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Foreword

The current annual report is a double issue comprising volumes 25 and 26, covering the fiscal years 1990
and 1991. Consequently, the listings under purchased works, donated works, exhibitions and other activ-
ities, and references all date from the period April 1990 to March 1992.

It goes without saying that the most important duty for a museum is to enrich its collection. The Na-
tional Museum of Western Art, Tokyo has always pursued the following three objectives in collecting
works: Firstly, it aims to acquire fine modern French and other European works dating from the late 19th
century to the early 20th century, to complement the Matsukata Collection, which formed the core of the
museum collection at its opening. Secondly, as the only national museum in Japan covering all aspects of
Western art, it endeavours to collect representative works by artists or schools that are considered neces-
sary for surveying the history of Western art from the Renaissance onwards. Thirdly, it seeks to enhance its
collection of prints. Needless to say, the recent rise in the prices of works of art has made it exceedingly
difficult to carry out our task. Nevertheless, the works which have been purchased this time all fulfill the
above mentioned principles and I am confident that they were the most appropriate choices within the
limited budget.

In addition to the purchased works, the museum is most grateful for the major donation of fine modern
works from Ms Eiko Yamamoto. We would like to express our sincere thanks to her for her overwhelming
generosity. It is greatly regretted that she passed away in January 1992 and we all pray that she may rest
in peace.

The museum also received other precious donations from benefactors such as Gallery Fujikawa (Mr
Tokuzo Mizushima). We would also like to thank them very much for their generosity.

Regarding exhibitions, which are significant activities for a museum, five were held over the two year
period. Details are listed below. These exhibitions were realized in close collaboration with foreign muse-
ums and specialists from a variety of countries, namely England, Germany, France, and Spain. Not only
did they provide Japanese art enthusiasts with opportunities to appreciate masterworks, but they also
played significant roles in international artistic and cultural exchange. In addition to the beauty of the
works exhibited, the exhibitions were of good quality and meaningful from an academic point of view,
resulting in a generally favourable reception. In particular, Faces of the Louvre—Masterwoks of Portraiture
in the collections of the Louvre, which was organized on the basis of a clear concepl of surveying the
development of portraiture in Western art and through an innovative attempt at bringing together all seven
departments of the Louvre Museum, attracted a record-breaking number of visitors. International coopera-
tion of this sort will become all the more important from now on.

The Director of the museum during the period covered in this anuual report was Tetsuo Misumi. I wish
to express my greatest respect to Mr Misumi for the outstanding achievements described in this report.

April 1994
Shuji Takashina

Director
The National Museum of Western Ant, Tokyo
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New Acquisitions
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David I Teniers [1582-1649]

Venus Visiting Vilcan's Forge

1638

Oil on copper

A7 = Gillem

Signed and dated lower right: 1. TENIERS, F, 1638
P1aul-1

Provenance:

Call. Jan de Maere, Brussels.

Exhibitions: .

The Golden Age of Flemish Painting, Taiwan Museum of Fine Arts, Taipei.
1988, pp. 79-80

Bibliography:

Margret Klinge, David Tenters the Younger, Patntings, Drawings (Exh.cat.),
Antwerp, 1991, pp.42-43, fig8c.
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1) H. Gerson and E. H. Ter Kulie, Art and Architecture in Belgiwm

1600 to 1800, The Pelican History of Art, Harmondsworth, 1960,

pp. I4A=145.

Erik Duverger and Hans Vlieghe, David Teniers dev Altere, Ein

Vergessener  Flimischer Nachfolger Adam Elsheimers, Utrecht,

1971.

Gq— > Efi s WA o sk iud, A0TSR TOEMCE e

DDV TVAERSTWAD, TaZxl~ /7=, 35l

PonTuhunkLTuns, WHL[ =747 a0 Z00 THOT AWML

Ry CBAEROBLIERTEE DT, HH0IE, WO Tl

Al Zudmt L,

Cl. Kunsthistorisches Musewm, Wien, Verzeichnis der Gemiilde,

Vienna, 1973, p.172; Duverger/Vlieghe, op. cit.. pp.46-47.

4) Bz, chelfizr=—nL AR OMEMEL Tuva, Katalog
1884 (Engerth), nos.1821-1824.

e

*® ok %

David Teniers | was father of the more renowned son by the same
name. He was born in Antwerp in 1582 and died in the same city
in 1649. After being apprenticed to his elder brother, Juliaan
Teniers, he appears to have stayed in Rome between 1600 and
1605, where he studied in the Elsheimer circle. He was definitely
back in Antwerp in 1605 and was registered as master painter of
the Guild of Saint Luke the following year. In 1608, he married a
rich widow, Dympha de Wilde. Yet, possibly because he was una-
ble to manage the property, he led his entire life in poverty and
was imprisoned twice in 1625 and 1629 on account of unpaid
debis. He was also a picture dealer in the 1630s. He had five sons
and one daughter, among whom David I, Juliaan III, Theodor,
and Abraham also became painters.

Overshadowed by his son, until recently, the artistic achieve-
ments of the father David | had not been fully appreciated. In a
volume of The Pelican History of Art, Horst Gerson states as fol-
lows: “We do not know how the elder Teniers painted, because
there is no sound basis for the numerous attributions to him."1)
Indeed, ever since the 18th century, works of not particularly su-
perior quality painted in his son’s style have generally been at-
tributed to the father. However, following the publication of the
research carried out by Erik Duverger and Hans Vlieghe in 1971,
the characteristics and stylistic development of the father's work
have also been clarified to a certain extent?) Together with Hen-
drik Goudt, Pieter Lastman, and Jan Pynas, David | was one of
the Dutch artists who was deeply influenced by Adam Elsheimer,
the German artist who was active in Rome. Small works based on
mythology or the Bible with landscapes depicting many figures
were his speciality. Mainly in the late 1610s, he produced large
religious paintings with life-size figures for churches all over
Flanders. Compared to Rubens, five years his senior, the style
David | exhibited in these works was eclectic and rigid, closer to
that of Marten de Vos and the brothers Hieronymus and Frans
Francken, who belong to an older generation. It was in the small
cabinet pictures that he showed himself at his best. From the
1630s onwards, his Mannerist landscapes full of dramatic colour
effects characterized by complicated spatial composition gradual-

11

ly disappear and are substituted by more natural, harmonious
landscapes seen from a lower viewpoint, The figures in these
landscapes also become less incongruous and fit into their space
more comfortably.

This painting depicts Vulcan, god of fire and smithery, vom-
missioned by Venus to forge a weapon for Aeneas, her son by An-
chises, prince of Dardanus. It was with this weapon that Aeneas
was lo win victory at war and become the heroic founder of
Rome. The forge is in a cave surrounded by rocks. Vulcan's right
hand holding a hammer is about to strike towards the centre of
the image, where he is supporting a hot lump of metal with pliers
in his left hand. Standing in front of him is Amor, with the tip of
his arrow resting on the table. Amor is looking towards Venus,
who is sitting on a rock at the front right of the image. Venus and
Amor look as if they are in conversation, the goddess with her left
hand stretched out and her forefinger pointing at something, ap-
pearing to give Amor some sort of advice. The pair of doves
depicted in front of Venus is her attribute as goddess of love and
marriage.

The material and the atmosphere depicted in this painting are
all quite exquisite. The details of the steel armour and the fine
quiver and belt at the left forefront are as subtle as a still-life. The
rocky cave walls, the fire and smoke in the furnace, and the land-
scape in the bright light beyond the cave all brilliantly convey the
air and glimmering light.

The Kunsthistorisches Museum in Vienna has four works with
mythological subjects comparable to ours; Pan Playing the Flute
in front of Nymph and Satyr (inv.no.736), Vertumnus and Pormo-
na (inv.no.738), Jupiter Presenting Juno with lo Turned into a
Cow (inv.no.743), and Mercury and Argos (inv.no.745); (see
figs.1-4). These four works are all the same size as our painting
and the latter three bear the same signature and date, 1638, as
ours.* Consequently, these five works could be considered as a
single group although whether there used to be other works, now
lost, in addition to these five, forming a larger series, remains
unknown,

The works in the Kunsthistorisches Museum have traditional-
ly been attributed to David 1Y) Certainly, these late cabinet pic-
tures, including ours, no longer display the artificial and dramatic
composition influenced by Elsheimer in David I's early works.
Rather, the compositions become more balanced and the figures
fit more naturally into the space. Such change in style could have
been the influence of his son, who was apprenticed to the father.
Even so, there is no denying a stiff awkwardness in the depiction
of Vulcan and Venus, which is not to be found in the son’s works.
Lastly, it should be mentioned that the repainting of Venus' legs is
visible even to the naked eye. (Toshiharu Nakamura)

Notes:

1) H.Gerson and E. H. Ter Kulie, Ant and Architecture in Belgium 1600 to
1800, The Pelican History of Art, Harmondsworth, 1960, pp.144-145,
Erik Duverger and Hans Vlieghe, David Teniers der Altere, Ein Verges-
sener Flamischer Nachfolger Adam Elsheimers, Utrecht, 1971,

The four works in the Kunsthistorisches Museum are all catalogued as
signed and dated, but Duverger and Vlieghe claim that only three of
them are. Neither was | able to find the signature on Pan Playing the
Flute in front of Nymph and Satyr. It may, of course, be hidden under
the frame.

CI. Kunsthistorisches Museum, Wien, Verzeichnis der Gemdilde, Vienna,
1973, p.172; Duverger/Vlieghe, op.cit,, pp.46-47.

Engerth already attributed these four works to David Teniers 1. Eduard
R.v. Engerth, Kunsthistorische Sammlungen des Allerhichsten Kaiser-
hauses, Gemild, 1l. Band, Vienna, 1884, nos.1821-1824.
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David II Teniers [1610-1990]

The Temptation of St. Anthony

Qil on canvas

80+ 110em

Signed below in the middle; D TENIERS., FEC

P, 199]-2

Provenance:

Coll. Scheneick, Miinchen; Karl Lengle, Frankfurt; Sotherby's, London, 3
April 1985, no. 68(not purchased) ; Deborah Gage, London.

Bibliography:
To be included in the Catalogue Raisonné by Margaret Klinge.
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1) Exh. cat., Margret Klinge, David Teniers the Younger, Paintings,
Drawings, Antwerp. Koninklijk Museum voor Schone Kunsten,
1991, cat.no.90. (Madrid, Museo del Prado, inv.no.1822),
Favtn FL 70207 dicid, AMEROTITEGILEOMtiz20nwT
(2 EBUNCEFEORW 22wl LEDBILBILS T v, &, 20>
Frelickhg, W7 v AEBERT VORI ERIEY
RO TRMRL T VLA EE RSN, FO77yy a2 EOFETGE
DFEL T dbEnd, 1THLOZ—FT NI DT 7virari
AT s8ERE20HITTES

J.H. der Kinderen-Besier, Spelevaart de Muode, die Kledig onzer
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Voorouders in de Zevenliende Eemw, Amsterdam, 1950,
M. Mayer. Das Kostiom auf Niederliindischen  Bildern. Zum
Modewandel im Siebzehnlen Jahrhwnderi. Miinster, 1986,

3) Coll. Carl Bechstein, Sale, Berlin, Wertheim, 11 December 1930,
n0.53, M, A e R, 84x14em (BATENAN),
St. Petersberg, The Hermitage Museum, fllF:, 272, 100%
134em, inv.no. 3780,

* * *

David Teniers 11 was one of the leading artists of 17th century Ant-
werp. He was born in Antwerp as the eldest son of David I in
1610. After having been apprenticed to his father, in 1632 he was
registered as master painter of The Guild of Saint Luke. In 1637,
he married Anna, daughter of Jan Brueghel the Elder. In 1644, he
was elected dean of The Guild of Saint Luke. Following his ap-
pointment as court painter and keeper of the paintings in the col-
lection of Archduke Leopold Wilhelm, the Austrian governer of
the Spanish Southern Netherlands, he moved to Brussels in 1651.
Anna died in 1656 and he remarried Isabelle de Fren the same
year. In 1662/63, he purchased "Dry Toren [Three Towers]”, an
estate at Perk, from Jan-Baptist Broekoven, who had remarried
Rubens' ex-wife, Hélene Fourment. In 1664, he invested in the
foundation of an art academy in Antwerp. However, this did not
win him the peerage that he had hoped for. He died in Brussels
in 1690.

David 11 is now known as a genre painter, whose major sub-
ject was the everyday life of the people. He painted many works
including views of inns reflecting the influence of Adriaen Brou-
wer, kitchen scenes, and farmers’ feasts and dances outdoors. He
also handled a variety of other subjects. For example, there are
works like The Temptation of Saint Anthony, featuring imaginary
demoniac creatures in the Bosch/Brueghel tradition, religious
subjects such as saints in the wilderness, series of stories, allego-
ries of the five senses, caricatures of monkeys or cals disguised as
human beings, and group portraits. As picture keeper of Arch-
duke Leopold Wilhelm's Collection, he produced a gallery paint-
ing as record of the count’s picture salon and, in 1660, privately
published Theatrum Pictorium, a catalogue of the 243 ltalian
paintings in Archduke's collection. He made oil paintings on
small panels for each of the engravings in this catalogue. David
II's contribution to the field of landscape should not be ignored
either. Although he never painted pure landscape, the brightly
coloured views painted in the background of his figural composi-
tions demonstrate his strong feeling for light and air, which had
remarkable influence on artists in later generations.

Saint Anthony is said to have led a hermitic life in the Egyp-
tian wilderness between the 2nd and 3rd centuries. He was often
tempted by the devil in test of his beliefs. On one occasion Satan
attempted to stir Anthony’s sensual appetite with a beautiful
woman. On another occasion, he tried to induce Anthony’s terror
by encouraging monsters to attack him. He also tried wetting An-
thony’s appetite for money with gold, silver, and other treasures.
Nevertheless, Saint Anthony resisted such temptations and came
to be worshipped by the Christians for his exemplary firm faith.

The Temptation of Saint Anthony, in which monsters and
seductive women appear, was a popular subject frequently paint-
ed in the Netherlands. There are famous versions in oil by Patinir
and Bosch and an engraving after Pieter Brueghel the Elder.

