italianate landscape paintings and British landscape paint-
ing, there were many subtle issues about the degree to which one
can indicate Claude’s influence on these works. There was the
further concern that their inclusion might overly dilute the exhibi-
tion’s focused content. However, the superb Asselijn landscape and
the Louvre’s best work by Patel, in the end, satisfied this area
of interest.

Finally, | would like to announce that Dr. Humphrey Wine of
the National Gallery, author of one of the exhibition catalogue
essays, has published a review of the exhibition in the Burlington
Magazine. (Akira Kofuku)

[Catalogue]

Written and edited by Akira Kofuku/Yukitaka Kohari (Curator of the
Shizuoka Prefectural Museum of Art; Guest Curator of NMWA)

Claude Lorrain and the Enchanted Landscape/Shuji Takashina

Claude Lorrain—An Introduction /Marcel Roethlisberger

Metaphors for Mood and Meaning in Claude’s in Claude’s Landscapes/
Humphrey Wine

Claudio de Lorena y el Palacio del Buen Retiro de Madrid/Juan J. Luna
Early Claude and his Northern Connections /Akira Kofuku

Claude Lorrain and the Oil Sketch/ Yukitaka Kohari

Produced by Cogito Inc.

Transportation and installation: Yamato Transport
Display: Tokyo Studio
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The plan for this exhibition was quite clear. It was hoped that the
similarities and differences between Goya and others would be
clearly revealed through the exhibition of prints created throughout
Goya’s life (1746-1828) together with other, related prints. There
was also a hope that such an exhibition would reveal whether or
not Goya actually created his own unique visual world for himself,
and provide us with tools for an understanding of the secrets of his
immensely imaginative powers.



There were 296 prints exhibited (counting the British Museum's
Cedn Bermiidez Alburn as one work, and given that circumstances
prevented the display of catalogue number 248). Of these, more
than 40 percent were by Goya, and the rest were mostly Spanish
prints from Goya's period, or prints by his predecessors from vari-
ous European countries, such as those by Callot, Hogarth, Piranesi,
G. D. Tiepolo and others.

The most difficult aspect of this exhibition was its overall organ-
ization. In order to reveal both the “contemporaneousness” and
the “uniqueness” of Goya’s works, there was a need for an overall
chronological arrangement, along with sectional groupings which
would allow comparison between Goya’ prints and those by other
artists in terms of subject, composition, motifs, methods and use.
These sections were 1) Official prints—Diffusion of Images, 2)
Prints as a Subculture, 3) The Pleasures of the Bullfight, 4) The
Misery of War, and 5) Challenge to New Prints. These sections fully
convey Goya's unique imagination, and show his ability to move
between “high” and “low” art forms. He was clearly inspired by folk
prints and contemporary incidents.

The organizer's fullest realization of these exhibition goals
came in “Prints after Velasquez" of the first section, with its clear
expression of the difference between Goya'’s “interpretative” prints
of Velasquez paintings, and other artist's “reproduction” prints of
the same paintings. Other successful sections included those which
presented the relationship between the Caprichos print series and
the genre prints of the day, the Disasters of War print series and
earlier war prints by Callot, Romeyn de Hooghe, and contemporary
incident prints which were distributed in great number during this
period.

A gap of more than thirty years existed between the test print-
ings of the print series Disasters of War and Follies made during
Goya's life time and their final published first edition after his death.
The largest disparity between these two different versions of the
same images can be found in their handling of light and shadow. In
terms of Disasters of War, this exhibition compared the test edition
sel of the Cedn Bermtidez Albumn in the British Museum with the
various prints in the NMWA collection. Unfortunately, test prints of
the Follies were not available to this exhibition. While originally
the display of many of Goya's lithographs was intended to wrap
up the end of the exhibition, the number actually exhibited was
much smaller than originally anticipated. It was a considerable dis-
appointment that the Colossus with the expression of Goya's
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frightening imagination could not be included in the exhibition.

In spite of these disappointments, the exhibition was epoch-
making, transforming the 19th century Romantic interpretation
of Goya. The exhibition made possible a new understanding of
Goya as an artist who reacted sensitively to the events in the world
around him, and to an understanding that it was this potent motive
force which led to his prolific artistic career. The exhibition also
fully conveyed the remarkable recent advances in Goya scholarship
and the growing maturity of the NMWA print collection. A sym-
posium commemorating the exhibition was held on January 12,
1999, at the NMWA. (Koji Yukiyama)

[Catalogue]

Written and edited by Koji Yukiyama/Ryo Kinoshita (Associate Professor of
Showa Woman College; Guest Curator of NMWA)

The Modernity of Goya the Graphic Artist/Shuji Takashina

Goya: Artist of His Time and Artist beyond His Time—Introduction/Koji
Yukiyama

Lo popular en la obra grabada de Goya/Valeriano Bozal

La estampa en Espana en el siglo XVIII/Juan Carrete Parrondo
Background to the Production of Los Caprichos: Goya as Creator of Original
Prints/Akira Kinoshita

Goya y la Guerra/Jesusa Vega

Subversion and the Carnival Spirit in Goya’s Disparates /Nigel Glendinning
Goya y el Arte de la Litografia/ Jesusa Vega

Transportation and installation: Nippon Express, Ltd.
Display: Tokyo Studio
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There are many important examples of western art in Japanese
private and corporate collections today. However, with the excep-
tion of those which have been donated or loaned to museums, it
is an unfortunate fact that very few of these paintings can be seen
by the general public. This study exhibition was organized with
the dual goal of actively seeking out these “hidden” collections of
western art, and providing opportunities for the public to increase
its understanding of western art. Thanks to the generous cooper-
ation of Asahi Breweries, Ltd., the NMWA borrowed three works
from their collection for an experimental exhibition, the first of its
type held at the museum.

The question of how to select paintings arose in the planning
phases of this exhibition. As the paintings would be exhibited in
a section of the museum’s Permanent Collection galleries, the
selected works would have to supplement those in the museum'’s
collection, while also being somehow relevant to them. Also, given
the study exhibition nature of the proposed project, the selections
could not simply represent the lending collection, there needed to
be some internal link between the works chosen. As was happily
the case, the Asahi collections include a considerable number of
superb early 20th century figural paintings, and thus an appropriate
theme was found.



