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Foreword

This Annual Bulletin No. 49 reports on the activities of the National Museum of Western Art during the 2014 fiscal year that
ran from 1 April 2014 through 31 March 2015.

The exhibition activities conducted at the Museum in fiscal 2014 were somewhat subdued. While the previous year’s
exhibitions of the three masters Raphael, Michelangelo and Monet all attracted huge audiences, this year we focused on
exhibitions featuring new ways of considering the NMWA’s own collections, and overall the exhibitions were more scholarly
in tone.

The “Jacques Callot: Theater of Realism and Fantasy” exhibition presented works by the French 17th century printmaker
born in Nancy from the 431 works held in the NMWA collection. This was the first major retrospective of this artist in Japan.

In 2012 Mr. Kanshi Hashimoto presented his jewelry collection of 806 objects, primarily rings, to the NMWA, and this
year we prepared “The Rings from The Hashimoto Collection” exhibition that introduced a selection of approximately 300
rings. The Hashimoto collection marks the first large-scale decorative arts collection in the NMWA. The rings were displayed
alongside paintings and prints from the NMWA collection as well as dresses borrowed from the Kobe Fashion Museum,
thereby making it a novel display that was extremely well received.

In the autumn the “Ferdinand Hodler: Towards Rhythmic Images” exhibition was held to celebrate the 150th anniversary
of diplomatic relations between Japan and Switzerland. This large-scale exhibition was held approximately 40 years after
the Japan’s first retrospective on this artist held in 1975 also at the NMWA. Our exhibition was particularly meaningful to
me because I had seen the 1975 exhibition when I was a graduate student. After the beginning of 2015, we opened Japan’s
first exhibition on the Baroque artist Guercino thanks to the cooperation of his hometown, the City of Cento, Italy, which had
suffered a great earthquake in 2012. We were able to transform this misfortune into a blessing because it allowed us to include
these major altarpieces and other masterpieces in our exhibition.

Concurrent with the Callot exhibition, we experimented with a new type of exhibition in which the novelist Keiichiro
Hirano selected works from the NMWA collection for an exhibition titled “Voices Calling from the Unusual: Hirano
Keiichiro’s Selection of Western Art Masterpieces,” which linked his narratives to the works. This exhibition particularly
fascinated young visitors. Exhibitions selected from the NMWA print collection, including “Yo lo vi: Dream and Reality in
the Prints of Francisco de Goya” and “Netherlandish Allegorical Prints,” were held, which allowed visitors a glimpse of the
NMWA’s impressive collection of prints by the Old Masters.

In terms of acquisitions and donations, we were able to make purchases thanks to the special budget that the Independent
Administrative Institution National Art Museum received from the government, plus we were honored with the donation of
some superb prints. The special budget allowed us to purchase two art historically important works, The Madonna and Child
by the Italian Renaissance painter Andrea del Sarto, and Juan van der Hamen’s Still Life with Basket of Fruit and Game Fowl.
The Andrea del Sarto work is a rare masterpiece by this High Renaissance painter to appear on the art market in recent years,
while the Van der Hamen work is a splendid so-called museum piece example of Spanish still life painting. We also purchased
high quality prints by Lucas Cranach the Elder, Albrecht Diirer and others.

We were fortunate enough to receive a donation from the estate of the late Taro Kuga, which include drawings by Maurice
Denis. Taro Kuga was the eldest son of the late Teizaburo Kuga, who lived in Paris in the 1920s as a trading company
employee and who enjoyed close relations with Monet, Denis and others. These drawings were sketches given directly by the
artists to members of the Kuga family, and hence are very important reference works.

Along with exhibition activities, the Museum conducted a wide variety of educational programs over the course of the year,
providing an enthusiastic introduction to the Museum’s collection, exhibitions and buildings. Given that the Main Building
designed by Le Corbusier has been nominated as a World Heritage site, the Education Department has actively engaged in
conducting architectural tours and other events in response to this increased interest in the Museum’s architecture.

Surveys, and collection of materials are some of the preparations that have also begun for a comprehensive catalogue of
the more than 2,000 works, now scattered, that were originally in the Matsukata collection, to be published in 2019 to mark
the 60th anniversary of the founding of the NMWA. The Museum library is also now open a third day each week for use by
scholars and researchers.

We must work all the harder and consider all options in order to maintain the superior quality of our operations in the face
of gradually decreasing funding received from the government. Through the combined strengths and knowledge of the member
institutions of the Independent Administrative Institution National Museum of Art, we will continue to strive for excellence at
the NMWA.

March 2016
Akiko Mabuchi

Director-General, National Museum of Western Art, Tokyo
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New Acquisitions
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1516 46

W, B (R 7'7)

89%x66.6 cm

HFISEAAR (7 LD FEE) 114

Andrea del Sarto (Andrea d’Agnolo di Francesco) [Florence
1486—Florence 1530]

The Madonna and Child

c. 1516

Oil on poplar

89%66.6 cm

Inscribed on the verso in a seventeenth-century hand: 14

P.2014-0001

K JEE / Provenance: Clara Winthrop, Boston; bequeathed to All Saints
Episcopal church, West Newbury, Mass, in the 1930s; sold Sotheby’s, New
York, 28 January 2000, lot 12; Matthiesen Fine Art Ltd., London, Private
Collection, Austria; Christie’s, London, 5 July 2011 (not sold)

JE'E 4 )5 / Exhibition: Canberra, National Gallery of Australia and
Melbourne, Melbourne Museum, Titian to Tiepolo: Three Centuries of Italian
Art, 2002, no. 5, pp. 60-61, illus.

SCHik/ Literature: Sotherby’s New York, Old Masters 2000, Friday 28 January
2000, pp. 38-43, lot. 12; B. Brown, Andrea Del Sarto Rediscovered, London
2001; C. Johnston in D. Franklin (ed.), Leonardo da Vinci, Michelangelo, and
the Renaissance in Florence, exh. cat., National Gallery of Canada, Ottawa
2005, pp. 142—144, under no. 37; Christie’s London, Old Master & British
Paintings Including a Drawing by Michelangelo, Evening Sale, Tuesday 5 July
2011, pp. 214-219, lot. 62.
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fig. 1
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Andrea del Sarto, The Madonna and Child, Ottawa,
National Gallery of Canada

fig. 2 (HRET) [ESZVEPESEMIA, ARG
The Madonna and Child, The National
Museum of Western Art, Tokyo. Infrared
reflectogram.
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About the Artist

Andrea del Sarto was a painter active in the Florentine High Renaissance
after Michelangelo and Raphael left Florence for Rome. After studying
under Piero di Cosimo and others, Andrea registered as a member of the
Arte dei Medici e Speziali guild for painters in 1508. Around 1511 he
spent time in Rome where his expression matured, and he became one of
the premier painters in Florence. Del Sarto operated a large-scale studio
where numerous painters were trained, including Pontormo and Rosso
Fiorentino. These two men based their styles on del Sarto’s but then
each in their own style developed an early Mannerist expression. Del
Sarto’s influence in 16th century Florence was immense. For example,
his was the longest of the many artist biographies in volume three of
Raffaello Borghini’s Riposo published in 1584. Then in 1567 Francesco
Bocchi wrote a theoretical treatise entitled Discorso sopra l’eccellenza
dell’opere d’Andrea del Sarto, pittore fiorentino, and praised del Sarto yet
again in his Le Bellezze della citta di Firenze published in 1591. Bocchi
stated that del Sarto was a painter who stood as equal to Raphael and
Michelangelo." In Japan, del Sarto was recognized relatively early as an
important painter, as seen in Natsume Soseki’s inclusion of his name as a

major Western painter at the beginning of his novel / Am a Cat (1905-06).

About the Painting

This work was painted in the latter half of the 1510s, when del Sarto was
an essential force in Florence. Stylistically the painting can be thought to
overlap the production period of the Madonna of the Harpies (Galleria
degli Uffizi, Florence), which was commissioned in 1515 and completed
in 1517. After his stay in Rome, del Sarto emphasized figural mass and
the use of an all the more vivid palette, with Madonna of the Harpies
seen as the culmination of that trend. While smaller in scale, this painting
shows this same tendency.

The Madonna’s face is the same as that seen in the Madonna of the
Harpies and other images of women from the same period. All of del
Sarto’s works from this period were modeled after a single model,
Lucrezia del Fede, whom he married at the end of 1517. Madonna and
Child with the Young Saint John the Baptist (Galleria Borghese, Rome)
also reveals this resemblance, and with the positioning of the face also
the same. Scholars have indicated the connection between both these
works and a drawing now in the National Gallery, Washington.? Further
note has been made about the relatively muscular body of the infant
Christ and its connection to the modeling in sculptures by Luca della
Robbia and Jacopo Sansovino.? Del Sarto enjoyed a close relationship
with Sansovino, and the Sansovino biography in Vasari’s Lives notes that
Sansovino created clay figural models for del Sarto.® Of course del Sarto
also referred to actual children for his depiction of details such as facial
expressions and how hair curls. The pose of Christ in the NMWA work is
the same as the putto to the right side of the Madonna in the Madonna of
the Harpies.”

