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Foreword

This edition of the Museum'’s Annual Bulletin combines number 26 (1992) and number 27 (1993).
The Bulletin includes reports on new acquisitions, gifts, special exhibitions and other activities, and
the relevant materials relating to the Museum’s activities from April 1992 through March 1994.

Among the various National Museum of Western Art, Tokyo events and projects described in
these pages, the Barnes Foundation exhibition from January to April 1994 had an especially large
social impact. This exhibition was held in our museum in Tokyo after its National Gallery, Washing-
ton and Musée d'Orsay, Paris venues. The combination of its array of high quality examples of French
painting ranging from the Impressionists to the Ecole de Paris and its first public exhibition of works
that had been previously almost impossible to view, meant that the exhibition was a booming suc-
cess, welcoming over 1,070,000 visitors. The exhibition closed without incident and to favorable review,
but its previously un-imagined crowding has led the museum to experiment with appropriate meas-
ures in terms of gallery arrangements, exhibition hours and ticket sales methods.

Of course, this was not the only exhibition held during the two year period covered by this edi-
tion of the Annual Bulletin. As can be seen in the following pages, this period also welcomed other
well-received exhibitions such as the Two Hundred Years of Australian Paintings exhibition and the
Winter Land: Norwegian Visions of Winter, introducing the arts of countries not often seen in Japan,
and the Renaissance in the Vatican exhibition with its comprehensive display of architecture, decora-
tive arts and other genres. In addition to exhibitions which feature works by famous artists and are
accessible to a wide range of visitors, we believe that one of the important responsibilities of the National
Museum of Western Art, Tokyo is to provide this type of diverse exhibition planning. We look forward
to continuing this approach in the future. As part of this exhibition philosophy, the Museum
experimented with its first small-scale, scholarly exhibition “The Flight of Lot and his Family from
Sodom — Rubens and his Workshop.” This exhibition was arranged with the specific goal of further-
ing art historical research. We took this opportunity to invite specialists from America and Belgium
to give lectures and to participate in a symposium. Essays by the scholars who participated in this
forum and the results of scientific testing of the paintings were then published in a report format,
We are planning to continue this practice of staging scholarly exhibitions.

As noted in this Bulletin, the Museumn’s new acquisitions during this period followed the Museum’s
existing collection policies and represent the steady, considered addition of works to the collection.
Further the heirs of Mr. Tomijiro Kakinuma generously donated three works by Bonnard, Bauchant
and Fujita Tsuguharu, in accord with Mr. Kakinuma'’s wishes., The Museum is extremely honored
by this donation and here' v conveys its sincere gratitude for this generosity.

March 1996
Shuji Takashina

Director, The National Museum of Western Art
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New Acquisitions
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Mariotto di Nardo lactive 1393-1424]

Three Predella Panels Representing the Legend of St.

Stephen

a)St. Stephen Preaching | St. Stephen Before the High Priest
and Elders of the Sanhedrin

b) The Stoning of St. Stephen/ The Burial of St. Stephen

c)Devils Agitating the Sea as Giuliana Transports the Body
of Si. Stephen from Jferusalem to Constantinople/ The
Re-interment of St. Stephen beside St. Lawrence in Rome

Tempera on wood panel
a0 =57 3cm/b)29 % 53.9¢cm/c)29.6 < 57.5em
P.1993-1,2, 3

Provenance:

Lord Spencer Compton; Luisa, Lady Ashburton, and thence by descent:
Christie’s, London, July 8, 1988, lot 67 (see also Christie’s Review of the Season
1988, Oxford, 1988, p.23); Thos. Agnew and Sons Ltd., London.

Bibliography:
Agner’s 175th Auniversary: A Supplenentary Catalogre of Pictures, Drawings
and Works of Art lo Celebrate the Firm's Anniversary, London, 1992, no.6l.
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1) R.van Marle, The Development of the ltalian Schools of Painting,
vol. IX, The Hague, 1927, pp.206-209,

2) B. Berenson, flalian Pictures of the Renaissance: Floventine
School, vol. 1, London, 1963, fig.515. LdsLAchin, FAT Vv v (M.
Boskovits, “Sull'attivitd giovanile di Mariotto di Nardoe,” in
Antichita vive, anno VII, 1968, no5, pp.3-13) ik, <04 rH513804
Bipsil R IcfES IR L T BEEL, ZoRNLIEoMER Oz
/oy — ERIRIEICFHEL Twva,

3) M. Boskovits, Pittura fioventina alla vigilia del Rinascimento,
Florence, 1975, pp.138-141, 388-402, figs.150~153, 474-496.

4) R. Fremantle, Florentine Gothic Painters from Giotto to Masaccio,
London, 1975, pp.451-460.
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1968.
1963, fig.516; Boskovits, ap. cit.,

Boskovits, art. cit.,

6) Berenson, op. cit., 1975, p.401%:

W. F. Volbach, Calalogo della Pinacoteca Vaticana, vol. 1: I

Trecento, Firenze ¢ Siena, Vatican City, 1987, no.24; Boskovits,

op. cit., 1975, pA00Z:,
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9) Berenson, op. cit., 1963, fig.520. 20 A4 2 L3 A5 —@ PR IZ I
SufflZWigEiz. M. Eisenberg, “The Coronation of the Virgin by
Mariotto di Nardo,” in The Minneapolis Institute of Arts Bulletin,
vol. LV, 1966, pp.9-24.

10) W. Cohn, “Notizie storiche intorno ad alcune tavole fiorentine del
'300 e '400," in Rivista d'arte, 1956, pp.68&W, WFHL, Sepoltuario
Strozziano, Cod. Magl. C1. XXV 170, c.80v.

11) Berenson, op. cit., 1963, fig.522. <LV rOFMIcBWLTIE, AT
Hdid[ DO TIar A Ty a—Eoy—ib a7 o i | e
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1975, p.397.
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13) Boskovits, op. cit.,

Mariotto di Nardo was a late Gothic painter in Florence. Documents
relating to his activities remain from 1394 through 1424, and it
is thought that he died in 1424. The earliest dated work by Mari-
otto (the 1393 Madonna and Child, Pagnana, Santa Cristina) was
then followed by the altarpiece for the church of San Donnino in
Villamagna (documented 1394-95).2 Mariotto was clearly one of the
popular painters of his day and he worked for such important Floren-
tine churches as the Santa Maria Novella, Orsanmichele, and Santa
Maria del Fiore. Today a considerable number of works can be
attributed to his hand, and Boskowits has listed a total of 135 extant
waorks by Mariotto.? The last dated work is the 1424 altarpiece in
the Serristori Collection, Florence," and this same year Mariotto
drafted his will during a serious illness.

Scholars have indicated the close connection between Mariotto’s
early style and the works of Niccolo di Pietro Gerini and Spinello
Aretino. Conversely, Boskovits has suggested Ambrosio di Baldese
as Mariotto's teacher, and has also suggested that Mariotto worked
with Niccold on the frescoes (1391) in Pisa's San Francesco.5 Mari-



olto's style can be placed, along with those of Niccolo and Spinello,
in the neo-Gothic tastes of late 14th century Florence, and his formal
sources can be traced back to various works from the mid 14th cen-
tury, Later Mariotto works also reveal the influence of the decora-
tive International Gothic Style represented by such great contem-
poraries as Lorenzo Monaco.

The three newly acquired predella panels originally decorated
the lower register of a typical large scale triptych altarpiece and they
display various scenes relating to early Christianity’s first martyr,
St. Stephen. Each of the panels is divided by architectural or land-
scape elements into right and left sections, creating space for the
depiction of six episodes. The narrative sequence of the themes indi-
cates that originally the three panels were arranged from left to right,
(a) — (b) — (¢). The content of each of the scenes can be determined
from Acts and from the Golden Legend.

(a) left

Stephen preaching, surrounded by women. The women are thought
to be the widows who were entrusted to his care in his role as deacon.
(a) right

Stephen inside a building, surrounded by a large group of elders.
The location is the Sanhedrin (Jewish tribunal) where Stephen has
been dragged, and Stephen denounces the high priest and the elders
(Acts 6-7).

(b) left

Stephen is stoned by the indignant people and is martyred (Acts 7).
(b) right

Stephen’s burial.

(c) left

Giuliana, resident in Jerusalem, mistakes Stephen's remains for those
of her husband, takes the saint's remains by boat to Constantino-
ple. Demons send a storm to meet the boat upon the seas (Golden
Legend).

(c) right

By Theodosius’ decree, Stephen’s remains are moved from Constan-
tinople to Rome. There they are interred with the remains of St.
Lawrence (Golden Legend).

These three works were not known prior to their appearance
in a Christie's auction in 1988 with the correct attribution to Mariotto.

The attribution to Mariotto is completely convincing given such
formal characteristics as the figural types and other motifs. Other
predella panels that can be dated roughly from the same period
include the predella representing the legend of St. John the Baptist®
in the church of S. Domenico, San Miniato al Tedesco, and the
predella representing the legend of St. Pancratius’ now in the Vati-
can Museums. These examples clearly reveal the same formal charac-
teristics as the Tokyo predella. The town scene, rocky hills, and
trees seen in the San Miniato work, the drapery forms seen in the
Vatican work, and the figural types seen in both works all closely
resemble the handling in the Tokyo work.

Professor Marvin Eisenberg has suggested that the three predella
panels in Tokvo are part of the triptych altarpiece with a central
scene of the Coronation of the Virgin that Mariotto created in 1408,
once located in the provincial Florentine church of Santo Stefano
in Pane (Borgo di Rifredi).®

Berenson illustrated a photograph of the main register of this
altarpiece when it was still intact (fig. 1).Y He listed the work’s loca-
tion as “formerly in the Hatton Garden Church, London™, The lower
part of the central panel is inscribed, "QUESTA TAVOLA FECE FARE
LA CO(M)PANIA DE LA VE(R)GINE MA(R)JIA ED S(AN)C(T)O
STEFANO P(ER) LA(N)I(M)A DI CHI LA FACTO BENE O FARA
MCCCCVIL™ As this inscription accords with 17th century
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manuscript records, clearly this altarpiece was then located in the
Santo Stefano in Pane.'" The various panels of the main register
were then dispersed, and have entered a number of different col-
lections, The present locations of the separate panels can be
summarized:

Central panel: The Coronation of the Virgin, The Minneapolis Insti-
tute of Arts

Left wing panel: St. Stephen and St. Lawrence, J. Paul Getty Museum
Right wing panel: St John the Baptist and John the Evangelist, ).
Paul Getty Museum

Left pilaster panel, upper level: St. Bartholomew, The Minneapolis
Institute of Arts

Left pilaster panel, central level: St. Francis, The Grand Rapids Art
Museum

Left pilaster panel, lower level: St. Sylvester, The Grand Rapids Art
Museum

Right pilaster panel, upper level: St. Anthony, The Minneapolis Insti-
tute of Arts

Right pilaster panel, central level: St. Dominic, The Grand Rapids
Art Museum

Right pilaster panel, lower level: A Bishop Saint, The Grand Rapids
Art Museum

Furthermore, two other predella panels depicting the legend
of St. Stephen, whose present whereabouts are unknown, can be
connected to the new Tokyo panels. These panels were illustrated
by Berenson as formerly in a private collection, Munich (fig. 2)."!
One panel depicts the Ordination of St. Stephen, and the other depicts
St. Stephen's posthumous miracle Healing of the Possessed Woman.
In fact, we might conclude that these two panels were originally
parts of the same predella.'? The Ordination panel would be placed
on the left edge, and one would then read through the three panels
in Tokyo, and finally the Healing panel would be placed on the far
right. This arrangement shows a completely ordered narrative
sequence.

Prior to the emergence of the Tokyo panels, Boskovits had indi-
cated the possibility that the two former Munich panels were part
of the predella of the Coronation of the Virgin Altarpiece.'* If the
supposition that these five panels, the two former Munich panels
and the three Tokyo panels, complete this altarpiece's predella, then
reconstruction of this altarpiece is resolved except for the pinnacle
section.

From February to April 1996, the National Museum of Western
Art, Tokyo will hold a small scale exhibition on the theme of the
reconstruction of this altarpiece and will welcome Professor Eisen-
berg as curatorial advisor to the project. There are then plans to
publish Professor Eisenberg's thoughts on the subject after the con-
clusion of the exhibition.

The three Tokyo predella panels were completely restored after
the 1988 auction. The state of conservation of the original pigments
differs rather greatly between the three panels, and panel (c) is in
quite good condition, while panel (a) is in the worst condition of
the three, with a great deal of tempera pigment loss in the faces
and heads of the figures. (Michiaki Koshikawa)

Notes

1 R. van Marle, The Development of the ftalian Schools of Painting, vol.
IX, The Hague, 1927, pp. 206-209.

2 B. Berenson, ftalian Pictures of the Renaissance: Florentine School, vol.
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Marten de Vos was one of the representative painters of Antwerp
in the latter half of the 16th century, and his life falls between that
of Frans Floris (1519-1570) and Otto van Veen (1556-1629). His
father, Pieter de Vos (1490-1566), was born in Leyden, but Pieter's
apprenticeship to Jeronimus Scuelens in the Antwerp Painters Guild
is recorded in 1507, and he achieved his master ranking in 1519/20.
Marten was born in Antwerp in the summer of 1532, the youngest
of Pieter's four children. While not a single record remains for Mar-
ten's childhood or study years, it is presumed that he had his first
lessons in the painter's craft from his father. He visited Italy in the
1550s. But it is hard to determine the exact location of his stay in
Italy.! Carel van Mander has indicated that Marten de Vos visited
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Venice in addition to Rome. Further, Carlo Ridolfi notes that de Vos
was responsible for the painting of background landscapes in Tin-
toretto’s studio. However, there is no specific material to back up
this assertion by Ridolfi. We can confirm that Marten had returned
to Antwerp by 1558, and he is recorded as a master painter in the
Liggeren register of the St. Lukas Guild for that year. He married
Joanna le Boucq almost immediately after this return, and they even-
tually had eight children, five daughters and three sons. Among these
children, two of the sons, Daniel and Marten, became painters.
According to Guild records, Marten took his first apprentice in 1564,
and a total of eleven apprentices are recorded through 1599. Among
these apprentices, Wencelas Coebergher (1557/1561-1634) is
recorded as having been apprenticed in 1573.

From the 1560s through the 1570s, de Vos's major commis-
sions came from wealthy merchants such as the Calvinist trader,
Gilles Hooftman. Then from 1569 to around 1572, at the behest
of the Lutheran lord Willem I von Braunschweig-Liineburg, de Vos's
studio took on the creation of a series of paintings to decorate the
Celle Palace Chapel. While the first record of Marten’s position as
a Lutheran is noted in a 1584 document, we can suppose that this
was already the case by the end of the 1560s.2 He achieved
prosperity through these important commissions, and in 1572 was
named the head of the Painter's Guild, and then in 1579 he pur-
chased a house named Tobias on the Schutterhof street.

Antwerp returned to Catholic control after a brief period under
Calvinist rule from 1581 to 1585. There was no hope for religious
tolerance under the new regime, and in any event, it is thought
that de Vos converted to Catholicism.? This change of circum-
stances had a considerable impact on de Vos's painting activities.
After 1589, the majority of his commissions came from a variety
of guilds, not from wealthy townspeople, and he became largely
concerned with the creation of altarpieces to decorate churches. This,
needless to say, was intimately connected to the Counter Reforma-
tion redecoration of the churches which had been destroyed or
defaced by the Calvinists. De Vos maintained his fame into his final
years, and in 1602, the year before his death, he received a request
for the creation of the central panel, St. Luke Painting the Madonna
and Child, for a triptych to be placed in the Painter's Guild Chapel
of Antwerp Cathedral 1

De Vos was an eclectic painter who displayed at once the tradi-
tional styles of Northern Europe while also consciously incorporat-
ing ltalianate elements. Oil paintings that can be attributed to his
hands are largely narrative paintings based on religious subjects,
and he also created allegorical works, portraits and paintings of
animals. Further he created a number of preparatory drawings for
the production of religious prints, and his compositions were widely
known through the medium of the print.

Until its appearances in the Dijon market in 1990, this work was
unknown to scholars in the field. Further, there is no record of this
work in the monograph published by Zweite in 1980. But Zweite's
work does present three oil paintings on the theme of the Last Supper
by de Vos or by his studio, and clearly they bear a close composi-
tional relationship with the Tokyo work. The earliest of the three
is a work from around 1570 which decorated the partitions of the
prayer stalls on the north side of the central altar of the Celle Palace
Chapel (fig. 1, oil on panel, 50.5 x 80 cm., Zweite, cat. no. 31). The
Sint-Gommaruskerk of Lier houses a vertical composition of this
subject (fig. 2, oil on panel, 176 x 146.5 cm., Zweite, cat. no. 87).
This Lier work with its portrait-like depiction of the various apos-
tles is dominated by a medium color palette, and has been suggested
as a work of the late 1590s. The third work reproduced by Zweite,



the closest oil painting to the Tokyo work, is seen hanging in the
Sint-Waltraudiskerk of Herenthals (fig. 3, oil on canvas, 136 x 178
cm., Zweite, cat no. Z19). But given the poor quality of this work,
Zweite believes that it is not the work of Vos himself, but rather
is a studio work of around 1600. On the basis of color transparen-
cies, Zweite has suggested a date of ca. 1580 for the Tokyo work.’
The Herenthals work has the same fundamental composition as the
Tokyo work, with Christ placed in the center on the far side of the
table, and with the exception of some differences, generally shares
the poses of the apostles arranged around the table and Judas turned
to the left. The two works further share such detailed motifs as the
young waiter who opens the curtains on the left of the composition
to enter the room, and the glass chandeliers suspended from the
ceiling. But the architectural elements of the back wall differ between
the two works (and in this regard the Herenthals work is somewhat
closer to the Celle work), and only the Tokyo work has an image
of the Entrance into Jerusalem included in the window frame.
Regardless of the compositional similarities between the two works,
the extreme difference in quality between the two works seems to
point clearly to the Tokyo work as the genuine work by de Vos's
hand.

Needless to say, the Last Supper is one of the most important
themes in Christian art. In this scene, Jesus Christ, knowing that
his death is fast approaching, gathers his apostles for a Passover
meal. According to the Synoptic Gospels, Jesus indicates in the
middle of this dinner that ane of his disciples has betrayed him (Mat-
thew 26.21, Mark 14.18). The apostles are overwhelmed with unease
at who might have done such a thing (Matthew 26.22, Mark 14.19),
and Jesus clearly indicates that Judas was the betrayer (Matthew
26.23-25, Mark, 14.20-21). Then, Jesus blesses the bread and gives
it to his disciples, and then blesses the wine and asks them all to
drink from it (Matthew 26.26-27, Mark 14.22). Luke (22.17-20) indi-
cates, however, that Jesus announced the betrayal of Judas only
after sharing the bread and wine with his disciples, reversing the
order of events found in the other two Gospels. And in John there
is no record of the sharing of bread and wine, noting only Christ's
indication of the betrayal (13.21), Christ's giving Judas a morsel of
food (13.26), the Devil's possession of Judas (13.27), and Judas' depar-
ture (13.30). Thus the single scene of the Last Supper actually con-
tains this myriad of different episodes. Traditionally there are three
established representations of the subject in art: the moment when
Jesus indicates Judas’ betrayal, Christ's blessing of the bread and
the wine, and Christ offering the bread to his disciples as Holy Com-
munion.% The Tokyo work, at first glance, seems to provide a dra-
matic presentation of the moment when Christ reveals Judas's
betrayal.