Three oil paintings, Georges Rouault's Aristocratic Pierrot, Pablo
Picasso’s Crouching Woman and Modigliani’s Portrait of a Young
Girl (Jeanne Huguette) were exhibited. With the exception of the
Modigliani, this exhibition was the first public display of these
paintings in Japan. All three of the works have been well published,
and we can say that each is of representative caliber in terms of
their respective artist's oeuvre. The clowns painted by Rouault are
widely known and popular in Japan and there are quite a few small
canvas versions of this subject, including the three exhibited in the
NMWA'’s Permanent Collection galleries. In contrast to these small
versions, the Asahi collection Rouault is painted on a large canvas
and is an important indication of the monumental aspect of
Rouault’s clowns. The Asahi Picasso is a work of his “Blue Period”,
examples of which are very rare in Japanese museum collections.
The work depicts a typical subject of Picasso’s figural paintings of
the Blue Period, the poor woman crouches by the side of the street.
The juxtaposition of this early painting against the NMWA collec-
tion figural examples from Picasso’s later period conveyed one
element of Picasso’s lifelong artistic transformations. Unfortunately
the NMWA collection does not include any paintings by the Ecole
de Paris painter Modigliani. Durling the exhibition, this lack was
fortunately filled by the Asahi Modigliani, while also forming a nice
contrast with a figural painting by his friend, Chaime Soutine, in
the museum collection.

Given the small nature of this exhibition as a supplement to
the museum’s Permanent Collection galleries, and the situation at
the lending organization, only three works were included in this
study exhibition. In spite of this restricted scale, the long six month
installation of the works meant that a considerable number of
people were able to view them. While there was some concern that
the project would be criticized as a form of corporate advertising, we
can happily report that this exhibition met with extremely favorable
reactions. There were some who expressed surprise that Japanese
corporations possessed such superb collections, and there was great
interest expressed in future exhibitions based on such collections.

(Masayuki Tanaka)

[Booklet]
Written and edited by Masayuki Tanaka
Produced by Insho-sha Co,, Ltd.

Transportation and installation: Nippon Express, Ltd.
Display: Tokyo Studio
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Summer Programs for Children

Autumn of this fiscal year saw the re-opening of the expanded
museum facilities. As preview to the Autumn opening, some of the
museum’s permanent collection galleries were opened on April
28th, and two programs, “Communicating with the Body"” and “The
Mystery of Color,” designed to help children enjoy the permanent
collection installations, were held during the summer school holi-
day period.

“Communicating with the Body” was a two-part workshop
which helped participants focus on the poses and forms of figures
seen in art works on display. In the first part of the workshop, a
body work specialist led participants in various games designed to
help them move their bodies and use their bodies to express things,
events and other concepts. This relaxed the participants and also
acted as a warm-up for consideration of how the various shapes and
forms of the people in the paintings expressed feelings and revealed
their backgrounds. For the second part of the workshop, the par-
ticipants were divided into three groups, and each group, accom-

j2

panied by a museum staff member, observed the poses of people
and their surroundings in the paintings. The children relaxed both
physically and mentally through the opening body work and this
helped them get over any nervousness they may have had about
the unfamiliar museum environment and their new companions.
Thus, the children were able to respond more actively to the works
in the galleries, expressing their opinions and reflecting interest
in the works overall, not just those depicting human figures.

Like the “Communicating with the Body” workshop, the “Mys-
tery of Color” workshop also followed a two-part format, this time
focusing on observing color effects and their power in paintings. For
the first part of the workshop, participants were divided into three
groups, each group using a worksheet to help them orient them-
selves to the gallery while considering questions about “spatial
expression through color,” “the visual mixing of colors.” and “mood
and feeling expression of shading through colors” connected to
three paintings. Afterward each group was accompanied by a mu-
seum staff member as they confirmed their answers to the work-
sheet questions and looked at other paintings in the gallery to
consider the same questions. In the second part of the workshop, a
textile artist led the participants in the creation of works using the
artist's methods of assembling fragments of printed fabric. Thirteen
different colors of printed materials were prepared, and each of
them was cut into 7cm square chips. The participants selected the
color chips which best matched the feeling or thing they wanted
to express, and they created their own works by arranging and
layering these color chips on white boards. Finally, the participants
glued the color chips to the boards, and the entire group shared the
pictures created. (Yoko Terashima)

[Overview of Educational Activities]

1) Lectures
Lectures held on the occasion of the “Claude Lorrain and the
Ideal Landscape” exhibition
each lecture: 2:00—3:30 pm, Lecture Hall, free of charge,
maximum audience per lecture: 145

1. September 16th (Weds.)

“Claude Lorrain—Master of Landscape Painting of the 17th
Century”

Marcel Roethlisberger, Professor, Geneva University

2. October 17th (Sat.)
“Inventor of a Charming Landscape”
Shuji Takashina, Director, NMWA

3. November 7th (Sat.)
“Claude Lorrain—Ideal and natural”
Akira Kofuku, Chief Curator, NMWA



“Research on Dutch art and imformation processing”
Lectures held under the auspices of the Agency for Cultural
Affairs, Program of Inviting Overseas Artists and others to
Japan
March 24 (Weds.) 1:00—5:45, Lecture Hall, free of charge,
maximum audience: 150

1. “On the shoulders of a giant...: art history information
online: Van Eyck and other approaches”

Jan van der Starre, Advisor on cultural information retrieval,

Rijksbureau voor Kunsthistorische Documentatie

2. “'Landscape’: new databases and the Dutch art market of
the 17th century”

Reindert Falkenburg, Vice-Director, Rijksbureau voor
Kunsthistorische Documentatie

Sponsored by the NMWA, Eastern Division of the Japan Art
History Society, and Japan Art Documentation Society,
Patronaged by the Western Art Foundation

2) Symposium
“Goya: Artista de su tiempo y artista tinico”

January 12 (Tues.) 1: 00—4:00, Lecture Hall, free of charge,
maximum audience: 150

Commentator: Yasujiro Otaka, Professor, Sophia University,
Tokyo

Panelists: Nigel Glendinning, Professor Emeritus, London
University
Juan Carrete Parrondo, Director, Calcografia
National, Madrid
Jesusa Vega, Associate Professor, Compretense
University, Madrid
Koji Yukiyama, Vice Director, Aichi Prefectural Art
Museum
Akira Kinoshita, Associate Professor of Showa
Women's University /Guest Curator of NMWA

3) Gallery Talks

“Claude Lorrain and the Ideal Landscape”
Each held 5:00—5:40, Exhibition galleries, maximum
audience: 30, free with exhibition admission ticket
Sept. 18 (Fri.), Oct. 16 (Fri.), Nov. 20 (Fri.)

4) Slide Talks
“Goya: Artista de su tempo y artista unico”

Each held 5:00—5:40, Lecture Hall, maximum audience per

talk: 150, free with exhibition admission ticket

Jan. 22 (Fri.): Koji Yukiyama, Vice Director, Aichi Prefectural

Art Museum

Feb. 19 (Fri.): Akira Kinoshita, Associate Professor, Showa
Women's University

5) Creative and Experiential Programs

“Summer Programs for Children”
1. Communicating with the Body
1:00 pm—4:00 pm; Elementary school 3rd to 5th graders;
number of participants per program: 15

Jul. 23 (Weds.), Jul. 28 (Weds.)