As with many of del Sarto’s works, this painting exists in various
versions. While approximately five other works presenting essentially the
same pose of Madonna and Child are known,® the highest quality version
can be found in the National Gallery of Canada (fig. 1, referred to here as
the Ottawa version). The Ottawa version is in extremely bad condition,
and in the past its attribution to del Sarto was questioned, but scientific
examination in 1987 led to its current positioning as a genuine work by
del Sarto.” The quality of the other four known versions indicates that
they can be considered to be either studio works or by followers.

Beverly Louise Brown carried out detailed study of the relationship

between the NMWA work and the Ottawa version based on infrared



photographs.® According to Brown’s research, the measurements of the
pictorial elements are essentially the same, and the underdrawing lines
also essentially accord, suggesting that the same preparatory drawing or
cartone was used for the two works. However in the case of the NMWA
work, although the cartone was used to transfer the image to the wood
panel, the painter altered the underdrawing at the wood panel stage (fig.
2). This is particularly striking in the lower half of the composition,
especially at the quiet, freely brushed strokes of the Madonna’s right
hand holding a prayer book. Further there are a large number of changes
between the underdrawing and the finished work. The presence of
pentimenti in the underdrawing, and the slippage of motifs between the
underdrawing and the completed work strongly suggests that del Sarto
himself was involved in the production of this work from the stage of
transferring the composition to the panel. In fact, recent studies of del
Sarto based on scientific surveys clearly indicate that del Sarto was often
fully involved even in the production of versions.”

The attribution of this work has the support of major scholars in
the field. According to information from the painting dealer, Keith
Christiansen, Pierre Rosenberg, Philippe Costamagna, Nicholas Penny
and other scholars all agree with the del Sarto attribution. However, there
are some dissenting voices. John Shearman believes that del Sarto’s
hand is only present in sections with the rest by his studio, a view shared
by Catherine Johnston of the National Gallery of Canada. Shearman
believes that the underdrawing on the NMWA work is superior to that of
the Ottawa version, and thus holds that after producing the underdrawing,
del Sarto left the application of oil paints to an assistant. Conversely he
believes that in the case of the Ottawa version the underdrawing was
done by an assistant while he himself handled the oil painting.'” Johnston
believes that after first creating the cartone for this work, he prepared
a second cartone, and completed the Ottawa version on the basis of
that second cartone, leaving the completion of the NMWA work to an
assistant.!)

While the assertions made by Shearman and Johnston can be thought
to be somewhat lacking in basis, prior to the purchase of the NMWA
work, we sought the opinions of Dr. Antonio Natali, then director of the
Uffizi, and Dr. Alesandro Cecchi, then director of the Galleria Palatina.
While cautioning that their opinions were based on photographs, both
scholars accepted the attribution of the NMWA work to del Sarto. Further,
through the auspices of Dr. Natali, Dr. Carlo Falciani conducted a hands
on inspection of the work, and expressed the opinion that the attribution
to del Sarto should be considered plausible. Thus we should consider
that del Sarto created the two works at approximately the same time. In
terms of condition, the NMWA work reveals various areas of flaking and
repainting, and the layer of shading on the surface has been somewhat
lost due to early cleaning, and as a result, the contrast appears somewhat
strong on this work. The largest area of reworking in the composition can
be seen in the background curtain, with that entire section the work of a
recent hand. A rare aspect of the work is the fact that the back surface of
the panel of this painting is coated with a limestone ground, which bears
drawings of human figures. It is thought that these drawings were not
done by del Sarto himself, but rather by a studio assistant.

(Shinsuke Watanabe)

Notes

1) Regarding the 16th century reception of del Sarto, see the Japanese
article by Takuma Ito, “Jacopo da Empoli’s Reproduction Work and the
Collection Activities of the Medici Family in the 17th Century.” in S.
Osano (ed.), Influence of Painted Reproductions on the Formation of
European Sovereign or Princely Collections of Painting from the 17th
Century Onward, Tokyo 2014, pp. 25-43.

2) R. Monti, Andrea del Sarto, Milan 1965, p. 118; J. Shearman, Andrea del
Sarto, Oxford 1965, vol. 2, pp. 289-290.

3) Beverly Brown, Andrea Del Sarto Rediscovered, London 2001, p. 17.
4)  G. Vasari, Vite, ed. G. Milanesi, Florence 18781885, vol. 7, p. 488.

5) C. Johnston in D. Franklin (ed.), Leonardo da Vinci, Michelangelo, and
the Renaissance in Florence, exh. cat., National Gallery of Canada,
Ottawa 2005, pp. 142—144, esp., p. 142.

6) For details, see Brown, op. cit., pp. 22-27.

7) See the following regarding the Ottawa version, Johnston, op. cit., pp.
142—144 (with previous bibliography); Brown, op. cit., p. 24.

8) Brown, op. cit., pp. 15-21.

9) L. Keith, “Andrea del Sarto’s The Virgin and Child with Saint Elizabeth
and Saint John the Baptist: Technique and Critical Reputation,” National
Gallery Technical Bulletin, 22 (2001), pp. 42-53.

10) Shearman’s opinion is noted in the following, Brown, op. cit., p. 23.

11) Johnston, op. cit., p. 144.
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About the Artist

Juan van der Hamen y Le6n (commonly referred to as simply van der
Hamen) was active in Madrid in the first half of the 17th century. During
his short life he played a decisive role in the development of the unique
form of Spanish still lifes known as bodegones.

Van der Hamen was born in Madrid in 1596. His father was a Flemish-
born soldier in service to the Madrid court, and his mother was a member
of the aristocracy of Toledo of Flemish origin. Little is known about
his childhood, and it is not clear where he learned to paint. In 1615 he
married in Madrid, and it is thought that by that time he had finished
his apprenticeship and was active as an independent painter. In 1619 he
received a still life commission from the Spanish king Philip III. Until his
sudden death in 1631, he created a wide range of paintings for the royal
court, powerful aristocrats and wealthy classes, ranging from religious
paintings to portraits and still lifes. One of his most important patrons
was Diego Felipe de Guzman (c. 1580-1655), the first Marquis of
Leganés who was a renowned collector. The NMWA collection includes
van Dyke’s portrait of the Marquis (P.1987—0002).

It is widely agreed that van der Hamen’s greatest achievements were
in still lifes.) The creation of an independent still life genre in Spain is
thought to have occurred in Toledo around 1600. According to records of
the period, Blas de Prado (c. 1546—1599) was praised for his paintings

of flowers and fruit, but the earliest extant works are by his student Juan

Sanchez Cotan (1560—-1627). Sanchez Cotan’s production of still lifes
was limited to several years before he entered religious life in 1603, and
are thought to have begun within the small, limited circle of humanists in
Toledo. He did leave behind many followers, including those in Toledo,
and they expanded and developed the new genre into a presence within
Madrid’s painting circles. Van der Hamen was one of the people who
clearly established the still life genre in Madrid in the first half of the
17th century, recognized both artistically and socially, with buyers of
such works coming from all levels of society, from the royal court and
aristocrats to merchants.

Van der Hamen’s career lasted a mere dozen or so years. Today his
still life oeuvre can be largely divided into two periods. The first period
was 1620—1623. William B. Jordan, the eminent scholar on Spanish still
life who organized the previously mentioned monographic exhibition of
van der Hamen’s work, considers that approximately half of the extant
70 or so still lifes by van der Hamen date from 1621-1622. He further
stated, “By 1621 [...] he had already invented most of the compositional
formats with which he would be famously associated.” The NMWA
painting is one of the most important works from that period, and is the
largest first period work dating to pre-1626. His second period extended
from 1627 through his death in 1631, with the core of those works dating
to the 1629—-1631 period. During this period he used an all the brighter
palette and a smaller number of motif types, all arranged on a stepped
platforms — a previously unknown composition type — rather than on a
window ledge.

Van der Hamen’s still lifes were extremely popular during his lifetime
and his studio created numerous replicas and versions of his works. This
means that there is a huge range in quality amongst the extant works
today attributed to him. Even though he died at a young age, there was
no lessening in the demand for his works. Antonio Ponce (1608—1677),
his only student who can be confirmed by extant documents, and his son
Francisco van der Hamen (1616-1639) and many others continued to
create works that imitated his style and composition until the latter half
of the 17th century.

