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Foreword

This volume is a combined issue of the annual bulletins for 1994 (no. 29) and 1995 (no. 30). Each
of the sections, including new acquisitions, special exhibitions, other business and materials, thus
covers the period from April 1994 through March 1996.

Of special note during this period was the museum'’s decision to act on the long-held idea to con-
struct new exhibition galleries, thanks to funding from the 1995 supplemental budget. The National
Museum of Western Art was formed upon its founding in 1959 to house and display the Matsukata
Collection which had been returned by gift from the French government to the Japanese people, and
at that time no room was left for the housing or display of future purchases or donations. As a result,
a new wing of the museum was built in 1979 which allowed for the public display of the permanent
collections, and yet as it did not have facilities for special exhibitions, only a section of the permanent
collections could be displayed when special exhibitions were held. In order to rectify this inconvenience,
in 1989 the Museum established a committee for long-term projects to improve the Museum made
up of intellectuals from all fields, and based on their interim report, a basic plan for an underground
display area, the 21st Century Gallery (tentative name), was approved for the front garden of the museum.
The current new gallery construction is related to this 21st Century Gallery (tentative name).

In conjunction, work proceeds on efforts to make the main building earthquake resistant. This
main building designed by Le Corbusier is an important monument noted worldwide for its architec-
tural importance, but with the passage of some third of a century since its construction, certain repair
and strengthening work is now called for. Of course, there has been partial repair work carried out
on the building in the interim, but on this occasion, with the lessons learned from the Great Hanshin
Earthquake at Kobe in 1995 in mind, fundamental “earthquake-proofing” measures are being carried
out on the building. This construction will not harm Le Corbusier's original plans for the building,
and will at the same time employ an isolating system that uses rubber shock absorber against quake
damage.

Regardless of the inconveniences caused by this round of construction, seven special exhibitions
were held during this two year period: Saints and Men — Suermondt-Ludwig-Museum/ Museen der
Stadt Aachen; Paris in 1874-The Year of Impressionism; German Woodcut in the Age of the Reformation-
from the Collection of Schlossmuseum/Museen der Stadt Gotha; Gustave Moreau; Exploring Mysteri-
ous Painted World; Italian 16th and 17th Century Drawings from the British Museum; and the study
exhibition: Reconstruction of a Dispersed Altarpiece by Mariotto di Nardo. The contents of each of
these exhibitions is discussed in this issue of the annual bulletin, and one of these exhibitions, Explor-
ing Mysterious Painted World, is the museum'’s first effort at an exhibition designed for children, aimed
primarily at elementary and middle school students. Further, the Reconstruction of a Dispersed Altar-
piece by Mariotto di Nardo was an attempt to reconstruct a 15th century Italian altarpiece, a section
of which had entered the Museum'’s collection in 1993. This study exhibition was the second of its
kind held, following the Museum’s first effort in this area the previous year. The museum intends
to continue these types of exhibitions in the future. In addition, this issue of the annual bulletin notes
the Museum’s new acquisitions, its conservation work, and other work of this period.

Finally, on March 31, 1995, the Western Art Foundation was established as a charitable founda-
tion with the aim of assisting the Museum’s activities and further promoting western art. Through
the assistance of this foundation, the Museum will be able to pursue an even more complete range
of activities.

December 1996
Shuji Takashina

Director, The National Museurn of Western Art
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New Acquisitions

234 e x 2 Fo— 15281588
(WL 0+ O IFLORHT)
15474

i, nerA

84 = 100cm

PPaolo Veronese (Paolo Caliari, called)
| Verona 1528-Venezia 1588]

The Mystic Marriage of St. Catherine
1547

01l on canvas

84 100cm

P.1994-1

Provenance:

Private Collection, Switzerland

Bibliography:

W.R. Rearick, The Art of Paolo Veronese (exh. cal.), Washington D.C., 1988,
p.34 (mentioned under no, as Giambattista Zelotti), T. Pignatti and F.
Pedrocco, Veronese: Catalogo completo dei dipinti, Firenze, 1991, p.33, no.13;
1. Gisolfi, “A New Early Veronese in Tokyo”, in The Burlington Magazine,
vol, CXXXVIL no.1112 (Nov.1995), pp. 742-746; T, Pignatti and F, Pedrocco,

Vieromese, Milano, 1995, no.12.
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1) Rearick 1988, cited in “Bibliography” above, under no.6.
2) Pignatli and Pedrocco 1991, cited in “Bibliography™ above, no.13.

Gisolfi 1995, cited in “Bibliography” above.
4) T. Pignatti and Pedrocco, op. cit., 1991, no.6; D. Gisolfi Pechukas,
“Two il Sketches and the Youth of Veronese”, in The Arf

Bulletin, September 1982, pp.388-413.

5) T. Pignatti, Veronese, Venezia, 1976, nos.32, 33.

6) Pignatti, op. cit., 1976, no.113; Rearick, op. cit., no.6.

7) Pignatti, op. cit., 1976, no.53.

8) Pignatti, op. cit., nos.8, 10, 15; Gisolfi Pechukas, “Veronese and his
Collaborators at ‘La Soranza', in Arlibus et Historiae, XV, 1987,
pp.67-108.

9) Pignatti, op. cit., 1976, no.55.

10) 181HEL DA e A3 N L5 R BT RS (7 e o—- i 3 B )
o4, Gisolfi, art. cit., 1995, p.745, note 8.

11) Pignatti, op. cit,, 1976, no.1.

12) Yy =Y ROETIC LS,

This work was first mentioned in a publication in the catalogue of
The Art of Veronese exhibition held in 1988 at the National Gallery
in Washington, D. C. Rearick noted this work in relation to the Mystic
Marriage of St. Catherine in the Hickox collection.! In the expla-
nation of this work, Rearick states that this work may have been
the work of Giambattista Zelotti, an artist who worked with the young
Veronese. Then, in the Veronese: Catalogo completo dei dipinti pub-
lished by Pignatti and Pedrocco in 1991, this work was published
as by Veronese.”

However, the most important research results in regard to this
work can be found in those published by Gisolfi (first published in



1995, but in progress for many years prior to publication).” Gisolfi
had assigned this work to Veronese's early period on the basis of
stylistic considerations, and also took note of the family coats of
arms painted into the upper left of the composition. She noted that
a search of ancient documentation strongly indicated that this paint-
ing was created in 1547 to commemorate the marriage that linked
the two aristocratic families of Verona represented by these two coals
of arms. The following is a summary of her findings.

This work was treated by the restorer Gilles Panhard at the
Metropolitan Museumn of Art, New York in 1987. Prior to its resto-
ration, this canvas showed the addition of later canvas attachments
to top and bottom, and the use of overpainting in the considerable
extension to the left side of the curtain that forms the background
of the figural group. This overpainting covered the coats of arms
that appear in the upper left of the original canvas. Through the
process of restoration, the additional canvases were removed, the
overpainting removed, and thus the coats of arms were revealed.
(fig. 1) Further as a result of X-ray examination, it is apparent that
a figure that looks like a young man appears beneath the surface
layer of paint on the right of the composition. This figure has been
painted over by the current surface layer of the composition. While
Panhard has considered the cancellation of this figure as the artist's
own pentimenti, the possibility that earlier restorations covered over
this figure cannot be excluded.

The style of this work indicates its correct place in the lineage
of Veronese's earliest works, namely the Maodeilo for the Bevilacqua-
Lazise Altarpiece in the Uffizi Galleries (ca. 1546)," the two allegor-
ical paintings in the Pinacoteca Capitolina, Rome (ca. 1549),” the
Saint Catherine in the Hickox Collection thought to have been
painted ca. 1549, the Holy Family from around the same time in
the Rijksmuseum, Amsterdam,” the fresco fragments from Villa
Soranza of 1551,% and the Madonna and Child and Two Saints in
the Museo Civico, Vicenza.” The expression of the Madonna's face
and the drapery folds accords with those found in the modello in
the Uffizi, and the expression of St. John and the type of Madonna
and Child group are fundamentally the same as the Amsterdam work.

The coat of arms that appears in the upper left of the composi-
tion represents the family crests of the Verona aristocratic families,
the Della Torre (the tower), and the Pindemonte (pine tree), arranged
upon a single shield. A study of ancient documentation indicates
that the marriage of Giambattista Pindemonte and Anna Della Torre
occurred in 1547.'° Their son Fiorio Pindemonte was born in 1548,
and this fact accords with the period of the above noted marriage.

According to this theory, Gisolfi then asserts that this painting
is one of the few early works by Veronese whose date can be con-
firmed by documentary evidence. Not only important in our recon-
struction of Veronese’s earliest period of activity in Verona prior
to his move to Venice, this work is also significant when considered
in connection with the circle of Veronese's early patrons. The above
noted Bevilacqua-Lazise Altarpiece (Verona, Museo di Castelvec-
chio)"! is considered a work key to Veronese's earliest period of
activity, and the mother of the bride commemorated in the Tokyo
painting, Anna Della Torre, was Diamante Bevilacqua-Lazise, a
member of the family who commissioned this altarpiece.'” Rearick,
who had indicated this work as that of Zelotti, has now recognized
it as by the hand of the Veronese, at least in regard to the group
that centers on the Madonna and Child. (from oral communication.)
Further, Rearick has expressed the opinion that if this work is con-
firmed as having been created in 1547, then from a stylistic stand-
point, the Hickox Collection work of the same subject must be con-
sidered to have been created prior to the Tokyo work.

(Michiaki Koshikawa)

Notes
1 Rearick, 1988, cited in Bibliography above, under no. 6

2 Pignatti and Pedrocco 1991, cited in Bibliography above, no. 13.
3 Gisolfi 1995, cited in Bibliography above.

11

11
12

T. Pignatti and Pedrocco, op. cit,, 1991, no. 6; D. Gisolfi Pechukas, “Two
0il Sketches and the Youth of Veronese,” in The Art Bulletin, Septem-
ber 1982, pp. 388-413.