Led by: Keiko Tada, Actress, director, principal in the theater

group “Kamonegi Shot"

Aug. 4 (Weds.), Aug. 11 (Weds.)
Led by: Takashi Kitajima, Director, principal in the theater
group "Afutafu Berban”

2. The Mystery of Color

1:00 pm—5:00 pm; Elementary school 5th graders through
middle school students; number of participants per program: 15

Jul. 24 (Fri.), Jul. 31 (Fri.), Aug. 7 (Fri.), Aug. 14 (Fri.)
Led by: Ryoji Kato, Textile artist, lecturer at Dressmaker
Gakuin and Sugino Women's College
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The NMWA's information services activities fall into two categories:
the collection and organization of research materials, and the
operation and management of the museum’s information systems.
Two accomplishments were noteworthy in fiscal 1998: the retro-
spective conversion of catalogue data on library books reached the
first stage of completion, and the museum opened its new Digital
Gallery.

1) Retrospective Conversion of Catalogue Data on Library Books

The project to carry out retrospective conversion of data on books
already in the museum collection began in fiscal 1996. With the
conversion of data on 6,828 volumes in fiscal 1998, a total of 18,812
volumes now have computerized data. Online data has now been
prepared for essentially the entire collection of books catalogued
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under the old card system, except for damaged volumes and those
in the Cyrillic alphabet. The first stage of retrospective conversion
has been completed. In terms of cataloguing newly acquired books,
the card catalogue was frozen as of December 1997 and, after a
preparation period, true online cataloguing in the framework of the
library information system, LibVision, was put into use in April
1998. During the 1998 fiscal year, a total of 715 new volumes were
catalogued on the new system. While the information in this system
became accessible and searchable at all staff terminals in the mu-
seum in fiscal 1997, with the completion of the correction and
loading of the data entered in the third year of the project, users
were finally able to search and access data on approximately 20,000
volumes, including new materials, in September 1999. Fiscal 1999
has seen work start on the retrospective conversion of periodicals
data.

2) Establishment of Digital Gallery: Super High-Definition Image
Retrieval and Display System (see separate report)

3) The Operation and Management of the Museum Information
System
The museum now operates various computer systems, including
the library information system (LibVision), the art information
system, e-mail facilities, and an Internet web site. In cooperation
with the museum'’s education staff, the museurn opened its web site
to test operations on November 29, 1996, and the site was opened
formally to the public on April 28, 1998. In addition, a floor map of
display galleries and the names of works in the Permanent Collec-
tions galleries were added to the site in September 1998. The total
hit count for fiscal 1998 was 569,228 hits, including 59,007 hits to



the Japanese front page of the site. The monthly averages were
47,436 total hits per month and 4,917 hits to the Japanese front

page.

4) Installation of Equipment in the New Library Browsing Corner
With the opening of the new Special Exhibition Wing, the museum
established a library including both space where visitors can ex-
amine and study reference materials and the stacks. The outfitting
of these spaces entailed installing mutli-tier stacks and fitting the
space with reading desks, chairs, book shelves, and storage cabi-
nets. Our plans for the next fiscal year include the installation of
magazine racks in the viewing space, lockers for use by outside
visitors, and installation of terminals for an OPAC (Online Public
Access Catalogue). While the Browsing Corner was established in
the eastern section of the Main Building Lobby during fiscal 1998,
it was not actually open for public use until fiscal 1999.

5) Other Activities

June 24, 1998: 18th Meeting of the Information Systems Committee
(external committee member, Mr. Masahiko Suzuki, Japan Science
and Technology Corporation)

February 23—March 7, 1999: Survey of Users of the Art Hi-Vision:
Image Retrieval System on Major Works in the Collection (total
number of survey responses: 129)

March 17, 1999: 12th Roundtable Discussion on Information
Services (speaker: Mr. Saburo Kimura, Nihon University, (talk was
in Japanese) “Expectations of the NMWA's provisional Information
Center for Western Art Research: Considered in terms of the infor-
mation collection and public access of materials in the Nihon
University's Art Department’s Library”

March 24, 1999: Public lecture, Research on Dutch Art and Infor-
mation Processing (see Educational Activities report for details)

®Digital Gallery: Super High-Definition Image Retrieval and
Display System

The NMWA established a Digital Gallery: Super High-Definition
Image Retrieval and Display System during fiscal 1998. This new
service represents an updated and more sophisticated version of
its earlier Art Hi-Vision system. The NMWA Digital Gallery marks
the first installation of such a system at a Japanese national mu-
seum, and it can also be considered pioneering in international
museum circles for providing public access to a true high-speed
LAN-based system.

[Background]

In 1992 the NMWA began the Art Hi-Vision: Image Retrieval System
on Major Works in the Collection as a service to the general visitor
to the museum. This was a “stand-alone” visual database system
(one unit) operated by touch panel-based menu which allowed a
user to search for images of works in the museum’s permanent
collection. These images were displayed in high resolution on a 36
inch hi-vision monitor, along with a display of basic data on the
work and an explanatory text. At first, 90 works in the museum
collection were accessible through this system, and by the end of
1998, this number had risen to 154.

In the interim, from fiscal 1994 through fiscal 1997, the museum
received a Ministry of Education Grant-in-Aid for Scientific Re-
search and built the Image Processing and Database System for
Western Art Research. In addition to the digitalization of microfiche
images and a system for displaying a painting in actual size, this
project created a database which allows the introduction of appli-
cation tools for image categorization and artist name descriptions.
In fiscal 1995, the museum went on to create a system covering
all aspects of the museum'’s functions—a “museum information
system"—including a library information system, art information
system, and Internet web site and e-mail system all operated on a
LAN. In fiscal 1997, the museum conducted a joint-research project
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with Toppan Printing Co., Ltd,, “a survey of super high-definition
image systems in art museums,” studying new methods for ex-
plaining art works. This project tested the re-creation of extremely
fine lines in a printed art work, and the comparison of color photo-
graphs of an art work with X-ray images of the same work on a
super high-definition monitor.

The results of these investigations and the experience garnered
from the operation of Art Hi-Vision encouraged the museum to
create a new system with the following features:

1) A display system with a higher resolution monitor than that

used in Hi-Vision

2) Data access from multiple terminals on a large-capacity, high-

speed network

3) A simple system for the addition and correction of data

4) A system more broadly expressive of western art history and

whose contents would include related and other works, in
addition to its core images of works in the NMWA collection

[The Process of Creating and Operating this System]

In the midst of this project, funds received from the fiscal 1998
Supplementary National Budget made the construction of the sys-
tem possible within fiscal 1998. The Information System Committee
considered the relationship between the new system and existing
systems, the contents of the new system, and other issues, and
these deliberations resulted in the construction of the system
described below, one slightly different from the ideal system noted
above.

1) The new system replaces the Art Hi-Vision system.