About this Work

This work bears a signature and date on the side of the window frame in
the composition’s lower right, “Ju® BaldeRama Deleon/f. 162...”3 The
final digit in the date is missing, but as will be noted below, judging from
the painting’s composition and style, this work was clearly painted at the
beginning of the 1620s, and we can agree with Jordan’s proposed date of
1621.9

The composition consists of a basket filled with melons, peaches and
grapes placed in the center of a window ledge, with essentially a right-
left symmetry in the various elements. To the left of the basket there is a
large gourd and a brown terracotta cup, with two red-legged partridges
hanging above the gourd. On the right side a small round eggplant is
placed next to a white ceramic dish filled with grapes and plums, with
three pomegranates and two pin-tailed sandgrouses hanging above.”
Light shines in from the left front, while the outlines of the motifs float
clearly above the darkened background, all to give a sense of realism to
the depicted items.

Needless to say the combination of motifs and their mise-en-scéene
clearly was inspired by Sanchez Cotan.® In other words, the “stage” for
the motif placement is a shallow stand like a window frame or ledge
missing its top edge, and this compositional setting was the greatest
innovation of the Toledan painter. Visual illusionism is conveyed through
the motifs that spill forward from the stand, and those that hang down

above it. Sanchez Cotan was particularly adept at these techniques.



This painting shows the round gourd protruding from the window
ledge construct, reminiscent of the melon in Sanchez Cotan’s Still
Life with Game Fowl (Art Institute of Chicago). The two red-legged
partridges hanging in our picture also appear in Sanchez Cotan’s Still
Life with Game, Vegetables and Fruit (Museo del Prado, Madrid), which
is signed and dated 1602. The fruit basket cannot be found in extant
examples by Sanchez Cotan, but the inventory made when he entered
religious life included a notation that reads “a canvas painting with cherry
basket and apricot basket.”” Thus it is highly likely that Van der Hamen
learned both motif and method from the Sanchez Cotdn works.

The above mentioned motif types frequently appear in van der
Hamen’s works dating to ca. 1620—-1623, and this stands as further
evidence of the dating of our work. The round gourd appears in Still Life
with Round Gourd, Cabbage, Apples, Lemons and Membrillo (Private
collection), the earliest extant work by him that bears a signature and
date of 1620. Like the NMWA work, not only does the stem of the gourd
extend beyond the window frame, the gourd in the private collection
work also has a yellow stripe pattern that radiates out from the stem. The
two red-legged partridges also appear in the Still life with Great Fruit
Bowl and Hanging Fowl (Varez-Fisa Collection, Madrid), which is dated
1621.

However, we can further confirm that van der Hamen was also aware
of the works of Frans Snyders (1579-1657), a contemporary Flemish
still life painter who was favored by 17th century Spanish collectors.®
The sumptuousness seen in our work, with its overflowing basket of
diverse fruit, and the positioning of the grape vine protruding from the
basket as if to fill in the space between motifs are some of the influences
from Snyders that can be found in this work. Van der Hamen brought a
lively Flemish decorative sensibility learned from Snyders to the still life
forms of Toledo, and thus established his own unique and refined still
life paintings. Through such efforts he freed the bodegones genre from
the strict, almost religious nature of Sanchez Cotan’s works, and through
his broadening of compositional and motif variations, he brought new
developments to the genre. The horror vacui composition, with every
area of the picture plane filled with motifs, is characteristic to our work,
which is both one of his largest and most complete examples.

This large size is also one of the important features of our work. The
canvas is almost twice as wide as it is tall, a horizontal format that can
also be seen in his other first period works. Such horizontal compositions
were meant to be displayed over the doors of homes or over windows.
This painting, boasting a canvas that is over 140 cm wide, is a type
not found in other extant early 17th century Spanish still lifes. This is
the largest known work from van der Hamen’s early period, in other
words, until he returned to still life production after 1627. Given its
scale this work was clearly painted for one of his important patrons, and
it can be positioned as one of the masterpieces of his first period with
its condensation of the young painter’s ambitions in its size, number
of motifs and intricate rendering. While the specific commissioner of
this work is not known, we can probably position it within the flow of a
series of generational power changes that accompanied the ascension of
Philip IV to the throne in 1621. While there are no known replicas of this
composition, there are several smaller scale variants extant which present
a free reorganization of the motifs that appear in this work.

This painting was first introduced in 1982 by Matias Diaz Padron
as the [then] earliest known work” by van der Hamen.” The work then
disappeared from view, and was not widely known. In the first exhibition
of van der Hamen’s work, organized by William Jordan in 2005-2006,
the owner of the work declined its loan and it was reproduced solely in

a color plate as “an early masterpiece” (fig. 1). According to Jordan’s
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discussion of the work in that catalogue, the intricacy of the details and
their high degree of finish make it one of the best works by van der
Hamen, and “no early fruit still life can surpass [our painting]”'® When
asked about the attribution of the work to van der Hamen, Peter Cherry
(Professor, Trinity College, Dublin), an authority on Spanish still life
paintings of the same caliber as Jordan, stated, “The picture seems to me

to be a good example of the artist’s horror vacui compositions.”!)

Condition Report

The Sotheby’s London office did a partial restoration and cleaning of
the work when it was sold in 2010. After its sale, the new owner had
more thorough restoration work done by the Conservation Studio at the
Kimbell Art Museum, Fort Worth, in 2011. That process revealed that the
composition had been enlarged by a later addition of an approximately
10 cm tall piece of canvas — the re-use of a fragment of what seemed
to be an 18th century flower painting. The restoration work involved
removing that section so that the painting is now returned to its original
composition. With the exception of the upper edge, the canvas maintains
its original margin on three sides, and because that piece of canvas added
to the top edge was attached to the original nail holes of the original
canvas, the original painted sections of the canvas were essentially
preserved intact.

Regarding the condition of the painting surface, later retouching can
be seen on the four edges of the canvas, the peaches in the basket, the
necks of the sandgrouses and other areas. However, the other areas show
the stable condition of the original painting layers, which can be said
to be in extremely good condition. An old label attached to the back of
the stretcher bars indicates that on August 1, 1855, the deputy director
J. Marin of the Real Museo de Pinturas in Madrid (present-day Museo
del Prado) did conservation work on the painting. The same handwriting
was used to write the phrase that can be translated as, “I had this painting
relined by my orders on Sunday July 22,” directly on the stretcher bars
themselves.'? According to Claire Barry, who restored the painting at
the Kimbell, these stretcher bars were probably built at that point, and it
is likely that the expansion of the composition included the added upper
section of canvas was done at that time. Given that the strength and
function of the stretcher bars were not in any way impaired, they were
reduced in size for use to support the canvas today. The relining canvas
probably was fitted at that time, but since it exhibited no particular

problems, it was left as is.

Provenance of the Work

The original commissioner of this work is unknown. The earliest
material documenting the existence of this work is the 1855 writing on
the stretcher bars noted above. A further label attached to the stretcher
bars indicates that this work was owned during the Spanish Civil War
by Celedonio Leyun Villanueva (1868—-1954), who served as a Spanish
senator and was originally from Navarre. That label was issued by the
Junta Delegada de Incautacion, Proteccion y Salvamento del Tesoro
Artistico of the Republican government during the Civil War established
to protect artworks caught up in the wartime chaos, and indicates that the
painting was not subject to improper seizure or confiscation. The painting
passed into the hands of Leon Villanueva’s heirs after his death, and in
2010 it was acquired by the owner who sold it to the NMWA.

Conclusion
Up until the purchase of this work, the NMWA’s collection of Old
Masters painting included only three Spanish paintings of religious

and figural subjects (El Greco, Ribera and Murillo), a considerably



smaller number than those of other nations and periods. Bodegones,
Spain’s unique form of still life painting is an important genre for the
understanding of the secular aspect of Spanish art during this period,
which is often thought to have been solely dedicated to religious art. The
NMWA held a special exhibition in 1992 to introduce this genre, and
included six works by van der Hamen.'® Thus the absence of such work
from the NMWA collection was noted as a great lacunae that has been
aptly filled by the acquisition of this important work by a master of the
genre. Further, in terms of an understanding of the development of still
life painting that was established as an independent genre in the 17th
century, up until now the NMWA collection has only had three examples
from Northern Europe. The addition of this work rights that imbalance
and provides viewers with more well-rounded, historical panorama of the
genre. To the best of my knowledge, this is the first example of a Spanish
Old Master still life work to enter a Japanese public collection.