Saint Anthony is depicted praying in front of the remaining
part of some ruins in the lower centre of the canvas. He is sur-
rounded by imaginary creatures composed freely of birds, fish,
human bodies, and animal bones and is looking nervously at a
woman dressed in white. The devil disguised as an old procuress
with horns is standing at the left rear of the saint pointing towards
Dame Venus, the woman in white. She is the symbol of lust and
is tempting Saint Anthony with a glass in her hand. Careful ex-
amination reveals that her feet are in the form of bird’s claws.

The imagery of the various creatures makes it easy to over-
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look the fact that Teniers is also trying to convey a religious mes-
sage. Placed on the rock-like altar in front of Saint Anthony are
a cross and the Bible, symbols of salvation and eternal life. There
are also a skeleton and a sandglass, which symbolize vanitas.
Living in a world of temptations, the viewer of this painting faces
the same challenge as Saint Anthony as, seduced by the woman
holding a glass, he has to decide which destiny to follow.

The monsters which appear in the subject, The Temptation
of Saint Anthony, often symbolize the seven deadly sins, Gula,
Desidia, Ira, Indivia, Avaritia, Superbia, and Luxuria (see.fig.1)!.
However, in this case, these figures are not immediately iden-
tifiable.

David Il painted several versions of this subject from early in
his career in the 1630s throughout his life. The current version
dates from his period in Brussels. The basic motifs in this version
are also to be found in a work formerly in the picture gallery in
Berlin dated 1647, which was the climax of his Antwerp period,
and in another work in Dresden dating from around the same
time (see.fig.2). These paintings also depict a procuress, a seduc-
tive woman holding a glass, and Saint Anthony resisting templa-
tion in prayer. There are also similarly monsters riding fish or
reptile-like creatures in combat in the air. At the right-hand side
of the Dresden picture, there is a monster which has a large skele-
tal face with the rest of its body covered in a cloth. The same crea-
ture is depicted in the Tokyo version. The ex-Berlin and Dresden
works dating from the 1640s still have the scene set in a cave
from which a landscape can be seen in the background. In con-
trast, the Tokyo version, which is considered to have been exe-
cuted in the late 1660s, is an outdoor scene amids! ruins.?) To the
left of the canvas is a view of hills and a rotundo architecture.
This shows that the landscape has become more dominant. Two
other works of similar composition are known (see. fig.3).%

(Toshiharu Nakamura)

Notes:
1) See. Exh.cat., Margrel Klinge, David Teniers the Younger, Paintings,
Drenvings, Antwerp: Koninklijk Museumn voor Schone Kunsten, 1991.
cal.no.90 (Madrid: Museo del Prado, inv.no.1822).
I am very grateful to Dr. Klinger of Diisseldorf for all her advice in dat-
ing this work, etc. According to Dr. Klinger, the clothes and hairstyle
of the woman tempting Saint Anthony would appear to reflect the
costume of this period and are instrumental in dating the picture.
Following are two references regarding 17th century fashion in the
Netherlands:
1. H. der Kinderen-Besier, Spelevaart de Mode, die Kledig onzer Voo-
rouders in de Zeventiende Eeuw, Amsterdam, 1950.
M. Mayer, Das Kostiim auf Niederldndischen Bildern. Zum Modewean-
del im Siebzehnten Jahrhundert, Minster, 1986.
3) Call. Carl Bechstein, Sale, Berlin, Wertheim, 11 December 1930, no.53,
oil on canvas, 84 x114em (whereabouts unknown).
St. Petersberg, The Hermitage Museum, oil on cavas, 100x134cm,
inv.no.3780.
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Cornelis de Heem [1631-1695]

Still Life with a Basket of Fruits
c. 1654

(il on panel

14.5x T2 5em

Signed lower left: C. DHEEM, [

P.1990-2

Provenance:
Coll. Georg Eberle (2); Xaver Scheidwimmer, Miinchen

Bibliography:

Sam Se Jaww Davidsz, de Heem en ziin Kring (Exh, cat), Centraal
Museum, Utrecht and Herzog Anton Ulrich-Musem, Braunschweig, 1991, pp.
198-199, fig. 35a.
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1) Hi#iE, London, Private Collection, ilifs, #ro/» A, 72.5%56.5
em; #%#13, London, Rafael Valls Gallery, 1988, il e, 19.7
x22.8cm, and New York, Newhouse Gallery, 1988, dioa M 2#
Mk, Exh. cat., Sam Segal. fan Davidsz..., op. cil., pp.195-1949,
cat.no,35.

National Gallery of Ireland. inv.no.ll ili#s, A-2/v A, 45>
6ocm; Exh.cat., Sam Segal, Jan Davidsz..., op.cit., pp.177=180, cat.
no.27.
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* * *

Cornelis de Heem (Leiden 1631—Antwerp 1695) was son of Jan
Davidsz de Heem (Utrecht 1606 —Antwerp 1683 /1684), one of
the leading still-life painters in the 17th century Netherlands.

Cornelis' father, Jan Davidsz, was active in the Northern
Netherlands in Utrecht and Leiden and then moved to Antwerp
in 1636. The father’s style was a combination of two different
schools; one, the chiarascuro of the Northern Netherlandish
school and the other, the rich colouring of the Flemish school. His
strong, clear colours were unified in tone. His brushwork was so
minute that it could hardly be detected by the naked eye and he
produced a variety of compositions. After moving lo Antwerp, his
main subjects were flowers, floral decoration, fruit, table-scenes,
and gorgeously arranged still-lifes. They varied in size from small
images with a limited number of subjects to large works measur-
ing over two metres.

The son Cornelis is considered to have been apprenticed to
his father and also to have served as his assistant. Record shows
that he was member of The Guild of Saint Luke in Antwerp in
1660. With the exception of the period from 1676 to 1687, during
which he stayed in the Hague, Cornelis was based mainly in Ant-
werp. Cornelis was the foremost successor of his father's style and
his best works exhibit a talent equal to his father's. The subjects
more or less overlap with those of his father's Antwerp period,
although, with the exception of a few large-scale works, most of
Cornelis’ works were fairly small and simple compositions. In his
late years, Cornelis departed from his father's style and began to
produce rigid, stereotyped works.

The horizontal image under discussion, in which a wooden
table covered with a green cloth is placed in front of a dark green
wall, dates from early in Cornelis’ carcer. The wooden table is a
molif frequently found in Cornelis’ early works. (In later years, he
would paint marble tables or solid stone plates stacked on a
pedestal.) To the left of the panel, as if to stress the depth of the
image, the table remains uncovered with the wooden edge run-
ning diagonally from lower left to upper right. This slant forms
the axis of the composition, with a basket of grapes, peaches,



apricots, and cherries tilted to the left, further to the right of the
table, at the centre of the image. To the left of the basket are two
walnuts, a lemon, and a bunch of grapes with its leaves, which
are also placed diagonally. The lemon has been cut in half with its
peel hanging in a semi-circle towards the centre of the image. To
the right of the basket, as if to support it, is a melon that has been
partly sliced 1o show the inside. Further right are two figs, one of
which is cut open. Although the colouring is strong, it is not frag-
mented. Unified by a greenish tonality, red, yellow, and dark blue
are added as effective accents.

The wooden table has three levels and the middle panel is
signed C.DHEEM.I. at the edge, with the D and H entwined. This
signature is typical of Cornelis’ early years. There are two other
paintings of fruit known to bear the same signature, A Bouquet of
Fruits Hanging from a Nail with a Crucifix and A Still-life of Fruit
on a Ledge (see.figs.] and 2).)) These three paintings could be
considered as a group. Among them, Hanging Fruit Decoration is
dated 1654, which leads us to assume that the present work was
also executed around the same date. It is interesting to note that A
Bouquet of Fruits Hanging from a Nail with a Crucifix is based on
a work similar in subject (see.fig.3) by Cornelis’ father executed
one year earlier in 1653. The spatial composition and several mo-
tifs have been slightly altered, indicating how much Cornelis re-
lied on his father at that stage and, at the same time, how he was
also eager to display his own creativity.  (Toshiharu Nakarmura)

Notes:

1) A Bouquet of Fruits Hanging from a Nail with a Crucifix, London: Pri-
vate Collection, oil on canvas, 72.5x56.5cm; A Still-life of Fruit on a
Ledge, London: Rafael Valls Gallery, 1988, oil on panel, 19.7 x22.8cm
and New York: Newhouse Gallery, 1988, Also see Exh.cal., Sam Segal,
Jan Davidsz...., op.cit., pp.198-199, cal.no.35.

2) National Gallery of Ireland, inv.no.11, oil on canvas, 85x65cm;
Exh.cat,, Sam Segal, Jan Davidsz...., op.cit., pp.177-180, cal.no.27.

# | am very graleful to Prof. Crauss Grimm of Munich and Dr. Sam Segal
of Amsterdam for all their advice in the research of this painting.
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Emile Bernard [1864-1941]
Self-portrait as a Troubadour

18492
Oil on canvas
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Signed lower right: Kmile Bernard (studio’s seal)
P.1990-1

Provenance;
ColLAmbroise Vollard, Paris; Coll. R.Lunden, Enchyberg (Sweden),

Exhibition:
FEmile Bernard, Sala-Uppsala, 1976-1977, no.11
Bibliography:

L.J. Luthi, Emile Bernard, Catalogwe Raisonnd de UiEwore Peints, Paris, 1982,
no.dal.

N2 A E M AT oD SO Ol B AP L 2 P {g0E, =3
=N UL F = BT I F — = 2 fHEIRFICRIEL 72— {E &
DHEDIETHE, ~NWF—NBPDTINY —=alCihET
— 5T DIEI8864E, 18IRORF TH 7205, FH LK
i, BUEISRTIEMSI2MEIC -2 T, MHEO ISP
TR=y Sy, W=7 YTyy, 7= FalEORTHMIL
Too 27397, AA XN eTeonn—2, Tyl T 7 2,
T4 x, EVa¥ 2R EDWME L Bh, T RZHATIO
Wi, e A Tz, MPIED S F = kT —F O
RIFLTLEL KDL 26D Tt otz iAo 545, 1891
AT —H o LPOENCHER L, £7:, 18935ELARRIZA 207
WYy, bLa, YT RA904EETHHE), AN ik,
sk i e T A X0 B0, RIESOBl{ESiL721892
FEEWVSIEE, ~“F—LEBICE->T, F8ICT VY —=alf
RO HBEMATERIETHSEWAETHSD,

EllE, Co7ny—=a (U 2 it ilob o T,
MROPTY 2= THGIEF AL, W FL AZE 20 A,
ZZH M7 aR—raz O AO TR A OB LDHER T
Wh, T2 pfIlL 24 2R, 612318 (ko HE sl il A &
DDA R THE AL T 41— 7OEMZ, ~
WF—nF 7Ny — =l UL TED (CBo#E), &=
F1), FuLOIX1888-8UEUICE TS DIV A5, 1 5
WIEDRT, ZOEMELRIIL LoD VED Iz ol k
EHHE 1




9, =yl FTEsN LN PRI o TR, AP
PR OB A AR L IRSIIL T d, SRELOAERINC 124
A 28 Il e s e a— 4T, BIAR O
IS KEW D Z v F i L1, I8TOAEfUE
SO > ROIES OO IER A B bIS, UL, &
R T, PED Z v T O Lim SRR TRl L To LS
FROBINBHALL THE TH D, L, S F—hilkf

i w sl e ra 7y — A LD Tk,
Wh,
2Lt oo=rFy 2 FlIZLEA A, DEDITIR

IITHIEEDEDT

18

WF— IV 1L DFN Y W6 0 SCFBRRIZ £ 2 A%, 19 AL
DOz > LRI b L oS Fy— VAT DT TR, €274
PR FELR, FFROE—NAF=CW 22T, BELD
gL T s Al Thdh 7z, Db, 187040
(LR CE U, S =0 o7 7 Ao e, 1~
B e TS O A 2 52 1 174 I S BTV 5o 3 = Ak o i il
HLIHEeTafifniicilshi, Tvy—=akwi o
WOBHEFRZLWESHI O T, WK bAHEEVHRD I
DLZOILIBEOZETH T, AN ZET L EOIAL A
U AIRA 2 W5 20Nz, W5 b D% {hinlkid <StH



L ekt icidbiconiiang,
Hy ez, HicahTiEL 33 E g TNy —=a DM
s, %m.-t";t;iirf;f:lmifk By F o ZLOMEYT
Hol-CHEHETOAW, L/, 18905F, APl T -
AZONTHRLLRLONT, ¥ > 20uv s LRI
B+ 200 7 b= AR (1873-75, 2\, Ant—
FEMTD) 2 Kz H L T A Z IR T FEEDOH s
FEMO L TH, O~ F—nhi, B R2oav |
B o L TGO AfauLTh s ZEh g s S
Thb, 12, NN F—LGHEOIBIFEC N Z > — e
ARV ORCIEU T, ORI 30
O ERADOE 2 IS L, IR AR OB 80 ZenfE 8 1
Hoilifcsy, OO THLL TWZERHISITWHS,Y

ECATHMA DN TOSIGHEADER, ZOFHD S
YR LHT B EDHER T AU IR O IR TH 2O BHER TH
BHS (A F = R S LR 4, A0BUABUHEZ T
flERsTwa), W% E SO TIch4 i Glk(Inventaire
des toiles vendus & Mr.Vollard; le 22 mai 1901)12i, #Hic
[AlicT—— RO AOafe¥y—2# Dans le parc:
Deux longues femmes, un guitariste |EO &l ST D, &
A, CORUEDISRZETIESNIY v BV T ADN]
i[L T iL—R Do ORifEON T~ F—nidEb
THIML -2 e, BERET S LAk Tl
LHOBE KDL TS (RAHIR O £ —— O T,
Z142) 0 ZOMIEA F—ES vy b 7Y AL Lk

NN —=IHT —

e

% ¢

BHH 2

{'k’" g
- Cichiish T

OO MR+ — L I B THALD
WAENTH A, FRORIR =Y T
DVbWAIEDR le Thh, ADLHD
o, 19O 7Ly — = 2O RIFEXRIER I LSt
% o
b, Xbh)THE BRI AR AL OMZKTI— e
nF— L OIESOWIEE, IR OLEKiE-EnD THD,
WEERHOMEEL, COMEMBIN TS, LinL Zdi
5, TTICT—HrPLW R, E5ICEE—IRF=, FF—

ERL),

Jois d’Amour |

19

W, Dbl eduT AN 4 3 T e E o YOI AR

SMHC kST, Sl =Dy —=alFCo i
PERA Y 2z b5 2 28, 0 18804 WA o 20 IR pISETE 2000
TDT7 7w AL 23302, WHEFIOMERITE DD 12 2

stz ZEa kL Twd (FahEI)
RE
1) (o— -z 710—), 188945, (I ABE, - cat. Luthui, no215./CHIS ¢

2), 18908, Fat2aef oo yeal- 29, cat.Luthui, no257. /(8

OMOPIEORTED Y, 180255, AR, cat.Luthui, no.353./0% L/
Y, 18026F, Pat¥ 744w ¥ear ¥y a, cat.Luthui, no 3544 E

AL TH S
o T,
2) “Cézanne”, Les Hommes d " Awjoerd hei, no 387 (1891); Exh. cat,,

“Emile Bernard 1868-1941", Mannheim/Amsterdam, 1990, p.214
2210

IHEO &4 SOOI 2 — N

%1 _|u n [l;l ‘\[]\ 1. “Le Salon de la Rose+Croix (1892-1897)", Paris,
1 l.‘ 5 ( Anll]uus . Jconte les jets d'ean dans le jardin taillé, Exh.
C n “Gauguin & L'Ecole de Pont-Aven”, Paris, Bibl., 1989, no.