T. Pignatti, Veronese, Venice, 1976, nos. 32, 33,
Pignatti, op. cit., 1976, no. 113; Rearick, op. cit,, no. 6.
Pignatti, op. cit., 1976, no. 53.

Pignatti, op cit., nos. 8, 10, 15; Gisolfi Pechukas, “Veronese and his Col-
laborators at ‘La Soranza'," in Artibus et Historiae, XV, 1987, pp. 67-108.
[

Pignatti, op. cit,, 1976, no. 55.

According to a handwritten genealogical manuscript of the 18th cen-
tury by Carlo Carinelli (collection of the Biblioteca Civica, Verona). Gisolfi,
art. cit., 1995, p. 745, note. 8.

Pignatti, op. ¢it., 1976, no. 1.

According to information provided by Jean-Pierre Selz.
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Goffredo Wals(Cologna ca.1595-Calabria 1638/1640]
Landscape with the Rest on the Flight into Egypt
1619

0il on copper

24 5x3.6cm

Signed and dated on the verso: "s+sine Roman 1619" and "Gefecst”

(the authenticity of the inscription on the verso might be doubted)
P.1994-2

Provenance:
Jack Kilgore, New York
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1) of. Marcel Roethlisberger, “From Goffredo Wals to Claude Lor-
rain”, in Apollo, April, 1992, pp.209-214.

2) Anke Repp, Goffredo Wals/Zur Landschaftmalerei zwischen
Adam Elsheimer und Claude Lovrain, Koln, 1986 ({HL, sl iz41{F
M ERS LTV den).,

fig.1

3) AF—RLE LN TS 25, ZOMEOMTERL v 7 AR 77
WADIEMTH L LR TED, $i, 7o—F-o3> Ol RHETHS
ERIFFCI6004E R 04 27 IcE T 2 MmO Bz iE L vy —) A
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Goffredo Wals was one of the most talented followers of Adam
Elsheimer. Born in Cologne at the end of the 16th century, Wals
moved to Italy no later than 1610, and he moved between Rome,
Naples, Genoa and Savona as he continued his work. From 1616
to 1618 Wals lived in Rome and studied under Agostino Tassi, and
he then moved to Naples. It is thought that the sudden fame for
his small landscapes awash with poetic sentiment began around
this time. Further, the young Claude Lorrain studied with this artist
from 1620 to 1622 while Wals was in Naples, and it is suggested
that he was considerably influenced by Wals.! The subtitle of the
sole monograph on Wals by Repp, “Zur Landscaftmalerie zwischen
Adam Elsheimer und Claude Lorrain” provides an apt description
of Wals's place between these two artists in the history of paint-
ing.” Wals returned to Naples around 1633, and it is thought that
he lost his life in the earthquake that hit Naples in 1638.

There are an extremely small number of works left by Wals.
As research on this artist has only very recently begun, at present
the majority of scholarly works on 17th century landscape painting
attribute only one painting to Wals or possibly to other artists. One
etching with his monogram, a number of drawings, and approxi-
mately twenty small oil paintings constitute the sum total of his extant
and confirmed ceuvre. The Landscape with the Rest on the Flight
into Egypt recently purchased by the National Museum of Western
Art, Tokyo is inscribed on its verso “***ine Roman 1619" and
“G*fec*t” (albeit partly illegible) (fig. 1), and it can then be suggested
that this work is from his earliest period. It is hard to determine
whether or not this inscription is in the hand of the artist himself,
but in such elements of the overall composition as the spatial expres-



sion which extends on a diagonal line from open foreground through
the trees in the middle ground, the broccoli-like trees, and the figure
of Joseph, we can recognize typical elements of Wals's style found
in other works, and thus we can trust the information found in the
verso inscription.®

The Holy Family is depicted somewhat to the back of the left
side of the composition. While the subject is ostensibly that of the
Flight into Egypt, it is hard to find a religious function in this com-
position. The majority of Wals's works are of anonymous subject,
and this work can also be considered to be intended as the depic-
tion of a landscape with a poetic sensibility. Here we can also see
the birth of a landscape painting style in Italy that was free from
the restraints of specific subject matter, as well as that of the Dutch
landscape painters.

The majority of the oil paintings by this artist are round in form,
and examples of rectangular works such as this one are extremely
rare. Most of Wals's works are small, and quite a number of Wals's
works are presently in the hands of private collectors. However,
the Kimbell Museum purchased a work by this artist in recent years,
and it can be considered that Wals's works will become the object
of museum interest in the future. This work is of the largest format
known by this artist (approx. 25 cm by 35 em.) and its addition to
the Tokyo collection has considerable meaning as a work by this
artist who plays an important role in any discussion of the history
of landscape painting around 1600. While some repainting is visi-
ble in the sky area, overall the condition of the work is good.

(Akira Kofuku)

Notes

1 cf. Marcel Roethlisberger, “From Goffredo Wals to Claude Lorrain,” in

Apollo, April, 1992, pp. 209-214.

2 Anke Repp, Goffredo Wals/Zur Landschaftmalerei zwischen Adam
Etsheimer und Claude Lorrain, Koln, 1986. (However, this work is not
recorded in this book.)

3 While judged from color transparencies, the Wals scholar Repp confirms
that this is a work by Wals, and further Roethlisberger, a Claude Lor-
rain scholar who is also knowledgeable about the trends in landscape
paintings in ltaly around 1600, has seen the work in person and he
too agrees thal the work is by Wals.
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Montreal, 1990, pp.96-97.

Grail, Italian Recollections,

i5

Bartholomeus Breenbergh was an artist of the Dutch Italianate
school, and along with Poelenburgh was one of the representative
17th century Dutch painters of the earliest period of this style. Born
in Deventer in 1598, Breenbergh then moved to Amsterdam, and
in 1619 he is thought to have set out to Rome. He was a member
of the Bentvueghels, the organization of Dutch painters resident in
Rome, and he spent some ten years in that city. At the latest he
returned to his homeland in 1630, and then was active in Amster-
dam until his death in 1657.

The early works of Breenbergh show the influence of Paul Bril
and Poelenburgh. While there are no confirmed works from his time
in [taly, a great number of drawings from this period remain, and
these constitute the most important part of his ceuvre. His works
created after his return to Holland can be largely divided into two
groups, with the majority of those created from the 1630s to the
mid 1640s in the Italianate landscape style. They are generally land-
scapes peopled with small-scale figures from the Bible or Greek
mythology set against classical style ruins. Conversely, the latter
half of this period shows the artist paying more attention to subject
matter, and his landscape depiction lost its vivid quality in defer-
ence to that of his figures,

The most important landscape paintings which show Breen-

fig.1



bergh's characteristic detailed depiction and polished compositions
were created in the 1630s, and examples such as St. John the Bap-
tist Preaching (1634), purchased several years ago by the Metropolitan
Museum of Art, with its unification of landscape and figural group
can be seen as his representative works. The work purchased by
the National Museum of Western Art Tokyo was created the same
year as St John the Baptist Preaching, and it portrays a coastal scene
depicted in a horizontal format.

The subject is drawn from the Book of Numbers in the Old Testa-
ment. The Israelites had arrived in the valley of Jordan, and they
terrified the Moab king Balak. He then called the magician Balaam
to cast a spell on the Israelites. Balaam appeared riding on a donkey,
and during his journey an envoy of the Lord appeared holding a
sword and blocked the path of Balaam. The donkey was frightened
by the envoy of the Lord, and while he tried to balk, Balaam did
not see the figure of the angel. Then Balaam, not realizing the reason
for the donkey's behavior, was angered and tried to strike the
(ionkey, (Numbers 22: 1-35). This painting shows the moment when
Balaam is about to strike the donkey. We can note here that Last-
man and Rembrand! also created works on this subject.

The previous year, 1633, Breenbergh created a Landscape with
the Blinded Saul (fig. 1, private collection) whose composition is very
similar to this work. The 1633 work also shows a general tonal range
of dark brown streaked with clear yellow, and there are similarities
to be found between to the two compositions overall. As these two
works are of different date and size, we must discount the possibil-
ity that they could have been intended as a pair, and yet their related
subjects (in which both Saul and Balaam have their eyes opened,
and thus first notice the existence of God or an angel) can be found
in a pair of works by Gerrit Bleker (ca. 1610 — 1656) also dated
to 1634, which show this pair of figures from the Old and New Testa-
ments. (Museum Boymans-van Beunigen, Rotterdam).'

(Akira Kofuku)

Noles
1 Frederik J. Duparc/Linda L. Graif, Italian Recollections, Montreal, 1990,
pp. 96-97.
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Gustave Moreau entered a succession of relatively large paintings
on mythological subjects to the Salons from the 1860s to the 1870s,
and then with the beginning of the 1880s, his production began
to shift largely to watercolors. The exhibition held in 1886 at the
Goupil Gallery in Paris (Boussod, Valadon & Cie.) was the event
most symbolic of this change. This exhibition was made up of the
64 watercolors based on La Fontaine's Fables, a work commissioned
by the art aficionado Antoni Roux of Marseilles and begun in 1881.
In addition to this series, the exhibition included seven watercolors
on independent subjects, and these works allowed the viewing public
a full understanding of Moreau's achievements with the techniques
of watercolor.'

Bathed in public applause, Moreau's La Fontaine’s Fables series
then led Felix Bracquemond to create six etching from the works,
and with the exception of one work, La paon se plaignant a Junon,
later donated to the Musée Gustave Moreau, all of these works remain
in private collections. As such they still remain largely inaccessi-
ble, frequently only available in black and white reproduction.?
Other works that were displayed in this exhibition include the
Bathsheba and Les plaintes du poéte, in the Prints and Drawings
Department of the Louvre, Le Sphinx which is in the Clemen Sels
Museum, and Le poéte arabe, L'enlévement de Ganyméde, and
Salomé au jardin, works which are in private collections and yet
are known from exhibitions or reproductions. All are representa-
tive of Moreau’s finest watercolor productions.