De Vos, in keeping with traditional forms, shows the table at
almost a flat angle, with Christ seated behind it in the central posi-
tion, and the apostles arranged around the table and Christ’s cen-
tral position. Here the apostles look among themselves, shaken by
the news that one among them has betrayed Christ. Through the
positioning of the disciples and the directions of their gaze, the artist
has grouped the figures to form his composition. The artist has
grouped four figures, including John, on the same side of the table
as Christ, with two on each side of Christ. Movement between and
across the figures is created through placement of their hands and
arms, whether crossed in front of the body, hands clasped in front
of the chest, or the right hand placed on the chest. Amidst this diverse
range of movement, all four figures turn to face Christ. Continuing,
the far left of the table reveals three of the disciples arranged to
form a group. The furthest of these three disciples raises his left
hand and is seen talking to the disciple on the left front wearing
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a yellow robe with blue over robe. This disciple, who is depicted
in full figure, indicates Christ with his right hand and looks at Christ.
Conversely, the slightly older figure between them is lost in thought
with his eyes gazing down. On the right of this group of three figures,
a disciple dressed in a rose colored robe is shown looking back over
his shoulder. We might say that this disciple has a specific role. His
turning back and looking over his shoulder, turning his gaze to those
of us outside of the picture frame, forms a bridge between the world
of the painting and our own external world. With a slight gap opened
between them, Judas is then shown in full figure to the right of the
rose-color robed disciple. Judas is placed almost exactly opposite
Christ. But regardless of this positioning, he seems to avoid a rela-
tionship with Christ, with his right leg placed on top of his left leg,
and his whole body turned to the side, almost parallel with the table.
Judas stares straight to the left of the composition. His right hand
is placed on the table, and his left hand clasps the pouch that con-
tains his reward for the betrayal. Judas does not talk to anyone,
and none of the other disciples speak to him. Finally, just as on
the left side of the table, there is a group of three disciples shown
to the right of Judas. Among these three apostles, the one furthest
to the back points towards Christ while talking to the disciple placed
on the right edge of the composition. This disciple on the far right
holds his crossed arms in front of his chest and looks up intently.
Christ's words have struck terror in him. The figure on his left, next
to Judas, is shown from the back. He extends his right hand to the
disciple in the back, engaging him in conversation, while his left
hand points to Christ, as if to direct the far disciple’s attention to
their master.

Regardless of positioning to the north or south of the Alps, the
main intent of artists of the 16th century depicting the Last Supper
was to show the various psychological and gestural reactions of the
disciples to the news of the betrayal. Whether slight or strong,
unmistakably these artists were all aware of Leonardo da Vinci's
1495-98 work on this subject for the Milanese Dominican Monastery,
S. Maria delle Grazie.” The reproduction prints of this image created
by Marcantonio Raimondi and others meant that Leonardo’s com-
position was widely known. And as a matter of course, de Vos would
have been aware of Leonardo's composition. But if we were to think
of a work closer to the artist which may have served as a more direct
model for his compositions, it would be, as suggested by Zweite,
the Tintoretto Last Supper for S. Marcuola in Venice (fig. 4).8 This
work bears an inscription of 1548 and de Vos may have seen the
work during his study period in Italy. And in this work by Tintoretto
the table is arranged flat across the horizon line, Christ is placed
in the center of the back of the table. Christ is flanked by John and
one other apostle, and the other disciples are arranged around the
table in separate groupings. In this composition Judas has moved
slightly to the left from the center front of the composition and he
is seen with his back turned. In the Celle work, his position is shifted
even further to the right, and he is shown in back view. Further
the two works are linked by the curtain depicted behind Christ.
However, as also indicated by Zweite, the architectural motifs, such
as the attached pilasters on the back wall and the recessed niches,
are not found in the Tintoretto work and here they provide a clearer
composing of the spatial setting. But we must also recognize the
important difference between the moments depicted in these two
works. In Tintoretto’s work there is a whole roast lamb shown on
the table, symbolizing the Passover meal, and in the Celle work,
Christ holds the cup in his left hand. Let us look once again at his
right hand. While resembling the actions of Christ's right hand in
the Tintoretto, de Vos's work shows Christ with his hand raised in
the position of benediction, with index and middle fingers extended



up. In this manner the Celle work is not simply a depiction of Christ
announcing Judas' betrayal, it also reveals a simultaneous depic-
tion of the blessing of the cup.

In images of the Last Supper, the simultaneous depiction of two
events or actions that actually occurred in a chronological sequence
is by no means rare. In the inimitable Leonardo work, Christ is
shown with the bread in front of his left hand and the cup in front
of his right hand, suggesting the blessing of the bread and the
wine.” But this act of blessing the bread and the cup has been all
the more emphasized in the Tokyo work. Here, Christ holds the
bread in his left hand, while he makes the motions of benediction
with his right hand. In addition, the cup in front of Christ is not
asimple cup, it is the chalice used during Holy Communion. Given
this point, the four disciples arranged on the same side of the table
as Christ, i. e. along the back of the table, seem to be listening intently
to Christ's solemn words of Holy Communion, more so than show-
ing their surprise at the announcement of the betrayal. These four
are shown with grave demeanor, completely unrelated to any
gestures of surprise or boisterousness. We should also note the back-
ground behind Christ, the domed green curtain decorated with ele-
gant embroidery, and the four solemn black marble columns along
the back wall. These elements all heighten the image of Christ. Over-
all, the Tokyo work controls the emotional announcement of the
betrayal, and can be said to accomplish a quieter, but, emphatic
expression of the meaning of the Holy Meal. This emphasis is shared
by the Lier work.

Two jars, one red and one green, are placed in a noticeable
position in the front left of the composition. The red jar is deco-
rated with a grotesquerie design, while the green jar is decorated
with a scene of Pyramus and Thisbe. Jars with this type of classical
decoration can also be found in other Last Supper paintings by de
Vos, and in paintings of other themes related to wine, such as the
Mamage at Cana (Antwerp Cathedral, Zweite, cat. no. 86), and Abra-
ham and Mechizedek (London, private collection, Zweite, cat. no.
106). As previously noted, the scene that chronologically precedes
the Last Supper, The Entrance into Jerusalem (fig. 5) is depicted
outside a window in this composition, and this expression was pos-
sibly suggested by the work of Pieter Coecke van Aelst of the same
subject. Coecke's painting also shows a view of the Entrance into
Jerusalem outside of a window behind Christ. Pieter Coecke’s Last
Supper with its unique interpretation of Leonardo's composition was
extremely popular in Flanders in the 16th century, to the degree
that today more than 40 copies and replicas of his painting remain.
Undoubtedly de Vos was familiar with Coecke's work.1?

This painting was restored in 1991, and rare for works of this
period, it is clear that the pigment layer is well preserved. The canvas
is also in good condition and has not been relined. But to our regret,
we have no information on the original location of this work.

(Toshiharu Nakamura)

Notes

1 See the following for information on Marten de Vos's life. Armin Zweite,

Marten de Vos als Maler, Berlin, 1980, pp. 19-37. Zweite suggests that

de Vos traveled to ltaly in March 1552 with Peter Bruegel the Elder (p. 21).

A. Zweite, op. cit., pp. 72-73.

A. Zweile, op. cil., pp. 26-27.

This work is presently in the collections of the Antwerp Koninklijk Museum

voor Schone Kunsten. See A. Zweite, op. cil., cat. no. 103.

5 According to Dr. Isabelle Mayer of the Didier Aaron Gallery. See also,
Didier Aaron Catalogue, Paris/London/New York, 1992, cat. no. 1.

6 For information on 15th century and early 16th century depictions of
the Last Supper in northern Europe, see especially the following. Bar-
bara Welzel, Abendmahis Altare vor der Reformation, Berlin, 1989, This

- L o
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work also provides a bibliography related 10 the Last Supper.
T See B. Welzel, op. cit., pp. 55-56.
8 A Zweite, op. cit., pp. 135-136.
9 B. Welzel, op. cil., p. 55.

10 Georges Marlier, La Kenaissance flamande; Pierre Coeck d'Alost, Brus-
sels, 1966, pp. 97-99.
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1) Zyre b ENDEIEEEdMZ DV TIE, ROMAZBHLL:, Edith Greindl,
Les peintres flamands de nature morte au X Vile sicele, Sterrebeek,
1983, pp.90-93, 384-387. %35, ¥ 7 P AZARVESWOD (E(E 2 HIS o1

2) BsO A, TS Vi s I L Tk A 2T RRC ks,

3) Musées royaux des Beaux-Arts, Brussels, inv.no.3447,ili#2, 127
A, 102x142cm. Die
Munich, inv.no.1252,
HEzook

Bayerischen Staatsgemiildesammlungen,
MFz. Ay A, 99%142em. 222V TIRRO
Exh. cat., Von Bruegel bis Rubens, Das goldene
Jahvhundert der flimischen Malered, ed. by E.Mai and H.Vlieghe,
Cologne, Wallraf-Richartz-Museum, 1992, no.101.1, pp477-478 (text
by H.Robels).

Continuing and developing the tradition of Pieter Aertsen (1508/09-
1575) and Joachim Beukelaer (ca. 1535 - ca. 1575) and their depic-
tions of kitchens or market scenes overflowing with all manner of
game, birds, fish and vegetables, the artists of 17th century Flanders
were avid in their depiction of still lifes of fruit, vegetables, and a
hunter's bounty, and paintings of living animals. Adriaen van Utrecht
was one of the representative artists of this genre, along with Frans
Snyders (1579-1657), Paul de Vos (1595-1678) and Jan Fyt
(1611-1661).



Van Utrecht was born in Antwerp on January 12, 1599, and
he was apprenticed to the painter and art dealer Herman de Ryt
in 1614, Later, probably during the period between 1620 and 1625,
it has been suggested that he traveled around France, ltaly and Ger-
many. From his father's will we can confirm that he was out of the
country in 1624. In 1625 he was registered as a master painter with
the St. Lukas Guild of Antwerp. In 1627 he married the poet Con-
stantia, daughter of the painter Willem van Nieulandt. The Antwerp
guild records (Liggeren) of 1626 to 1646 note the names of six appren-
tices. Van Utrecht achieved prosperity and in addition to receiving
commissions from the German Emperor and the Spanish king, he
also participated in the decoration of the Huis ten Bosch in The
Hague. Regardless of these achievements, it is known that in his
later years he suffered under a load of debt. He wrote his will from
his sickbed in October 1652 and died almost immediately after.
According to the records, van Utrecht is known to have painted
works with Thomas Willeboirts Bosschaert (1613/14-1654), Erasmus
Quellinus 11 (1607-1678), and from the formal analysis of extant paint-
ings it can be suggested that he worked in tandem with Jacob Jor-
daens (1593-1678) and with Theodor Rombouts (1597-1637).

According to research by Edith Greindl, dated works by van Utrecht
extend from 1627 to the year of his death, 1652.! In terms of sub-
ject, van Utrecht painted large scale works that depict figures in
kitchens or in fish, fruit, vegetable or meat market settings; paint-
ings of interior settings with a hunter's catch of animals or birds
shown with vegetables, fruit, dishes and other kitchen utensils; still
life works depicting game in outdoor settings; works depicting living
animals in outdoor settings, and still lifes of fruit. This work falls
under the second category and is van Utrecht's most commonly
depicted theme. A wooden table is placed horizontally across the
composition and the background is closed off with a dark color that
suggests a wall surface. The top of the table is covered with various
species of birds and a hare, and these fruits of the hunter's labors
are arranged with vegetables and a large copper bucket. The birds
are drawn with exact biological rendering (fig. 1).2

The wood pigeons, hare, and goosander on the left side of the
composition are bound and suspended by the feet, with the head
and front legs of the hare and the head of the goosander reaching
the table top. In front of the goosander, three birds hang over the
edge of the table as if about to fall off the table. These birds have
not fallen off the table because one bird which is bound up with
them is placed face up on top of the table and thus supports the
other birds. A pheasant is depicted near the center of the composi-
tion, and its head and neck hang down from the table. To the right
of this pheasant, another pheasant is shown lying on the table. To
its right in the rear, a large copper bucket is depicted as an impor-
tant compositional element in the painting, and the painter has
inscribed his name and the date of the painting’s creation, 1648,
on this bucket. On the left side of the bucket, five small birds hang
from a small branch which sticks up diagonally. In other words,
the bucket is full of the hunter’s catch. The bright plumage of a king-
fisher peeps out from the bucket. In the upper left section of the
bucket, two red shanks are seen, one placed face up, the other hang-
ing down. A chaffinch can also be seen upside down to the right
of these red shanks. Only the heads of the starlings to the right are
shown, the edge of the picture plane cuts off the depiction of the
birds' torsos. Artichokes and squash are depicted in front of the
bucket. The two artichokes are shown on either side of the squash,
and in their arrangement create a V-shaped form that extends into
the foreground and background of the painting.

This work shares the basic subject matter of those by Snyders,
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but differs greatly in its palette. Van Utrecht did not use the bright,
shiny colors used by Snyders, rather he used a tonal range that was
in accord with the dark background color. Indeed, in these late works
the sharp contrasts of the earlier works influenced by the Tenebrism
have vanished and been replaced by a warmer set of pigments. But
this work’s overall harmonies differ greatly from the decorative effects
of Flemish paintings of the 1640s. The Musées royaux des Beaux
Arts, Brussels houses a Still Life with Game, Fruits, and Vegetables
by van Utrecht from this same year, 1648. Another work of essen-
tially the same composition and same year is in the Bayerische Staats-
gemaldesammlungen, Munich (fig. 2).% These two works closely

resemble the Tokyo work in terms of the compositional arrange-
ment of a table and utensils, as well as the depiction of such motifs
as the hare, the birds and the artichokes. But no fruit is depicted
in the Tokyo work. (Toshiharu Nakamura)

Notes

I For information on the life and works of van Utrecht, see Edith Greindl,
Les peintres flamands de nature morte au XVile siécle, Sterrebeek, 1983,
pp. 90-93, 384-387. Greindl was not aware of the Tokyo painting.

2 The names of the birds have been based on materials provided by Deborah
Gage.

3 Musées royaux des Beaux-Aris Brussels, inv. no. 3447, oil on canvas,
102 x 42 cm. Die Bayerischen Staatsgemaldesammlungen, Munich, inv.
no. 1252, oil on canvas, 99 x 142 ¢m. See the following for information
on these two works. Exh. cat. Von Bruegel bis Rubens, Das goldene
Jahrhundert der flamischen Malerei, ed. by E. Mai and H. Vlieghe, Cologne,
Wallraff-Richartz-Museum, 1992, no. 101. 1, pp. 477-478 (text by H.
Robels).
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1) #A #VTIROF 72 7 G IO T IO k22 S0, Albert
Blankert, Nederiandse 17¢ Eewwse HNalianiserende Landschap-
scthlders, Soest, 1978 (originally published in 1965); Frederik J.
Duparc/Linda L. Graif, Italian Recollections, Montreal 1990

2) James D.Burke, Jan Both.
York/London, 1976, no.79

3) L—=RIA~L A — (Marcel Roethlisherger) &3t
BLTwa,

1) Burke, op.cit. no.d49; Neil MacLaren (revised and expanded by
Christopher Brown), The Dutch School 1600-1900, 1991, London,
no.209

Paintings, Drawings and Prinls. New

Hilllc BT 2O

Jan Both was one of the representative Dutch [talianate landscape
painters. After studying painting in his home town of Utrecht with
the painter Bloemaert, he joined his brother Andries, a painter
already active in Rome. It is thought that Jan traveled to Rome
around 1637 (Records confirm his presence in Italy only from 1638).
In 1641 he returned to Utrecht, and he was active in that city until
his death in 1652. Jan Both was considered one of the city's two
important Italianate painters, rivaled only by Breenbergh. Regard-
less of the brevity of his life, he can be counted among the most
important of the Italianate landscape painters. In addition to learn-
ing from Breenbergh and Poelenburgh, the first generation of this



school of painters active in Rome in the 1620s, Both was also
influenced by Claude Lorrain, an artist he met in Rome. Both created
refined, pastoral landscapes filled with sunlight. And the works of
the next generation of Italianate landscape painters, such as Nicolaes
Berchem, Adam Pynacker and Aelbert Cuyp, can be thought to have
taken their starting point from Both’s works.

Cornelis van Poelenburgh, as previously noted, was one of the
first generation painters of the Italianate school. Like Both, he studied
with Bloemaert in his hometown of Utrecht and then proceeded
to Rome. His activities in Rome can be confirmed by records for
1617. It is also thought that he spent some time in Florence, and
it has been suggested that he made contact in that city with Filippo
Napolitano, an artist who greatly influenced the young Poelenburgh,
He returned to Utrecht prior to 1627 and achieved considerable fame
in his hometown. In 1637 Charles | invited Poelenburgh to England
and Poelenburgh is known to have been active in London until 1641,
In 1657 and 1658 and then again in 1664 he was selected as dean
of the Painters Guild in Utrecht. In addition to the creation of his
own landscape paintings, Poelenburgh also painted the figures in
landscape works of other painters, such as Jan Both, Willem de
Heusch and Herman Saftleven!

This work signed "JBoth" is a small work that reveals this
painter's particular characteristics. While more than 100 oil paint-
ings are known by Both, the comparatively homogenous style of
these works makes it hard to trace his painterly development. As
only one of his works is dated, Mercury and Argos in a Landscape,
(1650, SchloB Schleissheim),? the dating of his works is all the more
difficult. But here the scrupulous brushwork and the expression of
the crowded trees and plants are thought to indicate that the work
was created after his return from Italy, possibly during the 1640s.
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This time frame is further supported by the fact that this was the
most likely period for collaborative works with Poelenburgh, who
was responsible for the figures in this work.? Other known joint
works by these two artists include the Judgment of Paris (London,
National Gallery, see fig.), and Landscape with Nymphs (Rome,
Busiri-Vici collection). Burke has assigned a date of 1645-1650 to
the London work.4

The subject of this work is not clear. While it has been sug-
gested that it is related to the then popular tale of Diana and Cal-
listo , it is hard to suggest specific elements that would indicate this
subject matter. While alluding to a tale that features Diana, it might
be appropriate to consider this work a more freely imagined experi-
ment with mythological landscape depiction.

Some repainting can be seen in the upper right section of the
sky, but otherwise the painting is in excellent condition. Indeed there
has been no loss of the darker pigments in the luxuriant growth
of trees that covers the left portion of the composition. One of the
greatest fascinations of this work is the careful observation of the
layering of thickly overgrown trees and foliage in this area.

(Akira Kofuku)

Notes

I See the following for information on the ltalianate School of Dutch land-
scape painting. Albert Blankert. Nederlandse I7e Eeuwse ltalianiserende
Landscapschilders. Soest. 1978 (originally published in 1965); Frederik
J. Duparc/Linda L. Graif. fralian Recollections. Montreal 1990.

2 James D. Burke. Jan Both. Paintings, Drawings and Prints. New
York/London. 1976 no. 79.
In correspondence, Marcel Roethlisberger has also agreed with this dating.