(Yusuke Kawase)

Notes

1) The following materials are considered the basic reference works on
van der Hamen: Julio Cavestany, Floreros y bodegones en la pintura
espaiiola (Madrid: Sociedad Espafiola de Amigos del Arte, 1936-40);
William B. Jordan, “Juan van der Hamen y Leén” (PhD diss., New
York University, 1967); Juan Ramo6n Triado, “Juan van der Hamen,
bodegonista,” Estudio Pro-Arte, i (1975), pp. 31-76; Alfonso E. Pérez
Sanchez, Pintura espaiiola de bodegones y floreros de 1600 a Goya, Exh.
Cat. (Madrid: Museo del Prado, 1983); William. B. Jordan, Spanish Still
Life in the Golden Age; 1600—1650, Exh. Cat. (Fort Worth: Kimbell Art
Museum, 1985); William B. Jordan and Peter Cherry, Spanish Still Life
from Velazquez to Goya, Exh. Cat. (London: The National Gallery, 1995);
Peter Cherry, Arte y naturaleza: el bodegon espaiiol en el Siglo de Oro
(Madrid, 1999); William B. Jordan, Juan van der Hamen and the Court
of Madrid, Exh. Cat. (Madrid, Palacio Real / Dallas, Meadows Museum,
2005-06), New Haven and London: Yale University Press, 2006. The
following Japanese exhibition catalogue includes information on van der
Hamen. Yukiyama Koji and Tanabe Mikinosuke, Supein riarizumu no bi :
seibutsuga no sekai (Pintura espafola de bodegones y floreros [Spanish
Still Life and Floral Paintings]), (NMWA and Nagoya City Art Museum,
1992), NHK and NHK Promotions.

2) William B. Jordan in Exh. Cat. Madrid and Dallas 2005-06, pp. 73-74.

3) Van der Hamen frequently signed his works. However, this is the only
example of a signature in his own hand using the term “BaldeRama,”
a Hispanized version of his own Flemish-derived name. According
to observations made by Claire Barry, conservator at the Kimbell Art
Museum, the brushwork of this signature is in the same layer as the
original paint layers of the painting and thus should not be considered a
later addition. His early period signatures vary between “Vanderhamen,”
“Banderamen” and “Vander Gamen.” Given that his name appears
frequently in 17th century documents and asset catalogues as “BaldeRama”
and “Valdarrama,” while this signature is a rare example, it should be
considered authentic to the painter’s hand.

4) Included in the entry sheet written by Jordan offered by the seller of
the painting. In his 2005-06 catalogue he stated that this work dated to
1621-1623, but in this sheet he suggested the more specific date of 1621 in
the light of the restoration of the work in 2011. Cf. William B. Jordan in
Exh. Cat. Madrid and Dallas 200506, p. 108.

5) Jordan’s entry sheet identified the depicted birds. According to Jordan,
the scientific name of the Red-Legged Partridge is Alectoris rufa, Spanish
name perdiz roja. The sandgrouse’s Latin name is Pterocles alchata,
Spanish name ganga comiin.

6) It is not clear when and where van der Hamen was able to see works by
Sanchez Cotan. However, extant records state that van der Hamen’s first
still life was painted in September 1619, when Philip 11T commissioned “a
branch of fruit and game birds on canvas.” This is the same kind of still
life painting as the five works acquired by the king in the 1618 auction of
the estate of Cardinal Bernardo Sandoval y Rojas, the Grand Inquisitor
of Spain. These five works are thought to be almost surely have been
painted by Sanchez Cotan. Philip III commissioned the van der Hamen
work as a companion for those five for display in one of the day rooms of
the Palacio de El Pardo on the outskirts of Madrid. Cf. William B. Jordan
in Exh. Cat. Madrid and Dallas 2005-06, pp. 54-58.

7) William B. Jordan in Exh. Cat. Madrid 1992-93, Imitacion de la
naturaleza. Los bodegones de Sanchez Cotan, Museo del Prado, pp. 42—
43, 51-52. There is also a work thought to be a copy of that work. Exh.

8)

9)

10)
11)
12)

13)

14)

Cat. London 1995, p. 34, fig. 20.

Van der Hamen’s almost exact copies of Snyders’ works remain extant.
Cf. Exh. Cat. Madrid and Dallas 200506, pp. 103-104.

Matias Diaz Padron, “Tres bodegones identificados de Juan van der
Hamen, Felipe Ramirez y Francisco Ykens,” Archivo Espaiiol de Arte
252 (1982), pp. 382-386.

Exh. Cat. Madrid and Dallas 200506, p. 108, fig. 6.34.
Comment made in an email of March 19, 2014.

Written direction on the stretcher bars: “Forrado y [sic.] en mi poder /
Domingo 22 julio,” and written on a label attached to stretcher bars: “S.
Marin, 2°del Rl / Museo del pintura de / S.M. lo restaurd, 1° de / agosto
de 1855.” This painting was not in the collection of the Prado Museum.

Regarding the activities of this committee, see Arte protegido: Memoria de
la Junta del Tesoro Artistico durante la Guerra Civil, Exh. Cat. Curated
by Judith Ara and Isabel Argerich (Madrid: Museo del Prado, 2009). As
of July 10, 2014 this catalogue is available online at: http://ipce.mcu.es/
difusion/publicaciones/libros-arte.html

Pintura espaiiola de bodegones y floreros [Spanish Still Life and Floral
Paintings] exhibition, February 11-April 12, 1992, NMWA and Nagoya
City Art Museum, 1992, NHK and NHK Promotions. Along with the six
works displayed by the flower painter Juan de Arellano, the six works
by van der Hamen was the largest number of works by a single artist
included in the exhibition.
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Domenico Puligo (Domenico di Bartolomeo degli Ubaldini)
[Florence 1492—Florence 1527]

Portrait of a Lady as Saint Catherine of Alexandria

1520s

Oil on panel

76.8x55.2 cm
P.2014-0003

SEJEE / Provenance: Presumably Amadeo dal Pozzo, inventory of 1634,

‘Un ritratto d’una Gentildona accomodata per una S. Catterina in mano

di Domenco Puligo fiorentino. Sopra I’asso, coetaneo d’Andrea del

Sarto, longo poco piu d’un raso largo tre quarti cornise dorata’. Probably
purchased by the grandfather of one of the vendors in Berwickshire, before
1920, and thence by inheritance. Sold at Christie’s, London, 12 March 2013
(lot.no., 20).

SCHR / Literature: Christie’s London, Old Master & British Paintings,
Evening Sale, Tuesday 3 December 2013, pp. 76-77.
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Domenico Puligo, Portrait of a Woman
as the Magdalen, c. 1520-25, Ottawa,
National Gallery of Canada
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Domenico Puligo, Lady in a Turban,
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Ball State University



fEFITOWT

Fr=a 7V —IF 16 ilmp oM FfticiEE L 72 74 LYz
DHIRKTH 5, HITETHITAL, IFREL . BAD—BROH
Thote, 77— VDTEMRIUL JERE 7T 7)) — 253D
IR, BEIIEITDY P75 - T - XN T 0¥ A DT T3
L7ze YR 7 4 3ENIBHITHY | BT DOFE %2 WK TRET%
EL7zE9, 70— DRI, EARTO/NEELD
PREZERI ZEICH S OMER BIL 7207255 | 1RO 3B REHE
PHBEMZED/NZIMEHBSIZEAETHD, 7V —TIEZ DK,
TYRLT - 70 - LD LEC 72 X972, 77y —)ickiug
ST ETAABILL, 7Y RL 7 IEATTY =2 52 54,
TlTEZR T 72209, 1525 4R12 77 — DI A b D B L Al G A
BRI D, 2TARICRAMC IO L 72,

TrHF =) DT — IR BT D £ D <13 R0 %
LAIZ) D% LEI TR 723 21— 12 ) 15
LML T3, ZOFHIIDRZ IV AER, RO EIEIXIEE
MEIND L L7, ZOFRIBELELIET Y FL T - 70 -4
VMIRESICIEL 72, 18-19 HALUCIZ 7Y — 2ERD L7
YFL7OERMELTAFVRICE S L) TH S, IRIDE DT
DIF20 AL LEIZLIED Z LT, 7Y FL 7« L - POV MFFFED
EEBIT, RAITTY — T2 LR RIALED T 23 A R SR
Dz, ZLTEIPL20024EITIE 74 LYY 2 D8 T T4 —F KA
BV BRI S, HOMERZFRROBEIR 7 LOMER L
LR U 223 5 AR EE SRS RE S iz i3>, A a s, T —F -
AT VLY TAICE BB LD RBITIZTS S5 7 ) —a DI
i ESRDIGR I I,

fERITOWT

AERIF 201353 H 12 HIA T ARbNI IV AT4—X -0 Fvo
F =7 a AT ENT, PO TIHEDS b B X)o7k
B TH 5, 2RI 7Ly T AL BIERMEHERITIZINER S 0T
o, ZRLAA =7 avhyaickiud, 16345ED 774 -
FI - Ry A DFFE G HENC T 7)) — Ik 28 A5 ) Fich L
AR ) DR ENTED | AIER BN ZORUR DI\
Lo, SNSAKERZIETLHE 26N 5,