Sacred Elephant was also included in this exhibition and after
the exhibition it passed through the collection of Charles Hayem,
known for his Moreau collection, and after his death, entered the
collection of Alfred Baillehache. Its whereabouts were then unknown
for many years, and no reproductions are known from this period.
However, the composition was commented upon in Huysman'’s exhi-
bition critique,® and in comments by Paul Leprieur published in
1889," and in the essay by Robert Montesquiou written as the
preface to the 1906 Moreau retrospective exhibition.” All of these
authors confirm that the work shows an Indian style woman riding
on a gorgeously decorated elephant. Ari Renan's monograph on
Moreau published in the Gazette des Beaux Arts in 1899 was illus-
trated with a “study for Sacred Elephant™ which closely resembles
the central section of the Tokyo work in its depiction of a wornan
seated sideways holding a musical instrument, on top of an elephant
facing forward.® On the basis of this information, the catalogue
raisonné published by Mathieu in 1976,” which does not include
a reproduction of this work, indicates a work under the title of Les
péris et l'éléphant sacré (or Le lac sacré), which closes resembles
Le Rat et I'Elephant from the La Fontaine Fables series. The Tokyo
work reappeared in the marketplace in 1990, and it was published
and illustrated in the monograph catalogue of works published the
following year by Mathieu under the title of either L éléphant sacré
or Le lac sacré?®

The “péris” noted in Les péris et l'éléphant sacré,’ the title
chosen in Mathieu’s catalogue raisonné, are Persian fairy sprites,
and here they are drawn giving all manner of gifts to the musician
riding on the elephant. This can be considered a variation of the
image that was Moreau's own poetic inspiration. In both 1865 and
1881, Moreau created works that used images from Indian minia-
tures, showing péris riding on griffins and flying in the air." The
latter work which is close in year of production to the Tokyo work
shows lotuses blooming in the lake and other flowers, and is clearly
based on Persian Islamic miniatures and Indian Mughal Empire
miniatures. It provides a dramatic demonstration of the very Moreau-
like achievement in detail work, and it successfully conjures up a
fanciful Eastern image. While the subject matter of Sacred Elephant
is unidentified, clearly we can suggest that the sacred nature of the
elephant derives from the beliefs of the Hindu religion.

Stylistically, the work is a combination of light color and gou-
ache on line drawing, and it is an able demonstration of Moreau’s
watercolor techniques. In particular, the layered strokes used in the



decoration of the elephant’s head start appearing more frequently
in his watercolors of the 1880s, and an effect similar to the trans-
parent expression used in the surrounding plants can also be found
in the upper level panel (oil on panel) of the 1886 work La vie de
lhumanité (Musée Gustave Moreau). The separate line and color
effect can be considered a response to the extremely experimental
techniques used in such works as the ca. 1886 Les Licornes (Musée
Gustave Moreau).

Moreau’s watercolors occasionally show the use of thickly layered
gouache areas, and as such, are often cracked and subject to pig-
ment losses. In this work we can observe some amount of cracking
and losses in the sections of white pigment, and the paper shows
the considerable warping inherent in the watercolor technique. But
there is no discoloring, and overall the work can be considered to
be in good condition.

The National Museum of Western Art holds other Moreau works
in its Matsukata Collection, including two oil paintings Piefa and
Salome in Prison, and a watercolor, St. Cecile. And yet, as these
are all rather small religious paintings,'' the addition of this work
that clearly represents Moreau's orientalism and the peak of his
watercolor techniques to the Museum's collections can be considered
important in terms of both the study of the artist himself, and in
a general consideration of the issues of orientalist paintings of the
latter half of the 19th century. (Chikashi Kitazaki)

Notes

1 See the following articles for information on the La Fontaine Fables series.
H. Cazaliz, “Gustave Moreau et les Fables de La Fontaine,” Les Lettres
et les Arts, April 1886, pp. 58-67; Ragnar von Holten, "Gustave Moreau,
Illustrateur de La Fontaine,” L'Oeil, July-August, 1964, pp. 22-27. Fur-
ther, in regard to Moreau's watercolors, see “Pierre-Louis Mathieu,
Gustave Moreau, Aquarelles, 1984, Fribourg. At present, the current exis-
tence of the catalogue for this exhibition cannot be confirmed.

2 The sole exception appears to be the color print taken from a pre-war
transparency thal was used as the cover illustration of the July-August
1964 edition of L'Oeil.

3 J.-K. Huysmans, L'Ant Modern, Cenains, Paris, 1975, p. 290 (first edi-
tion, Certains, Paris, 1889). However, Huysmans's elaborate literary style
equates the Tokyo work with Le Rat et ['Elephant from the Fables series
exhibited in this same exhibition, In Huysmans's text with its consider-
able literary embellishments, he speaks of the woman and the elephant
in the plural, and this can thus can be considered to be his original
recognition of the existence of the two works.

4 Paul Leprieur, Gustave Moreau et son ceuvre, Paris, 1889, p. 51.

5 Robert de Montesquiou, “Un peintre lapidaire, Gustave Moreau,”" préface
de l'exposition Gustave Moreau, Paris, 1906, p. 20.

6 Ary Renan, “Gustave Moreau," Gazette des Beaux Arts, 1899, p. 67.

7 Pierre-Louis Mathieu, Gustave Moreau, sa view, son ceuvre, catalogue
raisonné de 'ceuvre achevé, Fribourg, 1976, no. 325.

8 Pierre-Louis Mathieu, Tout l'ceuvre peint de Gustave Moreau, Paris, 1991,
no All, repr.

9 The title of this work differs by publication, and it remains for future
research to determine which is the most appropriate title, Mathieu, when
queried about the change of title which occurs in his catalogues, was
kind enough to respond that in his letter announcing his candidacy for
membership in the Academy des Beaux Arts sent to the Academy,
Moreau attached a list of his works up to that time which included
Eléphant sacré.

10 Mathieu, 1976, nos. 80, 81 and 270.

11 And yet as St Cecile is included in Moreau's preferred “Poets Bewitch-
ing Satyrs” pattern, in that sense, we cannot find an intent basis for
the depiction of this patron saint of music. See Gustave Moreau (exh.
cat.) National Museum of Western Art, 1995, p. 221.

Author's note: The author would like to express his sincere appreciation to
Geneviéve Lacambre, conservateur général au Musée d'Orsay, and to the
Moreau scholar, Pierre-Louis Mathieu for their cooperation in the study of
the Tokyo work. An article on the image source and techniques of the Tokyo
work is scheduled for publication in the Journal of the National Museum
of Western Ant, volume 1, 1997.
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This exhibition was planned around an opportunity presented by
the renovation of the Suermondt-Ludwig-Museum. This museum
has a wide array of objects in its collection, ranging from antiquity
to the present, and this exhibition presented a selection of seventy-



seven examples of panel painting and wooden sculpture from its
core collection of Late Medieval art.

The aim of this exhibition was to introduce the Late Gothic reli-
gious arts which centered in Germany and the Netherlands. In terms
of period, this exhibition covered some two hundred years from
the latter half of the 14th century through the first half of the 16th
century, and geographically, Late Gothic art north of the Alps was
created from the southern Tyrol to Antwerp throughout this period.
Clearly such a broad array outdistanced the scope of the exhibi-
tion. Hence this exhibition emphasized the evoking of a sense of
the medieval urban social and religious contexts which formed the
background for the majority of Late Gothic art. Of course, this type
of context allows a consideration of the original ensembles of painting
and sculpture that would have been originally arranged as church
equipment, and a survey of the conceptual-social construct of the
period which these ensembles represent in intense form. This con-
cept provided an important theme for this exhibition in terms of
how to display works that were created in disparate areas and periods
in a single exhibition.

The exhibition was made up of two parts, with works whose
themes were derived from the Life of Christ shown in the first sec-
tion, while those works which represented the worship of saints,
a religious phenomenon that flourished in the late middle ages, were
arrayed in the second section. This division allowed the visitor a
sense of the boundaries of the beliefs of the day. Further, this arrange-
ment made through the meticulous survey of each work in terms
of the subject of the work, ils state, provenance, and place of
manufacture, combined with a consideration of the state of the cre-
ation and reception of religious art, was planned to address the topics
noted above.

Exhibitions which allow an overall introduction of the arts of
the late medieval period are rarely presented, and exhibitions which
center on panel painting and wooden sculpture are also severely
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limited by considerations of the conservation issues raised by long-
distance transportation. Indeed, we can almost say today that such
an exhibition would have been an impossibility in Japan. The con-
siderable trust relationship which has developed between the
National Museum of Western Art, Tokyo and the director of the
Suermondt-Ludwig-Museum, Mr. Ulrich Schneider, was one of the
major factors which facilitated this exhibition. A detailed survey was
called for by the conservation staffs of both museums in order to
conquer the myriad issues raised in shipping and display. Special
note should be taken of the fact that an essay on the state of the
objects and the methods used in creating wooden sculpture by the
conservator of the Suermondt-Ludwig-Museum, Mr. Michael Rief,
meant that these efforts which are not normally seen by an exhibi-
tion's visitors were here made visible, Fifty-five of the objects dis-
played were wooden sculptures, and as such, the catalogue of this
exhibition is important as one of the few texts in Japanese on Late
Gothic wood sculpture. (Mikinosuke Tanabe)

[Catalogue]

Epochs and Image Making/Ulrich Schneider

Saints and Men/Sylvia Béhmer

The Traditions of the Legends of the Saints/Birgitta Falk

Gothie Sculpture-Altar Production in Germany and the Netherlands/Michael
Rief

The Winged Retable that formed part of the Church Equipment of the Parish
Church St. Nikolai in Kalkar/Mikinosuke Tanabe

The Eve-Bathsheba-Maria Lineage and the Flemish Primitives/Rintaro
Terakado

Catalogue: Sylvia Bohmer, Birgitta Falk, Sebastian Giessen, Dagmar Preis-
ing, Barbara Rommé, Ulrich Schneider

Edited by: Kimio Kawaguchi, Naoki Sato, Masato Satsuma, Mikinosuke
Tanabe, Rintaro Terakado

Produced by: Bijutsu Shuppan Design Center

* The catalogue was produced in a Japanese-German bilingual edition.