4" Burke, op. cit. no. 49; Neil MacLaren (revised and expanded by Christopher
Brown). The Dutch School 1600-1900, London, 1991, no. 209.
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Provenance:
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Exhibition:
London, Royal Academy, Works by the Old Masters, 1883, no.285
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Herman van Swanevelt was one of the Dutch landscape painters
of the Italianate school. However, unlike the majority of painters
of this school who spent several years in ltaly and then returned
to their homeland of Holland to continue their painting activities,
Swanevelt spent from 1629 to 1641 in Italy and then spent close
to ten years from 1644 to his death in 1655 in Paris, where he was
“peintre ordinaire du Roy." This kind of international identity may
have had the negative impact of giving his works an impersonal
character, and after his death his name was overshadowed by those
of Claude Lorrain and Jan Both, and he was quickly forgotten. While
at present considerable lacunae remain in our knowledge of this
artist, records indicate that in the 1620s he lived with Claude Lor-
raine and was diligent in his study of paintings. For his considera-
ble influence on Claude’s early works, Swanevelt is currently under
reconsideration as one of the memorable painters of the ideal land-
scape lineage.!

Swanevelt studied painting in Utrecht under Abraham Bloe-
maert, and is thought to have arrived in Rome before 1629. The
decorative group of landscape paintings for the Buen Retiro villa
of Philip IV of Spain was one of the most important groups of paint-
ings for the development of landscape paintings in the 17th cen-
tury, and Swanevelt, along with Jan Both, Claude Lorrain, Nicolas
Poussin, Gaspard Dughet and others, participated in the creation
of paintings for this villa.2 While it has been confirmed that he was
in Holland in 1642, he had moved to Paris by 1644. It has been
suggested that his most important work in Paris was related to the
decoration of the Hétel Lambert. The landscape painting decora-
tion of this building was completed through the cooperation of a
great number of painters from France, Holland and Italy. Swanevelt
worked with Asselijn, Patel, and Le Sueur on these landscape paint-
ings. The Buen Retiro related works, including those by Swanevelt,
are now in the collections of the Prado and the Hétel Lambert related
works are in the Louvre.

This work was created during the 1630s, the period which saw
Swanevelt's maturation as a painter, and it depicts a Roman scene,
replete with such classical ruins as the Temple of Venus and Rome,
the Colosseum and the Arch of Constantine. While the majority of
Swanevelt’s extant landscapes include large trees and forests as
important motifs, the Campo Vaccino (1631, fig. 1) in the Fitzwil-
liam, Cambridge and The Arch of Constantine (1645, fig. 2) in the
Dulwich Picture Gallery suggest the possibility that he created a con-
siderable number of works depicting actual views. But the Tokyo
work gives a different impression from that seen in the Fitzwilliam
work, with its bird's eye view, topographical and classicist interest
apparent in its depiction of the classical ruins at the Roman Forum
(Campo Vaccino), or in the Dulwich work with its considerable
number of figures and its emphasis on genre elements. While this
canvas can be said to have been based on an actual scene, here
the poetic atmosphere has been emphasized, and it would seem
to intend the depiction of a pastoral landscape, replete with a warmly
shining sun. In this sense, a comparison of this work with the View



of Rome with the Trinita de’ Monti of Claude Lorrain (1632, London,
National Gallery) offers fascinating material for the consideration
of the issues related to Claude’s early works.

With the exception of some additional painting in the section
of sky that expands across the upper right portion of the painting
and some loss of the pigment layers in the ground section in the
lower right shadows, the painting is in good condition overall.

(Akira Kofuku)

Notes

1 See the following for information on the ltalianate School of Dutch land-
scape painting. Albert Blankert, Nederlandse | 7e Eemwse ltalianiserende
Landscapschilders. Soest. 1978 (originally published in 1965); Frederik
1. Duparc/Linda L. Graif, talian Recollections. Montreal 1990.

See the following for information on the works related to the Buen Retiro,
including the works by Swanevelt, Jonathan Brown/J. H. Elliot, A Palace
for a King, The Buen Retiro and the Court of Philip IV. 1980, New Haven
& London; Juan J. Luna, Claudio de Lorena y el ideal clasico de paisaje
en el siglo XVII. Madrid, 1984.

(3

27



i3 S

Exhibitions

F—APZY T K O2004E — E AL AR 25
Two Hundred Years of Australian Painting
— Nature, People and Art in the Southern Continent
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Duration: 28 April—28 June 1992

Organizers: The National Museum of Western Art, Tokyo
The National Museum of Modern Art, Kyoto

The Australian-Japan Foundation
Nihon Keizai Shimbun, Inc.

Number of Visitors: 86,932
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This was the first exhibition in Japan to provide a systematic
introduction to the history of Australian painting from the conti-
nent's earliest colonial period to the present.

Australia, since the "discovery" of the Australian continent by
Europeans some four hundred years ago and since the beginning
of colonization by Britain two hundred years ago, has been the
newest member of the “Western” cultural sphere. Given its
geographical position, exactly opposite Europe on the globe, Aus-
tralia’s arts have rarely been considered in the history of western
art. Especially in Japan, very few general art lovers and art historians,
including some 19th century painting specialists, have known any-
thing about Australian painting.

Just as Europe and America have begun in recent years a recon-



sideration of, for example, Impressionism and a parallel study of
Impressionism in Northern Europe, Russian Impressionism, and
Japanese Impressionism, the re-examination of Australian Impres-
sionism proceeds, and progress is being made on experimenting
with the placement of Australian art within the larger “western”
art framework.

This exhibition was realized in a Museum of “Western™ Art,
and as it reflected that larger trend in world art and as the exhibi-
tion was the closely cooperative work of five Japanese and Australian
organizations (the National Museum of Western Art, Tokyo, The
National Museumn of Modern Art, Kyoto, the Australian-Japan Foun-
dation, and the Nihon Keizai Shimbun) it added a different dimen-
sion to the question of the framework of modern western art within
art history. The exhibition also highlighted the questions of the cul-
tures, economics and politics of the Asian Pacific region now and
in the future.

Australian painting has pursued the course of European paint-
ing, all while revealing a unique development based Australia's
harsh, but rich land. A total of 119 works were introduced in the
exhibition (85 oil paintings and 34 watercolors) and this gathering
from major museumns and major collections throughout Australia
included many important works that would in Japan be considered
of the National Treasure and Important Cultural Property class. Fur-
ther, the catalogue (introduction, section explanations and catalogue
entries) was authored by five Australian museum curators who
specialize in Australian art. The exhibition was made all the more
meaningful by this volume which stands as a fundamental work
on Australian art in Japan.

Finally, there may be objections to this exhibition’s inclusion
of aboriginal painting as part of the realm of contemporary Aus-
tralian painting, given the exhibition's basic stance of an examina-
tion of Australian art amidst the flow of “western (people’s)” art.
In this manner we believe that this exhibition also functioned as
an opportunity to reconsider the very framework of western art.

(Haruo Arikawa/Guest Curator)

[catalogue]
Introduction: Bary Pearce/Haruo Arikawa
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Transportation and installation: Nipy

Catalogue: Bary Pearce et al

Editorial Direction: Haruo Arikawa/C
Production: Insho-sha

* The catalogue was published only in Jar -ese,

kashi Kitazaki

1 Express Co., Ltd.
Display: Nomura Kogei
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French Masters 1550-1800

— Drawings from the Polakovits collection in the Ecole des Beaux-Arts, Paris
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Duration: 13 October—6 December 1992

Organizers: The National Museum of Western Art, Tokyo

L'Ecole Nationale Supérieure des Beaux-Arts, Paris

Number of Visitors: 48,507
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The Ecole des Beaux-Arts on the banks of the Seine in Paris (L'Ecole
Nationale Supérieure des Beaux-Arts, Paris) is France's most tradi-
tional art academy, and ranks famous painters, sculptors and
architects among its alumni. But it is not widely known that this
academy houses a massive collection of art objects, primarily the
works of its students and faculty, and that these collections are
exhibited as one element of the school's art education.

A number of donated collections from art lovers are included
in this huge group of works that range from the Renaissance to the
present. One example of a donated collection can be found in the
collection of French drawings donated by Mathias Polakovits (1921-
87), the Hungarian-born journalist who was also known as an opera
singer. This highly acclaimed collection, selected and collected on
the basis of strict academic and specialist standards to show the bril-
liance of French drawings, is also a distinctly individual collection
fascinatingly replete with that amateurism which provides the urge



to collect. The whole-hearted collection of basic works whose dates
can be verified by documentation meant that the collection is charac-

terized by its attention to the works of painters who have been for-
gotten by history, rather than the works of the well-known greats.
The collector also enthusiastically pursued works from the end of
the 17th century to the beginning of the 18th century, one of the
most frequently ignored periods of French art history.

The Polakovits Collection, which totals some 3,000 works, was
exhibited in Paris in 1989 and its specialized content received con-
siderable attention from specialists in the field. This Japanese exhi-
bition of the collection was based on the Paris exhibition organized
by Natalie Coural and a team of art historians from both in and out
of France. The most important 117 works were then selected by
Emmanuelle Brugerolles (curator, L'Ecole des Beaux-Arts, Paris) and
Akiya Takahashi for exhibition in Tokyo.

Unlike the Japanese tradition where an “underdrawing” was
nothing more than a preparatory work of the finished painting, Euro-
peans have long valued drawings in their own right, and have been
inclined to expend great efforts in the actual collection, preserva-
tion and research of drawings. Thus this exhibition also provided
an excellent opportunity to understand how this tradition continues
in contemporary Europe. The exhibition offered a special opportu-
nity for Japanese audiences to come into contact with works by
French artists who are rarely introduced in this country. The cata-
logue, with its biographies of artists and catalogue entries prepared
by an international array of 44 specialists, represents an important
addition to the still limited literature on this topic in Japan.

(Akiya Takahashi)

[Catalogue]

Introduction: Akiya Takahashi

Mathias: Buruno de Bayser, Marianne Roland Michel, Pierre Rosenberg,

Eric de Rotschild, Antoine Schnapper, Roger Thérond

The French Drawings in the collection of the Ecole des Beaux-Arts:

Emmanuelle Brugerolles

A Collection, an Exhibition: Nathalie Coural

Catalogue: Natalie Coural et al.

Le Brun and the quarrel for color: Yoshiki Ono

Restoration and Research on the Drawings of the Collection: Jérome

Dufilho, André Le Prat

16th century French Drawings: Sylvie Beguin

17th century French Drawings: Pierre Rosenberg

18th century French Drawings: Marianne Roland Michel

Catalogue: Cécile Allegret et al

Editorial Direction: Akiya Takahashi

Production: Imex Fine Art

+ The Japanese language catalogue was based on the French language
catalogue that accompanied the exhibition in Paris,

Transportation and Installation: Nippon Express
Display: Tokyo Studio
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The 17th Winter Olympic Games opened in Lillehammer, Norway
in February 1994. "Winter Land" was an international traveling exhi-
bition that was organized as one of the Lillehammer Olympic



Organizing Committee’s officially sponsored cultural events. Begun
in Atlanta in February 1993, the exhibition then traveled to Tokyo,
Barcelona and Munich, all Olympic-related cities, before finally open-
ing in Lillehammer, Norway during the Olympics.

This exhibition was organized to introduce Norwegian paint-
ing to the world, as with the exception of Munch, Norway's painters
had not been generally well known. But rather than presenting a
comprehensive recitation of the history of Norwegian painting, this
exhibition was explicitly concept- based. It sought to introduce the
nation'’s art through the theme of “winter,” that element which holds
a central role in the lives of the Norwegian people, and through
these works conveys the people’s unique feelings about living with
winter.

Eighty-four works were included in the exhibition (including
two three-dimensional works, catalogue 71 was not exhibited). The
exhibition was divided into two sections, the first presenting works
from the 1820s to the 1930s and the second focusing on works from
the 19505 to the present. These two sections were linked by the
fresh sensibilities of the people of “"Winter Land”. While contem-
porary artists have pursued the identity of Norway within the inter-
nationalization of art, it is open to question that they have attained
a universal high level in quality. Conversely, the artists represented
in the first section were fascinating in their clear demonstration of
their own standing, even within the restricted realm of art.

The painters of the first section include Johan Christian Dahl
(1788-1857), a friend of Friedrich, who depicted the grandeur of Nor-
way's nature against the background of growing national conscious-
ness; Peder Balke (1804-1887) who depicted an extreme, visionary
Norwegian landscape; the naturalist painter Frits Thaulow (1847 -
1906) known as the "winter artist;" Christian Krohg (1852-1925),
a central figure in the fin-de-siécle Oslo literati and artist group
“Christiania Bohéme,"” and Harald Sohlberg (1867 — 1935) with his
visionary image of the Rondane mountains in winter, And the most
notable element of the first section was the decidedly “un Munch-
like" works by Edvard Munch (1863-1944).

Only a few of the thirteen works by Munch included in the exhi-
bition can be considered in his normal style, such as Starry Night,
Ekely, while the majority were vital, bright works of such subjects

&) A
i W
|

7|

jl | mﬁ—-hwww:—sl

o WINTER LANDY

Norwegian Visions of Winter

as Galloping Horse and landscapes of the Kragera region. These
works differ considerably from Munch's unhealthy imagery found
in such works as The Screamn, The Sick Child and Death and the
Maiden, and most visitors were surprised by these paintings. The
majority of his symbolist works linked to death were created in Paris,
while almost all of the Munch works included in this exhibition were
created after the artist’s return to Norway in 1909 to recover from
his weakened nerves. Whether or not these late works by Munch
can be considered a “decline or degeneration™ of his arts, we can
sense his link with the other Norwegian painters in their vision of
a pure, clear atmosphere. The tension between these Norwegian
painters, located on the “outskirts” of Europe, and the centers of
Paris and Berlin constituted one of the important themes in this
exhibition,

The subtitle of this exhibition was originally Norwegian Visions
of Winter, but in light of Munch’s popularity in Japan, the Japanese
subtitle was changed to Munch and Norwegian Painting. One merit
of this change can be found in the large number of visitors to the
exhibition. These attendance figures constituted a record for the
museum for attendance to an exhibition that did not include a co-
sponsor, such as a newspaper company or television network.

(Koji Yukiyama)

[Catalogue]
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There are three works known to have the same composition as The
Flight of Lot and his Family from Sodom, purchased by the Museum
in 1978. With the exception of the version which appeared in a 1991
London auction, there has long been a variety of scholarly opinion
on the differences, similarities and degrees of participation by Rubens
and his workshop in the Tokyo work, one in the Bass Museum of



Art, Miami Beach, and a third in The Ringling Museum of Art,
Sarasota. This exhibition was planned to clarify these scholarly issues,
To facilitate comparison, the three oil paintings were hung side by
side on a single wall. In addition to the oil paintings, the reproduc-
tion print of the composition by Lucas Vorsterman, created under
Rubens’ direct supervision (The Metropolitan Museumn of Art, New
York), and a drawing created in preparation for this print (Musée
du Louvre, Paris) were also included in the exhibition. Thus there
were only five works included in this exhibition. But this small group-
ing formed a perfect model case for an understanding of the organi-
zation and creative process of Rubens's workshop. It was a gather-
ing of important works in a single setting.

As the goal of this exhibition was to clarify, to the greatest degree
possible, the order in which the three oil paintings were created
and the contributions to each by Rubens and his workshop, the three
works were assembled in Tokyo and submitted to a series of exami-
nations two weeks prior to the opening of the exhibition. A team
led by Kimio Kawaguchi of the Museum’s conservation department
submitted the three paintings to close visual analysis of painting
technique, and to a comparison of details. Scientific testing, includ-
ing infrared reflectography and x-ray photography, was also per-
formed on the works. The results of these “visual eye” and “scien-
tific eye” surveys were then introduced through photographic panels
displayed in the exhibition gallery. The exhibited panels included
a total of eighty four images, composite x-ray photographic images
of the entire surfaces of all three oil paintings, nine photographic
panels showing the same detail of each painting, and x-ray and
infrared images of the same nine detail areas from the three paint-
ings. In addition, explanatory panels described Rubens's painting
method.

This was the Museum's first attempt at such an exhibition, one
which experimented with focusing on a single work in the Museum'’s
collection and publicized the results of the scientific examination
of that work. And this experiment seems to have met with a gener-
ally favorable response. At first glance the three oil paintings seem
quite similar, but a closer examination reveals the distinct individual
characteristics in each work. Connoisseurship based on this type
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of comparison is like an intellectual “detective game,” a process
which attracted not only the art historian, but also the general art-
loving public. To facilitate an exchange of opinions on the various
issues regarding Rubens's studio on this occasion of the gathering
of the three paintings, two scholars, Dr. Arnout Balis (Rubenianum,
Antwerp) and Dr. Walter Liedtke (The Metropolitan Museum of Art,
New York), were invited to Tokyo and their lectures garnered large
audiences,

Testing and examination continued on the three paintings after
the close of the exhibition, and Professor Nobuyuki Kamba of The
National Museum of Japanese History performed x-ray micro anal-
ysis on pigment samples taken from the three works. The results
of these analyses provided a general answer to the relationship
between the three works. Essentially, the Sarasota work is by Rubens,
with the assistance of his workshop, the Miami Beach work is a
copy of this work by Rubens's workshop, and the Tokyo work can
be considered a copy by Jacob Jordaens based on the Miami Beach
work. For a detailed discussion of this issue, please see the English
language research report published by the Museum in December
1994 (Rubens and his Workshop: “The Flight of Lot and his Family
from Sodom” ed. by T. Nakamura, The National Museum of Western
Art, Tokyo, 1994.) (Toshiharu Nakamura)

[catalogue]

The Flight of Lot and his Family from Sodom — Rubens and his Work-
shop —

Author: Toshiharu Nakamura

Editor: Naoki Sato

Production: Insho-sha

* Japanese language edition only

Scientific survey: Kimio Kawaguchi

Photography during scientific survey: Fumio Yokoshima

Transportation and installation: Yamato Transport
Display: Tokyo Studio

[Lectures] (in conjunction with the Eastern Branch of the Japan Art History Society)
July 23 "Rubens and His Workshop”

Arnout Balis (Rubenianum, Antwerp) *

Walter Liedtke (The Metropolitan Museum of Art, New York)
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This exhibition took as its central theme the arts and culture which
developed during the papal reigns of Julius Il and Leo X. This focus
was then supplemented by the display of the newly restored St.
Jerome by Leonardo da Vinci in the collection of the Pinacoteca
Vaticana.

While the papal reigns of these two popes lasted a mere twenty
years, a consideration of the magnitude of the artistic results which
were either achieved or planned during this period may make the
theme of this exhibition seem somewhat exaggerated and decep-
tive. In fact, contrary to the spectacular nature of the title, this exhi-
bition's goal was not to satisfy an audience with famous works, but
was rather to show their historical context, making full use of didactic
material.

Bramante's architectural activities, whose original forms cannot
be displayed except in situ, and the activities of Michelangelo and



Raphael in the realm of fresco decoration were introduced through
various models and reproduction prints, The section which took
as its theme the collection of antique sculpture located in the Vati-
can Belvedere displayed a number of original works and was sup-
plemented by plaster copies of the Apollo Belvedere and the Laocoon
Group. While naturally providing less of an aesthetic impact than
the original works, the exhibition had the potential to show these
great art historical achievements as they were gathered in a single
context, Indeed, this exhibition sought overall to show the very ideol-

ogy of the popes themselves, expressed in such phrases as the “return
of the golden age,” the “revival of ancient glory of Rome,

“image of Pope as a New Caesar,” and how this ideology spurred

and the

on a group of artists to an extremely high degree of vibrant creative
activity. The various large-scale plans created during this period were
as if a single message was spoken by many voices. In this sense
the two popes took the central role in this exhibition, not
Michelangelo and Raphael.