1Im|. 1:..:.1,

3 MR N av sy avictd, FTTIREI— b e =ik DRI 1l A
L2l B2 3 2 o R A0 K 2 AL T B (81 % 130.5em/P.1959 -
16),

* * *

Self-portrait as a Troubadour, purchased in 1990, is one of a series
of works Bernard produced while he was staying in Brittany. It
was in 1886, when Bernard was 18 years old, that he first went to
Brittany and met Gauguin. From then on, from 1887 to 1892, he
spent many springs or summers in such villages as Pont-Aven, St-
Briac, and Le Pouldu. Schuffenecker, Meyer de Haan, Charles
Laval, Charles Filiger, Paul Sérusier, and other artists gathered
around Gauguin and painted during this period. It is sometimes
said that Bernard and Gauguin never got on together from the
very beginning. In 1891, Bernard broke away from Gauguin for
good and from 1893 onwards, he travelled abroad to Italy, Greece,
Turkey, Egypt (where he stayed till 1904), and Spain. The year
1892, in which the present work was executed, must have had a
personal significance as it was Bernard's last year in Brittany.

The subject is a medieval one characteristic of Bernard's pe-
riod in Brittany. A troubadour is playing his lute in a forest with
two elongated women in long dresses strolling by. While in Britta-
ny, Bernard painted many works with this type of motif, which is
a combination of gothic, early Renaissance, and eighteenth centu-
ry féte-galante influences (Les Fleurs du Mal, fig.1). These works
were executed as early as 1888-1889'), though the current work
is amongst one of the most highly accomplished. The use of a
pale, neutral tonality beautifully matches the elegant curves of
the figures and trees. While there are traces of “Divisionism” to be
found in the brushwork, the depiction of the trees and the short,
broad brushstrokes placed alongside one another reflect a strong
influence of Cézanne's works of the late 1870s to the 1880s. Over-
all there is still a strong element of Synthetism in the flat colour
planes and contours of Bernard’s composition. However, the bold
Cloisonnism he employed from time to time is not to be found in
this picture.

One of the sources of these romantic medieval subjects was
Bernard's own literary taste from when he was very young. [t is
also true that the vogue for Romantic and Troubadour paintings
ever since the early nineteenth century continued through to
Monticelli, Cézanne, Maurice Denis, Bernard’s contemporary, and
many other painters, who all painted in this manner on occa-
sions. Particularly after the defeat in the Franco-Prussian War in
1870, literary circles under the Third Republic in France constant-
ly endeavoured to overcome their instability through nationalistic



tastes in history or literature. It was from this peried onwards that
artists were enchanted by the antiquated customs and harsh land-
scape of Brittany and began to gather there. It is not surprising
that these artists felt as if they had returned to their origin in Brit-
tany, where Catholic and Celtic cultures were mysteriously
mixed. It goes without saying that the numerous scenes of Britta-
ny depicted by Bernard and Gauguin were products of this new
anti-modernistic Romanticism. On the other hand, it is interesting
that in 1890, in his first essay referring to Cézanne, Bernard ex-
presses great admiration for Cézanne's The Temptation of Saint
Anthony (1873-1875, Paris: Musée d'Orsay), which is a Romantic
work ) At this stage, Bernard was interested not only in Cézanne’s
technique, but also in the subject matter of his Romantic works. A
year before executing the present work, in 1891, Bernard met Sar
Péladan, who invited him to submit three religious works to the
first Salon of the Rose-Croix exhibition. These works suggest that
Bernard was also very close to fin-de-siecle reactionary aes-
theticism 3

Judging from the troubadour’s characteristic hairstyle and
face, it is quite clear that this figure is a self-portrait, (Bernard was
fond of painting self-portraits and there are over forty which have
been identified so far.). Yet, in the inventory kept by the artist (In-
ventaire des toiles vendus a M.Vollard; le 22 mai 1901), it is listed
simply as Dans le parc: Deux longues femmes, un guitariste. A
similar composition is to be found in the illustration of a lovelorn
man weeping under the trees and a fountain in Les Cantilénes, a
book of poems by Jean Moréas, executed in the same year, 1892
(F'écoute les jets d'eau dans le jardin taillé, fig.2)1). At that time,
Bernard was brokenhearted over an unrequited love for Charlotte
Bris, suggesting, as has already been pointed out, that the portrait
in this illustration is one of the artist himself The forest depict-
ed in the background is the so-called “Bois d’Amour” of Pont-
Aven and the two women's hats resemble those of the folk cos-
tumes worn in Brittany in the 19th century.

Research on works by Emile Bernard, an artist of highly eclec-
tric spirit, has only just started and there is still a lot to be re-
vealed. In that respect, the current painting is no exception. As
our museum already owns major works by Gauguin, Cézanne,
Maurice Denis, Bonnard, Charles Cottet, and Lucien Simon, this
painting by Bernard dating from his period in Brittany® gives our
collection of French paintings from the 1880s to the beginning of
the 20th century all the more breadth and depth.

(Akiya Takahashi)

Notes:

1) Representative examples are Lohengrin, 1889, private collection,
cal. Luthui, no.215./ Country Concert, 1890, Josefowitz Collection,
cat.Luthui, no.257./ Les Fleurs du Mal (Medieval Scene), 1892, private
collection, cat. Luthui, no.353./and The Musicians, 1892, Josefowitz
Collection, cat.Luthui, no.354. Country Concert and Les Fleurs du Mal
both include a figure playing the lute.

2) See "Cézanne” in Les Hommes d'Aujourd’hui, no.387 (1891). Exh.cat.
Emile Bernard 1868-1941, Mannheim/Amsterdam, 1990, p.214.

3) See Juan Da Silva, Le Salon de la Rose-Croix (1892-1897), Paris, 1991,
P,

1) See “Les Cantilenes”, I'écoute les jets d'eau dans le jardin taillé, Exh.
cal. Gauguin & I'Ecole de Pont-Aven, Paris, Bibl., 1989, no.41.

5) ibid. p.53.

6) The National Museum of Western Art, Tokyo already owns Parisiennes,
an ail painting in Bernard’s late style in the Matsukata Collection (81 x
130.5cm/P.1959-16)
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Martin Schongauer, a influential painter and engraver of the Up-
per Rhine in the late 15th century, was born the son of a gold-
smith in Colmar and died in Breisach in 1491. So far, 115 engrav-
ings have been identified as the work of Schongauer. Although
there are doubts about the attribution of Saint Jacob’s Batile in
Clavifo, if this is also by him, it would make a total 116 engray-
ings. These works are all signed in monogram, but not dated.
Therefore, opinions vary regarding the order in which they were
executed and their dates of execution.

Christ Blessing the Virgin belongs to a group of five works en-
graved on more or less square plates. The other four are The Na-
tivity (L.4), The Baptism of Christ (L.8), Christ Appearing to Mary
Magdalene (1.15), and Christ Crowning the Virgin (L.17).)) All
five of these works are characterized by a refined hatching lines
and simple composition. As the plates are fairly large in size, they
are regarded as some of Schongauer’s most representative engrav-
ings. Nevertheless, they are no exception as far as the date and
order of execution are concerned. Details remain unknown.

Nobody seems to have any objection in identifying eight
works in which the M of his monogram [MS] is written at an up-
right angle as engravings in his early period. Ata major Schon-
gauer exhibition held in Colmar in 1991, Albert Chatelet suggest-
ed that as the technique employed in the group of square plates is
extremely close to that of the early works, they could have been
executed immediately after the early works and before the large-
scale works Christ bearing the Cross (L.9) and The Passion series
(L..20-30):2) On the other hand, Baum, Flechsig, and Shestack,
who date this group to later in Schongauer’s career, point to “the
hatching lines are straighter and more schematic” (Shestack) and
conclude that from the technical point of view, they form a climax
in his oeuvre 3 Neither of these views are backed by decisive evi-
dence, so Lhal they are no more than inferences, from which it is
hard to draw any firm conclusions. Even so, judging merely from
the technique employed in the engraving of the lines, this group
would appear to be much more refined compared to the early
works and, furthermore, Christ Bearing the Cross.

As concerns Schongauer’s date of birth, opinion is divided be-
tween circa 1420 and circa 1450. Recent research tends to point
towards circa 1450. Assuming that he was born at the latter date,
his active period as an engraver would be from the early 147057,
before he executed Rose Arbor Madonna, to when he moved
from Colmar to Breisach (1486-1487)3) in order to work on the
murals for the cathedral. Further research has revealed that his



carly works were executed in the early 1470s, prior to circa 1473,
when Rose Arbor Madonna was executed. Although there is no
evidence to prove how soon afterwards the present engraving
was executed, the angel depicted in The Baptism of Christ, which
belongs to the same group, provides a clue. This angel was cop-
ied in reverse by the monogrammist AG as a motif for the coat of
arms on the Wiirzburg Mass Book printed in 1481, Consequently,
it may be assumed that the present engraving was executed no
later than 14815 According to Max Lehrs, Christ Appearing to
Mary Magdalene, again from the same group, was also copied in
awork dated 1477. However, there are two states of that work and
as the first state is not dated, Lehrs admits that the date could
have been inscribed at a later stage, making it difficult to draw
any presumptions from this copy as regards Schongauer's engrav-
ings.”) In conclusion, it would appear that the present work was
executed sometime between circa 1475 and 1480, when The Bap-
tism of Christ was executed.

It is not clear what these five engravings on square plates were
made for. The present work has often been considered a sequel to
Christ Crowning the Virgin, from the same group. The Virgin is
kneeling in front of the throne to be crowned by Christ in the
former work. Once she has been crowned, in the present, latter
work, she sits at the throne to be blessed by Christ. As a conse-
quence, Baum has surmised that these five works are part of
a series and Minott suggests that it is a series of “The Life of
Christ”®) However, iconographical tradition has it that both
works belong, in a broad sense, to the icon of the Coronation of
the Virgin. The Coronation was an icon of worship in itself and no
other series are known in which these two scenes have been cut
apart as two separate works, leaving doubts about the Baum/
Minott view? It would probably be safer to assume that these
two engravings are variations of the Coronation of the Virgin and
that, as Chatelet suggests, the series does not have any particular
subject as a whole, but is rather a collection of common subjects
of the time 0

From an iconographical point of view, compared to Christ
Crowning the Virgin, the present work is based on an older tradi-
tion. The image of the Virgin kneeling in front of a celestial
throne to be crowned was introduced after iconographic innova-
tions in 14th century Italy and was favoured in 15th century
France. Angels depicted as assistants in the ceremony were also
14th century Italian inventions. It is a highly narrative image
describing the climax of the ceremony and also appeared fre-
quently in Germany by the 15th century.'!) In contrast, the cur-
rent image of Christ and the Virgin seated on both sides of the
throne originated in a highly symbolic image applied to the tym-
panum relief above the entrance to the south nave dedicated to
the Madonna in high-Gothic churches, which was characterized
by strict symmetry.

Instead of depicting the moment the Virgin was crowned, the
current engraving captures the moment of the blessing with Christ
and the Virgin juxtaposed in a stationary position. Paul Frankl
identified Christ Blessing the Virgin (circa 1468), a stained glass in
the Magdalene Chapel, Strasbourg, as the source of this image.1?)
This stained glass window was one of a series on the theme of
the life of Christ made by Peter Hemmel (1447-1501), which was
burnt in a fire in 1904. (Only photographs of the window remain.)
Although Frankl's view did not evoke much response among
Schongauer scholars, this stained glass has more in common with
the present engraving than simply the image of Christ blessing
the Virgin on the throne after her coronation. The composition of
an arch-shaped opening behind the throne with angels placed be-
tween Christ and the Virgin's heads is also identical. Frankl sug-
gests that Hemmel was inspired by the tympanum relief of The
Coronation of the Virgin at Strasbourg Cathedral, which is in-
teresting as an explanation for the origin of the the monumental
iconographical expression of this engraving with its emphasis on
symmetry.
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According to Lehrs, forty examples of the present engraving
are known to have survived. This one has been kept in very good
condition, making it particularly precious. In 1981, the museum
purchased The Nativity, a typical example of Schongauer's early
engravings, which makes it possible to compare the technical de-
velopment of this artist. (Mikinosuke Tanabe)

Notes:

1} A. Chitelet adds Christ on his Throne (L..33), making it a group of six.
The sixth engraving is a vertical plate measuring 16 by 12cms. and
differs in size from the other five, but Chatelel argues that the motif
is closely related to Christ Crowning the Virgin and the current work.
Exhibition Catalogue: Der hilpsche Martin, Kupferstich und Zeich-
nungen von Martin Schongauer, Colmar: Unterlinden Museum, 1991,
p-280.

2) Chitelel, ibid., p.273.