2) In addition to the retrieval system for use by general visitors
to the museum, the new system includes facilities for cura-
torial research, editing, input and output of data.

3) The contents utilize the original digitalized data of works of
art in the collection which had been used in Art Hi-Vision,

4) The retrieval software and user interface for general museum
visitor use is an improved version of that used in the Art Hi-
Vision system.

As part of the transfer of the contents from existing systems,
the new system’s features which allow for the enlargement of image
details was used to create new detail images from existing data.
In addition, the color balance on sample images was corrected
and all the other images were automatically transferred to the new
system using the corrected data. With the cooperation of related
curatorial specialists, all accompanying data and explanatory texts
were updated and improved.

In March 1999, the new system was named the Digital Gallery:
Super High-Definition Image Retrieval and Display System and
installed in a space on the east side of the Museum'’s first floor lobby,
adjacent to the Browsing Corner. Two terminals for use by general
museum visitors were placed in this new setting, and a single
terminal for curatorial and editorial use was placed in the computer
room on the Bl level of the Special Exhibition Wing. These various
terminals are all connected on a Gigabit Ethernet. With the com-
pletion of network and security tests and the design of facility
signage and explanatory leaflets, a press conference was held and
the Digital Gallery was opened to the public on May 18, 1999.

Public access to Art Hi-Vision ended on March 7, 1999 and the
facilities have since been moved to the computer room for occa-
sional educational use.

[An Overview of System Features]
At general visitor terminals, the user selects from a menu displayed
on an LCD panel. This allows the user to view the desired image
data, information and explanatory text regarding 154 of the mu-
seum’s paintings on a 2,048 x 2,048 pixel (20 inch square) super
high-definition monitor. Menu items include artist name, thematic
category, period, and subject/motifs. The search menu and dis-
played text data can be viewed in either English or Japanese.

The selected image data is transferred at high-speed in an un-
compressed state from the museum’s computer room’s image



server, and appears in less than 0.8 seconds on the monitor’s super
high-definition screen. Various data display options are offered,
including “Explanatory text,” which includes image, basic infor-
mation, and explanatory text, “Whole view" which displays only
the whole view of the image, and three types of “Enlarged detail,”
providing detailed images from the work of art. When images cover
the entire monitor screen, the file size of the full image and the
various enlarged details of the image amount to approximately
12MB of data. This data is reduced from approximately 60MB of
data stored on each work of art.

One terminal of the same type has been installed for curatorial
(editorial) research, and this facility also has an image server
(Windows NT server) fitted with a 164 GB hard disk. The database
was created using Oracle 8. This curatorial-use terminal is also
loaded with software to enlarge details from any part of the image.

While both general user and curatorial user terminals are fitted
with LD players and speakers and applicable video and audio
software, these features will not be available for public use until
appropriate changes have been made in the use environment
and the necessary software adaptations and production made for
general users.

[Issues for Future Resolution]
The following points were noted six months after the Digital Gallery
was opened.

(Hardware)

1) An increased number of terminals is desirable. Normally visitors
are seen waiting to use the terminals and clearly the two ter-
minals currently in use do not meet demand.

2) While the monitor resolution is generally favorably received,
larger monitors and those which can reproduce the texture of
the original paintings are desirable.

(Software)

3) Some possible improvements to the search and retrieve program
include adding current location information on each work, such
as gallery location or loan status, and the possibility of a search
option for each gallery of the current permanent collection in-
stallation.

4) Revise user data tabulation. Currently, access data can be tabu-
lated on the hits for each work of art, but if the number of users
and amount of use time could be automatically recorded, this
information could be used to improve the system,

5) Improve the automatic alarm to the system manager when sys-
tem, including network, problems arise.

6) Make the feature which allows detail enlargement from any part
of the image available on the general user terminals, in addition
to its current use on the curatorial terminal.

7) A display of the ratio of image size to actual size (rate of reduction
or enlargement) could be included.

8) Allow for comparison display of multiple images or related
images.

9) Make video and audio software available on general user ter-
minals.

In addition to increasing the number of art works of art accessible
in the system—and the inclusion of other media such as prints,
drawings and sculpture—we can anticipate the resolution and
realization of the issues noted above.

Chart 1
Basic Specifications of the Digital Gallery: Super High-Definition
Image Retrieval and Display System

Basic structure: Client-server type
Server: 1, Clients: 3 (2 for general public use)
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Display unit: Super high-definition display: Japan Radio NWU-91A
(functional display area: 28 inches, 2,048 x 2,048
pixels, 16.7 million color display, 60 Hz, non-interlace)
LCD display with touch sensor for retrieval:
TSD-T15-M (size: 15 inch TFT color LCD panel,
1,024 x 768 pixels, 16.7 million color display)
Super high-definition image viewer (detail enlarger
from any part of the image): PFU Gigaview (only at
curatorial terminal)

Processing units: For use with super high-definition retrieval

(3 terminals): Japan Radio NWP-654
(Windows NT Workstation 4.0; Pentium Il
processor /400 MHz)
RAM: 1,024 MB, HDD: 13.1 GB
SHD display board: (JRC CKA-106) PCI bus-slot
Display rate: 0.79 sec/12MB BMP format image
Retrieval use (three terminals) Compaq AP-200
(Windows NT Workstation 4.0; Pentium II
processor/ 350 MHz)
RAM: 64 MB, HDD: 6.4 GB
Storage (one unit): Japan Radio NWP-6000
(Windows NT Server
4.0+ Oracle8, Pentium II
Xeon processor/400 MHz)
RAM: 1,024 MB, HDD
163.8GB (RAID/5)

‘Transmission: Image transmission over Gigabit Ethernet

Text transmission: 10/100 Base-TX

Contents: 154 major paintings in the NMWA collection

Information per painting: 5 super high-resolution
images (BMP format: image with explanatory text, three
types of enlarged details, whole view, 12MB

per image)

(Index image: 256 x 256 pixels, Image for detail
enlargement selection: 640 x 640 pixels)

Creation of original data 1: Scanned in with a scanner
used for printing (Dynamic range: over 4.0)

Storage of data: Citex CT2T format (60 MB per painting,
saved on MT)—TIFF format (stored on MO)

Creation of original data 2: Scanned with a RGB drum
scanner

Data storage 2: TIFF format (stored on MO)

Data used: Data from TIFF format above reduced and
resampled with Photoshop

Entire image: 12 MB per painting (BMP format)

Management of contents, transport method and format:

1) Present contents: Original data: 4 X 5 color transparencies of
NMWA works were digitalized by outside firm. Text data: data
entry by outside firm

2) Contents to be added in future: Original data: 4 x 5 color
transparencies of NMWA works will be digitalized by outside
firm. Text data: data entry by museum staff

3) Re-photography of works to be done in the future (the use of
8 x 10 color transparencies is being considered)

(Hiroyuki Hatano)
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By far the most important conservation work conducted during
1998 was the seismic preparedness work on Rodin’s The Gates of
Hell which accompanied restoration work on the sculpture. This
conservation and preservation project differed from previous con-
servation activities taken by the museum, and was on an unprece-
dented scale in terms of its disaster prevention aims.