The question of how well the exhibited works would convey
this idea to the general viewer was an issue of great concern. But,
today when conservation concerns make it increasingly difficult for
important works to travel (and in this sense the inclusion of the
St. Jerome in this exhibition was a truly exceptional opportunity),
the efficacy of theme exhibitions based on historical context can
be considered a valuable area for future consideration.

Finally, I would like to note that Dr. Fabrizio Mancinelli, direc-
tor of the Department of Byzantine, Medieval and Modern Art, and
the Vatican official responsible for this exhibition, passed away on

May 30, 1994, Dr. Mancinelli supervised the thirteen year process
of the restoration of Michelangelo's frescoes in the Sistine Chapel,
and he expended unceasing efforts to garner an understanding of
the legitimacy and importance of this plan which was fraught with
controversy during its early phase. Much lamented, his life ended
all too quickly, just a short time after the celebrations of the com-
pletion of the restoration of the Last Judgment.

(Michiaki Koshikawa)

[Catalogue]

Julius Il and Leo X — An Introductory Note: Michiaki Koshikawa

Donato Bramante, Architect of the Vatican — Projects for the Cortile

del Belvedere and 5t. Peter's: Kenichiro Hidaka

The Imagery of the Belvedere Statue Court under Julius Il and Leo X:

Arnold Nesselrath

Leonardo — His Life and Works: Fabrizio Mancinelli

Leonardo’s St. Jerome — Notes on Technique, State of Conservation and

Its Restoration: Gianluigi Colalucci

Catalogue entries: Giancarlo Alteri/ Massimo Alfieri/ Kenichiro Hidaka/

Madoka lkuta/ Akira Kofuku/ Michiaki Koshikawa/Paolo Liverani/

Fabrizio Mancinelli/ Hiroaki Matsuura/ Arnold Nesselrath/ Naoki Sato/

Koichi Toyama

Editorial Direction: Michiaki Koshikawa/ Hiroaki Matsuura (Japanese

edition); Michiaki Koshikawa/ Martha J. McClintock (English text

supplement)

Production: Bijutsu Shuppan Design Center

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

Transportation and installation: Yamalo Transport
Display: Nomura Kogei

Wy h 2 SO T T OO ML Model of the Vatican Palaces Reconstruction of Bramante's planfby arch. Massimo Alfieri)



= ReaL oy avii
Great French Paintings from the Barnes Foundation

219944 E 1 H22H—4 H3H

T fhiE < il V7 e P et i /o e BT i

ALy F'B('I 071,352

Duration: 22 January—3 April 1994

Ulj..,dﬂlr{l_‘]"-s The National Museum of Western Art, Tokyo

The Yomiuri Shimbun
Number of Visitors: 1,071,352

Ty b (199345 H2H~8H 15, F¥atn Fy7U—), 21
(19934E9 HBH~944E1 FI2H | AV —FElifi) (ko Tt T
s ZOBEEE 23, ST i—b=Cox—2 LG (1872-1951) A%
EEL 20 MRl oAl U TUEL . 77 A Ualioayr
733> OWps ANRIN A ENGTB0 2 EA THRORL D TH
o
B, Ko T =T M7 770 74 T s —
KN r s fo = X s T B/ = K e AL v
AL, 77 ARPLETBIA—nw SETEIC, T AYS, TS,
thig, =/ b, FVop, u—=hiE| HAPELRH IR
THEREGA TS, EizATTad, M4, G 1. ks,
KL ESEEFE Y UK SESORBIE2,500 45 8L EicolE
D, WA koS ar 7y a2 L TR IR b b e ke
L2zbOd 2Ll TS Twd, Gl <= A A, i
E ) — 2NN T 20O ELAIER FLIzCE
s, ORISR e A3 s i S ALz h5, FEBUCERL T, IR,
DM T AA R 12— ZIC DM S O T2k
ILd S EOWED LS,

N, Zoavzyaroh TUA G T Z - AU 0
PSR BEO s L R2005, W2 T—N1644, A—T255, T
e —315, EHVTIE, =71 A, 15ER D805 THD, #
Oty LY ROCKR)  (A—FEVETEAR), A—FD
(R=AFHuIzb). R TAADUEELH IV REDFEM L ¥ H
SRS G ERT, 777 R T4 ALOIFFT R D R A 25
L= AROPEEREL TOfATE, ¥ 2P 27—
VT4 A EOYIRIRYUCBIbN s, ARIRZ OV 78
DR EZDOFRAZAD LD LSS, &7z, 20{HFHISHOD K [E
2B HI SR O M O— SR B LN TE L
INUCHEWLTH, RS-,

[l fiie 112062 [ RO TRE A # 821,071,352 A (— FI 417,
280 N) B GIEAEIC BV TRal R b 2 2 BUF A TR L TR
Li:ColgiEad, 8o AR BLEMEH ML A#%&5EZLIzEN
I N A R B O TR EHliE L 2 <ELDTH A, L

38

LN EESORE
N=2Z-aL0<aVR

L P e B 0N ?.—') f'hJ. I-_'.k/

e —— ‘-22»1-‘3|||m
BARNES

HULAHS, WEEL b s ERick-> T, RN e OE
R OWRSR 2B Z 2 A DREBIL f-cb 2300,
Wi, SRR OXFXERMICHEOTELOMEANEN VS Hi-7-He T
X THhotze 2L TERTHENR B L) ABIO -0 DifLIE, &
Db AazofuiLic o TR RsSh s T LT,
fliamicu s 24, B, A, SRR S e b o v e
RS = e OB A IS 2 Tk o ZhETo
T, A EEmFEL TSV LRENE AR S TH S,

(e fmt )

[#H2ar)

= AR T 7 ZO e/ PR 7
aL 2 g > HE /G

#Ea7 [ EEE L i

ot 2 R (s

M D el

w4 S0 H AR 2

(ol a6 - L] A i

R R Ay T

The Tokyo venue of this exhibition followed its Washington (National
Gallery, 2 May — 15 August, 1993) and Paris (Musée d'Orsay, 8
September 1993 — 2 January 1994) venues, and consisted of a
representative selection of eighty works from the modern French
painting collection gathered primarily over the first half of the twen-
tieth century by the late Albert C. Barnes (1872-1951).

At present the Barnes Collection is under the care of the Barnes
Foundation and is located on the Barnes estate outside of Philadel-
phia, Pennsylvania. The collection includes European art, primar-
ily French, along with a diverse array of works from all periods and
regions including America, Africa, China, Egypt, Greece, and Rome.
In addition to paintings, the close to 2,500 works include examples
of sculpture, metalwork, ceramics and furniture. This collection is
considered one of the world's most complete examples of a collec-
tion gathered by an individual. On this occasion the Barnes Foun-
dation decided to raise funds for a complete renovation of their exhi-
bition galleries, and planned this international traveling exhibition
as part of this fund-raising process. In order to realize this plan, the
Foundation had to institute proceedings for a temporary lifting of
the stipulations of Mr. Barnes’ will which forbids the reproduction
or display of the collection outside of the Barnes facilities,

The exhibited works were selected from among the collection’s



famous group of French modern French paintings, including 20 by
Cézanne, 16 by Renoir, 2 by Seurat, 3 by Henri Rousseau, 7 by
Picasso, 14 by Matisse, and others for a total of eighty works by
fifteen artists. Such major art historical monuments as Cézanne's
Nudes in Landscape, and The Card Players, Seurat's Models and
Matisse's Joy of Life were included in the exhibition. Barnes's
individuality as a collector, with his distinctive artistic views based
on pragmatism, can be seen in his focus on Cézanne, Renoir and
Matisse, and the exhibition provides an exact rendering of the dis-
tinctive features of this collection. This exhibition also provided a
superb opportunity for a true understanding of one of the typical
examples of a collection of modern painting gathered in America
at the beginning of the 20th century.

The exhibition was open for a total of 62 days, and a total of
1,071,352 people visited the exhibition. This accounts for an aver-
age daily attendance of 17,280 visitors, a record breaking amount
for recent years, Thus the exhibition can be considered a success
in the general sense that it allowed a great number of people to
enjoy the exhibition. But, the, to some excessive, publicity meant
that the crowds were so extreme that the works could not be fully
appreciated, and a host of problems in the areas of planning and
execution arose, And the congestion, which resulted in some visi-

tors waiting as long as seven hours to be admitted to the exhibi-
tion, was reported by the media. As a result, this exhibition provided
a clear opportunity for the questioning of the usual practices con-
cerning large scale exhibitions which have been co-sponsored by
private corporations without financial, personnel and organizational
backing. (Akiya Takahashi)

[Catalogue]

Dr. Barnes and the Modern French Painting: Shuji Takashina

The Birth of Modern Collection — Albert C. Barnes and his collection:

Akiva Takahashi

Catalogue: Akiva Takahashi et al.

Editor: Akiya Takahashi

Production: Insho-sha

« The catalogue was produced in a Japanese edition, with the same contents
as the Washington and Paris catalogues

Transportation: Nippon Express
Display: Tokyo Studio
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Realism, Narrative and Devotion
— Notes on Realistic Representation in Early Flemish Painting

Akira Kofuku

The terms "realistic representation” and “realism’ are often used
to describe early Flemish painting and 17th century Dutch paint-
ing. If we were to consider the stylistic characteristics of these
paintings, we might naturally consider that, in a certain sense,
these terms are appropriate for the description of paintings in
the age of Jan van Eyck and Dutch painting of the 17th cen-
tury. However, the concept of “realism” distinct from subject
matter is only a nineteenth century phenomenon, and this term
cannot be applied unconditionally to the works of Jan van Eyck
and Dutch painting. In the case of paintings from the Renais-
sance and Baroque periods, with their emphasis on history paint-
ing, the term “realistic representation” first had a particular role
in a narrative context, and there are a considerable number of
cases where a cautious response is necessary, even if on first
glance we interpret a comment as praise of “realistic represen-
tation”. Bartolomeo Facio's praise of the “realistic representa-
tion” observed in Jan van Eyck's paintings is extremely famous
proof of this sentiment from around the middle of the 15th cen-
tury. However, Facio is not necessarily unrelated to humanist
painting theory, and we cannot interpret these words as simple
praise of realism. Conversely, “realistic representation” was
strongly connected to religious sentiment in the Low Countries.
Even if van Eyck's “realistic representation” was an object of
praise, it was accepted in his homeland in a clearly different con-
text from that of Facio’s praise from his humanist painting theory
standpoint. This article, in addition to an examination of the evi-
dence of Facio's praise for van Eyck's “realistic representation,”
considers the relationship between the question of realism in
early Netherlandish paintings and the religious sentiments of
the late Medieval period. This paper is a revised version of my
paper presented in May 1995 in the Symposium at the meeting
of the 48th Japan Art History Society held at Doshisha University.
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Several Drawings by Jacopo Tintoretto and their Connection with his Paintings !

Michiaki Koshikawa

Since the publication of the standard catalogue of Tintoretto draw-
ings by Prof. Paola Rossi in 1975, % our knowledge on this subject
has been occasionally enriched both by the appearance of unpub-
lished drawings and by new observations on the connection between
extant drawings and finished paintings. In fact, some of the draw-
ings which had been rejected either by the Tietzes 3 or Rossi on
a stylistic basis can be maintained as Jacopo's autograph works
because of their direct link with painted works.

A typical example is a sheet representing a standing nude at
the Fitzwilliam Museum, Cambridge (inv. 2248) which Mr. David
Scrase has recently identified as an autograph study for one figure
in the vast and crowded canvas of the Golden Calf at the Church
of the Madonna dell'Orto, Venice.? In light of this connection, the
drawing's authenticity seems quite convincing and its style, with
all of its laconic characterization, appears entirely consonant with
that of the unanimously accepted sheet at the Hessisches Lands-
museum, Darmstadt (inv. A E 1439), a preparatory work for the same
painting.5 This case clearly suggests the potential for the further dis-
covery of authentic drawings among those which earlier authors
rejected on a stylistic basis or for their “weakness.”

Such a review is not only possible, it is obligatory before we
can reach a revised corpus of Jacopo's graphic production, and this
short paper, in its observations on a few drawings which I believe
to be by Jacopo, will continue in this vein of supplemental material,
revising some former interpretations and adding information to
others.

My first example is a black chalk drawing of a Seated Man
presently in an American private collection (fig. 1).6 This sheet
appeared at Christie’s, London in 1974 as a possible study for a figure
of the seated old man in Jacopo's youthful masterpiece, The Presen-
tation of the Virgin in the Church of Madonna dell'Orto.” Then, in
1976, the drawing was exhibited at the Los Angeles County Museum
of Art, this time as a study for Isaak in the Abraham and Isaak

fig |

lacopo Tintoretto, Sty
of a Seated Male Nude
T 3 ] ' private collection

: (Phota: by courtesy of
Christie’s, London)
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painted for the ceiling of the upper hall of the Scuola di S. Rocco,
Venice, and by necessity was assigned a date in the late 1570s.8
Neither of these interpretations is convincing, and, in fact, the drawn
figure exactly corresponds to the figure of Christ in the small altar-
piece representing Dead Christ with St. John, Mary Magdalene and
Donors, first published by Pallucchini in 1969 as dating to the early
1560s (fig. 2).Y The prototype for the posture of this seated figure
can be found in the old man in the Madonna dell'Orto Presenta-
tion. This Seated Man drawing must have been a modified version
of a now-lost preparatory study for the Presentation which the artist
kept in his workshop. Such a process of re-using the same posture
with slight modification in different contexts is quite common in
Tintoretto’s working method.

The quality of this drawing is quite high, and its style can be
compared, among others, to a powerful study of a Man Fallen on
the Ground in the Fitzwilliam Museum which was recently identi-
fied by Prof. W. R. Rearick as a study for a right foreground figure
in the enormous Last Judgement in the Church of Madonna del-
I'Orto.!? Such comparison seems to confirm the dating of both the
drawing and the finished painting to the early 1560s.

My second example is a sheet in the British Museum, represent-
ing a seated, clothed man drawn in black chalk (fig. 3).!! Tietze and
Tietze-Conrat observed certain weaknesses in this sheet and assigned
it to the category of “"Drawings by Tintoretto shop™,'? and conse-
quently this drawing has never been mentioned in the Tintoretto
literature. Quite recently, however, an interesting painting attributed
to Tintoretto appeared in the London market (fig. 4).!* The com-
position of this painting is nearly identical to Jacopo’s well-known
late work in the Christ Church Picture Gallery,'* The Martyrdom
of St. Lawrence. Allowing for clothing differences, it is clear that
the figure in the British Museum sheet is a preparatory study for
the central figure of the elders seated in the background of the paint-
ing. This figure was so modified in the Christ Church painting that

fig. 2

Jacopo Tintoretto, Decd Chast with

St John, Mary Magdalene aned Donors
private collection




fig. 3 Jacopo Tintoretto, Study of a Seated
Clothed Man, The British Museum
(Phaston: Trustees of the British Museum, London)

privite collection. London

the connection with the drawing has never been noted.

The relationship between the two painted versions of the Mar-
tyrdom of St. Lawrence is rather complicated. While the pictorial
quality of the London painting seems to suggest a considerable degree
of workshop intervention in the execution, this version, as Rossi
rightly observed, seems to reflect Jacopo's own initial compositional
ideas. Ridolfi relates that Jacopo received a commission for an
“historia di San Lorenzo" for the Bonomo family chapel in the Church
of S. Francesco della Vigna, Venice, and when Jacopo’s painting
was rejected, it was replaced by a painting of the same subject by
Girolamo da Santacroce.!S According to Rossi, the size of a copy
of the original replacement by Santacroce is very similar to that of
the London painting.'s Furthermore, the figure of the executioner
on the right in the London painting, rather than the same figure
in the Christ Church painting, corresponds more closely to Jacopo’s
authentic preparatory study now in the Victoria and Albert Museum
(fig. 5).'7 Rossi concluded that the two versions, one small and the
other large, are not the modello and the final canvas; rather, the
London version may be identified as that begun for the chapel in

fi. 4 Attributed o Jacopo Tintoretto, The Martvidom of St Laneren

Hdin
fig. 5 Jacopo Tintoretto, Study of a Nude
M Stoopwing, Victoria and Alber

Museum
(Photo: the Board of Trustees of the
Victoria & Albert Museum, London)

S. Francesco della Vigna probably in the 1570s, while the Christ
Church version was painted independently in the late 1580s.18

Returning to the British Museum drawing, comparison with the
Victoria and Albert drawing reveals stylistic similarities, e.g. in the
summary depiction of forms in chalk lines with broad, light hatch-
ing, and particularly in the characterization of the face. In my opin-
ion it is reasonable to consider that both sheets were drawn as studies
for the Bonomo family commission during the 1570s.

My third example, whose present whereabouts are unknown,
is a sheet which appeared at Sotheby’s, London in 1977 (fig. 6) ¥
as a study for the figure in the lower left corner of the Last Judge-
ment in Madonna dell'Orto. This sheet shows a foreshortened figure
in black chalk. The left arm and shoulder are quite deformed, and
this detail might be enough to make one doubt the attribution to
Jacopo. The old inscription “G. Tintoretto” at one corner of the sheet
shows that a collector believed that the sheet represented a stand-
ing man leaning sharply backward (and Sotheby's catalogue repeats
this interpretation, regarding it as preparatory for a standing figure).
But this is a misreading of the pose. This squared study is actually

fig. 6 Jacopo Tintoretto, Study of a Male Nude, private collection
(Photo: by countesy of Sotheby's, London)

fig. 7 Jacopo Tintoretto, Virgin Appearing to St Jerome, Meneo Veneto, Venice (detail)



preparatory for the figure of one of the flying angels in the Virgin
Appearing to St. Jerome, painted for the Scuola di S. Fantin, Venice,
now the seat of the Ateneo Veneto (fig. 7).2) The correspondance
of form, especially in the right arm and hand, seems exact enough
to confirm the direct connection between the drawing and the paint-
ing, while also providing an explanation of the deformation of the
left arm of the figure in the drawing. In the finished painting this
section is completely hidden behind the Virgin's clothes, and it would
seem that the left arm in the drawing is a later addition by another,
less experienced hand.

The S. Fantin altarpiece has been variously dated by scholars:
the 1560s (Rearick), the 1570s (von der Bercken, Pallucchini, De
Vecchi), or 1582-83 (Rossi).2! The style of the drawing comes close
to that of the group of drawings for the paintings in the Sala Superi-
_re of the Scuola di S. Rocco (1575-81),22 and this may suggest the
later date. A similar flying posture was adapted, in the usual repeti-
tive use of stock motifs, for the Resurrection in the Sala Superiore
and for the Origin of the Milky Way (National Gallery, London), both
roughly from the-same period.