Transportation of works: Yamato Transport Co., Lid.
Display: Tokyo Studio
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Organizers: The National Museum of Western Art,
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The Paris in 1874 exhibition, as its title indicates, represents a focus
on the artistic state of Paris at around the three-quarter mark of the
19th century. In 1874, Paris saw the opening of the Prémiere expo-
sition de la Societé Anonyme des artistes peintres, sculteurs, grav-
eurs, etc., or what became known as the First Impressionist Exhibi-
tion. After this first exhibition, a total of eight exhibitions were held
until 1886, and each of this series of exhibitions which formed the
primary display venue for the Impressionists and later the Post-
Impressionists was characterized by a different group of artists
exhibited, and each thus was unique in nature. As a whole these
exhibitions have tremendous meaning for the history of modern
art. Among these exhibitions, the first exhibition is especially
renowned for its inclusion of such works as Monet's Impression,
soleil levant, the painting which gave its name to the group, his
Boulevard des Capuchines, Cezanne's La maison du pendu, and
Une Moderne Olympia, and Renoir's La Loge. And yet, regardless
of its historical importance, this exhibition has rarely been the direct
subject of scholarly investigation. Indeed, with the exception of the
handling of this topic in an exhibition, The New Painting: Impres-
sionism 1874 — 1886 (The Fine Arts Museums of San Francisco,
1985) and a few other examples, it has been largely untouched.

The present exhibition began as an attempt to create as faithful
as possible a reconstruction of this First Impressionist Exhibition.
(This effort was aided by the assistance of Ruth Berson, the curator
in charge of document-research for the San Francisco exhibition).
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In order to provide a three-dimensional rendering of the state of
the arts during that year, the exhibition was divided into three parts:
1) The First Impressionist Exhibition, 2) The Salon of 1874, and 3)
The Various Art Movements in Paris. (The exhibition was arranged
in the order of section 2, section 3, section 1). This division and
arrangement was in an effort to provide an understanding based
on an historical placement of the formation of the Impressionist exhi-
bitions as expressed in visual form.

The nature of the exhibition’s concept entailed the borrowing
of objects from collections throughout the world, and the short time
span allowed for the preparation of the exhibition led to an extreme
number of problems. This aside, finally a total of some ninety works
were gathered from fifty different museums and private collections
in numerous countries. The result of this effort allowed for an epic-
making and faithful reconstruction of the mutual relationship that
existed between the Impressionist Exhibition and the Salon, and
was particularly meaningful in terms of “theme” exhibitions held
in Japan. The reaction after the exhibition opening was great, and
the considerable number of favorable reactions from specialists was
particularly meaningful for this relatively popular type of modern

painting exhibition. (Akiya Takahashi)
[Catalogue]
From War to Peace — The Social and Artistic Situation in 1874/Akiya
Takahashi

1874: A Critical Path/Ruth Berson

The Salon of 1874/Geneviéve Lacambre

Manet in 1874/luliet Wilson-Bareau

Catalogue entries: Akiya Takahashi et al.

Regarding the Commissioned works and those Purchased by the Nation in
the 1874 Salon/Chikashi Kitazaki

Edited by: Akiya Takahashi and Chikashi Kitazaki

Produced by: Bijutsu Shuppan Design Center

* The catalogue was produced in a Japanese edition, with essays translated into
French,

Transportation: Yamato Transport, Inc.
Display: Tokyo Studio
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Organizers: The National Museum of Western Art, Tokyo
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Sixteenth century German woodcuts constitute the core of the Gotha
State Museum’s collections, and they include a number of broad-



sheel woodcuts that are rarely equaled by other museums. These
broadsheet woodcuts were created to convey satire or praise for the
church, society or morals of the day, and were made as broadsheet
images to accompany a simple printed text. While this aspect and
the number published mean that these prints occupy a relatively
important position in the realm of woodcut history, they have gener-
ally been overlooked by post-war scholarship.

The present exhibition based on the special characteristics of
the Gotha collection introduces these broadsheet prints, and through
a comparison with the woodcuts created by the representative
painters of the German Renaissance, it further indicates their impor-
tant role in the history of woodcuts. This exhibition also presents
these prints in an attempt to reconsider the relationship between
the entirety of the woodcut production of the period with its social
and cultural contexts. Germany in the first half of the 16th century,
characterized by the term religious reformation, was a period in
which the workshops maintained by the professional guilds of
medieval cities were disbanded, and the two groups of individuals
responsible for the creation of art intermingled — those anonymous
artisans of the middle ages and the elite artists known by their
individual names. The present exhibition emphasized the diversity
of woodcuts, as it explains the stratification of these print artists.

The exhibition was divided into two sections. The first section
included thirty woodcuts which were based on underdrawings
created by such artists as Durer, Cranach, Burghkmair, and Bal-
dung Grien. The second section was composed of forty-eight broad-
sheet woodcuts. This section displayed a variety of prints, ranging
from caricatures to a form of bromide print, and those used in pamph-
lets which advocated the support of social or religious reformation.
This variety thus presents the entire breadth of those prints included
in this broadsheet category. The catalogue was produced under the
direction of Professor Yasuichi Morita of Japan Women's Univer-
sity, and its Japanese translations of the texts which would have
accomnpanied these prints convey the interests and philosophical
stances of the urban middle class of the day. Conversely, the first
section shows a selection of works which reflected the revolution
in prints which occurred in the 16th century. These works include

some which explore new forms of spatial expression, whether the
use of chiaroscuro or dense hatching. In terms of subject matter,
these prints also reveal the humanist tendencies of the day, and
the propaganda supporting the authority of the territorial lords who
were then appearing on the scene.

This exhibition thus shows two extremes in its two sections, and
is an attempt at explaining the entirety of woodcuts of the day. And
in this sense, it can be considered that the exhibition succeeded
in its aims. Further the catalogue’s publication of the entirety of the
texts in translation, as noted above, makes it an important research
material in the, as yet, under published area of broadsheet prints.

Finally this exhibition was planned along with the Saints and
Men exhibition held at the museum in April 1994. We can see how
the later examples of German and Netherlandish panel painting and
wood sculpture included in the Saints and Men exhibition over-
lapped, and this phenomenon provides a fascinating interpretation
of the diversity of German art in the first half of the 16th century
and the boundaries between the Late Gothic and the Renaissance
in Germany. (Mikinosuke Tanabe)

[Catalogue]

The Print Collection of Gotha/Bernd Schafer

Painter, Sculptor, Briefmaler — The Broadsheet and Single Leaf Woodcuts
in the Age of the Reformation/Mikinosuke Tanabe

Holy Roman Emperor Maximilian | and Woodcuts — Print Arts for Propaganda
and Memorials/Naoki Sato

Woodcuts and the Reformation/Yasuichi Morita

The Art of Spoon Cutting: The Woodcuts of Albrecht Durer and the Material
and Technique as the Subject of Art in the 15th and 16th centuries/Hans
Kérner (Dusseldorf University)

Catalogue: Bernd Schifer, Mikinosuke Tanabe, Naoki Sato

Edited by: Mikinosuke Tanabe, Naoki Sato

Produced by: Inshosha

* Catalogue produced in a Japanese edition and a German edition.

Transportation: Yamato Transport Co., Ltd.
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The National Museumn of Western Art held Japan's first Gustave
Moreau exhibition in November 1964, and some thirty years later,
great changes can be noted in the art historical realm enveloping
this artist, particularly in light of the reevaluation of academism and
symbolism. In addition, there has been remarkable progress made
solely in the realm of research on this artist, whether the new fac-
tual materials which have come to light, the publication of cata-
logue raisonnés, or a number of theme exhibitions held on Moreau.

These recent research developments were taken into account
in the planning of this Moreau exhibition, and rather than present-
ing the chronological approach most often used in retrospectives
of single artists, here a thematic approach was attempted, dividing
the works into sections representing the various thematic groups
handled by the artist. (This was also an attempt to deal with the
problem of Japan, where it is not always easy to gather first rank
works. The conscious use of substitute works in this thematic



approach provided a solution to this problem.) Rather than mechan-
ically dividing each section into the single sources for his works,
whether mythology or the Bible, an effort was made to present a
three dimensional view of those works covered by relatively tradi-
tional subject matters, and those which show Moreau's own unique
images. The former was covered in the “Mythologically Inspired”
section of works dealing with subjects from Greek mythology, and
“Christian Inspiration,” a section of works from the Bible and the
lives of the saints. The latter range of topics was covered by the
“Images of Women" section and the “Images of Poets” section.
Finally, the works of Moreau's final years which saw a synthesis
of these various subjects was covered in the “Vision of Pantheism”
section. These five sections were then preceded by a prefatory sec-
tion of works from pre-1860, “Early Works,” and supplemented by
two small reference sections which filled out the exhibition's range,
one, “Moreau and the Franco-Prussian War,” and the other “"Moreau
and Japan.”

Each section included a number of representative works, and
they were then accompanied by variants, study works and draw-
ings, thus providing a detailed view of the process by which this
painter formed his images. A great number of Moreau's works are
panel paintings and watercolors with gouache, a medium known
for its susceptibility to peeling, and these works are not generally
lent. These restrictions placed on the selection of works meant that
even in cases where the finished work could not be included, the
selection of subject matter was not changed, but rather strong alter-
native works were chosen in their stead. Another actual problem
lay in the fact that the display of the watercolors and drawings
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exhibited at the Musée Gustave Moreau could not be changed, and
thus selections had to be made for this present exhibition within
that framework of restrictions. However the format of the catalogue
allowed for the free organization of a group of drawings, and thus
was supplemented by reference illustrations.