This project consisted of the following aspects: fitting the sculp-
ture with base isolation devices, construction of a pedestal suit-
able for display purposes, construction of the area surrounding the
sculpture installation, including plantings and other elements, and
conservation work on the sculpture itself, including surface work
and the replacement of the weakened steel support structure. “The
balance between conservation concepts and architectural con-
struction” became the key concept in realization of this integrated
project.

Contracting for the base isolation device was open to general
construction-job style bidding, and hence did not allow for the
specific statement of technical conservation issues in the pre-bid
process. And indeed, the final form of the device was not that
recommended by the successful bidder, Takenaka Corporation.
Rather, the curatorial department member in charge of the project
and the Yokoyama Consulting Engineers staff compiled this solu-
tion from quality and function specifications materials provided by
11 companies. Examination of the technologies currently employed
in base isolation equipment revealed that while many types are
currently in use, the majority have been devised as indoor flooring
base isolation units. Given the outdoor setting of the Rodin sculp-
ture, it was necessary to determine which characteristics and func-
tions were suitable for outdoor conditions.

The Takenaka staff fully recognized that this construction work
would be carried out directly on a work of art, and we were com-
pletely satisfied with the care they took in reaching mutual agree-
ment on actual project plans and fittings and in their appropriate
handling of the entire procedure. | believe that we achieved the best
possible results in this project.

Further, | believe that the ideal results acheived in this project
were largely thanks to the individual care and special consideration
taken by each of the superbly skilled technicians who actually
worked on the project.

In addition to the Rodin work, as seen in their project reports,
the conservation department carried out an extremely varied array
of conservation work this year, but, in particular, a large number of
works on paper were handled this year.

This year also witnessed the following areas of conservation
work not discussed in standard conservation reports: the strength-
ening of frames and fittings in order to prevent damage to exhibited
works and those out on loan, and the arrangement of protective
environmental fittings as part of the museum’s overall philosophy
of preventive conservation work. Particularly in the case of temper-
ature and humidity sensitive works going out on loan, preventive



work meant fitting protective glazing which would protect the work
from external forces, and the creation of climate boxes which
control humidity and temperature. Sensors and data loggers were
fitted so that changes in temperature and humidity could be moni-
tored and any resulting changes in the art work prevented. Tsukada
and Kawaguchi are presently researching climate boxes as part of
a Grant-in-Aid for Scientific Research (A-2) begun in fiscal 1998.
Efforts are being made to ensure that climate conditions remain
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constant in the newly opened Special Exhibition Wing, particularly
when there are large numbers of visitors in the galleries. The
enlarged scale of the Main Building, New Wing, Special Exhibition
Wing and the museum sculpture forecourt has led to an increas-
ingly complex situation in terms of the management of the pro-
tective environment for works of art, and consideration has now
begun on how to systematize management of functions and thus
improve their efficiency.

(Kimio Kawaguchi)
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PO LT

List of New Acquisitions

W A
Purchased Works

XN F—7 [1591-1666]
(VT TDOEELDT 4T
1650561

iz, #sy A

120.5 % 102em

Guercino (Giovanni Francesco
Barbieri, called) [1591-1666 |
David with the Head of Goliath
1650

Oil on canvas

120.5 % 102cm

1.1998-1

A FF | 1616-1686 |
(AEL 2O

1655441

ih#z, Ay

B2.5x 67cm (Wil T2 )

Ay 2 2 BETIC & iA 7

Carlo Dolci [1616-1686]

Mater Dolovosa

. 16565

Oil on canvas

B2.5x67em (oval)

Inscribed on the reverse: REGINA MARTIRUM
ORA PRO NOBIS

P.1998-2

IR —L e —)b [c.1640-1710]
(Fr=8 A— 8L DB 559)
16634

il§z,

56.5%70em

ELTTLEELSHD

Edwaert Collier [c.1640-1710]
Vanitas Still Life with Books and a
Stkaell

1663

Oil on panel

56.5% Tlem

Monogrammed and dated at lower left: EC
1663

P.1998-3

Exbo.or¥F [1702-1785]
A )
1740 L

gz, e

60 50cm

Pietro Longhi [1702-1785]
The Indiscreet Gentleman
Later 1740's

0il on canvas

60 x50cm

P.1998-4

JFp—Fez4 V> [1713-1782]
(T4 TH)VDEGE (A7) F3)
175455

i, HdrA

99.1x134.5¢m

RETVIIN & & A )

Richard Wilson [1713-1782]

ZO-—RECE, PRRIFAH S PR0E3 H £ TOVERRS Y O FRITIAL 22 {Edh 5 L 09I
ShARMATEEND, TS OPIiaE, Gk, LikivEernd,

Landscape Capriccio with the Tomb
of the Horatii and Curiatii, and the
Villa of Maecenas at Tivoli

1754

il on canvas

99.1 x134.5ecm

Inscribed on the masonry, lower right:

RW /ROMA/ 1754

P.1998-5

TYx7x—)b [1795-1858]
(o, BEOIMEEB ¥+
Lizk)

18264F.

liFs, Hvrr A

65X55cm

BHEELDY

Ary Scheffer [1795-1858]

Greek Women Implorving the Virein
for Assistance (Jeunes filles grecques
implovant la protection de la Vierge
pendant un combat)

1826

Oil on canvas

65%55cm

Signed and dated in lower left: A.Scheffer 1826
P.1998-6

NI AT NI TAT — () [1473-1531]
MECO N DIERELI N D SR
(4265

Hans Burgkmaier, The Elder
[1473-1531]

The Nine Heroes and Heroines
(complete series of 6 plates)
Provenance: Collection of A. Blum; sale Sotheby's,
New York, 27 Feb. 1988; Colnaghi, London;
Boerner, Ditsseldorf, 1988.