VoD ZIERI O ZYEDIED 5 LE e MRiEThh, 777
DIk BRI DN % B LTV 5, WihDZeiZ A DoV
TR OIEZR IO LD 5, TLIZH Y FUT7OHAZ ) FITH LT
WBLZED LD, BEDHIZHZVFIES7DE5H, BRDBAIC
FFED3H D . ZD/ITIFBEBR LIS 0 X9 i s i s orhic B
Z A NCIEER DA — T DIROI T 35T 5,

ATV T4 DIERESICIE, 2Ok KO R IZERN A5
ORI D, DEDBAYTIDAF S - FrariL-Xr7
V—ICATE S NS (M= 255D ) PICH L 2o 8 ) 9 (fig. 1)
HIVEDIF TN I Y — P 2 EMEHFHT D (B VAT LI
PR ) #9072, 8B O OARMER EFBROMERKI O, D7 k) iz b
7D ANDF E LD I TH B, Flevry—DFR—)L
T RFEMENCD D (F— v 2BOT L) (fig. 2) 13, &
DHADMEZRIZSAT, BEBLOBES LD —T Vi s
HOARERREIBLTED, A—T v DEDMNE S HIZFHE LU TH

20

%, BTV DT T4 — T EMETR D (BERE- £ el
HH AT ) 0 QERFOLEEAL/ECHITEB Db 2T 1, A5
Wi T 5,

7V —TRRORIZ D, B EDFHLICH > TETA—T7%
EBLUCEMZ ML P2 menous, AR Eitodle
ELIT DB EERINCREZLDEZE AL L) AfEMIZET,
RADHTH 7V —TDREZ LR LTS, Ve —VIE 7)) —
W, B SBEDDPDP TP DEINNROMLTEE T 5D FE
LI ERRT0 B, fERD SIS BTS2, ZOBEL
IR DAL G Sz ) B3, TOETEIFF SIS
ALEEICHYTITE S, LELOBBERE /RS TRTIS20 R D
EINT0LIED S RIEMDH SR CEICERE T 2 ZEp351]
HThrI, (Cisrikes i)

it
i
1) G. Vasari, Vite, ed. G. Milanesi, Firenze 18781885, vol. 5, pp. 247-254.

2) A%¥aZiZLLF, E. Capretti et al., Domenico Puligo (1492—1527): un
protagonist dimenticato della pittura fiorentina, catalogo della mostra,
Firenze 2002. 71 7°L v 74 DG EMEMEERIZLLT,  E. Capretti,
“Domenico Puligo, un protagonista ‘ritrovato’ dell’arte fiorentina del
Cinquecento”, in Domenico Puligo (op. cit.), pp. 24—53.

3)  Capretti, op. cit., p. 48, n. 41; E. Capretti in D. Franklin (ed.), Leonardo da
Vinci, Michelangelo, and the Renaissance in Florence, exh. cat., National
Gallery of Canada, Ottawa 2005, pp. 171-172, n. 50.

4)  Capretti, op. cit., p. 49, n. 50.
5)  Capretti, op. cit., p. 47, n. 36; Capretti et al., op. cit., pp. 116—117, n. 24.
6) Capretti, op. cit., p. 46, n. 18; Capretti et al., op. cit., pp. 82-83,n. 9.

About the Artist
Domenico Puligo was a painter active in Florence in the first quarter of
the 16th century. He came from a family of craftsmen; his grandfather
was a goldsmith and his father had a forge. According to Puligo’s
biography in Vasari’s Lives, he first apprenticed in the studio of Ridolfo
Ghirlandaio. Ridolfo is said to have been a superb teacher who was
able to discern and enhance a student’s strong points. During his studies
Puligo himself seems to have discerned that his forte was in small-scale
works for private patrons, and thus today the majority of his extant works
are small-scale oils depicting the Madonna and Child or portraits. After
his studies Puligo worked in the studio of Andrea del Sarto. According
to Vasari, he was quite close to del Sarto, and del Sarto would give him
advice on the execution of works. In 1525, Puligo registered with the
Compagna di San Luca painters guild in Florence. Unfortunately, he died
from the plague soon after in 1527.

Vasari did not rate Puligo very highly, and noted that since he enjoyed
a social life, he did not apply himself diligently and hence did not rise to
the first rank of painters. Later generations took up this evaluation and
this has meant that Puligo has been largely overlooked, and his works
have frequently appeared as attributed to del Sarto. In the 18th to 19th
centuries many of Puligo’s works were taken to England mistaken for
pieces by del Sarto. This situation changed in the latter half of the 20th
century, when advances in the study of del Sarto meant that gradually
attempts were made to position Puligo in the history of art. Finally an
exhibition of his works was held in the Galleria Palatina in Florence in
2002. His life and arts were confirmed by comparisons with those of his

contemporaries, and Elena Capretti published a catalogue raisonné of 75



works by Puligo at the end of the exhibition catalogue.?

About the Work

This work first became known to the art world when it appeared in
a Christie’s, London, auction on 12 March 2013. As a result it is not
included in Elena Capretti’s catalogue raisonné. However, according to
the auction catalogue it was published in Amadeo dal Pozzo’s collection
catalogue in 1634 as, “Un ritratto d’una Gentildona accomodata per una S.
Catterina in mano di Domenco Puligo fiorentino....” Given that there are
no other known works of this iconography, this painting is thought to be
the one published in 1634.

The painting portrays a woman seen from the hips up in a three-
quarter-turned pose, a style based on Raphael’s portraits. The woman is
accompanied by a knife-edged cart wheel and hemp palm branches that
indicate that she is St. Catherine of Alexandria. It seems likely that the
sitter was also named Catherine. There is a round pillar behind the figure
and a chapel-like structure appears beyond walls amidst a landscape,
while a green curtain hangs down from the right.

Capretti’s catalogue raisonné includes two paintings that closely
resemble the character of this work, one the Portrait of a Woman as
the Magdalen® (fig. 1, National Gallery of Canada) and the second the
Portrait of a Woman as St. Barbara® (Hermitage Museum). Both works
show the same composition as seen here, with the women dressed in
similar clothes accompanied by the attributes of their respective saints.
Portrait of a Lady® (fig. 2, David Owsley Museum of Art - Ball State
University) shares the background features of a round column, landscape
by a wall and green curtain, with the curtain’s drapery folds essentially
the same as seen here. This work also shares the posture of the Madonna
and the opening on the left seen in the Madonna and Child with St. John
the Baptist® today in the Galleria Palatina in Florence.

Clearly these works indicate that Puligo used a set composition
and varied the motifs depicted in line with the wishes of each work’s
particular commissioner. Thus we can say that this work, along with
those described above, reveal one aspect of his working method. This
work also fully indicates his stylistic characteristics. Vasari noted that
Puligo softened the expression of the background of the figure as if it
were veiled in mist. The outlines are missing from the work, and given
that this lovely work was highly valued during the painter’s lifetime, we
can say that Vasari’s comments apply also to this piece. Given that the
above noted related works are all dated to the 1520s, we can suggest that

this work was also painted around this same time.  (Shinsuke Watanabe)

Notes
1)  G. Vasari, Vite, ed. G. Milanesi, Florence 1878—1885, vol. 5, pp. 247-254.

2) See the catalogue in E. Capretti et al., Domenico Puligo (1492—-1527):
Un protagonista dimenticato della pittura fiorentina, exh. cat., Florence,
2002. See Capretti’s essay and catalogue raisonné found in E. Capretti,
“Domenico Puligo, un protagonista ‘ritrovato’ dell’arte fiorentina del
Cinquecento,” in Domenico Puligo (op. cit.), pp. 24-53.

3) Capretti, op. cit., p. 48, n. 41; E. Capretti in D. Franklin, ed., Leonardo da
Vinci, Michelangelo, and the Renaissance in Florence, exh. cat., National
Gallery of Canada, Ottawa, 2005, pp. 171-172, n. 50.