3) Julius Baum, Martin Schongauer, Vienna 1948, p.41. Edvard Flechsig,
Martin Schongauer, Strasbourg, 1951, p.225. Exhibition Catalogue:
Fifteenth Century Engravings of Northern Europe, Washington D.C.:
The National Gallery of Art, 1967-1968, catalogue text of no.74. The
opinion that these five engravings were executed in Schongauer's mid
or late career was also supported at an exhibition held in Munich in
1991. (Martin Schongauer, das Kupferstichwerk, Munich: Staatliche
Graphische Sammlung Miinchen, 1991.)

A drawing by Schongauer that Diirer used to own (and is now lost)

had an inscription that he was “still a young apprentice” when he ex-

ecuted the drawing in 1470. Judging from this inscription, it would
have been after 1470 that it was possible for Schongauer to have his
own studio and produce engravings.

Chatelet, Ibid. p.43. Chitelet maintains that Schongauer did not

produce any engravings after he moved to Soflingen o execute the

altar painting at Saint Claire’s Convent (p.241),

6) Max Lehrs, Geschichte und kritischer Katalog des deutschen, nieder-
landischen und franzasischen Kupferstiches im XV.Jahrhundert,
vol.VI, Vienna, 1927, p.124.

7) Lehrs, Ibid,, vol.V, Vienna, 1925, p.105. Bosch points out that Christ
Crowning the Virgin is a copy of an illustration in the Zniger Book of
Prayers in the library of El Escorial. Judging from the style of the
clothes worn by the figures painted in the manuscript, it is thought to
have been executed circa 1465-1475, but details remain unknown.
(Lynette M.F.Bosch, “A Terminus ante quem for Two of Martin Schon-
gauer's Crucifixions” in Art Bulletin, vol.LXIV, 1982, pp.632-635.)

8) Baum, Ibid., p.41. Charles llsley Minott, Martin Schongauer, New
York, 1971, p.38.

9) Concerning the iconography of the Coronation and the Blessing of
the Virgin, | referred mainly to the following: Gertrud Schiller,
lkoniographie der christischen Kunst, Band 4,2, Giitersloh, 1980,
pp.114-118, pp.147-154.

10) Chatelet, Ibid., p.273.

11) Concerning the development of the image of the Coronation of the
Virgin, | referred to the following: “lkonographischer Exkurs”, pp.97-
102 in Otto Pacht, “Die historische Aufgabe Michael Pachers” in Me-
thodisches zur kunstgeschichtlichen Praxis, Vienna, 1977, pp.64-105,
(in Kunstwissenschaftliche Forschungen, 1, Berlin, 1977, pp.95-132.).

12) Paul Frankl, Peter Hemmel, Glasmaler von Andlau, Berlin, 1956,

pp.29-35, ill.23.
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[The L numbers quoted for engravings by Schongauer are the catalogue
numbers in Lehrs, Ibid., vol.V.]
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The National Museum of Western Art acquired 87 Dutch Man-
nerist prints in the fiscal year 1991. 83 were purchased and 4 were
donated. Due to the limited budget, it was impossible to purchase
the entire collection of nearly 300 prints that had been offered,
but after long discussions, the museum was able Lo purchase 123
prints, which composed approximately one third of the collection.
(The 36 prints that are not included in this year's purchases will
be listed in the next annual report for the fiscal year 1992.) In the
past, the museum has purchased collections of works by Max
Klinger in 1982 and Jacques Callot in 1987. Although this may
sound rather excessive, taking into consideration the fact that this
museum’s print collection started out from practically nothing,
purchasing large groups of prints to form the core collection and
making it possible to survey the history of Western prints is es-
sential.

Mannerism originated in Italy and had great influence, in
France, on the formation of the Fontainebleau School. It is also
true that the court in Prague, where many artists with original
ideas gathered, became one of the major centres for Mannerism.
However, outside laly, it was in Holland that Mannerism suc-
ceeded most fully. Dutch Mannerism represented by such artists
as Karel van Mander (1548-1606), Hendrik Goltzius (1558-1617),
and Cornelis van Haarlem (1562-1638) flourished from the 1570s
to the 1620s. Unlike Italian Mannerism, which primarily a coun-
teraction to Classicism, Dutch Mannerism was, in essence, a feud
between ltalianism and Dutch tradition. Artistic theory was in-
troduced from Italy and, on the surface, Italianization was in prog-
ress, but hidden deep down was an incompatible tension between
the two. The mysterious appeal in Dutch art of this period of a
mixture of realistic details and artificial expressions full of exag-
geration is not at all irrelevant to such tension. The characteristics
of Dutch Mannerism are most apparent in engravings. Ever since
Marcantonio Raimondi, the engraving technique, which made
possible the creation of the minute representation, was widely
employed for the reproduction of oil paintings. Dutch Mannerist
engravings represented by the works of Goltzius were basically in
the same line of tradition and the majority were engraved as
reproductions of paintings. However, the mere term, realistic
reproduction, does not suffice to explain the broad range of ex-
pression achieved by Goltzius and Jacques de Gheyn, which
ranges freely from realism to anti-naturalism. Their eclecticism
has more often than not been described in negative terms, but
there are complicated motivations and much originality 1o be dis-
covered in their work.

Works by leading Dutch Mannerists such as Jacques de
Gheyn, Goltzius, Jacob Matham, Jan Miiller, and Jan Saenredam
(Saenredam is included in the 1992 purchases.) are included in
the collection, which, on the whole, consists of very fine impres-
sions. It is hoped that these new acquisitions will lead to further
acquisitions not only of Dutch Mannerist prints, but also of ltalian
and French Mannerist prints. (Akira Kofuku)
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Number of Visitors: 126,588
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Ever since William Blake was introduced to the Japanese in 1914
by Soetsu Yanagi of the Shirakaba group, he has altracted avid
admirers. Many Japanese have read his book of poems, Songs of
Innocence and of Experience, which includes the well-known
“The Tyger” and “The Sick Rose". Yet, not so many know that,
throughout his life, he was an engraver by profession and that
he created a style of his own in watercolours and colour prints.
‘Trying to envisage a fusion of poetry and images, he produced his
own illustrations for his poems. Based on inspirations from the
Bible and literature of all ages from Dante and Milton to Young,
he expressed his rich imagination in unique symbolic images.

This exhibition was the first attempt to present the Japanese
public with the entire aspect of Blake's accomplishment in the
visual arts. It was planned and organized in close collaboration
with the commissioners Gert Schiff, Professor of Art History at the
Institute of Fine Arts, New York University and Martin Butlin,
former Keeper of the Historic British Collection in Tate Gallery,
Master drawings, watercolours, prints, and illustrated books were
gathered from 37 collections such as The British Museum, Tate
Gallery, Victoria and Albert Museum, The Fitzwilliam Museum,
The Pierpont Morgan Library, Yale Center for British Art, and the
National Gallery of Victoria as well as collections in the United
Kingdom, the United States, Australia, Germany, and Japan. Not
only was it a fine exhibition to be presented to the Japanese, but
even by international standards, it consisted of an outstanding
selection of works.

The exhibits were selected with due consideration to the latest
findings in research on Blake, including recent rediscoveries of
important works such as Songs of Innocence, found by Detlel W,
Dérrbecker amongst the collection of rare books al the Bavarian
State Library in 1986, and The Larger Blacke-Varley Sketchbook,
which appeared on the art market in 1989, thus attracting the at-
tention of Blake scholars abroad.

The characteristics of Blake's art were presented with con-
siderable precision. For example, Albion Rose and Europe, A
Prophecy were presented respectively with two works different in
technique. Concerning the former, an ordinary line engraving
and a multi-colour line engraving finished in pen and water-
colour were exhibited, and concerning the latter, monochrome
relief etchings (copy B) and multi-colour relief etchings with
watercolour (copy A) were exhibited.

In addition to Schiff and Butlin, Robert N. Essick and David
Bindman contributed to the exhibition catalogue and produced
the highest standards achievable in this field. It was greatly
regretted that an English version of the catalogue, which had
been planned originally, could not be published due to the sud-
den tragedy of Professor Schiff's death and a lack of funds.

(Koji Yukiyama)

[Catalogue]

Young Blake and Moral Rebellion: Gert Schiff (2nd edition only)
William Blake (1757-1827): Martin Butlin

Blake and the Profession of Printmaking: Robert N. Essick
William Blacke, The Evolution of His Visual Means of
Expression: Martin Butlin

“My Own Mind is My Own Church” Blake, Payne, and the
French Revolution: David Bindman

Catalogue Notes: Gert Schiff /Martin Butlin

Biography: Beth A. Mandelbaum

Editorial Direction: Koji Yukiyama/Chikashi Kitazaki/
Akiya Takahashi

Production: Imex Inc.

*The catalogue was published in Japanese only.

‘Transportation and Set Up: Nippon Express, Co., Lid.
Display: Nomura Kogei
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(Deutsche Zeichnungen: Meisterwerke aus dem Besitz der Albertina in Wien)
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Duration: 19 March — 19 May 1991
Organizers: The National Museum of Western Art, Tokyo

Graphischen Sammlung Albertina, Wien
Number of Visitors: 89,155
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* * *

This was not the first occasion for our museum lo be presenting
masterworks from the Print & Drawing Collection of the Alber-
tina, Vienna to the Japanese public. Bronzes and Drawings of the
Italian Renaissance was held in 1973 and Master European Prints
in 1981. This exhibition focused on German drawings, which con-
stitute one of the principal holdings of the Albertina collection.

Eighty choice works dating from the mid-15th century to the
beginning of the 20th century were presented with an emphasis
on the German Renaissance represented by five drawings by
Diirer and 19th century drawings from the Romantics onwards.
Geographically speaking, works were limited to those produced
in German speaking countries including Austria and Switzerland,
resulting in an overall survey of four hundred years of German
drawings.

In recent years, exhibition catalogues have become so expen-
sive and large in size that they cannot be referred to easily and it
is even difficult to carry them around the exhibition. In contrast
to this trend, we kept the catalogue for this exhibition as small
and as inexpensive as possible. As a result, it contained only one
introductory essay and notes on the artists and works. There
were only 16 colour plates, the rest printed in monochrome. The
introduction written by Konrad Oberhuber, Director of the Alber-
tina and one of the foremost drawing scholars in the world, was
so rich in content that nothing more could be added. The cata-
logue had ample value for that one essay alone. Oberhiiber’s in-
troduction surveyed the development of drawings in the German
speaking area, using the works exhibited as examples. It also
described the difference in character among various areas such
as southern Germany, northern Germany, western Germany, and
Switzerland. Though not particularly long an introduction, it is an
essential reference in the study of German drawings.

The rapid progress in the reunification of the two Germanies,
which had never been dreamt of when the exhibition was origi-
nally planned, resulted in making this exhibition a most timely
occasion. Subsequently, it travelled on to Paris. The transport of
the drawings was endangered at the last minute due to the Gulf
War, which made us realize that even the art world is not im-



mune from the world of politics. (Haruo Arikawa)

[Catalogue]

German Drawings: Konrad Oberhuber

Notes on the Artists and Works: Fritz Koreny/Barbara
Dossi/Christine Eckerhardt-Reinwetter/ Erwin Misch

Editorial Direction: Haruo Arikawa

Editorial Collaboration: Toshiharu Nakamura

‘Iranslation: Haruo Arikawa/Toshiharu Nakamura/Mikinosuke
Tanabe

Production: Insho-sha
*The catalogue was published in Japanese only with the exception of Oberhuber's
essay, which was printed in Japanese and German.

‘Transportation and Set Up: Nippon Express Co., Ltd.
Display: Nomura Kogei
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the Collection of Kupferstich-Kabinett Dresden

— In Commemoration of the 500th Anniversary of Schongauer’s Death
(Martin Schongauer und der Deutsche Kupferstich des 15. Jahrhunderts:
Zum 500. Todesjahr Martin Schongauers/ Werke aus dem

Kupferstick-Kabinett Dresden)

2199146 H 25 1 — 818 H
{50 R Y AR B S LA N e o U Yl P (LT 2 1]
A 853,633

Duration: 25 June——18 August 1991

Organizers: The National Museum of Western Art, Tokyo
Kupferstich-Kabinett Dresden

Number of Visitors: 53,633
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Martin Schongauer and 15th Century German Engravings from
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* * *

Exhibitions commemorating the 500th anniversary of Schon-
gauer's death were held all over the world in 1991. This exhibi-
tion consisted of the 100 engravings exhibited at the 500th an-
niversary exhibition held at the Kupferstich-Kabinett Dresden
and an additional 52 examples of 15th century German engrav-
ings by artists such as the Master of Playing Cards, the Master
E.S., and Diirer. There are currently 115 or 116 engravings which
have been identified as the work of Schongauer. Most of his
masterpieces were included in this exhibition, making it possible
to survey his entire career.

Along with Schongauer's engravings and drawings, the exhi-
bition in Dresden also included relevant works of art and sculp-
ture, demonstrating that his engravings were influenced by other
artistic fields. Although the exhibition in Tokyo was limited to
engravings, we also endeavoured to reflect the diversity of 15th
century engravings, which had a variely of practical uses besides
being appreciated as works of art. In order to do so, in selecting
the exhibits, we chose not only the most representative works by



each artist, but also works or copies with decorative or biblical
motifs, which were intended for “practical” application to works
of art, sculpture, or painting. It was an attempt to illustrate the
originality and diversity of Schongauer’s oeuvre by capturing the
development of early engraving as a chain formed by copies or
reproductions applied to other fields such as metalwork.

As none of Schongauer's engravings are dated, it is difficult to
define their order or dates of execution. Instead of following his
overall stylistic development in an effort to clarify the order of ex-
ecution, this exhibition was organized by themes such as “Bibli-
cal Subjects”, “Saints”, “Coats of Arms", and “Decorative Motifs”,
demonstrating the change of style within each limited motif. In
Schongauer's case, the difference in motif often matched the
difference in purpose of production. As he employed separate
plate sizes and compositions for each purpose, it seemed difficult
to analyse them according to a consistent stylistic standard. Fur-
thermore, by sorting the exhibits by subject, it was hoped that,
in addition to his contribution to the perfection of engraving as an
artistic medium, the aspect of Schongauer’s loyalty to the "practi-
cal” diversity of early engraving could be brought to light. The
Dresden collection of early engravings was rich in both quality
and quantity and the fine prints served as explicit examples.