G.1998-2~7

(EAOREFVAMGE A— VKA, 7
—H%—F, IF7u7 K- 74/3)
516-194

Ahi

196x132mm

The three good Christian men:
Charlemagne, King Arthur and
Godfrey of Buillon

1516-19

Woodcut

196 132mm

Bartsch vol.11, no.64; Hollstein vol.5, no.247
G.1998-2

(ZAOREF)VAMEERN AL+, W
TNFwy, Ta—UoA o OWT)HFE L)
1516-194F

ANk

195 130mm

The three good Christian women:
Sts. Helen, Bridget and Elizabeth

44

1516-19

Woodcut

195 130mm

Bartsch vol.11, no.65; Hollstein vol.5, no.248
(.1998-3

(ZADRE2Y Y N . FoaT, ¥4 T
E, 25 A1)

1516-194F

Ahii

195 130mm

The three good jewish men: Joshua,
King David and Judas Maccabacus
1516-19

Woodcut

195 % 130mm

Bartsch vol.11, no.66; Hollstein vol.5, na.249
G.1998-4

(ZADRELY VYA ZAT IV, 2—
Tavh, ¥TY

1516-194f:

Aht

195 %132mm

The three good jewish women:
Esther, Judith and Juel

1516-19

Woodcut

195x132mm

Bartsch vol.11, no.67; Hollstein vol.5, no.250
(.1998-5

(CAOREEERE ~2ML, TLoy
F—KE, 2 RHHL)
1516-194

EN

195 % 133mm

The three good heathen men:
Hector, Alexander the Great and
Julius Caesar

1516-19

Woodcut

195 133mm

Bartsch vol.11, no.68; Hollstein vol.5, no.251
(G.1998-6

(ZANORERBERN L IVT4 T, Ixh
)T, TANFZT)

1516-194F

E N

195 132mm

The three good heathen women:
Lucretia, Veturia and Vireinia
1516-19

Woodeut

195 132mm

Bartsch vol.11, no.69; Hollstein vol5, no.252
G.1998-7

Fr AT AR T— [1607-1677
MR 2 X F X E AR D (£1250)



L L
#82 X 119mm

Wenceslaus Hollar [1607-1677]
Butterflies and various insects
(complete series of 12 plates)
Etching

82% 119mm each

Provenance: Arcadia, Tokyo.
G.1998-8~19

Py e N TA AT TR —

[1720-1778]

(a—2EhT AT AOHIK)
TTA8EGN

Ly W e —ris o, SROEOHBEMD

ftx

1,215 750mm

Giovanni Battista Piranesi [1720-1778]

Plan of Rome and the Campus

Martius

c:1774

Etching and engraving on laid paper

1,215 %750mm

Wilton-Ely 1008

Provenance: Helmut H. Rumbler, Frankfurt a.

G.1998-20

gy me Ny T AT ETH—
[1720-1778]

7 rFxAaET7H—]c1758/59-1810]
(232 A Py O GEERO 5D
(4=21350)

Giovanni Battista Piranesi
[1720-1778]

Francesco Piranesi

[e.1738/59-1810]

Different Views of some of the
vemains of three greal edifices of
the ancient city of Pesto (complete
series of 21 plates)

Provenance: Helmut 1. Rumbler, Frankfurt a.

M.
G.1998-21~41

(AR R A FAPNTR)
17784

Ty F i e L e—re ¥, O
445 % 670mm

Frontispiece: View showing the
remains of the interior of the
Temple of Neptune. ..

1778

Etching and engraving on laid paper

445 =670mm

Wilton-Ely 717

G.1998-21

CITRE N T A by ADTTRELTHE, 5
REST)IALETEe D)

17784

TyFr e L L—rieny, WOHE

445 = 670mm

1. View showing the remains of the
ancient citv walls A. of Pesto...

1778

Etching and engraving on laid paper

445 =670mm

Wilton-Ely 718

G.1998-22

(R2RE /ST AL LD H7)
17785

Lf e L L— ¥, O
15 = 670mm

11 View showing the remains of a
large enclosure of columns...

1778

Etching and engraving on laid paper

15 2 670mm

Wilton-Ely 719

G.1998-23

CH3E: N AP D 233 A, itichR
L4 KA

17784

Loy F e Lo l—vfs ¥, WHHEK

495X 652mm

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

1778

Etching and engraving on laid paper

495 652mm

Wilton-Ely 720

G.1998-24

(ABE R A by L 23, i o
G, ATEistc R A R pilss)

17784

1:..,4.-,%;;,:;.,..._-;{-,9', ELIOTRE

470 < 665mm

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

1778

Etching and engraving on laid paper

470 665mm

Wilton-Ely 721

(. 1998-25

RS NI Ay LD 23N AH NS, 7a
F A0 )

17784

Loyt e L — e, W HE

490> 670mm

V. A. View of the remains of the
pronaos of the building known as
the College des Anfictions...

1778

Etching and engraving on laid paper

490« 670mm

Wilton-Ely 722

G.1998-26

{6 N AP LD ) H NS, 7o
F4 A0t

1778

ZoyF -2 ¥r—oh¥, BOHER

470 705mm

VI Another view of the pronaos
Jacade drawn and described in Plate
Vi

1778

Etching and engraving on laid paper

470X T05mm

Wilton-Ely 723

(. 1998-27

(RTRE AT AR LD H, TutAt
AD Ty H—FENlnLDZEE)

17785

T e Lo L—r 0y, O H#E

455 % 670mm

VII. Intevior view of the so-called
College des Anfictions

1778

FIIl::I1i11g and engraving on laid paper

455X 670mm

4s

Wilton-Ely 724
G.1998-28

{HRBE T A LD VA, 7TatA
ADZ 7 — AN llnsn# 8

17785E

ToFrd L ¥ ="y, WO HEK

488 = 6blhmm

VI Another view of the pronaos
described and drawn in the
preceding plate

1778

Etching and engraving on laid paper

488 =< 660mm

Wilton-Ely 725

(.1998-29

UB9BE: N ANy WD) H, Tarit
AD 77— NSO ZE L)

17783F

TpF e =g, O EHHE

470 670mm

IX. Another interior view of the
remains of the so-called College des
Anfictions

1778

Etching and engraving on laid paper

470 670mm

Wilton-Ely 726

(. 1998-230

1085 28 T A b AD R A B
17784

Eod s x =ty ROFH
AB0 < T07mm

X. View of the Temple of Neplune,
tutelary god of the ancient city of
Pesto...

1778

Etching and engraving on laid paper

AB0 < T0Tmm

Wilton-Ely 727

(.1998-31

(E1 R T AR LD A F > fig,
31 FiD

17784E

Tyt L—" v, WO EH
453 X 678mm

XI. Temple of Neptune at Pesto,
seen from the side and drawn on a
larger scale than in the first plate
1778

Etching and engraving on laid paper

153 678mm

Wilton-Ely 728

(.1998-32

(1285 08 A by LD A Ko PN
) (GR2hR)

177T84E

TyF e L —rvir . O EIEE
455 X 67T8mm

XII. Interior view of the Temple of
Neptune, described in Plate X
(second version)

1778

Etching and engraving on laid paper

455 % 678mm

Wilton-Ely 729

.1998-33

CF138E N A b ADH A B> il
FatA A

177845

T T s L L—r ¥, O HHL

495 670mm



Xl A., B. Intevior view of the
remains of owne of the pronaoi of
the Temple of Neplune...