4)  Capretti, op. cit., p. 49, n. 50.
5) Capretti, op. cit., p. 47, n. 36; Capretti et al., op. cit., pp. 116—117, n. 24.
6) Capretti, op. cit., p. 46, n. 18; Capretti et al., op. cit., pp. 82—83, n. 9.
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Maurice Denis [Grandville, Manche
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Portrait of Teizaburo Kuga

c. 1925

Pastel on paper
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Inscribed lower right: MAU.DENIS

Donated by the heirs of Mr. Teizaburo and Taro
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Maurice Denis

Portrait of Tazuko Kuga
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Pastel on paper
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Donated by the heirs of Mr. Teizaburo and Taro
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Maurice Denis

Portrait of Taro Kuga

1925

Pastel on paper
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Maurice Denis

Portrait of Mr. and Mrs. Kuga

1925

Watercolor on paper

35.9x43.4 cm

Inscribed lower left: Maurice Denis 25; lower right:
MAVD

Donated by the heirs of Mr. Teizaburo and Taro Kuga
D.2014-0005
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Luca Hasegawa [Tokyo 1897 —Tokyo 1967]
Portrait of the Kuga Family (Teizaburo,
Tazuko, Taro, Isao)

1926

Oil on canvas

60.9%x50 cm

Signed and inscribed lower left: JREHEEAIEZ OO
TILE /RS / L HASEGAWA

Donated by the heirs of Mr. Teizaburo and Taro Kuga
P.2014-0004

= RAALHE 1886 — HiA{1974]

GO RIH DK ER )

19244

W, T 7 A

36.5%x44.3 cm

FERIZ B4 LA T. Mikami / 1924
ABHE BRI, AR ERFGAE R & O 25

Tomoharu Mikami [Tokyo 1886 —Tokyo
1974]

Taro at the Villa on the Coast

1924

Oil on canvas

36.5%44.3 cm

Signed and dated lower left: T. Mikami / 1924
Donated by the heirs of Mr. Teizaburo and Taro Kuga
P.2014-0005

ITAIZVR LRV T[TV EY=7 27T

V1864 -7 1y +1936]

(Fr=7mL)

19214

A7 (?) R

33%x23.5cm

JE T IZH#AZ En trés cordial souvenir / a M) Kuga; 457
T2 H#IA A St Floret—Auvergne/ 7111921 / Clementel
AFHE BRI, BB G & O Z

Etienne Clémentel [Clermont-Ferrand 1864 —
Prompsat 1936]

St-Floret

1921

Ink (?) on paper

33x23.5cm

Inscribed lower left: En trés cordial souvenir / & M)
Kuga; lower right: St Floret —Auvergne/ 76’1 1921 /
Clementel

Donated by the heirs of Mr. Teizaburo and Taro Kuga
D.2014-0001

AT 111898 -1991]

(B2 EKHERY

IKF, ik

1926 4EH

19.6x13.7 cm

AP BRI, A ER GRS M & b 7

23

P.2014-0005

P.2014-0004




Tazuko Kuga [1898—1991]

Monet and Taro

Watercolor on paper

c. 1926

19.6x13.7 cm

Donated by the heirs of Mr. Teizaburo and Taro Kuga
REF.2014-0001

(Eas

(=% —VOUERFDORIE)

W, AT A

65x54 cm

1o Nic#HiA A dapr. Mignard ; 77> 77 7 A B2 A A ' Monsieur Kuga / Avec
félicitation & / sa décoration de Légion / d’honneur / Tokuzo Fukuda / le 28 juillet
1925

AF = BB EG, K BB ECARIE fR & D i

Artist Unknown

Copy after Mignard, Madonna and Child

Oil on canvas

65x54 cm

Inscribed lower left: d’apr. Mignard

Dedicatory statement on canvas verso: Monsieur Kuga / Avec félicitation a /
sa décoration de Légion / d’honneur / Tokuzo Fukuda / le 28 juillet 1925
Donated by the heirs of Mr. Teizaburo and Taro Kuga

REF.2014-0002

SalDZFRVEN 9 i, 7T v AZERIROYMNR ELT192248
25 1927 4RI TIICES L AT =1 (1886-1959) it
BmO—EBTHY . TRk B O AT AR FCAHE 1
POTFHOHELHD R INTHDTH S,

AFEZ RIS OWTIE, KHUB R B0 T A 24T 2 > 7T
BObDD, 77 VAR, 7R —F - EXPE—VYA-F= TV
Vw74 A, 2 UCH S ZORERP RIS, IR =85, HIAD
MR LEDZHRPLIBICL>THISN D, 7o, Bl ->TZ
TATTEREB L) TRIZ 2R, HIEED D ICFT LI HAADD
EDELTHEERANYTHS, T TSI AT AL 7> av)
5lE, BRSPS VEDIIRTHHISGIE 7 7V ADBUIAR 74 =
VXL TN ARG ETICRS Ay P o ) G, A
7 A /1915-204E W /P.2003-0001) >, LA + V=7 <<Iﬁﬁ
PE M AT E R S SR T 7 m L) (Zy T2 7 /19254 /
G.2005-0019) 23 U AFRAER X D &SN TW 5,

E—YR FoICL B3I RDRSATIUERE L HDOKE, ZLTE
BB OMBIEENS ALEZ— K2 M icboTh s, Ak
ROEFNAEA TR FZFERDFAT-RKEMD G\, FE-H
W2 AR E  KIESBADMNEGVELTED, 204 Kl
BZOAHRD S RN NIBDEL), B, F=IZZD 48D
E3DUCH AT = B2 O 7 MR | HEF23TT0s, e, AT
Uy 7{EE DMK & LTE A DRI filax, HATHHT7L
A2z F 3 72 ZETRIS AR AL, 1920442312
WEL B ATKREH B DX Z T LB 26N 5, AREDM
DB FRER PRI - :J:%uiﬁccourc I5HTIEHEDHIS
WTOZRA3, 192425 4E IS TR —my SICHIfELTEY | Mk
IS AFRD S22\ i %“(@Ok*)“(%ot_t#iﬁrﬁﬂéhé

SRIOFMITIE, 7T 2 7 VERIT K B A0 R 21555
ZLUTHARABRICE A EMDEENTR 5D, WL 20 4]
HHOHALI—vy 8O, ANND7%230 25 IC{B2 5 EE %
bDTH b, INSDEEMEHIZOVTH, AFkaLriarelLT

24

—HEL TR ANS LT, ERNEEE LILL, 9B oF AN
N7 B 53T ThD, ZDILEREABRKDORET - K%
RO 7 AT O HNE, FEXOMZE ((EXDOMHER)) 23
BUE, =By & VEMIEICHTEIN O, EBLOREOD
EEBRO R EHEMIZ NS 1926 4E 5 H24 HF DG ES | 410, Mffid
MEE R Yy — B b THF M I N, o, AT ZEEADRR
e b OFR (=70l ) DMEE Ly TV TR, AFRE
ZERo I kU, BRETI Y or gV EME IR ST
WHavryarvzHICLT0S, INFaL 7y a icBIF 2 A,
L2y T VOENEINE T o B nibl->TE 6T, ZoF %
BEL T, S, ERICGHEZED N ENH D, Bk, L—T)ILFE
MRS T 2 2 = v — )L O BRFFRICIED EH A DRG]
V&, AT P AED 1925457 H28 HFOfikEE» 5. HADRF D
BN EL LTRIS N, BERERERE (Bl - —WR%E) PEIE
KEE T2 AT L 7R = (1874 -1930) b ATk ALY A v -
RR—VZEDOEGR SN EDNDPD, 57D DRTiIEEZ
S MIFAIERE L 7 R B RER ARSIl 2 D 7259

(BHE < 2)

REF.2014-0001

The nine works in this donation are part of the collection of Teizaburo
Kuga (1889-1959) who lived in Paris from 1922-1927 as the first
Chief of the Paris branch of the Mitsubishi Trading Corporation. These
works were inherited by Teizaburo’s son Taro, whose heirs in turn have
bequeathed these works to the NMWA.