These three examples, somewhat marginal in their status, are
nonetheless significant in that their connection with finished paint-
ings can be firmly established. They once again underline how figural
studies functioned in the working process of Tintoretto. While these
studies are primarily working tools destined to be enlarged in a
specific oil painting through squaring, their characteristically
“abstract” quality, in the sense that each figure is isolated, devoid
of scarcely any secondary motifs to show its compositional context,
produces the impression that they were sheets from some
voluminous pattern-book. Thanks to this very character, these “pat-
terns” could be slightly modified for easy and repeated use in different
compositions. Undoubtedly, the accumulation of such patterns in
the workshop provided a firm basis for the facile and speedy exe-
cution of large, complicated compositions populated by innumera-
ble figures showing a great variety of postures.

The fact that single-figure studies occupy an overwhelmingly
high proportion of the surviving drawings by Jacopo seems to attest
to their utilitalian importance for the heirs of the Tintoretto work-
shop. The son Domenico, who inherited from Jacopo “tutte le cose
pertinenti alla profession mia”,23 left, in his turn, all of his work-
shop equipment to his principal heir Sebastian Casser and to his
brother Marco. A salient part of this legacy consisted of “schizzi dal
natural” and “tutti li schizzi... de mio padre”.2

Notes

1 This article is a revised version of a paper read at the XIV Convention
of the International Committee of Keepers of Public Collections of Graphic
Art, held in London 29 May — 2 June 1994. 1 would like to express my
sincere gratitude to Mr. David Scrase of the Fitzwilliam Museum, Cam-
biridge, president of that convention, who offered me the chance to read
my modest contribution at such a prestigious meeting. My special thanks
a0 10 Mr. Nicholas Turner, formerly Deputy Keeper of the Department
of Prints and Drawings of the British Museum, for his kind help during
my research on Tintoretto drawings in British collections in 1991,
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Madonna dell'Orto, Venice, 1994, pp. 111-115.
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man seated at the feet of the High Priest in The Presentation of the Virgin").

50

Rossi (in La chiesa del Tintoretto..., pp. 97-98) accepts this view.
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19 Sotheby's, London, December 5, 1977, lot 28. Black chalk on blue paper,
squared, 225x 174 mm. | am grateful to Mrs, Elizabeth Llewellyn for
providing me with a good photograph of this work.

20 Rossi, in Pallucchini and Rossi, Tintoretto: le opere sacre..., pp. 222-223,
no, 425,

21 See Rossi's entry cited in note 20 above.

22 Cf. Rossi, / disegni..., figs. 105-116.

23 The testament of Jacopo Robusti, cited in C. Ridolfi, Vite dei Tintoretto
da Le meraviglie dell’arte [1648], Venice, 1994, pp. 127-128.

24 The testament of Domenico Robusti, cited in Ridolfi, ibid., pp. 132-133.
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1887/ Intérienr de havem @ Montmarire, femmes nues
| Alexis, P., “La Collection Murer” Le Cri du people, vendredi 21
oct.1887, p.d. reédité dans Gachet, P., Dewx amis des Impres
sionnistes, le Doctenr Gachel et Murer, Paris 1956, pp.171-172.]

1898/ Femmes d’Alger a leur Toilette
|Signac, P., Journal du 29 janv.1898, dans Rewald, J., “Extraits du
journal inédites de Paul Signac, II. 1897-1898". Guzelle des
Beaux-Arts, 1952, p.275.]

1906/ Parisiennes habillées en Algériennes
| Duret, T., Histoire des Peintures Inpressionnistes, Paris, 1906, pp.
131-132.]

1911/ Parisiennes habillées en Algériennes
| Meier-Graefe, ., Auguste Renoir, Miinchen, 1911, pp.25-27.]

1912/ Parisiennes habiliées en Algériennes



| Meier-Graefe, ., Auguste Kenoir, Paris, 1912, pp.21-24. |

1913/ Le Harem
[Mirbeau, 0., Renoir, Paris, 1913, repr., p.21.]

1913/ Le Harem
|Cat.expo. Renoir, Bernheim-Jeune, Paris, 1913, no.5.]

1914/ Le Harem
|Cat.expo., Arl Francais. Exposition d'Art décoratif  contem-
povain 1800- 1885, Grosvenor House, London, 1914, no.70.]

1918/ Le Harem
[Vollard, A., Tableaux, Pastels & Dessins de Pierre-Auguste
Renoir, voll, Paris, 1918, p.94, no.376 (revised ed. 1989, San
Francisco.).]

1919/ Le Harem
[Vollard, A., La Vie et I'Euvre de Pierre-Auguste Renoir, Paris
1919; reprinted as Renoir, Paris, 1920; and in Vollard 1938.]

1920/ Le Harem
| Blanche, . E., Quatre-vingt ans de peinture libre, Paris, 1920, no.
24.]

1921/ Les Femmes costimées en Algériennes
[Riviere, G., KRenoir et ses Amis, Paris, 1921, p.13.]

1922/ Le Harem
[Tabarant, A., “La collection Matsukata", Bulletin de la Vie
artistique, Paris, 15 décembre 1922, repr., p.566.]

1923/ Parisiennes habillées en Algériennes
[Jamot, P., “Renoir”, Gazette des Beawx-Arts, novembre 1923,
repr.,pp.264-265.]

1924/ Parisiennes habillées en Algériennes (le Harem)
[Duret, T., Renoir, Paris, 1924, pp.25, 33, pl.4.]

1925/ Parisiennes habillées en Algériennes
[Coquiot, G., Renoir, Paris, 1925, p.224.]

1931/Le Harem (dont le vrai titre était Parisiennes habillées en
Algériennes)
|Rey, R., La Peinture francaise @& la fin du XIXe sidcle, La
Renaissance du sentiment classique, Paris, 1931, p.51.]

1938/ Le Harem
[Vollard, A., En écoutanl Cézanne, Degas, Renoir, Paris, 1938, pp.
166-167. ]

1944/ Parisiennes habillées en Algériennes
| Drucker, M., Renoir, Paris, 1944, pp.25, 36, 101, 183, 195 no.2, pl.
20.]

1948/ Parisiennes déguisées en Algériennes
[Cat.expo. De David @ Cezanne, Palais des Beaux-Arts, Brux-
elles, 1948, no.117, pl.62.]

1948/ Le Parigine travestite de Algerine
|Cat.expo. GI'Impressionisti, xxiv Biennale di Venezia, Venezia,
1948, no.50.]

1950/ Parigiennes disfrazadas de Algelinas (Parisiennes déguisées en
Algériennes)
|Cat.expo. De Manet a Nuestros Dias; Exposition de pintura
Srancesa, Caracas, 1950, no.10.]

1952/ Parisiennes habillées en Algériennes
|Cat.expo. Renoir, Galerie des Ponchettes, Nice, 1952, no.3.]

1952/ Parisiennes habillées en Algériennes
[Cat.expo. Renoir, Palais Saint-Pierre, Musée des Beaux-Arts,
Lyon, 1952, no.3, fig.2.]

1959/ Parisiennes habillées en Algériennes
[Cooper, D., “Renoir, Lise and the Le Coeur Family: A Study of
Renoir's Early Development-l Lise", Burlinglon Magazine, mai
1959, pp.168-169, fig.7.]

1964/ Parisicnnes habillées en Algériennes
[Perruchot, H., La Vie de Renoir, Paris, 1964, p.79, 83, 139.]

1971/ Parisiennes habillées en Algériennes ou le Harem
[Daulte, F., Auguste Renoir, Catalogue raisonné de l'aenvre peinl,
I, Figures 1860-1890, Lauzanne, 1971, no.84.]

1973/ Parisian Women Dressed as Algerians
[Rewald, J., The History of Impressionism, 4th edition, New York
and London, 1973, p.272.]

1978/ The Harem (Parisian Women Dressed as Algerians)
[Callen, A., Renoir, London, 1978, pp.11, 38 no.17.]

1980/ Parisienes habillées en Algériennes (usually called The Harem)
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[ Pickvance, R., “Monet and Renoir in the mid-1870s" Japonisme
i Art, an International Symposivem, Tokyo, 1980, p.159. |

1984/ The Harem (Parisian women Dressed as Algerians)
| White, B.E., Renoir. His Life, Art and Letters, New York, 1984,
p.dd. |

1985/ Parisienes habillées en Algériennes (Le Harem)
[ Fezzi, E., Tout I'ceuvre peint de Renoir, Paris, 1985, pp.92-93.]

1985/ Parisienes habillées en algbriennes (dit Intérienr de harem @
Montmartre)
[Cat.expo. Renoir, London, Paris, Boston, 1985, no.19, pp.106-
107.]

1988/ Parisiennes in Algerian Costume
|Cat.expo., Renoiv Retrospective, Nagoya, Hiroshima, Nara,
1988.(Fv 27— Bt ), bl i, 19884F), no.d.]

1991/ Parisiennes in Algerian Dress
[Stevenson, L., Renoir, London, pp.66-67.]

1994/ Parisienes habillées en algériennes

[Cat.expo. Paris en 1874: L 'Année de 'lmpressionnisme ([18744F
=SS ElED SR e | L2 ORI HEnT, 19944F), no.82.]

Renoir's Haremn
—On the Title of Parisiennes déguisées en algériennes

Chikashi Kitazaki

Renoir's Parisiennes déguisées en algériennes in the collections of
the National Museum of Western Art, Tokyo has also been known
under the title Harem. Vollard, the famous art dealer of the impres-
sionist paintings, and the exhibitions of the early twentieth century
have used the title Haremn, and the critics Théodore Duret and Meier-
Graefe use the title Parisiennes habillées en algériennes. Indeed, the
model for the central women are recognised as Parisian, including
Renoir's lover Lise Tréhot, but the scene depicted is an oriental
harem, reflecting the strong influence of Delacroix’s Femmes d’Alger
(Musée du Louvre, Paris). Consequently, the title Parisiennes
habillées (after replaced by a synonym déguisées) en algériennes
refers not to the work’s subject as a fabrication, but to the actual
models themselves. While Parisiennes déguisées (habillées) en
algériennes has become the generally known title of this work, in
its background, there is the modern art historical view as the his-
tory of development which sees Renoir as a painter of modern life,
excluding the question of the work’s subject, and purely formal judg-
ments regarding Orientalism and Delacroix’s influence.
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The following is a translation into Japanese of the lecture titled “La
rinascita degli Uffizi”" presented by Dr. Alessandro Cecchi, director

HE ]

of the Department of Renaissance and Mannerist Painting, Galleria
degli Uffizi, at the Istituto ltaliano di Cultura, Tokyo on 15 March
1995. Dr. Cecchi’s presentation dwelt primarily on the restoration
of the Uffizi and its collections after the terrorist bombing on 27
May 1993 which resulted in several deaths and considerable damage
to works of art in the Uffizi. His talk was of particular interest to
the audience, coming so soon after the disastrous earthquake in the
Kobe-Osaka area and its posing of serious questions regarding emer-
gency preparedness at museums and related institutions in Japan.
I would like to express my deep gratitude to Dr. Cecchi and Prof.
Giuseppina Cerulli Irelli, director of the Istituto ltaliano di Cultura,
for graciously permitting this publication of the translated text in
light of these special circumstances.

(Michiaki Koshikawa)
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Regarding the Reattribution of the Museum’s The Flight of Lot and his Family from Sodom

Koji Yukiyama

Chief Curator, The National Museurn of Western An, Tokyo

In 1978 the National Museum of Western Art, Tokyo purchased
the oil painting The Flight of Lot and his Family from Sodom.
From the beginning it was recognized that while Rubens was
clearly responsible for the composition of the work, the work
relied on a considerable contribution from members of his studio
and collaborators. (see New Acquisitions, The National Museurm
of Western Ant, Tokyo, Annual Bulletin, no. 13, 1979) At the time
of the purchase, two other variants of similar composition and
size existed in the John and Mable Ringling Museum of Art
(Sarasota, Florida) and in the Bass Museum of Art (Miami Beach,
Florida). But no formal analysis or scientific investigation had
been carried out on the three works, and there were wide gaps
in the opinions of specialists upon the quality of the three works.
Of course, we were fully aware of the difference in technique,
motif and composil‘ion of the three works, and believed that a
detailed comparative examination of the three works would
reveal not only their internal relationship, but would also pro-
vide an opportunity for a clarification of the puzzling issues
related to Rubens's studio production.

Then R.-A.d'Hulst presented the opinion that the Tokyo
work is a copy of a Rubens work by the young Jordaens, and
this interpretation was received well upon the publication of his
monograph on Jordaens (1982). Further, the 1989 work by this
author, Corpus Rubenianum, vol. 3, The Old Testament, states
that the Ringling Museum work is the original by Rubens, and
the Tokyo work was published as a copy by Jordaens.

Conversely, | had the opportunity to view the Ringling
Museum work in Sarasota in 1984, and began discussions with
the Ringling Museum curators upon that occasion. In 1987, the
Bass Museum curator proposed that the three variants be assem-
bled and exhibited in Miami and Tokyo, but funding difficulties
prevented the realization of that plan. Finally, in 1992, these
financial issues were resolved, and preparation began under the
direction of this Museum's 17th century Dutch and Flemish paint-
ing specialist, Toshiharu Nakamura (presently Associate Profes-
sor, Kyoto University) and the head of the Museum's Conserva-
tion Department, Kimio Kawaguchi. The exhibition was finally
realized in Tokyo during the summer of 1993. For information
on this exhibition, see Toshiharu Nakamura's exhibition notes
in The National Museum of Western Art, Tokyo, Annual Bulle-
tin, nos. 26-27.

Various scientific analyses of the three variants were car-
ried out upon the occasion of this exhibition, and Arnout Balis
of the Rubenianum and Walter Liedtke of the European Paint-
ings Department, The Metropolitan Museum of Art, New York
were invited to participate in a symposium on the works. The
results of this research was published by this Museum in an
English language report (Rubens and his Workshop. The Flight
of Lot and his Family from Sodom, ed. by T. Nakamura).

Three of the five authors of the catalogue presented detailed
opinions regarding the issue of the painter of the Tokyo work.
Based on formal analysis, Nakamura and Balis suggested that
it is the work of Jordaens. (see pp. 38 and 112 of the report).
Conversely, Kawaguchi indicated that the attribution to Jordaens
is not absolutely clear. (see p. 53 of the report). These various
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opinions have been considered by the Museum staff, which has
confirmed that, at present, the Jordaens attribution has the most
merit, and has determined that until new materials for judgment
appears, the work will bear the following artist attribution on
its label.

Jacob Jordaens (?)
The Flight of Lot and his Family from Sodom (based on a
Rubens'’s composition)

We hope that this issue will continue to be the subject of
discussion between scholars in Japan and abroad.

At the time of purchase, it was well-known that Rubens
employed a large workshop, and that some felt that the produc-
tion of this work relied greatly on the work of members of the
studio and other collaborators. But as there had been no detailed
clarification of Rubens's workshop production, the Museum fol-
lowed the customary practice of labeling all works that had some
degree of Rubens’s participation as “by Rubens.” However, we
have determined that artist attribution should reflect current
levels of scholarship, and have hence implemented this change.

This survey's stronger assertion of the attribution to the
young Jordaens is especially fascinating in terms of the art histor-
ical evaluation of this work. One of the fundamental missions
of this museum is the research and examination of its holdings,
and we intend to, upon occasion, continue this form of
investigation.
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Gallery, Tokyo

e — LA A 1565-1607 |
(T % Lz Tz DR (6 £0H1F)

Jan Saenredam|1565-1607]

Story of Adam and Eve

(G.1992-2~7

Provenance: Light-Tunick collection; Arcadia
Gallery, Tokyo

(T 2T7 7 L)

TS v—stiv T

ORI GRE NS Nos, 26-26 SIS BE , S HEA A 06 PIREHES T £°T
OLAEINC S AEO P RTI AL 2SS SO IS A5 G D, TR 5 O Lz, DIZA

GIERRIE, LIEME. SIREl 40t

This list follows the Annual Bulletin of the National Musewm of Western Arl 1990~
1992, 1t contains all the works purchased or donated between April 1992 and March
1994. The number tailed to each item indicates the museum’s inventory number: P is for
paintings, D for drawings, G for prints, L for books and S for sculptures.

27.8%19.9cm

Adam Naming of Animals
(aft. A. Bloemaert)

Engraving

278%19.9cm

IL.1(i/of 5)

G.1992-2

(HERDARDHIOT ¥ L T7)
TS —I
27.8x19.9cm

Adam and Eve before the Tree of
Knowledge (aft. A. Bloemaert)
Engraving

27.8%19.9m

H.2(/of 2)

(.1992-3

(&)

TS v—rig Y
27.8%19.9cm

Temptation of Man
(aft. A. Bloemaert)
Engraving

27.8%19.9em

H.MG/of 3)

G.19492-4

L& HEHEY )
TS —rg ey
27.8x19.9¢m

Expulsion from Eden
(aft. A. Bloemaert)

Engraving
27.8%19.9¢m
H.d(ifof 2)
G.1992-5

{7 & L7}

TS v—i Y

27.8%19.9¢m

Adam and Eve Working
{aft. A. Bloemaert)
Engraving

27.8>19.9cm

H.5t/of 2)

G.1992-6

(T N DIEEELT ¥ L 7))
T —r s
27.8%19.9cm

Adam and Eve Lamenting over lhe
Corpse of Abel (aft. A. Bloemaert)
Engraving

27.8%19.9cm

H.6lifof 3)

G.1992-7

Yo — L ¥ L[1565-1607]
R DZEDV~AHEL) TEN)

69

L=t
27.1%41.2cm

Jan Saenredam|1565-1607]

Rebecca and Eliczer at the Well
Engraving

27.1%4).2cm

H.I0G of 2)

(;.1992-8

Provenance: Light-Tunick collection; Arcadia
Gallery, Tokyo

¥ H— 1 ¥ Al1565-1607]
(ZoOx D

Jan Saenredaml|1565-1607

Faith, Hope and Charily

(.1992-9~11

Provenance: Light-Tunick collection; Arcadia
Gallery, Tokyo

{fafE)
T =iy
0 20.6em

Faith (aft. Goltzius)
Engraving

30 20.6¢m

H.41(i/of 2)

G.1992-9

(A7)
=l
302 20,6em

Hope (aft. Gollzius)
Engraving

30%20.6em

H.A42(i/of 2)

(.1992-10

(Z )
="y
30:20.6¢cm

Charity (aft. Goltzius)

Engraving

30 20.6cm

H.43(i/of 3)

G.1992-11

Porvenance: Light-Tunick collection; Arcadia
Gallery, Tokyo

Froeth— L AL1566-1607 |
(oo omz)

Jan Saenredam|1565-1607]

Gods of the Seven Planels

(G1992-12~18

Porvenance: Light-Tunick collection; Arcadia
Gallery, Tokyo

(IR B b X A)
T L—r
25.4%17 8cm



Saturn Presiding over Agriculture
(afl. Golizius)

Engraving

25.4%17.8an

L0 (i fof 5)

G.1992-12

(P P23l + 526710 )
L p—rig
25417 8em

Jupiter Presiding over the Liberal
Arts (afl. Goltzius)

Engraving

25.4 % 17.8cm

1L51(i/of 2)

G.1992-13

s )

kBl XAl T2~ R)

LA =t

25,4 %17.8cm

Mars Presiding over the Arts of War
fafl. Gollzius)

(#ifithie LR+ 2 7 Hax)
T =t
25417 .8cm

Apollon Presiding over the Arts of
Government (afl. Goltzius)