After our exhibition, there were also engraving exhibitions in
commemoration of the 500th anniversary of Schongauer's death
in Paris and Munich. In his native Colmar, there was a major ex-
hibition of Schongauer’s drawings and prints and relevant works
by his followers. A 500 page catalogue was produced for the Col-
mar exhibition comprising the latest findings in the study of
Schongauer by French, German, and Austrian researchers.

(Mikinosuke Tanabe)

|Catalogue]

The Collection of Early Engravings in Kupferstich-Kabinett
Dresden: Werner Schmidt

Paintings and Prints by Schongauer: Mikinosuke Tanabe
Catalogue Text: Christian Dietrich/Glaubrecht

Friedrich /Matthias Kithn/Hans-Ulrich Lehmann/Susan
Tipton/Axel Wendelberger

Editorial Direction: Mikinosuke Tanabe/ Toshiharu Nakamura
Production: Imex Inc.

*The catalogue was published in Japanese only.

‘Transportation and Set Up: Yamato Transport Co., Lid.
Display: Nomura Kogei
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Faces of the Louvre
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Duration: 18 September — 1 December 1991

Organizers: The National Museum of Western Art, Tokyo

The Asahi Shimbun
Number of Visitors: 469,426
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Masterworks of Portraiture in the Collection of the Louvre
(Visages du Louvre: Chefs-d'ceuvre du portrait dans les collections du Louvre)
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“Portraiture” was chosen as the theme of this exhibition, for
which 136 works were loaned from all seven departments in the
Louvre Museum. In terms of date, the exhibits ranged from antig-
uities to the 19th century and included paintings, sculpturs, ce-
ramics, and medals. It was in return for the financial contribu-
tions made by several Japanese corporations such as The Asahi
Shimbun towards the “Grand Louvre” Project that an exhibition
of such grand scale was conceived. The basic aim of Michel
Laclotte, Director of the Louvre and leading organiser of this exhi-
bition, was to compose an exhibition through which the essential
character of the Louvre collection could be surveyed.

Preparation went along in accordance with the initial aim and
the dual purpose of illustrating the “diversity of the art of portrai-
ture” and “providing an opportunity to come into contact with the
encycolpedic collection of the Louvre” was accomplished to a cer-
tain extent. Thanks to the overwhelming cooperation of the
Louvre, the exhibition resulted in a conscientious project of en-

lightenment. The renowned fame of the Louvre also contributed
to the great success of the exhibition demonstrated by the num-
ber of visitors, which totalled over 400,000. From a curatorial
point of view, having participated from the intitial stage of plan-
ning, it was a precious opportunity for me to learn an immense
amount about the art of portraiture. There was, however, room
for reconsideration. Firstly, although it may have been a conse-
quence of the initial purpose, owing to the fact that the basic idea
of incorporating all seven departments of the museum was decid-
ed upon before discussing the content of the exhibition, it inevi-
tably turned out to be an exhibition of master portraits in the
Louvre collection. Perhaps we could have posed more profound
questions aboul portraiture by limiting the theme slightly more
by period or geographically.

Secondly, following this exhibition, a system of sending exhi-
bitions of masterpieces from museum collections in Europe and
the United States to Japan in return for Japanese corporate con-
tributions towards the renovation of such museums seemed to
become openly acknowledged. Exhibitions had been conceived
in such form before, but it seemed this phenomenon became all
the more public after this exhibition was realized through the
cooperation of the three big names of the Louvre Museum, the
National Museumn of Western Art, Tokyo, and the Asahi Shimbun.
The fact that the economic prosperity of Japan contributed to the
renovation of aging museums in Europe and the States should be
appreciated by the world and not condemned. However, surely |
am not the only person to have doubts about the validity of mak-
ing contributions a condition for lending an exhibition. That is
not at all how an exhibition should be organized. Is it not time
that we seriously consider that eventually, through the continu-
ing use of such planning methods, exhibitions or the museums
themselves will be turned into mere events? (Akira Kofuku)

[Catalogue]
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Still-lifes in Europe were conceived amidst movements for nat-
uralistic painting al the end of the 16th century. While being in-
fluenced by Flanders and Italy, in Spain, still-life painting showed
a unique development rooted in the Spanish mentality. Their
realistic spirit attempting to see the essence of reality was com-
bined with a faith that God exists even in the simplest objects
to produce realistic still-lifes of a type unknown elsewhere that
might even be called “materialistic”, Spain saw the flourishing of
a genre known as “bodegones (kitchen scenes)”, which placed
emphasis on the depiction of still-life motifs outside the frame-
works of religious or genre painting. The term bodegon was later



applied to still-lifes in general.

This exhibition was the first occasion for the history of Span-
ish still-lifes to be introduced to Japan and was organized with
the full cooperation of the Spanish Ministry of Culture as part of
a cultural project to commemorate the “Spanish Year, 1992". A to-
tal 63 oil paintings by 34 different artists dating from the late 16th
century to Goya were brought together mainly from 29 public and
private collections in Spain such as the Prado with additions from
the Hermitage, St. Petersburg and the National Gallery, Berlin.
Highlights of the exhibition included The Holy Family with Saint
Anne by El Greco, Still-life with an Artichoke by Sanchez Cotén,
Offering to Flora by Van der Hamen y Leon, Lunch by Velasquez,
Cerarnics by Zurbaran, Still-life by an unknown artist, Vanitas by
Pereda, Kitchen Scene by Cerezo, Flowers by Arellano, Flowers
by Hiepes, Sea Bream and Oranges by Melendez, and Dead Hens
by Goya.

Notable was the fact that there were four works depicting arti-
chokes. In addition to the painting by Sdnchez Cotan, Still-life by
Ramirez was based on a careful copy of the artichoke in Sanchez
Cotan's picture. There were also Kitchen Scene by Loarte and
Fruits and Cardoon by Van der Hamen y Leon. It was interesting
to note the outstanding originality of Sdnchez Cotan and how the
same motif was repeatedly employed in the initial stage of Span-
ish still-lifes.

In the mid-17th century, on the one hand, in Madrid, Arellano
was executing faithful copies of Flemish flowers, while, on the
other hand, in Valencia, Hiepes was reviving the almost archaic
traditional Spanish style of floral painting. These two examples
were significant in considering the stratification or the localism of
Spanish painting and Spanish culture.

The concept of this exhibition was extremely clear-cut. In
view of the fact that there had never been any other exhibitions
surveying the history of European still-life held in Japan, it would
have been even better if Flemish and Italian paintings, which
were influential in the development of Spanish still-lifes, could
have been included.

Another regret was that Christ in the House of Martha and
Mary, a bodegdn by Velazquez in which the composition reflects
particularly strong influence of Flemish painting, and a vanitas
by Valdez Leal could not be exhibited. (Koji Yukiyama)

[Catalogue]
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[Lectures]
27 March: “Spanish Features in the World of Still-life”
Koji Yukiyama
3 April: “17th Century Flemish and Dutch Still-lifes in
Comparison with Spanish Still-lifes” Toshiharu
Nakamura
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After air transportation, the canvas painting “Portrait of Philo-
sopher Crates” of Jusepe de Ribera was found suffering from three
long tears in the middle of painting surface. The painting has been
recently relined with animal and flour glew, which often has a risk
of causing such a drying damage for alterated canvas.

The immediate cause of the damage was the environmental
change, in paticular, the intense RH change in the crate due to the
low air pressure durling air transportation. This damage resulting
from the transport clearly shows that the single crate is not suffi-
cient to maintain RH factor inside. The painting was preserved
in the Museum'’s storage (RH value 55 %), two to three days after
unpacking, then the contraction of the buckling was significantly
lightened.

Considering these phenomenon, the necessity of a complete
restoration was suggested. Although temporary treatment would
help to flatten the surface, the shrinkage on the back surface
would not be restrained. Rather, such temporary mesures would
only increase the possibility for the buckling to recur, or would
cause new creases near the actual damages. In either case, the
shrinkage would remain.

The treatment for removing the shrinkage factor from original
canvas was done with the following two measures.

1. Removing the relining and all the other materials (animal and
flour glew in particular) from the old restoration.
2. Reinforcing the original canvas tears with interlayer of Kent
paper which would be stretched with new canvas.
(Kimio Kawaguchi)
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List of New Acquisitions
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Purchased Works

LI~ F— I [1864-1941]
LR YN A ENT 1Y)
18925

s, Ay

Bax8lem

Emile Bernard [1864-1941]
Self-portrail as a Troubadour
1892

Oil on canvas

65*8lem

P.1990-1

*see New Acquisitions,

LAV A e Fen— A [1631-1695]
(H’ﬁﬁm‘o? 1)

Cornelis de Heem [1631-1695]
Still Life with a Baskel of Fruits

e 1651
UJ] on. p.lml

ESOC J'\(W Acquisitions,
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Francisco Goya Y Lucientes
[1746-1828]

La Tawromaquia (The Bullfight)

First edition (published in 1816)

(. 1990-2~34

Provenance :

Acquired in Paris in 1870, private collection, LS.
A, Shuyu Gallery, Tokyo.
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The Way in which the ancient
Spaniards hunted buills on horseback
in the open country

Etehing, burnished aquatint and drypoint on laid
paper

25 35cm (plate, according to T.Harris 1964)
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This list follows the Annual Bulletin of the National Museum
of Western Art 1989-1990. It contains all the works purchased
or donated between April 1990 and March 1992. The number

tailed to each item indicates the museum'’s inventory number:
I is for paintings, D for drawings, G for prints, L for books and

S for sculptures.
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Another way of hunting on foot
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The Moors settled in Spain, giving up
the superstitions of the Koran,
adopted this art of hunting, and spear
a bull in the open

Etching, burnished aquatint, drypoint and burin on
laid paper
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They play another with the cape in an
enclosure

Etching, burnished aguatint, drypoint and burin on
laid paper
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The spivited Moor Gazul is the first
to spear bulls according to rules

Etching, burnished aquatint and drypoint on laid
paper
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The Moors make a different play in
the ring calling the bull with their
burnous

Etching, burnished aquatint and drypoint on laid
paper
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Origin of the harpoons or banderillas
Etching, burnished aguatint and burin on laid
paper
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A Mooy caught by the bull in the ring

Etching, burnished aquatint and drypoint on laid
paper
24.5 < 35em (plate)
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A Spanish knight kills the bull after
having lost his horse

Etching, burnished aquatint and burin on laid
paper
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Charles V' spearing a bull in the ving
at Valladolid
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The Cid Campeador spearing another
buell

Etching, burnished aquatint and burin on laid
paper
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The rabble harmstring the bull with
lances, sickles, banderillas and other
arms

Etching, burnished aquatint and drypoint on laid
paper
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A Spanish mounted knight in the ring
breaking short spears without the help
of assistants

Etching, burnished aquatint and drypoint on laid
paper
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The wvery skilful student of Falces,
unrapped in his cape, tricks the bull
with the play of his body
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paper
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The famous Martincho places the
banderillas playing the bull with

the movement of his body

Etching, burnished aquatint, drypoint and burin on
laid paper

25x35cm (plate)

Watermark: SERRA

Numbered in upper right margin; 15

D.238, H.218, G/W.1180

G.1990-16

{2 T 4> F 3, ¥R —FOE4
B Cik A2 | &)

I F A  TITT4xb, 1i—myicgp—, FFA{HA
b Eaz, B0 HET

24.5x35cm (RK)

£i L fiss

The same man throws a bull in the
ring at Madrid
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The Moors used donkeys as a bavrier
to defend themselves against the bull
whose horns have been tipped with
balls
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The daring of Martincho in the ring
al Saragossa

Etching, burnished aquatint and drypoint on laid
paper
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Another madness of his in the same
ring
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laid paper
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D242, H.222, G/W.1188

G.1990-20

(ZF)—FOB I T77 == 7E
—y—=A R EdEs L NN E)
ToyF e  TITT170 WO

24,5 35.5¢m (RK)

fi Loy

The agility and audacily of Juanito
Apiitani in the ring of Madvid
Etching and aquatint on laid paper

24.5x35.5¢m (plate)

Numbered in upper right margin: 20

D.243, H.223, G/W.1190

(G.1990~-21

(=R —F DRSO MEET Tl Z -
feAER P R — iR OYE)

X F ¥ TITTFavh ==y y— Fr1ii1
k Ea, o) [HE

24.535.5cm (ki)

£i Bl s

Dreadful events in the front rows of
the ring at Madrid and death of the
mayor of Torrejon

Etching, burnished aquatint, drypoint and burin on
laid paper

24.5x35.5cm (plate)

Watermark: MORATO

Numbered in upper right margin: 2/

D244, H.224, G/W.1192

G.1990-22

FHHUB/ST IV —F 3% 5T —H0
A TR B EZD DN
ToF e T ITTF 49N, 1i—myp—, F74 H1
Fy B 72, TR0 FIHE

25 35cm (M)

£ i by

Manly courage of the celebrated
Pajueleras in the ring al Saragossa
Etching, burnished aquatint, drypoint and burin on
laid paper

25x35cm (plate)

Watermark: MORATO

Numbered in upper right margin: 22

D.245, H.225, G/W.1194

(. 1990-23

(e A T oA EFIENIzY) T —
VAR AU E PO B IY5Y i e R
Ty F L H TIT T4 2 i—=u v—, WO

25 % 36cm (i)

£ i by



Mariano Ceballos, alias the Indian,
kills the bull from his horse

Etching and burnished aquatint on laid paper
25 35cm (plate)

Watermark: MORATO

Numbered in upper right margin: 23

D.246, H.226, G/W.1196

G.1990-24

(L s—Ua R, = F)— RO W45
THANCE 2 H0, Wi TRl ot %
bLy[2)

Ly F e, TE2TTAvbh === F7LiR 1
b a7, WO

24.535.5em (M)

£i Loy

The same Ceballos mounted on another
bull breaks short spears in the ring at
Madrid

Etching, burnished aquatint, drypoint and burin on
laid paper

o in upper right margin: 24
D247, H.227, G/W.1198
G.1990-25

(REHAICH LT 3)

Xy F oW TIT T4 bit ==y p— Fo4iR4 >
I, T 1L

24.5% 35.5cm (Kkt)