The exhibition placed its focus on the mutual relationship and
changes that occurred between images, and as part of this effort,
oil paintings and works on paper, works for which requisite light
levels normally indicate separate display, were exhibited side by
side. As a resull, the decision was made to lower all light levels
in the exhibition. This was a difficult decision on the part of the
organizers, and needless to say there were some voices of dissent
from the visitors to the exhibition. This matter remains a subject
for future consideration as one of the issues to be addressed when
a scholarly exhibition focuses on a particular coneept.

(Chikashi Kitazaki)

[Catalogue]

Dream of the Soul, Poetry of Thought/Shuji Takashina

Gustave Moreau: His Life and Museum/Genévieve Lacambre

Moreau Copying, Moreau Copied/Yukiko Oki

The Resurrected Lyre of the Poet — The Form of the Pantheistic Vision found
in Moreau's Les lyres mortes /Chikashi Kitazaki

Catalogue: Genévieve Lacambre, Chikashi Kitazaki

Edited by: Chikashi Kitazaki, Akiya Takahashi

Produced by: Imex Fine Arts

* Catalogue produced solely in a Japanese edition (only Lacambre’s text provided
in both Japanese and French)

Transportation: Japan Airlines/Yamato Transport Co., Ltd.
Display: Tokyo Studio
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Exploring Mysterious Painted World (Exhibition for Children)
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Duration: 11 July—10 September, 1995
Organizers: The National Museum of Western Art, Tokyo
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This exhibition was the first exhibition directed at children to be
held by this museum, and it was a program designed to foster future
museum visitors by making the museum a fun experience. With
the intent of introducing works from the Museum’s permanent col-
lections, a group of ten paintings were selected from a diverse array
of periods on a range of subjects. These works were then displayed



in the first gallery of the museum'’s new wing. To help in the selec-
tion of the works, an interview survey was held with nine elemen-
tary school children. Talking to the children while looking at the
museum’s collection catalogue, we investigated the children’s
knowledge, their understanding and interest, and then based our
selection of paintings on this information. The installation of works
and the self-study guide to the exhibition were also designed with
these results in mind. Hence the various ways in which these works
could be appreciated were not necessarily based solely on an art
historical context.

The ten works were divided up into five themes for display,
“Prayer,” “Fun Time,” “Imaginary World,” “Light and Color,” and
“Heart and Form.” In addition to the works themselves, supplemen-
tary materials were also included in the exhibition, thus allowing
a viewpoint that was easily familiar to the children. The “Prayer”
section included a Christian triptych altarpiece and a small model
of the altarpiece that could be freely handled was displayed along-
side the work. In “Fun Time,” clothing of the same period as that
seen in Boudin's seascape was displayed with the painting, and a
photograph of another Flemish landscape of the same period of as
Ostede’s painting was included. “Imaginary World” included the
imaginary beasts who bewitch St. Anthony in the painting by Teniers,
and these beasts were then contrasted with the monsters which
appear in Akira Toriyama’s manga comics. Rosetti’s painting was
accompanied by a photograph which conjured up an image of the
artist's beloved age of knights and chivalry. In “Light and Color”
three paintings showed the various relationships between light and
color. De Heem'’s meticulously rendered painting of fruit was paired
with a photograph recreating its arrangement of fruit, while the poin-
tillist technique used in Signac's painting was explained through
the use of a print made from three transparent films which show
how a photograph of a harbor can be broken down into the three
primary colors of blue, red and yellow. Further, Monet's painting
was accompanied by photographs of two works which show the same
motif painted at a different time of day. In “Heart and Form,” works
by children using Ernst’s favorite frottage technique were displayed
in the lounge room of the museum.

Gallery talks were held during the course of the exhibition, as
well as experiential workshops. Through the cooperation of the
Tokyo Metropolitan Art Teachers' Society of Primary Schools, appli-
cations for gallery talks were sent to schools before the exhibition,
and school groups came for talks on weekdays during July. Fur-
ther, talks open to the general public without reservations were held
on the mornings and afternoons of the 2nd and 4th Saturdays of
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each month. Frottage workshops were held on a free participation,
no reservation basis. After looking at the Ernst work in the gallery,
participants could then use the paper and pencils prepared in the
lounge room with its display of children's art to make works that
took their forms from all manner of daily goods. These workshops
were held on weekday afternoons from July 25th through Septem-
ber 1st. A total of 942 children from fourteen elementary schools
participated in the reservation basis talks aimed as school groups,
and 250 visitors attended the gallery talks for the general public.
Some 600 people participated in the frottage workshops.

The gallery talks and the material filled display included in this
exhibition were, according to the survey questionnaires filled out
by visitors, effective for both children and adults as a tool in the
appreciation of the art works. With the sense that the first step to
appreciation is carefully looking at an object, these materials and
talks proved helpful in not only looking at the works, it also gave
an important opportunity to reconsider the works. Further, looking
while touching and talking about art was a fascinating experience
for children, and it left them with strong memories. However, as
a result of the survey questionnaire, it became clear that young chil-
dren could not differentiate between the works of art and the sup-
plemental materials. | n order for the talks to become enjoyable dia-
logues rather than one way information giving devices, it is necessary
for changes to be made in the number of participants included and
in the skills of the speakers. The resolution of these issues remains
the topic for future work. (Yoko Terashima)

[Self-study guide]

Exploring Mysterious Painted World

Authored and Edited by: Yoko Terashima, Atsuko Sato (Guest Researcher,
National Museum of Western Art, Tokyo)

Production: Imex Fine Ant

Transportation: Yamato Transport Co., Ltd.

Display: Tokyo Studio
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Organizers: The National Museum of Western Art, Tokyo

The Tokyo Shimbun
The Western Art Foundation

Number of Vistors: 69,115
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Previous drawing exhibitions held by the National Museum of
Weslern Art, Tokyo include the exhibitions held in 1979 and 1985
on European drawing in general, the 1990 exhibition on German
drawings, and the 1992 exhibition held on French drawings. This
exhibition marked the first to be held on Italian drawings at the
museum.

The exhibition was made up of 100 drawings by the major artists
of the 16th and 17th centuries in Italy. Thanks to the generosity
of the British Museum, whose collections include an extremely strong
array of these works in terms of both quality and quantity, the selec-
tion for the exhibition maintained a uniformly high standard of qual-
ity, subject matter and diversity of type. The works exhibited were
based on a list prepared by Mr. Nicholas Turner, formerly Deputy
Keeper of the Prints and Drawings Department of the British Museum
(currently head of the Drawings Department of the Paul Getty
Museum), to which the Japanese organizers then requested a few
changes. As a result of this process, approximately one third of the
works on the original list were then changed.

In the case of an exhibition in which there is only one lending
institution, and the works covered two centuries of Italian art, that
exhibition then takes on the character of an anthology. The 16th
century section included works which represented the peak of the
High Renaissance as it played out in Florence and Rome, and then
was followed by works of the principal artists of the Early, High
and Late Maniera periods. This section also included a number of
drawings by the Emilian and Venetian artists which have rarely been
introduced in Japan. The 17th century section centered on works
from Bologna and Rome with additional drawings by the schools
of Florence, Genoa and Naples. This section included a wide array
of types, from figural studies and landscape drawings that clearly
represent the artistic sensibilities of the Baroque period, to a few
early examples of caricature.

Due to the small size of the works and their subdued palette,
a drawing exhibition is not usually expected to be a big commer-
cial success or to be widely popular with the general public. Indeed
we should be satisfied if the intimate fascination unique to draw-
ings is fully enjoyed by a relatively small number of viewers.
However, on the other hand, a certain critic stated the opinion that
we should have made more of an effort to construct the exhibition
in a manner that allows the general public a ready understanding
of the connection between these drawings and the finished works,
and the logic of the creation of drawings. A complete focus on the
works of arts themselves would seem to be contradictory to the pro-
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vision of generalized supplemental material, and this makes the
matter a complex issue. It should be noted that the Nagoya venue
of this exhibition, following its Tokyo venue, was constructed so
that one of the galleries was made up solely of various types of
explanatory panels, and thus efforts were made in the area of
explicating the materials.

On the basis of the original agreement with the British Museum,
it was decided that the catalogue would be entirely written by the
Japanese organizers, namely the author and his co-organizer, Mr.
Hidenori Kurita of the Aichi Prefectural Museum of Art. A survey
of the greatest degree possible scope, given limitations of time and
effort, was made and as a result each catalogue entry was rather
specialist in content. This effort was made possible by the consider-
able kindness with which the British Museum opened its research
facilities to the authors, and we would like to express our deep
appreciation to Mr. Antony Griffiths, Keeper of the Prints and Draw-
ings Department and his staff. Even amongst museum professionals,
there is the idea that “a catalogue should be made for the general
reader, if you want to write specialized text, write an article or a
book.” Indeed, this philosophy may be correct when considered on
a case by case basis. And yet this attitude shelves the responsibility
and opportunity to survey the works exhibited, and there is the latent
danger that the curator in charge of such exhibitions simply becomes
the coordinator of a commercial publication — centering largely on
the translation of presented texts. The policy used in the creation
of this catalogue was thus somewhat different from the long-standing
precedent of western art exhibitions in Japan. In this instance, |
would like to express my sincere appreciation to Mr. Kurita who
actively joined me in the considerable effort and time entailed in
acting on this policy. (Michiaki Koshikawa)

[Catalogue]

Drawing and the Development of ltalian 16th Century An/Michiaki Koshikawa
Drawing and the Development of Baroque Art/Hidenori Kurita
Catalogue: Marzia Faietti, Hidenori Kurita, Michiaki Koshikawa
Terminology explanation: Materials and Techniques of Drawing/Michie
Konishi, ed.

Bibliography: Hikari Hori, ed.

Edited by: Michiaki Koshikawa and Hidenori Kurita, with editorial assistance
by Martha J. McClintock

Production: Cogito, Inc.

* The catalogue was produced in two separate volumes, a Japanese language edi-
tion and an English language edition (text only, no illustrations).