Engraving

254 17.8em

H.530/of 2)

G.1992-15

(520 Elil 23/t F 2722 A)
Xy —Yg s
25,417 .8cm

Venus Presiding over the Realm of
Love (aft. Goltzius)

Engraving

2 17.8em

HL5AG/of 2)

G.1992-16

(L2 Ll B AN )T A )
X —
254 % 17.8cm

Mercury Presiding over the Arts
(aft. Gollzius)

Engraving

& 17.8cm

Hotifof 2)

(G.1992-17

(i AT 27407 +)

LT =T

254 % 17.5em

Diana Presiding over Navigation and
Fishing (aft. Goltzius)

Engraving
25.4 %17 Bem
I

G

ifof 2)
1992-18

Ao b — L 4 AL 1565-1607 ]
(/)

L=

34.225.5em

Jan Saenredam|1565-1607]
Juno (afl. Gollzius)

Engraving

34.2%25.5cm

11.65

(:.1992-19

Provenance: Light-Tunick cllection; Arcadia Gal-
lery, Tokyo

Yo —L & A 1565-1607 )
(TATFDRDD=27)
L=y

22¢15.9cm

Jan Saenredam|1565-1607 ]

Two Nymphs of Diana

(aft. Goltzius)

Engraving

22X15.9cm

H.82(Gi/of 2)

(:.1992-20

Provenance: Light-Tunick cllection; Arcadia Gal-
lery, Tokyo

Yoo — L A L 1565-1607
(—HOMY2DIE)

Jan Saenredam|1565-1607 |

Four Times of Day (aft. Golizius)
G.1992-21~24

Provenance: Light-Tunick collection; Arcadia
Gallery, Tokyo

(w)

S A
21.2%15m

Morning
Engraving
21.2X15¢em
H.97(/of 2)
(5.1992-21

(&%)
L=y
21,2 X 15em

Evening
Engraving
212X 15¢em
H.98(i /of 2)
(.1992-22

(P
LS —rit
21.2%15em

Midday
Engraving
21.2%15cm
HLO9 fof 2)
(G.1992-23

{1%)

L L—rg

21.5% 15em

Night

Engraving

21,2 % 15em

H.00 {copy in reverse)
G.1992-24

Y e b — L ¥ L 1565-1607 |

(IR

Jan Saenredam

Five Senses (aft. Goltzius)
(2.1992-25~29

Provenance: Light-Tunick collection;  Arcadia
Gallery, Tokyo

(BITE)

70

T b—Tg
17512 4cm

Sight
Engraving
1755 12.4em

(.1992-25

CIETED
L —fg
17.5%12.4em

Hearing
Engraving
17.5%12.4em
11102
G.1992-26

{59E)

S e F
175 12.4em
Smell
Engraving

17.5% 12.4em
11.103
G.1992-27

CRTED
=iy
175%12.d¢m
Taste
Engraving

X 12 4am

B S ey e
17.5 X 12.4em

Touch
17.5%12.4em
H.105
G.1992-29

e th—2 L A 1565-1607 |
(Hi A AT WY

T le—rtg ¥

20,340 1em

Jan Saenredom|1565-1607

Young Couples Celebrating  and
Dancing (aft. Gollzius)

Engraving

30.3 < 40.1em

HL133Gi of 3)

(:.1992-30

Provenance: Light-Tunick collection; Arcadia
Gallery, Tokyo

DL L T e AT — 3 T 7| 1681 -
1612]

LT ZZINETN—=— D4
L=l

21.9x15.5cm

Willem Van Swanenburghle.1581-1612]
Portrail of Abraham Bloemaert
Engraving

21.9:15.5cm

113302 /of 3)

Gi1992-31

Provenance: Light-Tunick collection; Arcadia
Gallery, Tokyo

T L Ty s AT — 33 7L 7| 1581 Ui -
1612
{ANEPALT Y Fary)



L=y
26,72 19.5em

Willem Van Swanenburgh

Perseus and Andromeda

(afl. J. Sacnredamt)

Engraving

26,7 % 19.5m

H.18

;. 1992-32

Provenance;  Light- Tunick  collection;  Arcadia
Gallery, Tukya

gl L Ty e AT — 7L 711581411 -
1612]
CHE A BE O HEHTIC DV T O D

Willem van Swanenburghlc.1581-1612]
Allegory of the Misuse of Worldly
Property (afl. Heemskerck)
(;,1092-33~ 136

Provenance:  Light-Tunick collection; Arcadia
Gallery, Tokyo

Ay g O A Tz DR D
riti

B AT

21.8%15.9%m

Beardless Youlh Standing to Right of
Devil at an Easel

Engraving

218 15.9¢m

1.2

G.1992-33

{HELshz7ERCdsh TREDIE
L)

Tt

21.8%15.9m

Young Man Climbing Rocky Hillside
Aided by Blindfoled Cupid

Engraving

21.8%15.9m

H.23

(.1992-1

(Wi on, MHHUDOGEZOD LICHY
3]

Lo =g

21.8% 15.9cm

Man and Devil Filling Sack with
Money and Selting wp a Statue of
Huope

Engraving

21.815.9cm

H.24

199235

(PR BN ES L DD

T =Y

21.8% 15.9m

Death With an Arrow about lo Strike
the Man down

Engraving

21.8 15.9em

H.2%

:.1992-36

7 i B e U e L LA T T A 17461828
CE) (1854E)
IR 186455)

Francisco Gova Y Lucientes
[1746-1828

Los Disparales

First edition (published in 1816)

T Harris, 1964, 248~265

Provenance: Studio Michelangelo, Kyoto

"M) i )

Feminine Folly
Ete illm,. Aquatint and Drypoint

(Mo %)

Lok FRT T4k Fo14h4 b

24.5%35em

Follv of Fear
Etching, Aquatint, Drypoint
20.5%35em

G.1992-38

(=)

Xy F, TETT4vE, FZAH4 b

24.5% 35em

Ridiculous Folly

Etching, Aquatint and Drypoint
24,5 35em

G.1992-34

(ENUES

ToyF i T T T4k, F74HA4 )

24.5 % 35cm

Simpleton

Etching, Aquatint Drypoint
24.5 % 35cm

G.1992-40

(RITO%ED
XyFed  TETT12b
24.5%35cm

Huug Folly

-hing, Aquatint

(B OZE)

TuFr . TT M
24,5 % 35em

Furiows Folly
Etching, Aquatint etc.

24.5%35em
G.1992-42

(MR 70 %)

Ty TIT T4k FFARLZb

24,55 35em

Disorderly Folly

Etc hmg Aquatint and Drypoint

A Sem
G.19492-43

(NGO NIz B)
EwF e TAT M
24,5 % 350m

The men in sacks

Etching, Aquatint etc.
24,5 35em
G.1992-44

(FRTHE)
XwFl  TOT T4 Mb
245 35em

General Folly

71

T AT T Bt b

Etching, Aquatint etc
a9

& cm
G 1992-45

(L e ai Bl 4 B0

LyFe . POTTieh, P41 ML

2457 35em

The Horse-abductor
Etching, Aquatint, Drypoint ote

{TAwE)

TyF el THT T4k, FodR4 Ml

24, Mluun

Poor Folly

Etching, Aquatint, Drypoint ete.
245

(199247

By

XoF W TETT47h FZ4RL 2
245 35¢em

Cl'ut’lﬁrf Folly

It 1. Aquatint, Drypoint ete.

(i)

Lo TRTFob F74ih4 =k
2452 35em

A Way of Flving

I lthllll.. Aquatint and Drypoint

(RS OE)
XuF il TEZTT4¥P
24.5%35¢em

Carnival Folly

I ttl:uu, Aquatint

(I %)

EogFed T2V Tl
24.5%35em

Clear Folly

Etching, Aguatint etc.
24.5 2 35em

(5.19492-51

(i)

1_»41/ TOT T4 Ml
20,5 % 35em

Exhortations
lltlnn;, Aquatint ete,
24.5 % 35em
(3,1992-52

(R

TwF ¥ TRTTeMlL
24.5%35em

Lovally

Etching, Aquatint ete,

2.5 35em
G.1992-53

(&1 \0)3":)
ToyFrd, T2T T4l
24.5%35em

Funeral Folly



Etching, Aquatint etc.
24.5<35cm
G.1992-54

Ay e Ny TL A ET F—Y[1720-
17781

(IayT A% (455H0F)

174756

Giovanni Battista Piranesil1720-1778]
Grotteschi

1747

G.1992-55~58

Provenance: Sims Reed, London

(#ett)
XyFd, T e—rli e B R bk
39.555.5¢em

Skeletons

Etching, Engraving and Drypoint
39.5%55.5em

Robison 21(ii/of 5)

(:.1992-55

CHUEr™)
B R A = A VR ARV B R 6 L
39.4%55.3cm

The Triumphal Arch
Etching, Engraving and Drypoint
394 %565.3cm

Robison 22(ifof 5)

G1992-56

(Fun k)

TyFed, T —e o484
39.2 x 55.4cm

The Tomb of Nero

Etching, Engraving and Drypoint
39.2%55.4¢m

Raobison 23(i/of 4)

G.1992-57

CRER A
Iy d, TPV —rw | F24H4 0
39.654.7em

The Monumental Tablet
Etching, Engraving and Drypoint
39.6 x54.7cm

Robison 24(ii/of 4)

G.1992-58

A—F—be T2 A[1532-1685]
(FRBFD ) A7) (L — 2 AD Nl [ A0
BRI | XD)

LS L—rig

64 X 50.5¢cm

Coenrad Lauwers|1532-1685]

The Prophet Elijah Fed by an Angel
(after Rubens)

Engraving

6450, 5cm

H.1

(.1992-59

Provenance: Helmut H. Rumbler, Frankfurt

AT o T oL A7 2L M e 1581-1659 |
{REOBHRIC O 25RO TR ORI )
(= A B AROFRRTOREF] | &
D)

T —rig v

63 %89, 2cm

Schelte a Bolswert[c.1581-1659]

The Victory of the Eucharist over
Pagan Sacrifices (after Rubens)

Engraving

6389 2cm

H.154

(5.1992-60

Provenance: Helmut H. Rumbler, Frankfurt

ZaF—A 7L A[1600-1619/20]
(AP 2 DISMMOEEF]Y (L — o 2D E
[ E RO fRET O] [ L)

T —rfg sl

64 < 89%m

Nicolaes Lauwers[1600-1619/20|
The Triumph of Catholic Faith
(after Rubens)

Engraving

64 % 8%cm

H.15

(.1992-61

Provenance: Helmut H. Rumbler, Frankfurt

AT s T ol A7)0 M e 1581-1659 |
(IR ETT Bt 3 2 B olsFl) OL—a
> ADEE SR ORI OB | L))

T =g

63 % 102.5em

Sclelte 4 Bolswert|c.1581-1659]

The Triumph of the Church over
Ignorance and Blindness (after
Rubens)

Engraving

63 % 102.5em

H. 195(iii/of 3)

(;.1992-62

Provenance; Helmut H. Rumbler, Frankfurt

AT o T o A7l M e 1581-1659 |
(RO ID ) QL —< > AD B L 3)
T =iy

55.5283.8cm

Schelte a4 Bolswert[c.1581-1659]

The Miraculous Draught of Fishes
(after Rubens)

Engraving

55.5 % 83.8cm

IL11
(.1992-63

Provenance: Helmut H, Rumbler, Frankfurt

IS o IR T4 A1603-1658]
(YN LDOWMIBEED (L —~ADF
ik 5)

o=y

61.8%91cm

Paul Pontius|1603-1658]

The Massacre of the Innocents
(after Rubens)

Engraving

61.8%<91cm

H.5(ii/of 3)

(5.1992-64

Provenance: Helmut H. Rumbler, Frankfurt

AR TN AT IV [ 1595-1675]
(=L (v — <> 2D Bk 3)
L TV—

57%73.5em

Lucas Vorsterman| 1595-1675]

The Adoration of the Magi

(after Rubens)

Engraving
57X 73.5¢em
G.1992-65

Provenance: Helmut H. Rumbler, Frankfurt

=T —A T 77 A1600-1619/20]
(ZFFAEY (v —~ ADBil X 2)

72

B N g
59 44.Tem

Nicolaes Lauwers|6000-1619/20]

The Adoration of the Magi

(after Rubens)

Engraving

59:Xd4.Tem

H.1(i/of 2)

(5.1992-66

Provenance: Collection Earl Spencer, Althorp: C.
G. Boerner, Diisseldorf

Tl Loe 23— )L AL e 1600-163200 1 |
(HEALFINADE LY DAY (Jb—
ADIFHIC L 5)

B T e

14,812 4em

Willem Panneelslc.1600-after1632 |
Salome with the Head of St. John the
Baptist (after Rubens)

Etching

14.8%12.4cm

H.10(i/of 3)

(;.1992-67

Provenance: C. G. Boerner, Diisseldorf

Yy ETu—|[1690-1762]

(Z22E ) (Frh—DIEEIc L 3)
Ty

36.4 x52.2cm

Jean Moyreaul 1690-1762 ]
La Musette (after Wattean)
Etching

36452 2em

Dacier/Vuaflart vol.Ill, no, 262
(.1992-68

Provenance: Gallery Arche, Tokyo

IR T —)b 7 4 1832-1883
{KHnd)

187545

VLI 57

Eduard Manet[1832-1883]
Le Corbeant

1875

Lithograph

No.11(of 240 books)

L..1992-1

Provenance: A. Bonafous-Muras, Paris

3AT T e N T A TR —Y
[1720-1778]

(20T AGEDI)

17614

LyF Ll TS —r

Giovanni Battista Piranesil1720-1778]
Castello di Acqua Guilia

1761

Etching and Engraving

1..1992-2

Provenance: Sims Reed, London

VATT Ny TA AT ET =
[1720-1778]

(az o G

17644

Ty S Tt

Giovanni Battista Piranesil 1720-1778 |
Antichita di Cora

1764

Ething and Engraving

L..1962-3

Provenance: Sims Reed, London

74 Z7—9 /1 1789-1879]/
Sl bs T4 TU1780-1844 ]/



TTa A Fodr4 2.—[1788-1876 |
(NE75 2 ADEPL A2 Ty Towd
hig»

18204~ 18634

Wpra?

Baron Taylor[1789-1879]/

Charles Nodier[1780-1844]/

Alphonse do Cayeux|1788-1876]
Vovages pittoresques el  romantiques
dans Uancienne France

1..1992-4

Provenance: Jacques Laget, Paris

U wbe T4 o F L RI1393 4 1035 1-1424 |
(MU AT 28 e | R U557V 79 2
30

15 TR i)

Mariotto di Nardo

[active from 1393-1424]

Three Predella Panels Representing
the Legend of Si. Stephen

P.1993-1~3

#*see New Acquisitions

(A DWMAT I |25 Y FEBETOAT
Ve

Fuiz

30 %57 3em

St. Stephen Preaching | St. Stephen
Before the High Priest and Elders of
the Sanhedrin

Tempera on panel

3057 3em
P.1993-1

(WAT ) OB/ AT 73 DHEZE)
Tz, W

20253 9cm

The Stoning of St Stephen | The
Burial of St. Stephen

Tempera on panel

2953 9cm

P.1993-2

CRAT 2 O % L3l M A T8
LML T ADBIAD EEE)
FnT, W

29,6 X 57.5cn

Devils Agilaling the Sea as Giunliana
Transports the Body of St Stephen
Srom Jerusalem to Constantinople |
The Re-interment of St Stephen
beside St. Lawrence in Rome

Tempera on panel
29.6%57.5em
P.1993-3

NIRRT e AT — 3 T2 e l600-
1655
{H—FALo—vOMBBLUaY Ay
T4 ZAYREM DO R Z o —< O LD
163445

gz, AvrrA

52 %67cm

Herman van Swanevelt|c.1600-1655]
A Roman View of the Ruins of the
Temple of Venus and Rome with the
Colosseum and the Arch of Con-
stantine

1634

Ol on canvas
52X6Tem

17, 1993-4
#see New Acquisitions

INZ A — 2L b R = L 1500-1550]
CEALLBIA)

153051

F T oAy — ARy

24.6 %24, 3em

Hans Sebald Beham[1500-1550]

Old Man Caressing a Young Woman
c. 1530

Chiarosucuro Woodeut

24.6 %24, 3em

(.1993-1

Provenance: Helmut H. Rumbler, Frankfurt

VA Ny T A AT ETH—
[1720-1778]
(E73—=1EMAyuy)

17614

Ty Fy

39.7x29.4cm

Giovanni Battista Piranesil1720-1778]
Catalogo Delle Opere

1761

Etching

39.7 % 29.4cm

(G.1993-2

Provenance: Sims Reed, London

77/ AT TXreA VS LT A 1746-1828)
(P OB (B05GET)

1810~20%E4]

Francisco Goya Y Lucientes
[1746-1828]

The Disasters of War

c.1810-20

T.Harris, 1964, 121~200

G.1993-3~82

Provenance: Nobert du Carrois, Ziirich; Wagner
Singer International.

Kreuzlingen: Studio Michelangelo, Kyoto

(R <ELD~DEL & TIE)

TaF oy, BaFy, Fo4fif b, ri—myin—_ Wy
._|-/,H{

17.722.0cm (B2 | 24.934.5em (#E)

Sad presentiments of what must come
lo pass.

Etching, Burin, Drypoint and Burnisher on wove
paper

17.7 22, 0cm(platemark), 24.9%34.5cm(paper)
(G.1993-3

(b srLlenb3L)

TyFr ¥, T, FFAHRL 2, Eag i—zwiy
—. =1

15,7 20.6em (RR) . 24.9 <34 .5cem (8E)

Rightly or wrongly; with or without
reason.

Etching, Lavis, Drypoint, Burin and Burnisher on
wove paper

15.7 % 20 6em(platemark), 24.9% 34 5empaper)
(.1993-4

(A&

TyF L, T AR b, EaTy, st—mwis
—, 74— H

160 21 8em (i), 24.9 < 34.5em (§E)

The same.

Etching, Lavis, Drypoint, Burin and Burnisher on
wove paper

16.0< 21.8em(platemark), 24.9 34 5em(paper)
G.1993-5

(L biZ Bz 52 %)

73

LoaF v I TIT TS EEL) . 50, Fo4i4
Fhy 2= piie— a—HE
15.7 % 206em (k) . 24.9 < 34, 5em (B0

The women use force; the women give
courage.

Etching, Burnished Aquatint, Lavis, Drypoint and
Burnisher on wove paper

15,7 20.6emiplatemnark), 24.9 % 34.5em(paper)
G.1993-6

CRIENEFIRAZY

LoaF o T ITTa-bURBBEL) ., 791, Fo{iA
¥h, ey —, Sr— i

158 20.60m (RE) . 24.9 % 34.50m (H0)

And they are savages.

Etching, Burnished Aquatint, Lavis, Drypoint and
Burnisher on wove paper

15.8 20 6em{platemark), 24.9 % 34 5em(paper)
G.1993-7

(BANCIESREbLLY)
TuFed FUg, EaF, v—f@t
14,3520 8em (Rf2) . 24.9% 34 5em (#E)

It suils you well here.