£i bz s

They loose dogs on the bull

Etching, burnished aguatint and drypoint on laid
paper

24.5>35.5cm (plate)

Numbered in upper right margin: 25

D248, H.228, G/W.1200

(.1990-26

GEHL THA O FTRECE>7EAF
—JL)

LoyF T ITTAXh 28— =¥+ —, F21HA
kO FIHE

24.5x35.5em (hR)

£i Liziess

A picador is unhorsed and falls under
the bull

Etching, burnished aquatint and drypoint on laid
paper

24.5%35.5cm (plate)

Watermark: MORATO

Numbered in upper right margin: 26
H

B HBEHF— I, 72V F R Tl
P—midREHETIHRAC LT S)

Xy Fud  TITF1obiti—mwirr— FIL4 AL
b, Ea7 e, W It

24.5>35cm (Ri)

£i lacffidr

The celebrated picador, Fernando del
Toro, draws the fierce beast on with
his pique

Etching, burnished aquatint, drypoint and burin on
laid paper

24.5x35cm (plate)

Numbered in upper right margin: 27

D250, H.230, G/W.1204

(5.1990-28

(AL s F—=d, =R — Ko 4
By ThE 2 BAR TRE L DS, ZOH
DIEHISTEA L)

TyF el T2TF AV, ri—m v p—, Ead K

DHHL
25 35em (k)
£ bicifds

The forceful Rendon stabs a bull with
the piquee, from which pass he died in
the ring al Madrid

Etching, burnished aquatint and burin on laid
paper

25%35cm (plate)

Numbered in upper right margin: 28

D251, H.231, G/W.1206

G.1990-29

(bL&%ERELERRA—)3)
Xy F oY TITT AP ==y —, FF{4 ¥
F Ex7, WO HE

24.5x35cm (BR)

i iy

Pepe llo making the pass of the
“recorte”

Etching, burnished aquatint, drypoint and burin on
laid paper

24.5>35cm (plate)

Numbered in upper right margin: 29

D.252, H.232, G/W.1208

(5.1990-30

{(RFo-ox—o, kLt 2 8
3

Ty F Y TITTANEPABEA L Ea72, WD
H#HE

24.5x35.5cm ()

£ LIz

Pedro Romero Eilling the halled bull

Etching, aquatint, drypoint and burin on laid
paper

24.5%35.5cm (plate)

Numbered in upper right margin: 30

G.253, H.233. G/W.1210

G.1990-31

{RDIF)—=)v)

Ly F T TIT T ah 18— =¥ p— T4, F 71
4 b, EaTy, O E

24.5 % 35em (M)

£i iy

Banderillas with firecracker

Etching, burnished aquatint, lavis, drypoint and
burin on laid paper

24.5%35cm (plate)

Numbered in upper right margin: 37

D.254, H234, G/W.1212

G.1990-32

{(—HOficHEoELfHlahs
SHDOEA F—)

T F e TITT 4w i ==y ie— Fa{di4
b EaTe, WO

24,5 35cm (M)

£i LSy

Two teams of picadors thrown one
after the other by a single bull
Etching, burnished aguatint, drypoint and burin on
laid paper

24.5%35cm (plate)

Numbered in upper right margin: 22

D.255, H.235, G/W.1214

(;.1990-33

(ZF)—FOB BB 5 "R —
DDA 256D

E SR S b ) S L B s
F Ea, T F

24.5 % 35em (i)

4i b by

47

The unlucky death of Pepe o in the
ving at Madrid

Etching, burnished aquatint, deypaint and burin on
laid paper

245 35em (plate)

Numbered in upper right margin: 23

D.256, H.236, G/W.1217

G.1990-34

WA ATyl 4 7 2 [1489/94-1533]
{(Hradiss

15094

T L= g

28.6x4lcm

Lucas van Leyden [1489/94-1533]

The conversion of Saul

1509

Engraving

28.6x41cm

(5.1990-39

Provenance :

Robert-Dumesnil (Lugt 2200) ; Paul Prouté, Paris

WA AT 7S LA T
{(ZHFadis)

15074

L =T g
28.5%20.3cm

Lucas van Leyden

The Resurrection of St Lazarre
1507

Engraving

28.5%20.3cm

G.1990-40

Provenance :

Paul Prouté, Paris

TINT A g— 0T —
[ 145081-1491]

(VT BT HEVAR
1475-804£ 60

XL =S

16.2x15.7cm

Martin Schongauer [c.1450-1491]
Christ Blessing the Vivgin

¢ 1475-80

Engraving

16.2x15.7cm

G.1990-41

#see New Acquisitions.

Ty =L I— )T 7 I —IL [1877-1943]
(2= 97+ F—ILOHID 1)

193145

ToyFr

20x17.3cm

Jean-Emile Laboureur [ 1877-1943]
Music-Hall

1931

Etching

2017 3em

G.1990-42

Provenance :

Gallery Arche. Tokvo

PyrELI— T TN —IL
(BFEDHEL &)

19164



LT —f gy
17.1x13.9cm

Jean-Emile Laboureur
Pleasure of the Camp
1916

Engraving

17.1213.9cm

(. 1990-43

Provenance :

Gallery Arche, Tokyo

VA e Ny T A4 AT ETR—Y
[1720-1778]

(rr—= O (M%)

1756

2180

Foy, 22—y, OHEL

*39.9¢cm

Giovanni Battista Piranesi [1720-1778]
Le Antichita Romane (4 vols.)
1756
218 plates (44 in vol.I; 63 in vol.IL; 54 in vol1Il; 57
in vol.IV) with complete Italian text and portrait
of Piranesi by Francesco Polanzani in vollL
ate of the frontispiece in vol. | :iii/of 4
ing and engraving on laid paper
! = 39.9¢m
Focillon 144-368, 370-395
L. 1990-1~4

Provenance :

William . Schab Gallery, New York

F 7 4T = —IV A (AL) |1582-1649]
(TN AR ADBGB Zifitviz T 1 —
FA)

16384

iz, ik

17 < B0em

David | Teniers [1582-1649]

Venus Visiting Vulean's Forge
1634

Oil on copper

17 «<biem

121991 -1

#50 New Acquisitions.

¥ 7 gwhe T =— A1) [1610-1690]
(U7 A= ADFEE)

hEz, HevirA

805 1 10cm

David Il Teniers [1610-1690 |

The Templation of St Anthony

Oil on canvas

BO> 110em

1P.1991-2

*see New Acquisitions.

M4 Ao
i T 47 AL T R F—=R)y
& a O MR

= e & g

J0.5x23.5em

Anonymous

Allegorical Portvait of the Emperor
Malthias I and Ann of Austria

(aft. Sadeler)

Engraving

J0.5<23.5em

G.1991-1

I’Tl]\'l'!'li!l'l[,'lf:

Light-Tunick collection; Arcadia Gallery, Tokyo

I FN AT N—7—IL b 1603-1684]
{07

X — v

19.5% 13.5em

Cornelis Bloemaert [1603-1684]
Generosily (afl. A. Bloemaert)
Engraving

19.5%13.5cm

Hollstein 285

(;.1991-2

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

INFN AT N——) |
(R 1)

P =ty

13.3 % 20.6cm

Cornelis Bloemaert

Four Pastorals (aft. A. Bloemaert)
Engraving

13.3%20.6cm

Hollstein 301

G1991-3

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

AN FN AT N—7—I |
ot e 2)

A P I S

13.3 % 20.6cm

Cornelis Bloemaert

Four Pastorals (aft. A. Bloemaert)
Engraving

13.3 % 20.6cm

Hollstein 302

G.1991-4

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

DL AN AT )—3—)L |}
CHOI Rt 3)

T —T 4w

13.3 % 20.6cm

Cornelis Bloemaert

Four Pastorals (afl. A. Bloemaert)
Engraving

13,3 20.6cm

Hollstein 303

(19915

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

INAN AT N—7—I |
CHERI G 4)

LA =g

3.3 20.6em

Cornelis Bloemaert

Four Pastorals (aft. A. Bloemaert)

Engrraving
13.3 % 20.6cm

G.1991-6

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyvo

ALFNA T N—=7—I |
(RS S D)
e

174%124cm

48

Cornelis Bloemaert

Man with a Cock

Engraving

174%124cm

Hollstein 290

G.1991-7

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

TV TN e T I—=2—IL I | 16106i-1669 ]
(7T e T N—2—=I D' (50
(35—hb)

Ty v—rifqvy

18x15¢cm

Frederick Bloemaert [¢.1610-1669]
Portrail of Abraham Bloemacrt
(first state)

Engraving

18%15¢m

G.1991-8

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

LV TFNZ T N —=2— |

(T T I TN—=2— D5
(S hR)

T r— e

18 15cm

Frederick Bloemaert

Portrait of Abraham Blocwmaert
(second state)

Engraving

18 15¢m

(3.1991-9

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

ZVTNIe T N—=—) b

(T 7oA TI—=—1 D%
G =hRR)

LT —S gy

18 15em

Frederick Bloemaert

Portrait of Abrvaham Bloemaert
(third state)

Engraving

18%15cm

G.1991-10

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

e B g e A T
{EorHLALEH)
LT — g

242517 3em

Claes van Breen

Wealth and Poverty

(aft. van Mander)

Engraving

24.2%17.3em

Hollstein 63 (ii/of 2)

(. 1991-11

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

=aAFRFT 7,
(FVARETT AR O 2 550D
L=ty

432 % BBem



Nicholas de Bruyn )
Lavge Landscape with the Caplain
before Chirist

Engraving

43.2 68cm

Hollstein 73

G.1991-12

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

FAZ=Z« 7 APA | 156041-1612]
(HM+2W7 T IA)
E S e B

13.2x10.2em

Domenico Custos [¢.1560-1612]

St. Ambrose Reading (aft. Candid)
Engraving

13.2 x10.2em

G.1991-13

I’rl)\’l’n?l!!l‘.l‘.'

Light- Tunick collection; Arcadia Gallery, Tokyo

DAL e AT A =TT

[ 1580-1638]
(FoH-47 = LROHEB)
L=l

43.2x57cm

Willem Jacobsz. Delff [ 1580-1638]
Cavalcade of eleven Princes of the
House of Nassau-Orange

Engraving

43.2 x57cm

Hollstein 95 (iii/of 3)

G.1991-14

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

AT A Rl /R [ 1561-16045i |

(FYAPEMEESB)
L TVv—vf1rY
. 10em

Zacharias Dolendo [1561-c.1604 |
Christ and Apostles (aft. de Ghevn)
Engraving

D.1em

Hollstein 30-42

G.1991-15~24

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyo

(MWya7(K))
St. James, the Greater

Hollstein 33 (i/of 2)
(;.1991-15

(H3anz)

St. John the Evangelist
Hollstein 3 (i/of 2)
G.1991-16

(W77 A)
St. Phillip
Hollstein 35 (i/of 2)
G1991-17

(M0 ha A A
St. Bartholomew
Hollstein 36 (i/of 2)
G.1991-18

(v A
St. Thomas

Hollstein 37 (i/of 2)
G 1991-19

{(W=y4)
St. Matthew

Hollstein 38 (i/of 2)
G.1991-20

MAya7 ()

St. James, the Lesser
Hollstein 39 (ifof 2)
G.1991-21

(W £2)
St. Simon

Hollstein 40 (i/of 2)
G.1991-22

(W25
St Judas

Hollstein 41 (i/of 2)
(.1991-23

(M=y7¥)

St. Matthias
Hollstein 42 (i/of 2)
(5.1991-24

Sy e KeA > [ 1565-1629 |
(D)

L= F 7

27.5%40.7em

Jacques de Gheyn II[1565-1629 |
The Saving of Grace

Engraving

27.5%40.7cm

Hollstein 114

(;.1991-25

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

S e and
CNSBCFED LA
Ly T—=v 7
21%17em

Jacques de Gheyn II

A Furious Warrior Seated on a Drum
Engraving

21%17em

Hollstein 126

.1991-26

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokya

T N

(BERKODH 55

ToyFd

20.2x30.7em

Jacques de Gheyn 11
Landscape with the Farmhouse
Etching

20.2x30.7em

Hollstein 293

G.1991-27

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

49

Yy Ze e
(TFRAEHFZTATER)2LT7ER)
Ly S —tg

J08 =35 8cm

Jacques de Gheyn 11
Acts, Galatea and Polvphemnia
Engraving
H.8cm
37

H.1991-28

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyo

gy e FenAg 2
(ELE L RL 7210334
LT V=i

204 x15.4cm

Jacques de Gheyn II

Officer of the Guard of Emperor
Ruedolph 11

Engraving

204 % 15.4em

Hollstein 364 (/of 3)

G.1991-29

Provenance;
Light-Tunick collection; Arcadia Gallery, Tokyo

Ty efeng v
CEYRICAHLD) Y
L= g

162520, 2cm

Jacques de Gheyn 11

Terra (afl. van Mander)

Engraving

16.2%20.2cm

Huollstein 423

G.1991-30

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

S rTshendg o
CRMARICAHEED) Y
=S
16.2x20.2¢cm

Jacques de Gheyn 11
lenus (afi. van Mander)
Engraving

16.2220.2cm

Hollstein 426

G.1991-31

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyo

AR 7RI Y 477 A [ 1558-1617
CHRFOTE)

Lo v—f

Hendrik Goltzius|1558-1617]

The Life of the Virgin

Engraving

Hollstein 9~14
G.1991-32~37

I'Tl)\‘l.‘l“lﬂ\'l.'.'
Light-Tunick collection; Arcadia Gallery, Tokyo

(2G50
46.5 % 35¢m

The Annunciation
16.5 %35cm



Hollstein 9
G.1991-32

(RO T i)

46%35.1cm

The Visitation
4635 1cm
Hollstein 10
(;.1991-33

CEf oLy

46 35cm

The Adoration of the Shepherds
16 % 35cm

Haollstein 11

G 199134

{FVANMIHLY

46,5 %35.1em

The Circumcision
16.5x35. lem

Hollstein 12
(.1991-35

(v ¥oL

16 < 35cm

The Adoration of the Magi
16 = 35em

Haollstein 13

(:.1991-36

CHEACIRD

16 < 35em

The Holy Family with John the
Baptist

16 35cm

Haollstein 14

(.1991-37

AR RV 4T A

(E g (FYANERD))