Teizaburo Kuga is known not for assembling a large art collection, but
rather for his interactions with and support for both French and Japanese
painters during his time in France, including such well-known figures
as Claude Monet, Maurice Denis, Henri Matisse, Shigetaro Fukushima,
Tsuguharu Foujita and Tokusaburo Masamune. He was also in close
contact with Kojiro Matsukata, whose collection forms the basis for the
NMWA, and is important as one of the Japanese residents in France who
accompanied Matsukata to art dealers. Taro Kuga has previously presented
two works to the NMWA, namely 4 Flock of White Storks Flying Against
the Sun (oil on canvas, ¢. 1915-20, P.2003—0001) by Etienne Clémentel,
a French politician known for his interactions with Monet and Rodin,

and Exposition internationale des arts décoratifs et industriels modernes:



Diplome Commémoratif (etching, 1925, G.2005-0019) by Louis Rigal.
Three pastels and watercolor by Maurice Denis, and an oil painting by
Luke Hasegawa all depict members of Teizaburo Kuga’s family. Denis
lived near the Kuga family and was introduced to them by Monet. Denis
taught painting to Teizaburo’s wife Tazuko, and was otherwise involved
with all members of the family. It is likely that Denis presented these
four works to the family. Denis painted one other portrait of Teizaburo.
Luke Hasegawa was a Catholic painter who produced numerous works
on religious themes, and is known for having produced the first fresco
work in Japan. It is thought that he received support from Teizaburo
when he lived in Paris in the 1920s. While little is known today about
Tomoharu Mikami, a Western style painter who created the image of the
Kuga family’s cottage, it is surmised that he too was one of the painters
supported by Kuga, during his stay in Europe from 1924 through 1925.
This donation includes works by amateur painters and a commercial
copy along with works by Japanese painters, but all are important
today for the information they convey about the cultural and human
connections between Japan and Europe during the early 20th century.
These study works received along with the Kuga collection will be
useful for their historical insight for future studies. An oil painting,
Portrait of Monet, of the same composition as the watercolor by Tazuko
Kuga depicting Monet and her eldest son Taro, is today in the Musée
Marmottan. Also, a photograph dated May 24, 1926, which it is surmised
to have been the basis for both the oil painting and the watercolor, was
presented to the NMWA Research Library. According to Teizaburo’s
memoires, Clémentel — who produced the St-Floret drawing which
bears a dedication to Teizaburo — saw the Matsukata Collection on
deposit at the Musée Rodin in Paris before World War II. Prior to this
donation the role played by Kuga and Clémentel in the Matsukata
collection has not been fully understood. This donation provides an
opportunity for further careful investigation of this matter. In another
case, the unknown artist copy of the Madonna and Child by Mignard
in the Louvre bears a dedicatory inscription on the back of the canvas
dated July 28, 1925, and thus we know that it was presented by Tokuzo
Fukuda (1874-1930) — who taught at both the Tokyo Higher School of
Commerce (present-day Hitotsubashi University) and Keio University
and is known as a groundbreaking presence in the study of economics
in Japan — to Teizaburo in honor of his receiving the Legion of Honor.
Their connection can be thought to date back to their shared time at the

Tokyo Higher School of Commerce. (Megumi Jingaoka)
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List of New Acquisitions

(%2 / Paintings]

TYRLT TN (RGT VRV 75—
Zan-7y 750 F 2 A7) [1486-1530]
(®RET)

1516 46

M, (R 77)

89%66.6 cm

Andrea del Sarto (Andrea d’Agnolo di Francesco)
[1486-1530]

The Madonna and Child

c. 1516

Oil on poplar

89x66.6 cm

P.2014-0001

TTV NV TN TR [1596-1631]
(YR LB D& 2 )

WE, 72

75.4x144.5 cm

Juan van der Hamen y Leon [1596—-1631]

Still Life with Basket of Fruit and Game Fowl

Oil on canvas
75.4x144.5 cm
P.2014-0002

FAZa - FY=T(RHFX=2F4 9Lk
TR Ty LT — =) [1492-1527]
(PLIY YU T7OHE A ) F 2355 I AD
ELEY)

1520 FR

. B

76.8x55.2 cm

Domenico Puligo (Domenico di Bartolomeo
degli Ubaldini) [1492-1527]
Portrait of a Lady as Saint Catherine of
Alexandria

1520s

Oil on panel

76.8%55.2 cm

P.2014-0003

EANEEAI[1897-1967]
(ARG D MR (E =1 TS T KER JHERRY))

1926 4

Wk, Av 77 A

60.9x50 cm

IR S HBEG, A RBECAHE 2 & D 2rie

Luca Hasegawa [1897-1967]

Portrait of the Kuga Family (Teizaburo, Tazuko,
Taro, Isao)

1926

Oil on canvas

60.9x50 cm

Donated by the heirs of Mr. Teizaburo and Taro Kuga
P.2014-0004

= RANAL1886-1974]
CGEEADRITEDKER )

1924 4

W, #7772

36.5x44.3 cm

AFRE = BRI, BRI X 0 250
Tomoharu Mikami [1886-1974]
Taro at the Villa on the Coast
1924

36.5%44.3 cm

Donated by the heirs of Mr. Teizaburo and Taro Kuga
P.2014-0005

* AR—BITI3 2014 CPAR26) IO L 7= (ER D ) B | KRR, SRRECER, IS 2 18T L 72 (525

TERZERC) .

[%4i / Drawings]

IFATYR 7Ly TIL[1864-1936]
(Fyv=7m1)

19214F

A2 7(?), #it

33x23.5cm

AFRHE BRI, AR EBEGAIE R & O ZF
Etienne Clémentel [1864—-1936]
St-Floret

1921

Ink (?) on paper

33x23.5cm

Donated by the heirs of Mr. Teizaburo and Taro Kuga
D.2014-0001

E—Y A F=[1870-1943]
(ABH=MDHEG)

1925 4FbH

ISAT, MG

33.5x24.8 cm

AT Z BRI, KBREHE X D 25
Maurice Denis [1870-1943]
Portrait of Teizaburo Kuga
c. 1925

Pastel on paper

33.5x24.8 cm

Donated by the heirs of Mr. Teizaburo and Taro Kuga
D.2014-0002

E—URF=
(ATRHB T OHER)
1925 412

IRAT I,

32.9x26.1 cm

AF B BREG, AR AR ECAHE % X b 27 i
Maurice Denis

Portrait of Tazuko Kuga
c. 1925

Pastel on paper

32.9%26.1 cm

Donated by the heirs of Mr. Teizaburo and Taro Kuga
D.2014-0003

YR F=
(AFEARERD )
19254

2RATIL,

33.5x24.8 cm

AP BRI, AR BB FCAHE 7 & D 25
Maurice Denis
Portrait of Taro Kuga
1925

Pastel on paper
33.5%24.8 cm

Donated by the heirs of Mr. Teizaburo and Taro Kuga
D.2014-0004

E—YRF=
(ABRFZEDOHH)

19254

IKRF

35.9x43.4 cm

AEHE BRI, AR ERFCAE 7 & O 75 W
Maurice Denis

Portrait of Mr. and Mrs. Kuga
1925

Watercolor on paper

35.9%x43.4 cm

Donated by the heirs of Mr. Teizaburo and Taro Kuga
D.2014-0005
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[l / Prints]

AR T F—F () [1472-1553]
(2= NI WOWTTHBICELY 7T T)
1506 4

AR
18.1x12.5 cm

Lucas Cranach the Elder [1472—1553]

Saxon Prince on Horseback with the Coburg
Castle in the Background

1506

Woodcut

18.1x12.5 cm

G.2014-0001

WARTT—=F(R)

(=7% D=0 7TOHER)

1506 4F

N

24.2x14.2 cm

Lucas Cranach the Elder

The Ecstasy of St. Mary Magdalen
1506

Woodcut

24.2x14.2 cm
G.2014-0002

TATVLER T a—5—[1471-1528]
(FRZoW YA L7410 A)
15214¢

VTV —="1 T

11.8x7.5 cm

Albrecht Diirer [1471-1528]
St. Christopher Facing Right
1521

Engraving

11.8%7.5 cm

G.2014-0003

)bl X)) 2[1821-1868]
(v Lth)

1862 4F

Iy Fvy

29.6x12.1 cm (i~}

Charles Meryon [1821-1868]
Chantrey Street

1862

Etching

29.6x12.1 cm (image)
G.2014-0004

vrLV7 -7 L8 [1822-1885]
(bn3gh)

1883 4F

TyFv

18.4x11.8 cm ([i~F)

Rodolphe Bresdin [1822—1885]
My Dream

1883

Etching

18.4x11.8 cm (image)
G.2014-0005

27 A7) H—[1857-1920]
(P 7 37 (VU)o - FHEZE(D))
1907 4 R

~NYA T T E 2—)L (G E M)

53.8x35.7 cm

Max Klinger [1857-1920]

<Epithalamia>: Title sheet (1)
Published 1907
Heliogravure



53.8x35.7 cm
G.2014-0006

RV IR T VI —
(FxE5 7 7 (B0 4 HRHE)
19074 Hikik

AN T E 2=V (G EMIR)
53.8x35.7 cm

Max Klinger

<Epithalamia>: Title sheet (2)
Published 1907

Heliogravure

53.8x35.7 cm

G.2014-0007

VIR TSI —

(Fxey 727 BUEH) . :(1) 7E—NET
>l

1907 45 ik

NYATFE 21—V (GHEMR)

53.8x38.4 cm

Max Klinger

<Epithalamia>: (1) Amor and Psyche
Published 1907

Heliogravure

53.8x38.4 cm
G.2014-0008

VIRV —

(Txvs 727 (BsHK) 4 (2) B2
No. 1: 7E—LDF LD )