Etching, Lavis and Burin on wove paper
14.3 % 20.8em(platemark), 24.9x 34 5em(paper)
(;.1993-8

(far e )

ToFod FITT4ob, FABRAvb, EaFy, ri—
Syp—, wr—"7Ht

15.5%20.5em (Afe) . 24.9% 34.5em (#F)

What courage!

Etching, Aquatint, Drypoint, Burin and Burnisher
on wove paper

15.5%20.5em{platemark), 24.9%34.5ecm(paper)
(;.1993-9

{28257
Ly FFAHA b, ra—
17.7%22.0cm (h) . 24.9% 34 5cm (#E)

1t alwavs happens.

Etching and Drypoint on wove paper

17.7 <22 0emiplatemark), 24.9 <34 5cm(paper)
G.1993-10

(Bt 1s)

Ty FET T4 IREBEL), FF{ 10 E
APy, V= yp— S — o

15.3% 20.6em (R) . 24.9 % 34.5¢m (HE)

They do not want to.

Etching, Burnished Aquatint, Drypoint Burin and
Burnisher on wove paper

15.3% 20, 6emplatemark), 24.9<34 5em{paper)
G.1993-11

(EIEUL T
Ty, EaFr, p—7ifk
147421 5em(R2) , 24.9%34.5¢m (#F)

Neither do they.

Etching and Burin on wove paper

14.7 % 21 5emiplatemark), 24.9x34 5emipaper)
(.1993-12

(LI THHES)
TuF LT, IS FTARA b, Eag, a— i
16.1 %21 1em (RR) | 24.9 % 34.5em (#E)

Not for them.

Etching, Lavis, Drypoint and Burin on wove paper
16.1 <21 1em(platemark), 24.9:x 34.5em(paper)
G.1993-13

{ZofdicBRi I EEN D7)
TyFed, 7, FFARL2E, EaFr, Ya—Hl
16.1 % 23.5em (R2) | 24.9 %34 5em (HE)



This is what you were born for.
Etching, Lavis, Drypoint and Burin on wove paper
16.1 = 23 Semiplatemark), 24.9 34 Sem{paper)
G.1993-14

(B En)

T8 S S Ly 2 | Ul 6 7 o S R R
vra— A HL

T 1T Lem (2D, 24933 1em (HD)

Bitter coexistence.

Etching, Lavis, Drypoint, Burin and Burnisher on
waove paper

144 17 emiplatemark), 24.9%33, Iem(paper)

G 1993-15

(ZOFEL)

TyF iy, T (EEEL) . FRAHAh, Eadl,
— ik

143 16 8em (R L 24.9 % 34.5em (§E)

This way is harvd.

Etching, Burnished Lavis, Drypoint, and Burin on
wove paper

14,3 = 16 8emiplatemark), 24,934 Sem(paper)

G 19893-16

(H2M AR

Lad- ¥ P4 b, EaFi si—=uia— 74
— i

192 16.8em (M) |, 24,9 34.5em (§E)

And nothing can be done.

Etehing, Drypoint, Burin and Burnisher on wove
paper

1123 2 16.8emiplatemark), 24.9%34.5em(paper)
GA993-17

(o TRLYS)

YT T, FF4 b, Eadi, /R—=uiy
—. =i

16.1 %23 5em (8D . 24.9 > 34.5em (#])

Thev profit.

Etching, Lavis, Drypoint, Burin and Burnisher on
WOve paper

16.1 =23, Semiplatemark), 24,934 .5em(paper)

SN TR/ AEEr BYA Y

Ty, AR b, Ead, i—mpip—, Wn
— it

117 %21 Sem () , 24.9 34 5em (§E)

They do not agree.

Etching, Drypoint. Burin and Burnisher on wove
paper
14.7 = 2L 5emiplatemark ), 24.9 %34 5emipaper)
(.1993-19

(Bt hLiFEf)

LoF ot s (lEBEL), 2i—=wiy—, FF1R
2T, —

24.5em (R | 24.9 %34, 5em (HE)

By them and keep quiet.

Etching, Burnished Lavis, Burnisher, Drypoint
and Burin on wove paper

<20 Semiplatemark), 24934 Semipaper)
(3.1993-20

Wb iun)

Toad Sy P4k, EaFl, si—meiae
— _ rp— 7L

16,4 % 23, dem (2D , 24.9 %34 5em ()

Time has run oul.

Etching, Lavis, Drypoint, Burin and Burnisher on
wove paper

16.4 =23 demiplatemark), 24.9%34.5em(paper)

G 1993-21

(HL TR-T. FREC)

ToFe . T, EaFy, i—mwiy—, T—TH
16,023 5em (i) | 24.9 % 34.5em (HE)

To treat them, and on to the nexl.
Etching, Lavis, Burin and Burnisher on wove
paper

16,0 23 Semiplatemark), 24.9 <34.5em{paper)
Gi1993-22

{[RILZEFEAS)
TyFed T (REELL) . T — 7ML
10,6521 Bem (i) . 24.9 % 34.5em (HE)

It will be the same.

Etching, Burnished Lavis on wove paper
14.6 %21 Semiplatemark), 24.9%34.5em(paper)
(3.1993-23

{ThTi3TEHn)
TyFrd, T, Eadl, ug—r
16.0 225 0cm(he) , 24.934.5em(HE)

As many and more.

Etching, Lavis and Burin on wove paper
16.0% 25.0cm(platemark), 24.9 %34 5em(paper)
(3.1993-24

(L THRILZ L)
ToF s, T, KIAHA VR, EaTy, va— it
16,0223 8em (2) , 24,934 5em (H0)

The same elsewhere.

Etching, Lavis, Drypoint and Burin on wove paper
16.4 % 23.8cmiplatemark), 24.9<34.5em{paper)
G.1993-25

(NI D1EAD)
ToyF o ri— ey iep— =k
16.1 %25 Aem (B2) . 24.9 %34 5em (4E)

They still can be of use.

Etching, Burnisher on wove paper

16.1 % 25 demiplatemark), 24.9<34.5em(paper)
(.1993-26

{(obEi)
TyFe ¥, Fa4R4vb, EaFi, va—"ilk
16123 3em (R, 24.9 % 34.5em (HE)

These too.

Etching, Drypoint and Burin on wove paper
16.1 23, 3emiplatemark), 24.9% 34.5cm(paper)
(5.1993-27

(HaIcHEZ o)

ZyFd, T (HESEL), FARAAN, EaT U
— it

14.2520.7em (AR . 24.9% 34 5em (#E)

One cannot look.

Etching, Burnished Lavis, Drypoint and Burin on
wove paper

14.2 % 20, Tem(platemark ), 24.9 34 Sem(paper)
(5.1993-28

(&2

Ty T, FFARA b, EaZe 1i—=win
— W=

16.1 %23 5em (M) . 24.9 % 34.50m ($E)

Charity.

Etching, Lavis, Drypoint, Burin and Burnisher on
wove paper

16.1 % 23.5em(platemark), 24.9 %34 5em(paper)
(.1993-29

(& 35

Ty, I, FAAA bl Eadi, Hi—mwiy
—, wnr—rik

17.5%21.Tem (M), 24.9 34 5em (H6)

Rabble.

Etching, Lavis. Drypoint, Burin and Burnisher on

74

wove paper
175221 Tem{platemark), 24934 5em(paper)
G.1993-30

CUIRDOBATE)

TyFd, BSR4 yE, Yads, mi—=uipy— "4
— i

17,521 5em (M) . 24.9<34 5em (HE)

He deserved 1.

Etching, Drypoint, Burin and Burnisher on wove
paper

17.5221. Tem(platemark), 24.9 3L 5em(paper)
(.1993-31

(i grotzls)

ZoF ¥, FFih4vh, Eads
_r’jm

14.1 < 16.8em (RR) . 24.9 < 34.50m (0

Havoc of War
Etching, Drypoint, Burin and Burnisher on wove

sl ege— | Ty

paper
14.1 < 16.8cmiplatemark), 24.9 < 34.5em(paper)
(5.1993-32

{ChipEn!)

Ty, TITF4AEUREEBLEL), FFAHA 2, g
__._l'jﬂt

15.5%20.6em (M) . 24.9 % 34.5em (HE)

It is intense!

Etching, Burnished Aquatint and Drypoint on
wove paper

15.5 % 20.6em(platemark), 24.9<34.5emipaper)
G.1993-33

(e EHE252)

T, Fify, FFA RS b, ExFi si—=wiy
— =t

15.5% 20.6em (M) | 24,9 34.5em (4

Why?

Etching, Lavis, Drypoint, Burin and Burnisher on
wove pan_'l'

15.5 2 20.6emiplatemark ), 24.9 34 5emipaper)
G.1993-34

(flF~<&n2)

ToyF o It FFARAvh, 1=yl p—, V—
d 3

15,5 20.6em (B | 24.9 34 5em (HE)

What more must be done?

Etching, Lavis, Drypoint and Burnisher on wove
paper

15.5 20 6emiplatemark), 24.9>34.5emlpaper)
(.1993-35

(—ADFA 7D 0I)

Ty B R vb, EaFie si—mair—,
— it

155 20.6em (i) , 24.9 =33 .0cm (§)

Because of a knife.

Etching, Drypoint Burin and Burnisher on wove
paper

15.5 % 20.6cmiplatemark), 24.9>33. Oemipaper)
G.1993-36

(B bDbMSTIZ)

TyF, I (EEBEL), FRAEA b, Eadi,
_ﬁ;gf

1552 20.6cm () . 24.9 234 5em (§)

One cannot know why.

Etching, Burnished Lavis, Drypoint and Burin on
waove paper

15.5 % 20.6emiplatemark), 24.9 >34 Semipaper)
(3.1993-37

{chbEi)

Ty TrT TR BEL), FRLRAE, 1



— ==, U —
15,5 20.60m (RR) , 24.9 <33 Tem (0

Nor in this case.

Etehing, Burnished Aquatint, Dreypoint and Burni
sher on wove paper

15 = 206emiplatemark], 24,9 33 Lant paper)

G 18993-38

{SiLidbo e EN)
Lot F0 FZARA b, =it
15,55 20.60m (R) . 24.9 < 34.5em (HE)

This is worse.

Etching, Lavis and Drypoint on wove paper
152 20.6emiplatemark), 24.9% 34.5am paper)
(3.1993-39

il EYFaE )

ToyFed TET T MEBEL), Eady, 1i—=
uih—, p—ut

15,5520, 6em () | 24.9 % 34.5em (H0)

Barbarians!

Etching, Burnished Aquatint, Burin and Burnisher
01 WOve paper

155 % 20 6emiplatemark), 24934 5an(paper)
G.1993-40

(iR B TIEAZHT))
LuFed, T, FFARA b, o —rHE
15.520.6em (RR) , 24.9 340 5em (H0)

Greal deed with corpes.

Etching, Lavis and Drypoint on wove paper
155 20.6em(platemark), 249034 Semlpaper)
G 1993-41

{3 T T2)
LoF v, BFARALF, ExT, a—rri
17421 8em (R | 24,934 5em (L)

One side will gain.

Etching Drypoint and Burin on wove paper
174 %21 8amiplatemark), 24.9%34.5em(paper)
(5.1993-42

(Rl THTS)
ToyFrd, Ead, a—7
16,0223, 3em (R) . 24.9 = 34.5em (HE)

The escape through the flames.
Etching and Burin on wove paper

16,023 3emiplatemark), 24.9%34 5emipaper)
G.1993-43

(Rizbhbb bbbl
Ty, EaFgy, ta—7ik

1752 21.8em(Ri2) . 24.9<34.5em (HE)
Evervihing is upside-down.
Etching and Burin on wove paper

175 2L 8emiplatemark), 24.9% 34 Sem{paper)
(3.1993-44

(ThoE312)

Topfd TITTLAUREEEL) | 1S—mwip— 4
_Hjm

16,35 22.00m (i) ., 24.9< 33 Lem (HE)

This too.

Etching, Burnished Aquatint and Burnisher on
waove paper

16.3 % 22 0cmiplatemark), 24.9 %33 1em(paper)

G, 199345

(BaR7:)
TouF-o ¥ FoALwl, Ead, va—r7Ht
15923 5em (Be) | 24.9% 34.5cm (#E)

[ saw if.

Etching, Drypoint and Burin on wove paper
15.9% 23.5emiplatemark), 24.9 %34 Semlpaper)
(.1993-46

(ELTIhbR )

LaF o TEAT T E L, P4 2b, Ea
Fio, Pry— ot

16,3222, 0cm ki) , 24.9 % 34, 50m (HE)

And this too.

Etching, Aquatint or Lavis, Deypoint and Burin on

temiplatemark), 24934 Semipaper)

{ZALIZEN)

Ty TIT T4 URELEL) , 701, FofdiA
b Eag, st—wig—

15.220.5em (M) |, 24.9 %34 5em (H5)

This is bad.

Etching, Burnished Aquatint, Lavis. Drypoint,
Burin and Burnisher on wove paper

15,2 20.5em(platemark), 24.9 <34 5em(paper)
G.1993-48

(COrBNkET:)

TyFd U GHSBEL), FF4H b, EaFe, 28
—Zyia—, U=

15.4%20.6em (AR) . 24.9 % 34.50m (8F)

This is how it happened.

Etching, Burnished Lavis, Drypoint, Burin and
Burnisher on wove paper

15,4 % 20 6emiplatemark), 24.9 <30 5emipaper)
G.1993-149

(HENTLRIW!)

Lo I URSBEL), EaFy ri—=uiy—,
24—

15.220.5em(R) , 24.95 34 Sem (80

Cruel, pitiful sight!

Etching, Burnished Lavis, Burin and Burnisher on
wove paper

15220 5emiplatemark), 24.9 =34 5em(paper)
(G.1993-50

(hDULDER)
LgF e U, BEadr, 1i—mwi = ta—rrHE
153 20,6cm (AR) . 24.9 % 34.5cm (HE)

A woman’s charity.

Etching, Lavis, Burin and Burnisher on wove
paper

15,3220 6em{platemark), 24.9 34 5em(paper)
G.1993-51

(HEEIBBRSA)

TyF e, TIT T ARELEL), H—=wip—, F
FARA b, r—r7HE

15.5%20.5em(BR) , 24934 5em (#E)

Unhappy mother!

Etching, Burnished Aquatint, Bunisher and
Drypoint on wove paper

15.5 % 20 5emiplatemark), 24.9 =34 5emipaper)
G.1993-52

(= PO
TyF 7 TIT T4 AlEELL), e — 85
15.520.50m (Be) . 24.9 % 34 5em (#K)

Thanks to the blwe vetch.

Etching and Bunished Aquatint on wove paper
155220 5cmiplatemark), 24.9 <34 Semipaper)
(5.1993-53

(icEbihstz)

Ty T FARA v, EaSe oa—r1gt
15.5%20.6cm (R}, 24.9%32.9cm (8E)

They don't arrive in time.

Etching, Lavis, Drypoint and Burin on wove paper
15.5% 20 6em{platemark), 24.9<32 9emipaper)
G.1993-54

75

UREZFH T, AL

LyF L, TIT TS EEL), 3%, Kad,
PRl —, —

154220 4em Rk . 24.9 = 33.0cm (§HE)

There was no vemedy and he died,
Etching, Burnished aquatint, Lavis and Burnisher
on wove paper
15 20 4emiplatemark), 24903 0cml paper)

(]

G199

(LA LTy
Loyd | T2 TP RREEL) , 09, 18—z

15.520.6em (AR . 24.9 234, 5em (HE)

Useless ouleries.

Etching, Burnished aquatint, Lavis and Burnisher
on wove paper

155 220 6emiplatemark), 24934 5emipaper)
(.1993-56

el 7:)
X F e ¥ T IS Sep— tp—iHE
15.5%20.6em (Af2) . 24.9% 34.5em (#E)

The worst is to beg.

Etching, Lavis and Burnisher on wove paper
15,5220, 6em(platemark), 24.9%34.5em(paper)
G.1993-57

(B~
TuFw ¥ S, FF4R b, bra—rriE
1552 20.6cm (B) . 24.9 % 34, 5em (HY)

To the cemetry.

Etching, Lavis and Drypoint on wove paper
15.5 %20 6emiplatemark), 24,9 %34 5em(paper)
(.1993-58

(A H LS5 H)

LyFd T2T T4 PUEEBEL) EaFy, 2i—=
wieqe— vy — it

15520, 6em (BR) , 24,9534 5em (§0)

The healthy and the sick.

Etching, Burnished Aquatint, Burin and Burnisher
on wove paper

15.5 % 20.6em( platemark), 24.9 %34 5emipaper)
G.1993-59

CRFHRIL TS 40)

Lo f ) TIT T HREBEL), EaTy, ri-=
PP =, —TH

15.520.6em (A2 . 24.9 % 54.5em (§E)

Crving oul is unnecessary.

Etching, Burnished Aquatint, Burin and Burnisher
on wove paper

155220, 6emlplatemark), 24,934 5em{paper)
G.1993-60

{pi-—iNc e 552)
Ty F o TITTAAREBEL) , 7, ra— T
15.3¢20.5cm (B | 24.9 %34 5em (8E)

Of what use Is a cup?

IEtching, Burnished Aquatint and Lavis on wove
paper

15.3 = 20, 5emiplatemark), 24,9 X34 5em{paper)
G.1993-61

(o2 HOFH I L)

LoyFr ¥ TITT4AMREBEEL) . EaFr, -z
wide— hp— L

15.35¢20,6em (RR) . 24.9 > 34 5cm (#6)

There is no one to help them.

Etching, Burnished Aquatint, Burin and Burnisher
on wove paper

15,3220, 6cmiplatemark), 24.9%34.5em(paper)
G.1993-62



(oM 4585 ATE)

TyFd, 37, FoARL b, EaS, si—zuwiy
=, —

15.5%20.6cm (B) . 24.9%34.5em (#E)

Perhaps they are of another race.
Etching, Lavis, Drypoint, Burin and Burnisher on

* paper
l.hcm!platemark) 24.9 % 34.5cm(paper)

{YEDH)

Eyf ¥, T FFABLb, EaFy, ri—myiy
—, W=

17.5%22.0cm (KR) . 24.934.5cm (#E)

The deathbeds.

Etching, Lavis, Drypoint, Burin and Burnisher on
wove paper

17522 0cm(platemark), 24.9x34.5¢em(paper)
(G.1993-64

QA s BEk)
LyFd TITT4bAREEEL) ., 7a—oH
15.3x20.5em (R , 24.9% 34 5cm (L)

Collection of corpses.

Etching, Burnished Aquatint on wove paper
15.3 % 20.5em(platemark), 24.9x 34 5em(paper)
(.1993-65

CLLRTAL THREHEA)

XoyF ol FETTA7b, FZARA b, Eady 11—
Zwyyae— a— T

15.3 = 20.5em (hi) . 24.9%34.50m (#E)

Cartloads to the cemelery.

Etching, Aquatint, Drypoint, Burin and Burnisher
on wove paper

15.3 20 5emiplatemark), 24.9334. 5em{paper)
(G.1993-66

(Chi B E75)

TyF Y TITT4oRURSEEL), (FadD 57, v
ATy, = mwiep— rp—THE

17.5% 21 9cm (B) . 24.9¢34.5em (§0)

What tumull is this?

Etching, Bunished Aquatint, and/or Lavis, Burin
and Burnisher on wove paper

17.5% 21 9em(platemark), 24.9%34.5em(paper)
G.1993-67

CAriyiefail)

ToF i TET T4 UBEHEEL), #4375, 13—
=yie—, r—THt

17.5%22.0cm (RiE) . 24.9 %33 1em ()

Strange devotion!