1778

Etching and engraving on laid paper

495 = 670mm

Wilton-Ely 730

(3. 1998-34

UPUEE R T APy LD R A K whR,
7'vdA ADEHE)

17T8E

Loyd e Loy L—rd 7, WOHHE

470 < 663mm

X1V, Kear view of the ramains of
the pronaos of the Temple of
Neptune, drawn in the two preceding

plates

1778

Etching and engraving on laid paper
170 =663mm

Wilton-Ely 731

GU1998-35

(1588 R A w LD A F o iR,
roz O

1778

ToaF- ez —ri sy, WO

495 < 675mm

XV. View of the remains of the
cella of the Temple of Neptune
1778

Etching and engraving on laid paper

495 %6

Wilton-Ely 732

(. 1998-36

CBI6BE ST A AD R 1 F >l
77 D)

17788

ToyF e —=ris ¥, WDHHE

195 = 673mm

XVi A., B. View of the remains of
the two rows of columns in the
Temple of Neptune...

1778

Etching and engraving on laid paper

495 673mm

Wilton-Ely 733

G.1998-37

(1T ST A b ADF L A K Hli,
ey 7 DD

17784

T s T g e, WD R HE

450 = G70mm

XVI. View of the remains of the
cella of the Temple of Neptune
1778

Etching and engraving on laid paper

450 = 670mm

Wilton-Ely 734

G.1998-38

O 185E /ST A by ZDEFRA~Z I
1778%

1i-F:»-!-'/ Sexd—rie s, WO

452 <670mm

XVHI. View of another temple in
the city of Pesto, which if commonlt
belicved to have been dedicated to
Juno...

1778

Etching and engraving on laid paper

452 <67 0mm

Wilton-Ely 735

. 1998-39

CES198E /S = A by A D TR~ 5 il BES,
fii O HEE)

17785

Ly e L —ri o, o E#t

465 660mm

XIX. Side view of the Temple of
Juno...

1778

Etching and engraving on laid paper

465 x 660mm

Wilton-Ely 736

G, 1998-40

(452085278 A b ADUF~ T P
iy

17784

LyF ey v—"itd, ROHM

480 = 688mm

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

1778

Etching and engraving on laid paper

480 < 688mm

Wilton-Ely 737

G.1998-41

F /Lo F—3x [1808-1879]
(25 A, 183444 H15H)
18345

Fikk, F 11 +#HE

442X 28Tmm (#7610 % 465mm (H0)

Honoré Daumier [1808-1879]

Rue Transnonain, le 15 avril 1834
1834

Lithograph on China paper

4422 28Tmm (image), 610 ©465mm (paper)
Delteil, no.135

(G.1998-42

TP AT A — [1857-1920]
(GRS DZBNY

189441

TyF e AS Tl BT F 7 H#
249 122mm (i), 363 < 274mm (§E)

Max Klinger [1857-1920]

The Distant Beloved (Memory)

1894

Etching and mezzotint on white etching paper
249 122mm (image), 363 %274mm (paper)
Singer 226-V1

G.1998-43

I A7) A — [1857-1920]
)

188545

TouF ¥, TETT1h, Hilk

266 16 mm (@), 407> 305mm ()
Max Klinger [1857-1920]
Philosopher

1885

Etching and aquatint on Japan paper
266> 161mm (image), 407 *x305mm (paper)
Singer 244-11

G. 1998-44

I A7) o F— [ 1857-1920]
(HOER CGHIFDA T4 ANT2 L A) )
18804

TeoF Y, Fy A FHUIST)
81131 mm (W), 117 % 182mm (H0)

Max Klinger [1857-1920]

Lecture Nocturne (Mephisto in his
Studdy)

1880

46

Etching on chine appliqué

B1x131mm (image), 117> 182mm (paper)
Singer 258

Provenance: Georg Hirzel

G.1998-45

NwF A7) A — [187-1920]
(7var—LaeTL o)
18R24EH]

T, HIFEE

278 119mm (T ), 322 % 162mm (HE)

Max Klinger [1857-1920]

Psyche and the Eagle of Jupiter
c.1882

Etching on Japan paper

278 119mm (image), 322 <162mm (paper)
Singer 263

Provenance: Georg Hirzel

G.1998-16

TwF AT A — [1857-1920]

(€ g ST P e AN )
1891 #f:6

AT by 19EROTED FI#E

13290 mm (i), 326 < 215mm ()

Max Klinger [1857-1920]

Female Half-Figure, Experiment in

Mezzotint

c.1891

Mezzotint on 19th-Century laid paper
132 <891mm (image), 326 x215mm (paper)
Singer 273-1

Provenance: Georg Hirzel

G.1998-47

T 7 A ) o AT— [1857-1920]
(A T1 M2 XD DTS
1891 S 6

AT b 19RO D FH it

180 13 (i), 212 = 330mm ()

Max Klinger [1857-1920]
Female Head in Mezzotint
c.1891

Mezzotint on 19th-Century laid paper
180 % L3 lmm (image), 212x33hmm (paper)
Singer 272-11

Provenance: Georg Hirzel

G.1998-48

Ty AT A — |1857-1920]
{(Hhin)

190944

Ly F L T2TF40 HE

495 335mm (M) . 600 = 438mm(#)

Max Klinger [1857-1920]
Yearning

e. 1909

Etching and aquatint on paper

495 335mm (image), 600> 438mm (paper)
Bever 396

Provenance: Georg Hirzel

(G.1998-49

Wy A2 A — | 1857-1920)
(7R =ronbkn)

1890 5E

T =g T A b,
210 320mm (i) . 268 = 3%0mm (§8)

Max Klinger [1857-1920]

View from the Studio Window
c. 18490

Engraving and drypoint on paper

210 320mm (image), 268 <390mm (paper)
Singer 270

Provenance: Georg Hirzel

G 199850

TP A ) o — | 1857-1920]
CHEEE %20 72 FL i {50



1909441
AT S 3
220 % 1 6S9mm Uil . 267 = 205mm (#R)

Max Klinger [1857-1920]
Self-Portrait with Glasses

¢. 1904

Etching on paper

220 < 169mm (image), 267 = 205mm (paper)
Beyer 398-11

Provenance: Georg Hirzel

G, 1998-51

TIF Ltk Fa—o— |1471-1528]
(A7 1)

15144F

A=y

230 = 189mm

Albrecht Diirer [1471-1528]
Melencolia 1

1514

Engraving

239 % 189mm

Bartsch 74, Meder 75, Hollstein 75, Strauss 79
(;.1998-52

TNT b Fa—F— [1471-1528]
(1 LY B

151 34

b Pl Vel P

246 % 190mm

Albrecht Diirer [1471-1528]

Knight, Death and Devil

1513

Engraving

246 % 190mm

Bartsch 93, Hollstein 74, Strauss 71, Meder 74
(5.1998-53

ya—Fe7> |1600-1682]