Transportation and Installation: Yamato Transport Co., Ltd.
Display: Tokyo Studio
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The Western Art Foundation

ABEIE, BN PE ST O R ES 2 LD e L TRES vz
AT —NOREBEETHD, A7)7 THRIT oy 7ichilfEsh
feR R A O S 3, LIEL ISR RIS T, 20
PR H B 26 OFTEEIC RS TL AHIH D i,
WMAEAT1993EICE A L 722U A Y b T e T ED T T 7 75%
W3kb, COISBPID—D2THS,

T DEFEERDLIIRASD /I, I H KR
DR—I e TA L =T HIRICE ST, o TTHFIC 71
VLR AN T« T DT TLOH R AT =28/ e A e 28—F
WS AR TR ALER O 2 =S O — i L s
Too COEMEICH AT EBFT A0 GV EL T, 33T RY
ALMREIETT, Ko AroT4 FHiE, 77178y XXM
AT B 2VAVEOFEER RIS TV S, AR, Zhs0
{E &% Tl fiE 2 RO AY D 320, G104 ) 0 AH A HE B 1 A
WA ztAEL TiTabit, BESICE, YO MO 7
L7y 7O, 337 R AEMBIETO3EOME, BLUSZ
SRRy Z LMD OIE D Sz, EDbFIAT R
YAD YL oL CEBENC 2L T, ZOXH KR D
B 2P IR TN L R ATIC R Al s & o e 2L
AR

AREOP—OREHE, FNTEEFTHICTHIED A0, il
(2 KR =Sl D IERI T T 52 TH ol FHERE
AT S (2, MRS A — VRS, RbhicEF IV DfF(EE
AE T HUERELRIB A= S, HIRI YA XeboZEich
B, WRHDIEDNEHT LT YT BN H, HLETIHLIH
GESO—EB L TH LN BURANRERE T 2 Mflsh /-2
i, EHEOBRTRRTIEETERY, ZORROBEIE
Wl A Y P OIREDEF TRIFEN TORHIEEHO TR T, &
tz, FOL5KMOIESTZHARTRR TELRS 3 E L
VLo T, BARIERED, SHOEHZOLONFETH-
723, ZOSEMmHERCHISCASh TLEItN6IX
REBVREDTH S,

FREOB ORI, COREBESERBEL T, 2O

32

ML TOEEFIREOR SR T RW LSR5 bich-
foo CORRTIE, BRESOK TEELICZORBIZTCRT DD
Tlidled, BAENTI9974EENE HEC, ZOSBMmcH35E
2757 DMRET A€ =7 REMFETHED TH 5, FH
W S A S 1, 0, BUROBRE, LELEITHAN
WoEia i E, RBROBBIZEE DY, ZhooblEicly
BUERIRVOBEEZDE/Z7F7OHRTRLIZVWEFH Z T
%o G A

[, s> 7L wh]

i s o - R [ fifg e
LR T

wfE: ¥

(S ifE T4

1 &tk « 7R - = b
SR E R AY TH

This exhibition was one of the small-scale exhibitions planned by
the National Museum of Western Art, Tokyo centering around objects
in the museumn's permanent collection. Most of the multi-panel altar-
piece paintings created in Italy in the Late Gothic period have been
dispersed and there are many examples where the various elements
of these altarpieces are spread among diverse collections. In 1993,
the museum purchased an example of such a fragment, three
predella panels by Mariotto di Nardo.

These panels which show the life of St. Stephen have been iden-
tified by Professor Marvin Eisenberg of the University of Michigan
as a fragment of the triptych altarpiece recorded in the seventeenth
century literature as having been placed in the Santo Stefano in Pane
church of the Borgo di Refredi on the outskirts of Florence. Other
extant panels from this altarpiece are known as works by Mariotto
di Nardo in The Minneapolis Institute of Arts, the Paul Getty Museum,
and The Grand Rapids Museum of Art. This exhibition borrowed
as many of these panels as possible in its attempt to reconstruct
the altarpiece’s original appearance. The exhibition, in addition to
the three Tokyo panels, included three works from the Minneapolis
Institute and four works from the Grand Rapids Museum. We would
like to express our special appreciation to the Minneapolis Institute
for kindly agreeing to such an exceptional loan as that of the large
central panel, the Coronation of the Virgin.

The first intent of this exhibition was to provide an introduction
to a typical, large-scale triptych altarpiece, a form which is rarely



seen in Japan. The reconstructed altarpiece is close to three meters
in width, and if the existence of the missing pinnacles is conjec-
tured, close to three meters in height, a truly impressive size. Stan-
dard gallery display would not allow a sense of how the three small
predella panels in Tokyo would normally be both appreciated and
understood iconographically as only a single section of the entire
work. Only a few examples of the multi-panel altarpieces of this
period have been maintained in their original state, and further,
we can state that there are almost no opportunities for the display
of this type of large-scale work in Japan. [ronically, it was the very
fact that this altarpiece had been mercilessly dispersed in the past
which then allowed the present exhibition to be planned.

The second intent of this exhibition was to consider the various
issues related to this altarpiece that have not been previously
addressed. In this sense, the plan does not end with the close of
the exhibition. The author is currently working in cooperation with
Professor Eisenberg on a monograph on this altarpiece scheduled
for publication in fiscal 1997. This monograph will, to the greatest
degree possible, address such issues as the original site which com-
missioned this altarpiece, the identification of the commissioner of
the project, the history of its dispersal, those sections which remain
missing, and other unresolved matters. (Michiaki Koshikawa)

[Explanatory Pamphlet]

Text: Michiaki Koshikawa

Edited by: Yoko Terashima

Production: Cogito, Inc.

Conservation of works: Chie Manabe

Transportation and installation; Yamato Transport Co,, Lid.
Display: Tokyo Studio
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Renoir: Master Impressionist

30 July 1994—5 January 1995
Queensland Art Gallery, Brisbane/
National Gallery of Victoria,
Melbourne/The Art Gallery of New
South Wales, Sydney

P.1959-183
Pierre Auguste Renoir, In the Wood
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Clande Monet 1840-1926
14 July—12 November 1995
The Art Institute of Chicago

P.1959-148
Claude Monet, Young Women in a Boat

[ &3 %

19954E7 H14H~11H12H
= b i
P1959-148  EF{JiHEL)

[N =H~D3E

19954E10 H31 H~19964E3H 10 H
S ST SE AT AR / o ik
G1977-3 EhV(E)

STERRT 4 IEEL S P - AT

1995411 H1H~11H30H

SRl VA AT SE AT P e

P1959-69 F=(Bfaki:b)

P1959-154  ®A{Fr—U> 7 -7uiiff, v
“Fr)

P1959-166  EHo{&ftm)

P1959-192 Rt aAAs 2D k—v)

P1965-5 T AMALL /)

P1975-5 W T—=NA B DR D= N)

P1976-4 =N OB EEL

P1990-4 nA—{Ezuo)

S1959-39 a ¥ AFEZBNY(1)2FE5K)

S1969-1 ¥ ATHROr DT ALY

[2inEY DR B

1995511 H11H~12H23H

S VAT T SE AT

P1959-123  LL3wMEREA)

P1970-3 au—{F+HR)DROEH)

[2nEY>DOFRR | E

199641 H5H~3H24H

P W T AT A /A T S il fi

P1959-123 LSy MEEREA V)

P1959-124  LaswbiER)

[HIRiIRIZZSL T EEN T B

199653 H30H~6 H30H

P1981-4 YAL—={(L—"F L AD M

Wt



FOE S

List of New Acquisitions

[ PN(ET
Purchased Works

A O oo h—4[1528-1588]
(B Aeh 50+ OO

15475
gz, Hrr A
84 100cm

Paolo Veronesel1528-1588]

The Mystic Marriage of St.Catherine
1547

Oil on canvas

B4 100cm

P.1994-1

*see New Acquisitions

T 7L —Fe 7L Alc.1599-1652]

{7 hlksliEnE EoRE 2 LSS a5
16194F

iz, R

24.5x34.6cm

Goffredo Walslc.1599-1652]

Landscape with the Rest on the Flight
into Egypt

1619

il on copper

24.5%H.6cm

P.1994-2

#see New Acquisitions

2L AT A T L— o)L 7 1598-1657 ]
(T LEBE DV AHFIRIES)

16344F

¥z,

40X 74.5cm

Bartholomeus Breenbergh[1598-1657]
Coastal Landscape with Balaam and
the Ass

1634

il on panel

40x74.5cm

P.1994-3

*see New Acquisitions

W—H A7 F—F\[1472-1553]
(5 L7 AN FIR)

e

23.4% 16cm

Lukas Cranachl[1472-1553]
St.George on Horseback

Woodcut
234 16cm
(.1994-1

W—HA 7T —F 23/ [1472-1553]

($ 235705 Lok-t)

A

24.7%16.7cm

Lukas Cranachl1472-1553]

Knight on Horseback in full Armor

Wodcut
24.7%16.7em
(+.1994-2

ZORIETE T P PE TR Nos.27-28 NCI& 73 BA#:, PRG54 F 26 PRESSESH 2T
OENR S HEO FITIAL -8, L0, FMIERAEENL, TRGH 5 OP W, D
S A E T TR e

This list follows the Annual Bulletin of the National Musewm of Western Art 1992~

1994 . 1t contains all the works purchased or donated between April 1994 and March
1996. The number tailed to each item indicates the museum'’s inventory number: P is for

paintings, D for drawings, G for prints.