Etching, Burnished Aquatint, or Lavis and Burni-
sher on wove paper

17.5 % 22.0cmiplatemark), 24.9%33. lem{paper)
(5.1993-68

{(CheAagFHsTE)

Ly f ey TET T4 MELEL), Ty, 15—
Zwi— A—

17.5 % 22.0cm () . 24.9 % 33.0cm (HE)

This is no less so.

Etching, Burnished Aquatint, or Lavis and Burni-
sher on wove paper

17.5x 22.0cm(platemark), 24.9 % 33.0cm(paper)
(.1993-69

QDR B VRV S

Ty Fy T T EaFy, mr—

16,0 20.0cm (RR) . 24.9 x33.Zem (§E)

What madness!

Etching, Lavis and Burin on wove paper

16.0 2 20.0cm(platemark), 24.9 %33 2amipaper)
(.1993-70

(f_\ﬁ‘ﬂl& %nﬁ‘m:lnét‘%i}

LoyFd TET T4 PAREBEL), 774, FI1HA
wh, EaFi, a—r7Hlt

15.520.0cm (A2) , 24.9 33.0cm ()

Nothing. We shall see.

Etching, Burnished Aquatint, Lavis, Drypoint and
Burin on wove paper

15,5 %20 0emiplatemark), 24.9<33.0cmipaper)
(5.1993-71

(FT{_EEERASA)

Tydwd FABR40E, EaFy, H—owip—, 74
—

17.5%22.0cm (A0 . 24.9x33.0em (#E)

They don't know the way.
Etching, Drypoint, Burin and Burnisher on wove

paper
17.5%22.0cmiplatemark), 24.9 %33 0cmipaper)
(G.1993-72

{KFEDORZRTELT)
TgF ol si— g p— p—T it
17.5x 21 8em (ABL) . 24.9%33.0em (#E)

Against the common good.
Etching and Burnisher on wove paper
17.5% 21 8cmiplatemark), 24.9 %33.0cmipaper)
(5.1993-73

(AR )
ToF oy, vr— Tl
17.3%21.8cm (f) . 24.934.5cm (#5)

The canseqzmmes

Etching on wove pape
17.5%21 Scmlplalemark] 24.9 % 34 5emipaper)
(.1993-T4

{2 b= A L)
ToyFwd Eade, n——giy—, Tp— 7
17.522 0cm(RE) . 24.9 > 34.5cm (8F)

Feline pantomime.

Etching, Burin and Burnisher on wove paper
175 22 Ocmiplatemark), 24.9%<34.5em(paper)
(.1993-75

{Chidboitte)
TyF i, 1i—mye—, r—
17.7<21.8cm (L) . 24.9 % 33.0cm (HE)

'Tkz's is the worst!

Etching and Burnisher on wove paper
17.7% 21 8cmiplatemark), 24.9 x33.0cm{paper)
G.1993-76

(T M- bDBEE)

TyF iy, TITT4obERART T, FIAFL N, Ex
F, Tr—

17.5%22.6cm (RR) . 24.9 < 33.0cm (HE)

Charlatan troupe of strolling players.
Etching, Aquatint or Lavis, Drypoint and Burin on
wove paper

17.5% 22 Gemiplatemark), 24.9x33.0cm{paper)
G.1993-77

(ARRAEIE)

TwF o BSARL LR (2), EaFir si—=uip—
g —
17.5x21.8cm (RR) . 24.9<32.9cm (HE)

The carnivorous vulture.
I.Itching Drypoint?), Burin and Burnisher on wove

l; ’}X.’.‘I Aemiplatemark), 24.9 <32 9em{paper)
(G.1993-78

(M ¥)hsZ)
LyFd | TITIAAMIRESELL) $ T, KA

76

BA Db, =iy —, o — ik
17.5222.0em (K . 24.9 % 33.0cm (HE)

The rope is breaking.

Etching, Burnished Aquatint or Lavis, Drypoint
and Burnisher an wove paper
17.5x22.0em{platemark), 24.9 33 0cm{paper)
(3.1993-79

(R 2P0

ZyFrd, FFARLb, EaFi, ri—wip— 7y
— o7t

17.5%21.8am (ki) , 24.9x 32.9cm (HE)

He defends himself well.

Etching, Drypoint, Burin and Burnisher on wove

paper
17.5%21 8em(platemark), 24,9232 9cnipaper)
G.1993-80

(FLANIIEATS)
Ty —uie—, Dx—HE
17.5%21.8cm () . 24.9%32.9cm (#E)

Truth died.

Etching and Burnisher on wove paper
17.5%21 . Bem(platemark), 24.9x32.9cm(paper)
(.1993-81

(L I3BRB 1225, 2)
Ty, =y ir—, r—H
17.5%21 8cm () , 24.9%32.9cm (#)

If she revives?

Etching and Burnisher on wove paper
17.5%21.8an(platemark), 24.9x32 9em{paper)
G.1993-82

FTAd T o4 VLT A 1746-1828]
(Z5ranszBid-5) ([Fr—oki- | 1)
18254

L7757

3041.5em

Francisco Goya Y Lucientes
[1746-1828]

Bullfight in a Divided Ring (from
“The Bulls of Bordeaux”)

1825

Lithograph

30x41.5¢cm

G.1993-83

Provenance: Otto Schafer, Schweinfurt; Helmut
H. Rumbler, Frankfurt

au—, F—E=—, FZZu7, sb—_ WY
— D40 MDA 7 AR

#5 A R (2 20 e — )

FATH 2= Ao o2 [ RITHEN9214E

Forty Clichés-Glace of Corot,
Daubigny, Delacroix, Millet and
Rousseau

Published by Maurice Le Garrec in 1921
Clichés-Glace

G.1933-84~107

Provenance: Galeria Grafica, Tokyo

#see (G.1993-104~119 in Donated Works

Py ir=) T4 AR I — L a0— [ 1796~ 1875
Cntd

15.1¢ 18. Tem (Wi i) . 16.6 20.7cm ($E)

Jean-Baptiste-Camille Corot
[1796-1875]

The Little Sister

15.1 < 18.lemlimage), 16.6220.7em(paper)
;.1993-84



V=374 Al 3 —-a0—[1796-1875]
(EOPOFFT-CN)

18,9 % 14 Sem (i fif) . 20.7 % 15.8cm (HE)

Jean-Baptiste-Camille Corot
[1796-1875]

Horsemen in the Woods. Small plate
18.9 2 14 9emlimage), 20.7 > 15.8cm{paper)
(;.1993-85

V=28 T 4 Abe I — e 20— 1796-1875
(B4
14.9 % 19.3em (W) . 16.7 %21 2cm (HE)

Jean-Baptiste-Camille Corot
[1796-1875]

The Dreamer

14.9 = 19, 3cmimage), 16.7 %21 2em(paper)
(.1993-86

Yar =T 4 Abe AT —2 . a0 —[1796-1875]
{ET IR EFEA)

18.7 > 13.2em (Wi i) . 20.7 16, Tom (§E)

Jean-Baptiste-Camille Corot
[1796-1875]

Young Woman and Death
18,7 %13 2cmlimage), 20.7 % 16.7am{paper)
.1993-87

Yap =T 4 Abe AT —2 e a0—| 1796-1875|
(RO OB (K) )

28.5 %22 4em (i Tfii) , 30.5%24.0em (L)

Jean-Baptiste-Camille Corot
[1796-1875]
Horsemen in the Woods. Large plate

28,5 % 22 demlimage), 30.5%24.Ocmipaper)
(.1993-88

Yy =T Abs AE—a e ao—| 1796-1875]
hosffie (35160 )
325 25.0cm (), 36.1 % 28.6cm (HE)

Jean-Baptiste-Camille Corot
[1796-1875]
Little Shepherd (First plate)

325 % 25.0emlimage), 36.1 %28 6em{paper)
G.1993-89

Fy v=INT A AR A= a0—[1796-1875]
UhoEfie (52880 )

34.0 % 26.0cm (Hi 7if)

Jean-Baptiste-Camille Corot
[1796-1875]

Little Shepherd (Second plate)

34.0 > 26.0cmiimage)
(.1993-90

Y =N T4 A AS—2 a1—[1796-1875 ]
(Y7L ZOEER ., WF b0/, &<
DHsE ARZD(K), 7 U81HoE)
1492157 em, 17.3%12.1 em, 14.7x10.0 cm, 14.8%<8.4
am, 15.95 11.6cm ( ) , 28.6 > 36.2cm (#E)

Jean-Baptiste-Camille Corot
[1796-1875] i

Garden of Pericles, Painter’s Path,
Scribbling, Woodcutter. Large plate,
Tower of Henry VIII

149157 em, 17.3%12.1 em, 14.7%10.0 cm, 14.8%8.4
om, 15.9x11.6em(each image), 28.6 % 36.2(paper)
.1993-91

Ty =N T4 Al I — e a—([1796-1875]
(A A74 7 O
27.0 > 34 4em (B i), 29.3 < 36.5cm (#F)

Jean-Baptiste-Camille Corot
[1796-1875]
Sowvenir of Ostia

27,034 Aem{image), 29.3 <36 5cm(paper)
(5.1993-92

Sy =2 8T 4 Al A3 = a—( 1796-1875
(K7 747 ADUER)

35,6227 Jem (D | 38.1 % 30.6cm (HL)
Jean-Baptiste-Camille Corot
[1796-1875]

The Gardens of Hovace

35,627 3em(image), 38.1 =30.6em(paper)
(G.1993-93

P =2 3F 4 AR HI—Le I—[1796-1875]
{HROA LN DECREED
34.526.5em (i) . 36.3%28.8cm (HE)

Jean-Baptiste-Camille Corot
[1796-1875]

Young Mother at the Entrance of a
Wood

34.5%26.5emlimage), 36.3 % 28.8cm(paper)
G.1993-94

Uy =23 T4 A A3 —e 20— 1796-1875]
(oA ~2)

18.7cm % 15.2cm (Wfiii) . 20.0 < 16.6cm (HE)

Jean-Baptiste-Camille Corot
[1796-1875]
Trees on a Mouniain

18,7215 2emlimage), 20,016 6cmipaper)
G.1993-95

V=T 4 Abe A3 —L 20— 1796-1875 ]
(PRl TOBR)

14.0 18.7em (811 , 16,4 20.0cm (#5)

Jean-Baptiste-Camille Corot
[1796-1875]
Luncheon in a Clearing

14.0>x 18.7emlimage), 16.4 > 20.0em(paper)
(.1993-96

V= NTA AR I — 2 e 20— 1796-1875]
{(H)7 NO¥ESE)

18,35 14.2em (i) , 19.7 % 16.3cm (§E)

Jean-Baptiste-Camille Corot
[1796-1875]
Gallic Round

18.3%14.2em{image), 19.7x16.3cm(paper)
(.1993-97

Uy = NT A AP 13— 0—[1796-1875]
{23=TLA O H)

19.05¢ 15 Tem (W) , 20.0 % 16.6¢cm (§E)
Jean-Baptiste-Camille Corot
[1796-1875]

Souvenir of Bas-Breau

19,0215, Temlimage), 20.0% 16.6cm(paper)
(3.1993-98

V¥ x—R T 707(1798-1863 |
(VibYEo75E)
15,119, 0em (@), 17.3%20,0cm (HE)
Eugene Delacroix[1798-1863]

Tiger at Bay

15.1 % 19.0emiimage), 17.3%20.0cm(paper)
(.1993-99

Py =T 7Y T2 —[1814-1875]
{(RED& D)

77

285 22.5cm (W) . 30.1 % 24.2cm (§F)
Jean-Francgois Millet|1814-1875
Maternal Care

28,522 5emlimage), 0.1 %24 2em{paper)
(. 19493100

S =TT T3 —| 1814-1875]
IR % it )

285> 22 5em (I IAT) L 30,1 %24 2em (HE)

Jean-Frangois Millet|1814-1875
Woman Emplying a Buckel

28,5 %22 Semlimage), 30.1 %24, 2an(paper)
G.1993-101

FTAF—I LY —[1812-1867]
(77> 7=EXDEDOAK)
21,927, Tam (Wi i) , 23,8 30. 1cm (4€)

Theodore Rousseaul1812-1867]
Cherrv Tree at Plante-a-Biau

21.9%27. 7Tem(image), 23.8=30.1em(paper)
G.1993-102

T4 K== —[1812-1867]
(TFo5=E4 D)

22.8 % 28.5cm (HIfiT) . 24.3 = 30.2cm (§F)
Theodore Rousseaul 1812-1867]
The Plain at Plante-a-Biau

228728 bemlimage), 24.3 % 30.2emipaper)
(.1993-103



for T
Donated Works

EX—L e iR —IL[1867-1947
(I A2 )

1916-20 L5

gz, e rfr A

1530 160cm

Pierre Bonnard[1867-1947]
Workers

e 1916-20

Oil on canvas

1350 160¢m

P.1992-1

7 Rl s R—34 2| 1873-1058]
(TNy=—Oilim, 4524
s, Bt

97 > 190cm

André Bauchant|1873-1958]
Canal in Allkmaar, Holland

Oil on canvas
97 % 19em
1.1982-2

W TH il 731 1886-1968 ]
(A2 00

19244

M GIT R ) . Ay A
110 % 125em

Tsuguharu Fujital 1886-1968 |
A Seated Woman

Oil on canvas (partly gilded in the background)
110 1 25¢m
19933

[a0— F—E=— FF707, IL—_ I
=400 A7 AR |

# 5 ARRIE (7)) 2 2o W r—iL)

FEEr#i i =i MLz R TIE 19214

Forty Clichés-Glace of Corot,
Daubigny, Delacroix, Millet and
Rousseau

Clichés-Glace

(:.1993-104~119

#see G, 1993-84~107 in Purchsed Works

N N=7F )T F—E =—|1817-1878|
(SO A3 Y

# 2 A

110 180 CAififd) . 16.520.2em (%)

Charles-Francois Daubigny[1817-1878 |
Marsh with Ducks

Glass print

L0 18 Ocmlimage), 16.5%20.2cmlpaper)
G.1993-104

L N=T T T F—E =—] 1817-1878 ]
(He)

# 7 2 ke il

15,55 18, Bem (#f) . 16.7 20 3em (#8)

Charles-Frangois Daubigny[1817-1878]
Deer

Glass print

15,5 = 18.8emlimage), 16.7 %20, 3cmlpaper)

G 1995-105

BT, Al G RE (P.1992-1~3) | [HEPa e DEphthin 11 23 (G.1993-104~119)

Donations are made by the following persons or organizations: the family of the late Mr.
Tomijiro Kakinuma (P.1992-1~3), The Kvoryokukai-Society of the National Museum

of Western Art ((;.1993-104~119).

S N=7F )7 F—E =—|1817-1878]
AR O )

A= A Bl

150 18 5em (B i) . 16.620.1em (#E)

Charles-Frangois Daubigny|[1817-1878]
Path through a Whealfield

Glass print

15.0 % 18.5cmlimage), 16.6 <201 (paper)

G.1993-106

=TT e F—E =—[1817-1878]
i)

# = AR

15,0 18. Tem (A1), 16.520.3em (H0)
Charles-Frangois Daubigny[1817-1878]
Bridge

Glass print

150> 18. 7emlimage), 16.5 % 20.3cm{paper)
G.1993-107

Yy N=F T T F—E =—[1817-1878)
(M2t #pi i 2/0])11)

755 AN

18.2 % 15.5em (i i) , 2032 16.8em (HT)

Charles-Frangois Daubigny|1817-1875]
Brook in a Clearing

Glass print

18.2 % 15.5em{image), 20.3 % 16.8cmipaper)
G.1993-108

T NIL=TFF VT F—E =—[1817-1878]
CEDOPHB)

#H AR

18.5 %34 Tom (i) . 26.9°% 36.5em (HE)
Charles-Frangois Daubigny[1517-1878]
The Large Sheep Pasture

Glass print

18.5 %34 Temlimage), 26.9 % 36.5emipaper)
G.1993-109

T l=T 7 T e F—E =—[1817-1878|
(Mo

# 5 A

27.5%35.0cm (i), 28,9 >36.0cm (HT)
Charles-Francois Daubigny|1817-1878]
The Ford

Glass Print

27,535 0emlimage), 28,936, 0cmipaper)
G.1993-110

N N=T 72T F—E=—[1817-1874]
CEOEFOKHE)

A  A g

34.0%27.0cm (W) . 36.2 = 29.3cm (HE)
Charles-Francois Daubigny|1817-1873|
Return of the Flock

Glass print

340227 Oemlimagze), 36.2 <29 Semipaper)
G.1993-111

SN N=T T YT e R—E =—[1817-1878 |
QUPEfE O 20)

#1572 e

34,226, Tem (W) , 34.7 27 2Zem ($8)

78

Charles-Frangois Daubigny| 1817-1878]
Goatherdess

Gilass print

34226, 7emimage), 34.7 %27 Zemipaper)
(.1993-112

S NN=T T T F— =Z—| 1817-1878 |
CLRE)

A7 2R

215X 34 5em (RIA7) . 27.0 < 36.50m (H)
Charles-Frangois Daubigny|1817-1878]
Harvest

Glass print

2157 34.5emlimage), 27.0 % 36.5cmipaper)
G.1993-113

SN Ne=F 7Y T f—E =—[1817-1878]
(oo T8 aE)

417 AR

15,8 19.0cm (i) , 17.05¢20.4em (H0)

Charles-Frangois Daubigny|1817-1878]
Donky in a Field

Glass print

15.8 2 19.0em{image), 17.0<204emipaper)
G.1993-114

Sy N N=T T T = =—[1817-1878]
(DI

A7 AR

15.0 % 19.0cm (i) , 16.5 % 20.2cm (§E)
Charles-Francois Daubigny|1817-1878]
Night Impression

Glass print

15.0 4 19.0cmimage), 16.5x20.2emipaper)
G.1993-115

S =TT = =— [ 1817-1878]
(HEAD

A7 2 Rl

150 19, Ocm (Bifi7) . 16.3 5 19.8cm ()
Charles-Frangois Daubignyl1817-1878]
Cluster of Alders

Glass print

15,0 19.0em(image), 163 19.8cmipaper)
G.1993-116

Yy N=TZ YT F—E=—[1817-1878]
(Al oBsoiet)

25 A b

165 20.0cm (1) , 17.621.0cm (81)
Charles-Frangois Daubigny|1817-1878|
Cows al a Walering Place

Glass print

16,52 20.0cmlimage), 17.621.0cmipaper)
G.1993-117

SN N=TFF )T F—E=—|1817-1878|
(AHE)

375 2 1l

21.5%35.0cm (1) . 28.0 % 36.9¢m (§0)
Charles-Frangois Daubigny[1817-1878]
Hvdrawkic Engine

Glass print

215 35.00mage), 28.0 <36 %emipaper)

G.1995-118



S =7 T 7 F—E =—[1817-1878]
{iROthotl )

4 2, i ihi

16,0519, 0cm (i), 16,0 19.0cm (§E)
Charles-Frangois Daubigny[1817-1878]
Cows in the Woods

Glass print
16,0 19,0cmiimage), 16,0 19.0em{paper)
G.1993-119
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