L= g

17.5%12.6cm

Hendrik Goltzius )
Picta (Lamentation of the Virgin)
Engraving

17.5x12.6cm

Haollstein 50 (ii/of 2)

Ci1991-38

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

AR TR 4T A

(A— N~ IO %)

L —rF g

42%32em

Hendrik Goltzius

Portrait of Dirk Volckersz. Coornherl
Engraving

42x32cm

Hollstein 180 (iii/of 3)

G.199]-39

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyo

NRYZ R 477 A
(L yyZeFeT e 77 —2DR)

Xfp—rf gt
19913 1lem

Hendrik Goltzius

Portrait of Jacques de la Faille
Engraving

19,913, lem

Hollstein 182

G.1991-40

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

AR 7RI 4T A
(FavF AL ADE)
L A= Y

19.7 % 12.7em

Hendrik Goltzius

Portrait of Josina Hamels
Engraving

19.7%127cm

Hollstein 185

G.1991-41

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

AT RN 417 A
Giflotz)

T T L—rf g

Hendrik Goltzius

The Antique Gods (aft. Polidoro da
Caravaggio)

Engraving

G.1991-42~49

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

{zE70)
45,1 % 20.8em

Jupiter

35,1 %20.8¢cm
Hollstein 296
(. 1991-42

(AT F2—)

35.3x20.9cm

Nepline
355520 9cm
Hollstein 297
G.1991-43

{7 I—hy
35.2%2lem
Plitto
40,2x21em
Hollstein 298
G.1991-44

(N HRAY
35.2%20.9¢m
Vidlcan

35.2x20.9¢m

Hollstein 299
(.1991-45

{7 Ha)
35.2220.8¢cm

Sol (Apollon)
35.2x20.9%cm
Hollstein 300

G 1991-46

50

{ A IJ?IJI'}Z}

3520 9cm

Merciury
35220 9%cm
Hollstein 301
G.1991-47

(xwh A)

35x20.9¢cm

Bacchus
35%209¢m
Hollstein 302
(199148

(oL )

35 x20.9¢m

Satirn
35x20.9¢m
Hollstein 303
(5.1991-49

ANRYZ e TRV 47 A
(74097 L DOF{E0
e A ety & e

15.2% 13.5¢m

Hendrik Goltzius
Portrait of Phillip Galle
Engraving

15.2% 13.5cm

Hollstein 190 (iifof 3)
G991-50

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyvo

NIRRT 4T A
(£ 2F2)

= e B

.33 1em

Hendrik Goltzius

Ivion (aft. Cornelis van Haavlem)

Engraving

D:33.1em

Hollstein 309 (i/of 3)
(.19491-51

Provenance:
Light- Tunick collection; Arcadia Gallery

AT R 4T A
(I8t

b ol P0 PR B B
20.2%29.5cm

Hendrik Goltsiuz

Military Defeat

Engraving

20.2%29.5cm

Haollstein 329 (i/of 2)

G.1991-52

Provenance:

Ligght-Tunick collectiom; Arcadia Gallery

ANZFNZ e 17 AR
ORI G

T =Y

16.8 % 25em

after Hendrik Goltzius
The Age of Bronze

Engraving
16825

. Tokyvo

, Tokyo



Hollstein 512

G.1991-53

Provenangce:

Light-Tunick collection; Arcadia Gallery, Tokyo

ANYEYZ RIS AIANR
NV AW T 54T Dy R A
T —tg Y

16.3>20.7cm

after Hendrik Goltzius

Neptune Plotting the Destruction of
Man

Engraving

16,3 24.7
Huollste
G.1991-54

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyo

AR 7Ry 42 AR
CREtA)

B bl g Py e

16.3 =<2 7em

after Hendrik Goltzius
The Deluge

Engraving

16.3=24.7c

Haollste
G1991-55

Provenance:
Light- Tunick collection; Arcadia Gallery, Tokyo

AV YT RV 4T AR
(Va2 ARETZPII)
Lo —rfy

16.3>24.7em

after Hendrik Goltzius

Clymene Urging Phaeton to Find
Helios

Engraving

16324, 7em

Huollstein 527

. 1991-56

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

AR 7RI 4T A
(WrvA)

LS r—t g2

12 10em

Hendrik Goltzius

St Thomas

Engraving
12 1llem

Proven: : -
Light- Tunick eollection; Arcadia Gallery, Tokyo

NN 7w 4T A
(T TV AHRTT 4 IR)
LT =Tt

3 25.6cm

Hendrik Goltzius

Publins Horaltins

Engraving

39 25.6cm

Hollstein 162 (i/of 3)

G.1991-58

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

ANRY 2GR 4 A
(RIVEDAANT AT}
Ly =t g

35.3=232cm

Hendrik Goltzius
Marcius Scavola
Engraving

353 %28 2cm

Hollstein 164 Gi/of 2)
Gi.1991-54

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokvo

NIRRT R g7 A
(RINDAINT IR
RS2 Ve P

35.2x23.5¢cm

Hendrik Goltzius
Marcius Curtins
Engraving

352 %23 5em

Hollstein 165 (ii/of 2)
G 1991-60

Provenance: ) .
Light-Tunick collection; Arcadia Gallery, Tokyo

ARY D R 4 A
(T Abhy A=Y A D
X =iy

353 < 203cm

Hendrik Goltzius
Titus Manlius
Engraving

353 %23.3cm

Hollstein 166 (ii/of 2)

G 1991-61

Provenance;

Light-Tunick collection; Arcadia Gallery, Tokyo

Y—a7 =% LI11571-1631]
(R 47 AD P4
L=y

$3x2%cm

Jacob Matham [1571-1631 |

Portrait of Goltzius

Engraving

4329¢m

Hollstein 378

G.1991-62

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

P—aZev—F L
(V)

b S e

26,6 = 16.6cm

Jacob Matham
Samison

Engraving

26.6 % 16.6cm

Hollstein 24

G.1991-63

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyo

FTAR— e —% L 1600-1648
(VA LD PR

o S 8 P b

14.5%%m

31

Theodore Matham [1600-1648]
Portvait of Dr. Pz Pers
Engraving
1.5 9%m
Haollstein 122
G 199164
Provenance:
Light- Tunick collection, Arcadia Gallery, Tokyo

SR A — e ZaT—
[154061-1617 ]
CAHIOMIEY

e

Herman Jansz. Muller [ ¢.1540-1617)
The Fall of Mankind (aft. Pilander)
Engraving

1322 3cm

Hollste L
G.1991-65

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyo

o227 —1571-1628]
S FHF— L Ofiker)y

T Y=y

F5=00.2¢m

Jan Muller [1571-1628]

The Banquet of Balthazar
Engraving

A5x4 2em

Hollstein 11

(1991 -66

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

AT T —

(NFILALR N AN DI TN
g7

S Sl P S

238 16em

Jan Muller

Minerva Led by Herveules and Mars
to the Temple of Immortality
Engraving

238 16em

Hollstein 61 (iii/of )

G lB91-67

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

Yriing—
A7=xL3=7)9V)
X — g

12 29.8cm

Jan Muller

Mauvrice, Prince of Orange
(aft. Micreveld)

Engraving

42x29.8cm

Hallstein ¢

(.1991-68

Provenance:
Light-Tunick collection: Arcadia Gallery, Tokyo

ey o —

(NIRRT A AT 7 DD
Tt e O g

26.1 X 18.5cm



Jan Muller

Portrait of Bartholomeus Spranger
(aft. van Aachen)

Engraving

26.1 x18.5cm

Hollstein 98 (ii/of 6)

G.1991-69

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokvo

ZNA e Feriy A [1565-1637]
{(rr77aRLFurzyRy

T —=rlg i

27.7%35.5cm

Crispin de Passe | 1565-1637]
Cephalus and Procris

Engraving

27.7 % 35.5cm

Hollstein 7lad

G991 -T0

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

IYAIS e Kooy A
CPUBF sl )

=" T

Crispin de Passe

The Evangelists

Lngraving

Haollstein 216~219

G991-T1~T4

Provenance:

Light-"Tunick collection; Arcadia Gallery, Tokyo

{H=51)
292 %4 2em
St. Matthew
29.2x21.2em
Huollst 216
Gova =71

ey
20.1%21.2em
St Mari

20.1 %21 2em

Haollstein 217
G 1991-72

LG Y
20.4 %21 dem
St Liutke

294 %21 3em

G -73

& =P S

29,152 1 4cm

St John
20.1 %21 dem
Haollstein 219
G1991-74

DN A e FeriyA
CHERED (74
XL = 4wy

Crispin de Passe
The Virtues

Engraving
Hollstein 419~425
(:.199]-75~81

Provenance:
Light-Tunick collection; Arcadia Gallery, Tokyo

Cilas)

213 %54.5em

Humilitas
21.3%54.5¢m
Hollstein 419
(.1991-75

()

211 <14.8cm
Sobrietas

211 % 14.8cm
Hollstein 420
(5.1991-76

(HIE)

2L.1%14.9cm

Caslitas
21.1 % 14.9em
Hollstein 421
G.1991-77

(VLT
2L1x14.7em
Liberalitas
2L1%14.Tem
Hollstein 422
GA991-78

(i

21,1 x14.5em

Patientia
21.1 % 14.5cm
Hollstein 423
G.1991-79

(K#y

2L1x 1 dem

Benignitas
211 % 14.4ecm
Haollstein 424
(.1991-80

Chly )

24.1 % 14.5em

Sedulitas
241 % 14.5em
Haollstein 425
G.1991-81

IX T AT At —TF— [1570-1629]
(RAZT 5

X e—rfgud

23.7 % 36.Tcm

Egidius Sadeler [ 1570-1629]

Bohemian Landscape (afl. . Stevens)
Engraving

23.7%36.7em

Hollstein 249 (ifof 3)

(;.1991-82

Provenance:

Light-Tunick collection; Arcadia Gallery, Tokyo

52

AL I AT —F T | 1681H1-1612)
(S HHIT)

L=l

24.6 % 16.5cm

Willem Swanenburgh [c.1581-1612]
Zacharias (aft. A. Bloemaert)
Engraving

24.6 % 16.5cm

G.1991-83

Provenance;

Light-Tunick collection; Arcadia Gallery, Tokyo

IR i e 7 [1863-1944]
(TNTrEA ARG

W57

Edvard Munch [1863-1944]

Alpha and Omega

Lithograph
(G.1991-84~102

Provenance:
The Munch Museum's duplicate colleetion

(B LR/ 7 20 A0/ 7 =) A)
26 % 19.5em/ 23,5 x19%m/ 192 Ldem/30 = 19em
Title Page/ Table of Contents/
Head of a Satyr/ Amaryilis

262 19.5em/23.5 % 189em/ 19 L3em/ 30 19em
G.1991-84

(TNTrekA AN}

25 % 45cm

Alpha and Omega
25 % 45cm
G.1991-85

{F o)
21.5%4%.5cm
Moonrise

21.5%43.5cm
(.1991-86

)
335x42cm
The Forest

335 x42em
G.1991-87

The Clonds
2554 50cm

G.1991-88

(FeshLokg)

21.5%32.5cm

The Serpent Being Killed
21.5%32.5¢m
(. 1991-89

(HE)

24 =d1lem
The Bear
24 =% 4lem
G.1991-50



(fg)

31 <38cm
The Tiger
3 % 38cm
G.1991-91

(e Lit)

24.5%47em

The Tiger and the Bear

24.5>47em
G.1991-92

(A AHELEDY

26 1B.5cm

Omega and the Flower
26> 18.5cm
G.1991-93

(A AH DD
23 18em
Omega's Eyve

23 18em
G.1991-94

(A AHEREY

235 35cm

Omega and the Deer
23.5x%35cm
G.1991-95

A AHERRD

2= A6.5em

Omega and the Swine
32 x46.5cm
.1991-96

QLA AA Y

215 18.5cm

Omega Cries
27.5%18.5cm
G.1991-97

(HELF 24 AAT)
2524%m
Omega's Flight

25X 4%m
G.1991-98

{77701k 5)

25.5x50cm

Alpha’s Offspring
25.5x50cm
G.1991-99

M5 27N 77)
42x33cm

Alpha’s Despair
42x33cm

G.1991-100

(& A DIEY
30X 53cm
Omega's Death

30 53cm

G.1991-101

(TN 77D
/5= 00em
Alpha’s Death

28,5 % Glem
G.1991-102

IR 7R L
{wR>7)

NS S5
L1803 ddem B 60.3 % ddem
Edvard Munch
Madonna

Lithograph

paper:80.3 X 4dem/image:60.3 < 4dem
G.1991-103

Provenance:
The Munch Museum's duplicate collection

IRTFIRe L
{T7orif¥—)

LT 77
#8239 % 55.60m /Rl 1 38.7 % 55.2em
Edvard Munch

Vampire

Lithograph o

paper:39 < 5h.6em/image38.7 % 55.2em
G.1991-104

Provenance:
The Munch Museum's duplicate collection

IRY 7K LY

(AY AT T T vaarr7AFx—)

W=7

#E:71 <54 8cm/B54.5 44 1em

Edvard Munch

Stanislaw Przybyszewsky
Lithograph

paper:71x 54 8cm/image:54.5 < 44.lem
G.1991-105

Provenance:

The Munch Museum’s duplicate collection

IR FIVE LD
{\WE24T)

W rs7

HE2 64849, 2em /B2 36.5 % 32em
Edvard Munch

Harpve

Lithograph

paper:6id.8 = 49.2cm/image:36.5 < 32cm
G.1991-106

Provenance:
The Munch Museum's duplicate collection

IR 7IFe LD
(3i29)

Ul i

HESL8 % 45 4em /M50 < 37em
Edvard Munch

Male Nude Standing
Lithograph
paper:54.8>454em/image:50 % 37em
G.1991-107

Provenance:

The Munch Museum's duplicate collection

53

IR IR Ny
(TP —S4 AT 47 K
Ul o

66 100cm /M52 < 86.8cm

Edvard Munch

Anna and Walter Leistikow
Lithograph

paper:66 < 100cm/image:H2 4 > 86.8cm
G.1991-108

Provenance:

The Munch Museum'’s duplicate collection

IR IR Ly
(o)

a7

HE136.5 % 30em /R 30.5 % 26cm
Edvard Munch

Tiger Head

Lithograph

paper:36.5 < 30cm/image:30.5 % 26cm
G.1991-109

Provenance:

The Munch Museum's duplicate collection

IR I Fe oy
()

W37

HE:50 = B6em /R 241 % TTem
Edvard Munch

History

Lithograph

paper:Hil < 86cm//imaged] = 77em
G.1991-110

Provenance:
I'he Munch Museum's duplicate collection

IR rIVRe L
Ot

HF— 57

#HE100.7 % Them /B 96 % Tdem

Edvard Munch

Towards the Light

Colour lithograph

paper:100.7 = 75cm/image:96 < T4em
G.1991-111

Provenance:
The Munch Museum's duplicate collection

IRT 7LD

LG ERYE: 1))

HF— U757

L1027 5em /54,3 X 49¢m
Edvard Munch

Neutralia

Colour lithograph

paper:102 <7 1.5cm/image:54.3 x 49%m
G.1991-112

Provenance:

The Munch Museum's duplicate collection

b Sy b | 7 W N 4 )
CHRESE 24T 72 i)
W57

HE219.8 266.5cm /M 42 < 60cm
Edvard Munch
Self-portrait with Glasses
Lithograph

paper:49.8 % 66.5cm/image:42 x 60cm
G.1991-113



Provenance:
The Munch Museum's duplicate collection

LRIV Re L7
(0—<DP.A L7 DH)
W77

HE:49.5%39.6cm/hR:27 % 21em

Edvard Munch

P. A, Munch’s Grave in Rome
Lithograph

paper:449.5<39.6cm//image:27 < 21lem
G.1991-114

Provenance:

The Munch Museum's duplicate collection

IR 7R L

(Bi7: % 8t O & 2 i) )
Y57

HUI 108 x84.5em /R 182 X 60.5cm

Edvard Munch

Reclining Woman (Big Madonna)

Lithograph
paper: 108 <84.5cm/image:82 < 60.5cm
G.1991-115

Provenance:
The Munch Museum’s duplicate collection

54



AP

Donated Works

Ty 7 —Ibe v 1A ¥ —)b [1868-1940]
(HEWLD T BT a2 v—IKEN)
192041

gz, IEt

33.7535.8cm

Edouard Vuillard [ 1868-1940]
Madame Vuillard Sewing

1920

Qil on board

33.735.8cm

P.1990-3

Ty oA — | 1871-1958]
{Aehy
37381
. BT A
45 28.2cm

Georges Rouault [1871-1958]
Pierrol

1937-38

Oil on canvas

45 = 28.2em

1.1990-4

EL—iL 57 5—F|1875-1931]
HEDd H1)

e, Ay

A8 =< 43em

Pierre Laprade [ 1875-1931]
Still-life with Flowers

Oil on canvas

48 43em
P19%0-5

E—YAFe T 727 [1876-1958]
Cyfesy

gz, Hfr A

AR Abem

Maurice de Vlamink [1876-1958]
A Town Hall

Qil on canvas
A8 = d6em
P 1990-6

FY T 27 4 |1877-1953]
(E—Y7NE)

19435

iz, He

19250, 2cm

Raoul Dufy [1877-1953]
Mozart

1943

Oil on panel
19<50.2cm
P.1990-7

TN, YR AL T B 22(G1990-1), 73 4 7 g
(P.1990-3), (A 3 (171990 - 4~10/1P.1991 - 3~5/12.1990 - 1
~12/G.1990 - 36~38/G.1991 - 121 ~124/S.1990 - 1 ~5/5.1991 - 1/
OA1990-1~2), Fa7 1y b b o i— (G 1990-35), |6 V7 Pa e
Wb 1) 22 (G1991-116~119), 74 7 4 7 IE(G.1991-120) .

Donations are made by the following persons or organizations
: Exhibition Japonisme Organizing Comittee(G.1990-1), Gal-
lery Fujikawa(P.1990-3), Mrs. Eiko Yamamoto(I.1990-4
~10/P.1991 - 3~5/1).1990 - 1~12/G.1990 - 36~38/(;.1991 - 121
~124/5.1990 - 1~5/5.1991 - 1/OA.1990 - 1~2), Madame
Judiette le Paul (G.1990-35), The Kyoryokukai-Society of the
National Museum of Western Art(G.1991-116~119), Gallery
Arcadia(G.1991-120).

7 Rl s F7 > [1880-1954]
(PN /T—LEN)
19233k

gz, 4=r2

90.4 x75.2cm

André Derain [ 1880-1954 |
Madame Renoir

c.1923

Oil on canvas

90,4 <7H.2cm

1’1990 -8

TRV RTy
{irlci=b)

iz, -

16.7 < 20.4cm

André Derain
Bathers

il on board and paper

16.7 <20 4cm
P.1990-9

NN =2y 71928 |
(Db 5

19485

s, Hedr

84.4 x47.6cm

Bernard Buffet [1928- |

Still Life with Herrings

1948

Oil on canvas

84.4 247 6cm
P.1990-10

PANT ey —F—[1775-1851]
(7 —VIEE)

184456 (7)

1ot 1E, #

18.2%23.5¢cm

William Turner [1775-1851]
Valley of the Aare

1844(2)

Peneil heightened with white on paper
18.2 %23.5cm

. 1990-1

FANT ey —F—
O VL Z 25

fm, e

6.4 14cm

William Turner
Landscape with Towers
Pencel on paper

6.4 % 1dem
D.19490-2

55

V=TT T I — | 1814-1875 |
(Rl A L2 B lat)

Fio, #E

26.5%16.4cm

Jean-Francgois Millet [ 1814-1875]
Peasant Woman Picking Fruits
Pencil on paper

26.5% 16.4cm
Do1990-3

T Rl e K72 [1880-1954
(Wi 7z 4> 2 Bty

I 13

23.2%31em

André Derain [1880-1954]
Reclining Nude

Pencil on paper

23.2%31lem
12.19490-4

ANTaEAY | 1881-1973]
(RO

19424

s, e

M. 7%21.7em

Pablo Picasso [1881-1973]
The Daughter of the Artist

1942
Pencil on paper
M. 7%2L7cm

D, 1990-5

T AT A «&T4) 7 —=[1884-1920]
CREZWH Okt A

191741

B, W

212 13.6em

Amedeo Modigliani [ 1884-1920]
Woman with a Large Hal

1917

Pencil on paper

21,25 13 6em

D.1990-6

TR e T a /T4 Te e AT Wy
[ 1884-1974]

(Fad 72—t

1950 1:4

YT i aeK§E, HU

49.9x63.4em

André Dunoyer de Segonzac
[1884-1974]

Landscape of Guvancouri



c.1950

Gouache and watercolours on paper
19.9%63.4cm

.1990-7

Y a— e s VAF L [1885-1930]
{(ZADi)

1907 4

M- A, B

21.5%19.5cm

Jules Pascin [1885-19301]
Two Young Girls

1907

Pencil and watercolours on paper
21.5%19.5cm

D.1990-8

Va— e AFY
(o oY)
1924-2548

e (adn, @t

26.7 > 3%cm

Jules Pascin

Girl with the Blue Chemise
1924-25

Pencil and colour pencil on paper
26,7 3%m

D.1990-9

IN—F— K1) —F [1887-1979]
D

19114

e, #e

19.2% 12.7cm

Bernard Leach | 1887-1979]
Tree

1911

Pencil on paper

19.2%12.7cm

1.1990-10

T b= 251913~ |
(M52 AN
e, HE

31.8>24.2cm

Antoni Clavé [1913- |
Riding

I'en and ink on paper
31.8x24.2cm

D199(G-11

NI F =) By 7 x[1928- |
(BerHzlNT295)

19494

ety B

(5.5 > 50.4cm

Bernard Buffet [1928- |
Male Nude from the Back
1949

Pen and ink on paper
65.5x50.4cm

.1990-12

Zx I AT Z9 7T |1833-1914)
(L)

186041

TyF o

15.3%27.1em

Félix Bracquemond [1833-1914]
Sea pull

¢, 1860
Etching
45.3%27.1em
G.1990-1

A=) 2 x [1863-1927]
(gL I-fhen £«)

18934

DT s7

22.3%13.5cm

Paul Serusier [1863-1927]

Candy Merchant with Umbrella
1893

Lithograph

22.3%13.5cm
(5.1990-35

287 A [1881-1973]
{19684E5H16H VI
19684F

TyF¥, F{H{1-t

51 x65cm

Pablo Picasso [1881-1973]
16 May 1968 VI

1968

Etching and drypoint

51 %65cm

(5.1990-36

NTaEhY
(196843 H29H I)
19684

ZyFr¥, E34HAh
41.5x31.2em

Pablo Picasso
29 March 1968 1
1968

Etching and drypoint
41.5%31.2cm

G.1990-37

AN — L—T7 | 1898-1986 |
{BE24)

W77

36.5x30.2cm

Henry Moore [1898-1986]
Seated Woman

Lithograph

36.5%30.2cm

(5.1990-38

A —F 2 A0 > [1840-1917]
(o> xh1:H)

1863-64 4

Forx

31x18.8x15cm

Auguste Rodin [1840-1917]

Man with a Broken Nose

1863-64
Bronze
J1x18.8x15cm
5.1990-1

A—FaApud s
(=P SIS
1880-824F

Fa=Pos

25.5%16.5% 15cm

Auguste Rodin
Madame Rodin

56

1880-82

Bronze
25.5%16.5%15em
S.1990-2

IE—N=T N T—Re T =TI
[1861-1929]

{7 x— DY)

FaxX

66x56.5%17.5em

Emile-Antoine Bourdelle [ 1861-1924]
Dance of Veil

Bronze
66x56.5<17.5em
5.1990-3

TYUAT 4—Fe=A I—IL [1861-1944]
(R AR L)

19204

Furk

28.3x14 % 10em

Aristide Maillol [1861-1944]
Standing Bather Arvvanging Her Hair

1920

Bronze
28314 % 10cm
S5.1990-4

T b= 2731913 |
(XA T RLbZADBY 2VF)
19624

TurxX

#i538.5cm

Antoni Clavé[1913- |
Giulio with a Pipe
1962

Bronze

11.38.5¢m

$.1990-5

78— —Fe1)—F [1887-1979]
(it AEL )Y

Bhda

10.110.1em

Bernard Leach [1887-1979]

Jar

Chinaware
10.1<10.1cm
OA1990-1

IN—F—R)—F
{Pathe: B2

[

9.4%9.4cm

Bernard Leach
Nobori-gama
Chinaware

9.4x9.4cm

OA.1990-2

Ex—=F—F2Ab /ST =1L
[1841-1919]

(Fs)

ihi#, HfrA

22.9%50.2em

Pierre-Auguste Renoir | 1841-1919]
Rose

0il on canvas

22.9%50.2cm

P.1991-3



TIVAS— b =27 | 1875-1947|
(e e A )8 )
190444

iz, AR

5= 6iem

Albert Marquet [ 1875-1947]
Snowscene al Porle-Versaille
1904

Oil on canvas

S bhem

P.1991-4

T FLe K7 2 [ 1880-1954]
CRYD

Wz, v

648 =89 hoem

André Derain [ 1830-1954 ]
Fruils

Oil on canvas

648 =B Sem

P.1991-5

LI =T T —=ReT— LTI
[1861-1929]

e

] = g S

i E5%m

Emile-Antoine Bourdelle [ 1861-1929]

Fruits
Bronze

H.59¢m
S5.4991-1

Y—a7 = —% A[1571-1631 ]
Y ) (4 4330EF)

T — g

16.6 = 10.8em

Jacob Matham [1571-1631]
The Four Seasons
Engraving

16.6<10.8cm

G.1991-116~119

()
Spring
Hollstein 296
G 1991-116

{3)
Sunmer

Hollstein 297
G 1991-117

Autumn
Hollstein 298
G.1991-118

(%)
Winter
Hollstein 299
(;.1991-119

IRE=F IV T T IY=Y

[ 1860-1935]

(AAT 44— T2 —ADEL /ED

ELEE
WL 97
5 x57.2034 <473 cm

Edmond-Frangois Aman-Jean
| 1860-1935]

Portrait of Mlle Moreno de la
Comédie-Frangaise

Lithograph

15x57.2(34x37.3)cm

G.1991-120

T b= 25~ 1913- |
Gss)

19764

Ty, =Ty AL, L
65.5% 50 (352 29) em

Antoni Clavé [1913- ]

Signs

1976

Etching, carborundum and blind printing
65.5%50(35>29)em

G.1991-121

T owp=syza
{FL8)

197515

Wro57

503 <65.3(36.5=59) cm

Antoni Clavé
Glove

1975

Lithograph

50.3%65.3 (36,5 59) cm
G.1991

T b= s 75
(R gE)
19758

LT 57
66503 (38 %31 )em
Antoni Clavé
Red Leal

8
G.1991-123

T b= 7 X
{LbDOA 740
UL 57

65.5%50.5(39 <40.5)cm
Antoni Clavé

Lithograph
63.5<50.5(30=40.5)em
G.1991-124

57
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Appendices

1 VHR2~3ENE s

[FAt2s]
4H1H
4 H10H

4 H121H

4 J128H

4 J]1281

5HTH

5 H14H

5 H27TH
613 H
TH1H
7 H20H

8 H5H
9H2H
9 H21H

10H 8 H

10/129H

101]130H

e M A Tmahi,

JEBST T 37 e I £ T PRl 2 4 1 [ 37 PG S T
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LRI T7 7 A iR

2WiEH10H 54 H23HE T
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A H28H S5 HI13HET

TN =2 kA= TL T o Sk T 2 (W3R
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1 12 G 0D 72 o B A i

Sy K= RLBRITRAEHET 27 AT F97
ALY O A2 T

24 R EL S hH M
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AR ST ST PR S BRI R A s
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WS H19H a6 H30HET
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MekHRE HE
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e, 1S AE
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MERHBLEE H 2 fe

EEHEEE H o Ji
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el 7 > F A e

ZWNEOH22 11 FI25HE T

FE O 1 Sl S AL 8 2 B 2 DI Rl B o A L 23
BHftE, 35O AR E

L FN) A Ko A= AETRZ ORI O H 5 5)
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FLmi {5
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