TE)T =7/ A A —7(1610-1685]
(BAHTHIAZ)

TyFy

24.1%19%m

Adriaen van Ostadel1610-1685]
Singers by the Window
Etching

24.1%1%m

Bartsch 19; Holstein 19 (iv/of 7)
G.1994-3

AN T Lo R A — A[1697-1764]
R —1X) (8 )

William Hogarth[1697-1764]
A Rake'’s Progress
G.1994-4~11

1
ToyFlf, T b—rii Y
35.6 < 40.8cm

Etching, engraving
35.6 % 40.8cm
Paulson 132 (ii/of 4)
G.1994-4

2
TyFl, Lo —rly
35.5%40.7cm

Etching, engraving
35.5%40.7cm
Paulson 133 (v/of 5)
G.1994-5

3
TyF ¥, TrdL—ri
35.5x40.7cm

Etching, engraving
35.5%40.7cm
Paulson 134 (ii/of 3)
G.1994-6

4
T, Tod—rltd
35.6x40.7cm

Etching, engraving
35.6 %40.7cm
Paulson 135 (i/ of 3)
G.1994-7

5
Ty, TS — s
35.4 x40.6cm

Etching, engraving
35.4 X40.6cm
Paulson 136 (i/of 3)
G.1994-8

b
ToyF, TvIv—rity
35.6<40.9cm

Etching, engraving
35.6 X40.9¢m

Paulson 137 (ii/ of 3)
G.1994-9

7

TuF oy, T —"dg
35.2x40.5cm

Etching, engraving

35.2%40.5cm
Paulson 138 (iii/ of 4)

37

G.1994-10

8
LIFod, LT —Iid
35.4%40.7em

Etching, engraving
35.4%40.7cm
Paulson 139 (ii/of 3)
G.1994-11

AT Lo ih A —A1697-1764]
CIREEDABERS) (4 pE)

William Hogarth[1697-1764]
The Four Stages of Cruelty
G.1994-12~15

1
TyF oV, ="t
35432, 1em

Etching, engraving
35.4%32.1cm
Paulson 187 (i/of 2)
G.1994-12

2
TyF e, XS —"fa vy
38.4%31.9cm

Etching, engraving
38.4 %31.9cm
Paulson 188 (ifof 2)
G.1994-13

3

TyFud, LF—"dr v
38.7%31.9¢cm

Etching, engraving
38.7x%31.9cm

Paulson 189 (ifof 1)
(.1994-14

4
IyFud, LTVv=rl1 T
38.3x31.7em

Etching, engraving
38.3%31L.7cm

Paulson 190 (iii/of 4)
G.1994-15

# /e F—32 [ 1808-1879]

(F 774 TobltziEotcs-eveee Exh i
%)

ARk

35.2%47.9cm (HE), 29.2x41.8cm (il jfii)

Honoré Daumier| 1808-1879]

Enfoncé Lafavette! Attrape mon Dieu

Lithograph
35.2%47.9¢m (paper), 29.2x41.8cm (image)
G.1994-16

Fx w7 A7y i/[1865-1925]
(iIxbhE)

ARRREE

25%32.5cm (), 18.2x 22 5¢m (ifijiii)



Félix Vallotton|1865-1925]

The Shower

Woodeut

25%32.5cm (paper), 18.2x22.5cm (image)
G.1994-17

FaAy—r/+EO—1824-1898]
(Mt 5)

1885561

AFee I a, HE

Gustave Moreaul1824-1898]
Sacred Elephant

c. 1885

Water color and gouache on paper
D.1995-1

*see New Acquisitions

2N A28 A [1497/98-1526]
GEDOHEEE) (41 P D2350)

Hans Holbein[1497/98-1526]
The Dance of Death
G.1995-1~23

L¢: 1)

ARy

11 %7.7em (88), 6.6<4.9cm (Fifi)
Creation

Woodcut

1127, 7cm (paper), 6.6 %4.9cm (image)
(.1995-1

E)

ARt

1087 3em (HE), 6.6 4.9cm (Bfi)
Temptation

Woodeut

10.8<7.3cm (paper), 6.6>4.9cm (image)
G 1995-2

(M7 5 24)

ARin

9.9x7 6em (#E), 6.5x4 9cm (M)
Adam Tills the Soil
Woodcut

9.9x7.6cm (paper), 6.5x4.9¢cm (image)
(3.1995-3

(s

AR

10.8>7.5em (#8), 6.4 4.9cm (i)
The Pope

Woodcut

10.8>7.5cm (paper), 6.4 x4.9cm (image)
G.1995-4

(EED

ARzt

108 7.5cm (§), 6.5%4.9cm (i)
The King

Waoodcut

108 > 7.5em (paper), 6.5%4.9cm (image)
(. 1995-5

CHAESEIY

AR

10.8x7.6cm (HE), 6.4>5cm (@)
The Cardinal

Woodcut

10.8 % 7.6cm (paper), 6.4 x5cm (image)
G 1995-6

CEf)

ACREC
10.8 X 7.6cm (#), 6.5 4.9cm (i)
The Queen

Woodcut
10.8x7.6cm (paper), 6.5x4.9cm (image)
(.1995-7

{HEIFED

ENT]

10.7%7.5cm (), 6.6 4.9cm (i)
The Bishop

Woodcut

10.7 % 7.5cm (paper), 6.6 <4.9cm (image)
(.1995-8

{(E)

AR

10,1 x7.4em (), 6.5 4.8cm (i)
The Duke

Woodcut
10.1%7.4cm (paper), 6.5 4.8cm (image)
(.1995-9

{f&tbiiz)

Az

10.9%7.6em (§8), 6.5%4.9cm (i)
The Abbot

Woodcut
10,9 7.6cm (paper), 6.5%4.9cm (image)
(.1995-10

{&rstbi )
AR
10.7%7.6cm (#8), 6.4x4.9cm (Fih)

The Abbess

Woodcut

10.7%7.6cm (paper), 6.4>4.9cm (image)
(5.1995-11

{F)

Ahiii

10.9%7 dem (§8), 6.4 %4.9em (M)
The Nobleman

Woodcut

10.9%7.4cm (paper), 6.4>49cm (image)
(G.1995-12

(e i1)

AR

109 7.6cm (#t), 6.4 x4.8cm (i)
The Canon

Woodcut

10.9%7.6cm (paper), 6.4 %4.8cm (image)
(5.1995-13

(F%5)

ARRiE

10.7%7.5em (#8), 6.5%4.9cm (i)
The Parish Priest

Woodcut
10.7 % 7.5¢m (paper), 6.5%4.9cm (image)
(.1995-14

(ZE)

Akt

11.1%8em ($), 6.64.9cm (i)
The Old Woman

Woodecut
11.1 X 8cm (paper), 6.6x4.9cm (image)
G.1995-15

(&SN

38

kb

9.8x7.5cm (#E), 6.6 4. 9cm (i)
The Seaman

Woodcut

9.8x7.5cm (paper), 6.6x4.9cm (image)
G.1995-16

LE(E1i:0
AShfzi
10.8%7.7em (), 6.5>4.9¢m (i)

The Count

Woodcut

10.8X7.7cm (paper), 6.5x4.9cm (image)
G.1995-17

(A

BN

11.1%7.5¢m (#8), 6.6 4.9cm (i)
The Old Man

Woodcut

11.1%7.5¢cm (paper), 6.6x4.9m (image)
(G.1995-18

{HEi)

AR i

10.8%7.6cm (80, 6.5%4.9cm (i)
The Countess

Woodcut
10.8x7.6cm (paper), 6.5%4.9cm (image)
G.1995-19

{(FtmA)
ENC
10.9%7.6cm (HE), 6.5 4.9cm (i)

The Lady

Woodcut
10.9%7.6cm (paper), 6.5%4.9cm (image)
G.1995-20

(2w

KR

10.2x7.5em (F), 6.4 x4.9cm (i)
The Duchess

Woodcut

10.2x7.5cm (paper), 6.4x4.9cm (image)
(.1995-21

{ATREAD

A<Riii

10.9%7.6cm (#8), 6.7 x5cm (i jfi)
The Pedlar

Woodcut

10.9%7.6em (paper), 6.7X5cm (imgae)
G.1995-22

Cahii)

ARl

10.9%7.5em (#6), 6.6 >x4.9cm (i)
The Child

Woodcut

10.9X7.5¢m (paper), 6.6%4.9cm (image)
(.1995-23

77 AT 4[1746-1828]

(=N —=H T TR T B
Ty

56.3%42.7cm (#f), 36.8x31em (M)

Francisco Goyall1746-1828]
Margarita de Austria on Horseback
Etching

56.3 2 42.Tcm (paper), 36.8 <31cm (plate)
(.1995-24



T A 1746-1828]
(A=vh)

XaF o, V=0
41920 2cm (HE), 30.2x21.8cm (M)

Francisco Goyal1746-1828]
Menippus

Etching, engraving

419x29.2cm (paper). 30.2 x21.8cm (plate)
(5.1995-25

A T4 =L F [ 1840-1916]
(I AMGRER) (120 5 L OV FH0)

18995

Odilon Redon|1840-1916]
Apocalypse

1899
G.1995-26~38

e, bt
Urr=7
20,2 23,3cm

Cover-Frontispiece
Lithograph

20.2%23.3¢cm

(.1995-26

(ZOLHOTFICTOOREFH, ZO01LY
A ORISR T)

Y57

29.2x20.9¢m

El il avait dans sa main droite sept
élotles, et de sa bouche sortant une
epée aigue a deux-tranchants

Lithograph
29.2x20.9¢m
(5.1995-27

(RELHBICHELESEOLOTFIC, &
MDdHH%EED, 2OEWRITFHY,
TOOHELTHESS)

UL F7

322%24.3cm

Puis je vis, dans la main droite de
celut qui était assis sur le brone, un
livre écrit dedans et dehors, scelle de
sept sceaux

Lithograph
32.2x24.3cm
G.1995-28

(- RICEZEDBETRENT)
sz
31%225cm

...et celui qui était monté déssus se
nommait la Mort

Lithograph
31x%22.5cm
(.1995-29

(fizOF LR B DT
UkrS7
31x21.5cm

Puis Uange prit Uencensoir

Lithograph
31%21.5em
(.1995-30

(Rwa K2 KEDEBEED)
W57

30.3%23.3cm

Et il tombe du ciel, une grande éloile
ardante

Lithograph
30.3%23.3cm
(5.1995-31

(e HEGE LD LHNT)
W7
23 28.6cm

tne femme révetue du soleil

Lithograph
2328 6em
(.1995-32

(E 03O, KOWEHLDHTRHU
SFIEBEAFFTD)