(Ef OB L)
16305FL
LyFry

177 % 130mm

Claude Lorrain [1600-1682]

The Herdsman and the Shepherdess
e.1630

Etching

177 = 130mm

Mannocei 3 (i/iv)

Provenance: L. Mannocei

G.1998-54

Ju—Fe7 > | 1600-1682]
i)

16304

o e

125 = 176mm

Claude Lorrain [1600-1682]
Tempest

1630

Etching

125 1 76mm

Mannocei 6 (iii/vii)

Provenance: L. Mannocci

(1. 1998-55

sua—Feaz> [1600-1682]
TR

16:30-335E 1

b L 2

202 13 2mm /202 % 132mm

Claude Lorrain [1600-1652]
The Goats

c. 1630-33

Etchi
202 % 132mm/ 202 % 132mm
Mannocei 8 (ii/iv]left]: iiilright])
Provenance: L. Mannocci

(. 1995-56

J—Re17 | 1600-1682]
(o 7 ki)
163033444

107 > 170mm

Claude Lorrain [1600-1682]
The Flight into Egypi

¢ 1630-33

Etching

107 % 170mm

Mannocci 4 (i/iv)

Provenance; L. Mannocci
(3.1998-57

yo—FK.02 > [1600-1682]
{HER O 2 i)

16334

= SVl i d

132 > 199mm

Claude Lorrain [1600-1682]
Landscape with Brigands
1633

Etching

132 1989mm

Mannocci 11 (vi/ix)

Provenance: L. Mannocci

(. 1998-58

Ja—Fe.0F7> [1600-1682]
(ki)

16345

Ty F i

106> 17 limm

Claude Lorrain [1600-1682]
The Ford

1634

Etching

106 <17 Limm

Mannocei 12 (iib/v)

Provenance; L. Mannocci
(5.19498-59

ya—F-0z [1600-1682]
(OB )

163450

Loy

131 = 200mm

Claude Lorrain [1600-1682]

The Dance on the River-Bank

c. 1634

Etching

131 =<200mm

Mannocei 13 (vib/vii)
Provenance: L. Mannocei
(5. 1998-60)

ya—F«0Z > |1600-1682]
(s hsTya~)
1634 5

Ty

200 = 256mm

Claude Lorrain [1600-1682 ]
The Rape of Europa

1634

Etching

200 < 256mm

Mannocei 1 (v/vii)

Provenance: L. Mannocci
G1995-61

ya—F-g7> [1600-1682]
(HHHORZ )

1634 3

Ly

1302 199mm

Claude Lorrain [1600-1682]

Harbowr Scene with Rising Sun

1634

47

Etching

130 199mm

Mannocci (iv/viii)
Provenance: L. Mannocci
(5.1998-62

ya—Feo7 |1600-1682]
(740 =—/)

16365

XoyF i

199 = 258mm

Claude Lorrain [1600-1682]
The Roman Forum

1636

Etching

199 258mm

Mannocei 17 (vi/ix)

Provenance: L. Mannocci
G.1998-63

Ja—F-gZ [1600-1682]
(Ffiu)

16364

TyFy

131 % 200mm

Claude Lorrain |1600-1682]
The Cowherd

1636

Etching

131 <200mm

Mannocci 18 (iib/vi)

Provenance: L. Mannocci

(5. 1998-64

Za—R27> [1600-1682]
(i~ O 5E)

1638-41 8151

Lyt

129« 180mm

Claude Lorrain [1600-1682]
Departure for the Field
c.1638-41

Etching

129 % 180mm

Mannocci M (iiic/iv)

Provenance: L, Mannocei
(G.1998-65

Jua—F-a7> [1600-1682]
{EmE D

1638415545

S VT S

130X 183mm

Claude Lorrain |1600-1682]
The Shipwreck

c.1638-41

Etching

130 % 183mm

Mannocci 35 (iiic/v)

Provenance: L. Mannocci
G.1998-66

zu—F.a7 |1600-1682]
(HA T 225 R OV B0 )
1638-4 LEEET

ToyF

128 180mm

Claude Lorrain [1600-1682]
Coast Scene with an Artist
c.1638-41

Etching

128 180mm

Mannocci 36 (iiic/v)

Provenance: L. Mannocci
G.1998-67



Zu—FeuZ:s [1600-1682]
(B DD BHERE IR
1638-413£4i

TyFd

139 198mm

Claude Lorrain [1600-1682]
Harbour Scene with a Lighthouse
c.1638-41

Etching

139 198mm

Mannocci 37 (iiib/v)

Provenance: L. Mannocci

(.1998-68

Zu—F-0Z> [1600-1682]
(VALY EN)
1638-414E6E

TyFe

128 194mm

Claude Lorrain [1600-1682]
Rebecca and Eliezer
c.1638-41

Etching

128 194mm

Mannocci 38 (ivb/vii)
Provenance: L. Mannocci
(5.1998-69

gu—F-07> [1600-1682]
{EohZk 2 408H)
1660-51 11

LyF

161 <220mm

Claude Lorrain [1600-1682]

The Herd Returning in a Stormy
Weather

€. 1650-51

Etching

161 % 220mm

Mannocci 40 (iia/iic)

Provenance: L. Mannocei

G.1998-70

Ja—Fea7> [1600-1682]
(afi LA LBl o L)
1651 i1

Tyf

200 258mm

Claude Lorrain [1600-1682]
Shephered and Shepherdess
Conversing in a Landscape
c.1661

Etching

200 < 258mm

Mannocci 41 (iii/vii)

Provenance: L. Mannocei

(5, 1998-71

Ju—F.-o7 [1600-1682]
(g, 7HEoL/uE)

16624

TyFw

197 < 256mm

Claude Lorrain [1600-1682]
Time, Apollo and the Seasons
1662

Etching

197 % 256mm

Mannocei 43 (vb/vii)

Provenance: L. Mannocci

G.1998-72

Ju—F-07>s [1600-1682]
CHIFEf )

16635

Toyg-

173%23Imm

Claude Lorrain [1600-1682]

The Goatherd

1663

Etching

173%231mm

Mannocci 44 (iiia/v)
Provenance: L. Mannocci
G.1998-73

N7 [1881-1973]
(L& AZ)

19135

ToF7, Hig

236 % 180mm

Pablo Picasso [1881-1973]
Les pauvres

1913

Etching on Japan paper

236 180mm

Geiser 11-b

(5. 1998-74

T IAATA— /A7y F [1557-1602]
(it 2WETo=AR)

LAY =t g

410x274mm

Agostino Carracci [1557-1602]

St. Jerome in Penitence

Engraving

410 274mm

Bartsch XVIII, 75; De Grazia Bohlin no.213 1V/
V.

(. 1998-T5

=0T (50) | 1688-1754]
(Fr =T A AL eV ¥
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