757

31.3%212em

Et un autre ange sortit du temple qui
est au ciel, ayant lui aussi une faucille
tranchante

Lithograph
31.3%21.2em
G.1995-33

(IREF:— ADHIEDIE L ZFROHE KL
BHHEATFICR LT, KEVEs20 1
D)

757

304 =232em

Aprés cela je vis descendre du ciel un
ange qui avait la cléf de Uabime, et
wne grande chaise en sa main
Lithograph

30.4%23.2cm

G.1995-34

[ GZEiar INETEOSVE2REEE)
W F7

20.8%21em

WE e lia powr mille ans

Lithograph
29.8x21em
G.1995-35

(HenZ 8L 722 I, KEM =D
T Ahsn:h, ZZRUBTHSH
LELBANCLT)

W 57
274 x%23.8cm

Et le diable qui les séduisant, fut jeté
dans U'étang de feu et de soufre, oit est
la béte et le faux prophéte

Lithograph
27.4%23.8cm
(.1995-36

(RELWELH, HLEL YL L0,
MO EWT, KIVFELER:0)
W57

30%23.7em

Et moi, Jean, je vis la sainte cité, la
nouvelle Jevusalem, qui déscendait du
ciel, d'auprés du Dieu

Lithograph
30%23.7em
(.1995-37

{Chsofizeils, »poRLEEFRIAN
20)

W57

15.8 1% m

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

39

Lithograph
15.8x19¢cm
(.1995-38

94T e T 1A 2(1757-1827]
(& > 7 i) (7 538 0F)

1826-274F

William Blake[1757-1827]
Dante’s Divine Comedy
1826-27

G.1995-30~45

(FZaHEOIE)

L=, FFAHA b
27.6%35.3(#5), 24.2x33.5em (ki)

The Circle of the Lustful
Engraving, drypoint

27,6353 (paper), 24.5x33.5¢cm (plate)
Bindman 647

G.1995-39

CEMEL-BIC Lo 5 HE Fv R
..__U}

LT —=rfg 2, F24lA4 b

28%35.6cm (HE), 24 <33.8em (RR)

Ciampolo the Barrator tormented by
the Devils

Engraving, drypoint

28x35.6 (paper), 24 x33.8cm (plate)

Bindman 648

(5. 1995-40

(g% i T ERE: 5)
LT —rfg ¥ P A
28x35.7cm (HE), 24.2x33.4cm (k)

The Baffled Devils Fighting
Engraving, drypoint

28x35.7cm (paper), 24.2x33.4cm (plate)
Bindman 649

(G.1995-41

{7 =3t 7L AL AF £ 0564 L OFE)
b2 e 2 A e B
28x35.6cm (HE), 24.6 < 3cm (fK)

The Six-footed Serpent Attacking
Agnolo Brunelleschi

Engraving, drypoint

28x35.6cm (paper), 24.6<34cm (plate)

Bindman 650

(G.1995-42

(T = FFr—T4 2D
ISV, FFAHL b
2835.4cm (H6), 24133 5cm (AR)

The Serpent Attacking Buoso Donali
Engraving, drypoint

28x35.4cm (paper), 24.1 33.5cm (plate)
Bindman 651

(3.1995-43

(BIEDOR, hEHIzb)
b T PRVE S B o B
27.6x35.2cm (8F), 24.3x34em(Ki2)

The Pit of Disease: The Falsifiers
Engraving, drypoint

27.6%35.2cm (paper), 24.3%34cm (plate)
Bindman 652

(.1995-44

{Rodp e TV T =T34 2{T25 > 7)
o et e R O o
27.7x35.5cm (#6), 23.6 <34cm (h)



Dante Striking against Bocca degli
Abati

Engraving, drypoint

27.7%35.5cm (paper), 23.6x34cm (plate)
Bindman 653

(5.1995-45

E—1) A «F=[1870-1943]

(T —¥ QW75 F 2 A2 00 (245
HHE)

Maurice Denis|1870-1943]

Saint Francis of Assisi; Solitude
G.1995-46~47

(T —Y D75 FxAT)
W7
24.2%19.5em

Saint Francis of Assisi
Lithograph

24.2x19.5cm

(5.1995-46

(4 gh)
W57
1926 8cm

Solitude

Lithograph
19%26.8cm
G.1995-47

2 E S, WHH R i~ A— bl > 75— K (G.1994-18), Yy r=Ex—-E YK (P.1995-1), L%

Donated Works APEIK (P.1995-2)
Donations are made by the following persons: Helmut Rumbler (G.1994-18), Jean-Pierre

Selz (P,1995-1), Hisanori Ueno (P.1995-2).

N A — N f e =2 A 1500-1550 ]
(EANEFCBEAD

15301

Akbi i

24,6 %24.3cm

Hans Sebald Beham|1500-1550]

Old Man Caressing a Young Woman
- 1530

‘i’Uo}udcut

24.6%24.3cm
(.1994-18

T T4 F a7 AL 1840-1920]

(fHR TF o ACBIL 28 L 5)

iz, HfrA

89118 4cm

Ferdinand Roybetl1840-1917]
Musketeers in a Tavern Playing Chess

Oil on canvas
39X 118.4cm
P.1995-1

TENT7=a¥7=p7-ErT4Y
[1824-1886]

(2Bt

s,

49X 63cm

Adolphe-Joseph-Thomas Monticelli
[1824-1886]
Scene of park

il on panel
49 63cm
P.1995-2
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“A Comparison of Three Versions of The Flight of Lot
and his Family from Sodom, Rubens and his Workshop”,
The Flight of Lot and his Family from Sodom (edited by
T. Nakamura) 1994, pp.47-68, The National Museum of
Western Art, Tokyo

[ 2D b5

21 {4l ¥ + 7)) — (RFR) O IE AT O 7z o O YT 5 (19934F
11H-199553H)

21 4L 4+ 1) — (fRFR) BRI f15 i E MG 2 Fe i e i ik o
YA (199444 H-6F1)
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F18744E — 28 [ 51 [MIAT SR | 2 OIEFR] (J63), 19944, [H]
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FENHIB2MM, 19945, HURRHIARFE KM L F 2

[87T44E DY AT B EI R LA ST SUIERIC RN T,
[1874%5 — <) [ES1 MIEN SR | L 2 ORFR 1Ay 07, 19944F,

41

A RYATRE S ST

[BEDFFADEBEE ¥4 28— xu—D(EE2BENCHIT S
AR S Y2 OB, [¥2Ay—F-2u—]h%u’,
19954, [8]VE P41 il fis

[V /T =N D=L b NPT W T S <) 7 D2 ¢
VOLEYO Y % T — |, [FENPEHEERTAEEHINos.27
-28, 19964

[ZytA]
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19954F
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“Herri met de Bles and some considerations on simultane-
ous representation in Early Flemish Painting”, Herri met
de Bles Symposium, Princeton University, Art Museum,
October 1995

[ ZDO iG]

[ [ V7 75 PE LT A AE L N 0s.27-28, #Rk
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B i/ Michiaki KOSHIKAWA
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High Renaissance in the Vatican - The Age of Julius 1
and Leo X: English Text Supplement (3:3%), The National
Museum of Western Art, Tokyo, 1994

[ Wi e A 20 7 it 1 h 7 o7 (E3), U,
19964
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[Dialogo della pittura di M. Lodovico Dolce, intitolato
L'Aretino : BIARETERE (1) J(S635), [Hliawig12%5 (19944F),
pp.2-34

“Contribution to the Drawings of Domenico Tintoretto,”
b i RE2E 11855 (19954F) , pp.75-96

“Several Drawings by Jacopo Tintoretto and their Connec-
tion with His Paintings”, [ 7PPEEMTRHFE#RINos.27-28,
19961F, pp.48-50
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ik, 19944F
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MR, 19954
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“Some Drawings by Jacopo Tintoretto”, XIVth Conven-
tion of the International Advisory Committee of the
Keepers of Graphic Art, 1994 (London, Victoria & Albert
Museum)

[FA=2e74 by bOPITEINC OV T |, 19944, T4 bLv
& E4004FGL R RFZE S (AL KF)

“Sulla Maddalena penitente della Pinacoteca Capitolina di
Domenico Tintoretto”, 1994, Convegno internazionale di
Studi su Tintoretto (Universita degli Studi di Venezia)
“El Greco and Federico Zuccaro”, International Sympo-
sium: El Greco in Italy and Italian Art, 1995 (Univerisity of
Crete, Rethymno)
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Lucas Cranach, “Die Enthauptung Johannes des T#ufers”
im Ausstellungkatalog “Glaube Hoffnung Liebe Tod”,
Kunsthalle Wien, 1995, S.120-121
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quiwm 1991. (Edited by), Tokyo, 19954

THLW 7Y 7 ORI TFRERE), FEENR, 19944

[aR3Z]

[VrR=A2E I [E—FOvrR=XLIRAY0Y, RSB
JTAREATE, 199444 H5H-6H19H, pp.8-13 (“Introduction
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“Esthétique”, Dictionnaive de la Civilisation Japonaise,
(sous la direction d'Augustin Berque), Hazan, Paris, 1994,
pp.183-188

“La Découverte du quattrocento italien par les peintres
japonais”, Hommaga a Miche! Laclotte. Etudes sur la
peinture du Moyen Age et de la Renaissance, Edition de la
Réunion des Musées Nationaux, Paris, 1994, pp.639-641
“Does East Meet West? The Problem of Representation in
Japanese and European Painting”, Japan and Europe in
Art History, C.LHA. Tokvo Colloguiwm 1991, Tokyo,
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“Le financement des musées au Japon”, Musées. Gérer
autvement. Un regard infernational, La Documentation
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“The prehistoric roots of Japanese culture”, “Formal
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“The wooden pagoda”, “Restoring Japanese art”, Japan
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