1907 4F ik

ANYFTFE 2—)L (G HEMR)

53.8%35.7 cm

Max Klinger

<Epithalamia>: (2) Intermezzo from Amor’s
War No.1

Published 1907

Heliogravure

53.8x35.7 cm
G.2014-0009

2T ATV
(Txes 727 (BHK) 0 < (3) Sz
No.2: 7E—ILDFHLD)

1907 £E 1R

ANVF T T E 2= (GEMK)

53.8x35.8 cm

Max Klinger

<Epithalamia>: (3) Intermezzo from Amor’s
War No. 2

Published 1907

Heliogravure

53.8x35.8 cm

G.2014-0010

VIR T) I —

(T 727 (BUEHKR) 5 < (4) H—lHZ%E
No.3: 7E—LDFLD)

1907 4R

ANUF T FE 22— (GEMK)

53.8x35.8 cm

Max Klinger

<Epithalamia>: (4) Intermezzo from Amor’s
War No. 3

Published 1907

Heliogravure

53.8x35.8 cm

G.2014-0011

Ty IR -
(P 7 27 (BUEH) 2 1 (5) A2
No.4: 7E—ILDFNED )

1907 4 AR

ANYAYTFE 21—V (GEMR)

53.8x35.8 cm

Max Klinger

<Epithalamia>: (5) Intermezzo from Amor’s
War No. 4

Published 1907

Heliogravure

53.8x35.8 cm
G.2014-0012

RO SF NG

(Tey 727 (BUEHK) 5 2 (6) H[HIZ
No. 11 buA 7OBMWOMKED )

1907 4FHifR

NYATFE 21—V (G HIMR)

53.8x35.8 cm

Max Klinger

<Epithalamia>: (6) Second Intermezzo. The
Birth of Troian Disaster No. 1

Published 1907

Heliogravure

53.8x35.8 cm
G.2014-0013

RYIATY I —

(Tey 727 (BUEH) o :(7) B fHZE
No.2: baA 7OBMDIRED )

1907 4FHifik

YA 7 E 12—V (G HEMR)

53.8x35.8 cm

Max Klinger

<Epithalamia>: (7) Second Intermezzo. The
Birth of Troian Disaster No. 2

Published 1907

Heliogravure

53.8x35.8 cm
G.2014-0014

RV IARTY I —

(Txes 7 <7 (BLsH) 5 < (8) I
taA 7OBMOIRED No. 3)
1907 4R Hifk

~UF T FE 2=V (G EMR)

53.8x35.8 cm

Max Klinger

<Epithalamia>: (8) Second Intermezzo. The

Birth of Troian Disaster No. 3

Published 1907

Heliogravure

53.8x35.8 cm
G.2014-0015

VIR I —

(T8 7 37 (B 5 2 (9) H[RIZE
taA 7 OBRDIRED No. 4)
1907 4R Hifik

VAT FE 2=V (G EMR)

53.8x35.8 cm

Max Klinger

<Epithalamia>: (9) Second Intermezzo. The
Birth of Troian Disaster No. 4

Published 1907

Heliogravure

53.8x35.8 cm
G.2014-0016

RYIATY VI —

(Trey 727 (BUEHR) 5 :(10) B2
taA 7OBMOIHED No. 5)

1907 4FHifk

~NYA T T E 22—V (G HEMR)

55.2x37.3 cm

Max Klinger

<Epithalamia>: (10) Second Intermezzo. The

Birth of Troian Disaster No. 5

Published 1907

Heliogravure

55.2x37.3 cm
G.2014-0017

2 IR H—
(TxEs 7 <7 (U)o < (1) E[H%
~oAg 7 OBBOHED No. 6)

1907 4R ki

NYFTFE 21—V (G EIMR)

54.8x36.4 cm

Max Klinger

<Epithalamia>: (11) Second Intermezzo. The

Birth of Troian Disaster No. 6

Published 1907

Heliogravure

54.8%36.4 cm
G.2014-0018
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VIR I —

(Fres 727 (B o < (12) B HI2E
trA 7OBROEED No. 7)
1907 4 il

VAT FE 22—V (G EMR)

56.9x41.4 cm

Max Klinger

<Epithalamia>: (12) Second Intermezzo. The

Birth of Troian Disaster No. 7

Published 1907

Heliogravure

56.9x41.4 cm
G.2014-0019

RYIAR TN VI —

(TEey 77 (BUEHR) o < (13) M
taA 7OBMDIEED No. 8)

1907 4FHiR

~NYA T FE 12—V (G EIMR)

56.7x40.5 cm

Max Klinger

<Epithalamia>: (13) Second Intermezzo. The

Birth of Troian Disaster No. 8

Published 1907

Heliogravure

56.7x40.5 cm
G.2014-0020

RV IR TNV —

(TEy 737 (BUEH) o 1 (14) M7=
taA 7OBMDIHED No. 9)
1907 4 ik

~NYA T FE 12—V (G EIMR)

53.8x38.2 cm

Max Klinger

<Epithalamia>: (14) Second Intermezzo. The

Birth of Troian Disaster No. 9

Published 1907

Heliogravure

53.8x38.2 cm
G.2014-0021

VIR T) I —

(Fxes 7 37 (B 5 < (15) B2
trA 7OBHOHED No. 10)
1907 4

YA T FE 12—V (G HIMR)

54.8x39 cm

Max Klinger

<Epithalamia>: (15) Second Intermezzo.
The Birth of Troian Disaster No. 10
Published 1907

Heliogravure

54.8%39 cm
G.2014-0022

S s 7L bR [1846-1925], LY 79
bRV A = e 7 7 e LA v (5D
[1606-1669]

(%)

1886 4F

Iy FT FIAHRA Vb, A

69.3x84.5 cm (IH~}) ; 73%97.5 em (#€~)
Charles Waltner [1846—1925], Rembrandt
Harmensz. van Rijn [1606—1669] (after)
The Night Watch

1886

Etching, drypoint on Japanese paper

69.3x 84.5 cm (image); 73%97.5 cm (sheet)
G.2014-0023

IR 7ILR L 7[1863-1944]
(wFr7)

1895/1902 4%

VE757 7Ly yya- A7 LA 85— Flff
55.6x35.2 cm(Wi~]) ; 59.4x43.2 em (#&-])
Edvard Munch [1863-1944]

Madonna

1895 /1902

Lithographic crayon, tusche, scraper on Japanese
paper

55.6x35.2 cm (image); 59.4x43.2 cm (sheet)
G.2014-0024



JEE 2
Exhibitions

Crv 7y hu—ITYRALEFHEDEIL
Jacques Callot: Theater of Realism and Fantasy

2201454 H8H-6H15H
A ENZVGFESEMI / BioeH
AGEH 57,701 A

Duration: 8 April — 15 June 2014
Organizers: The National Museum of Western Art / The Yomiuri Shimbun
Number of Visitors: 57,701

Prv - ani, 1T 7 7 AR RET AHIKEZ TH S, 1592
FlzaL —XREOEHF v — I EN, HEHIA YU 7B
IHRWT, B—2, EBIZ74 LY 2 THIHEZ AL, 741y Y=
TPV AT FRICEA SN, BEMNSHR L UCHER X v
VTR, BH#ETH I AT F RO AT 2D, Tl
vl —XNENCE S 7513 ) K9 Rz 2 /o3 i 9 2 H et
EBHEMIS NS, Ll KEBICGEEOBIAS 26 b X %2321) 5 &
HTHD 1635 4EICHET 5 TREIMICTGE B 2 HiE 1T 72, AmdiikL
TR BRI, BEOHEE RO LI EDS | BT
B OO VR, BEPY T Y — Y2 bDLEER b
D, FVAMEUR, FARROMELZ FEE L 72b o, oI E
THIKIC D5, ZDIEMEED O, KIS DI Sz
BOBZDOERI L%, R/ R T A2 THBICE AL REA~DE
% LTINS ZEMNTES, £io, ARIIREEFED TRICE>T, &
OO TYE G0, ZAUCE ARG B OLBI 2 BRI L7z
ZETHHIGNTWS, INbAufEOEEZKIICHZ-oTwSE
B2,

JEEE ST, YA T 259400 5D A B ORI O 5% X
Z220 15280, WD SR ICE 2 A n DIEH OS2Il - 72,
InELbic, ZOEHOFHEIL LR O SO M 2 E %S
LEFRDICTAIE2AB L, $THIE m—<, 2L T4y
VI TR, AY VT TIEFER RO IWIAD MR, BE AT 75 T 2
T4 FROMIG ) TIEA T FRKOEIER SIS & LRSI L 72
FHDIFREMAN L7, ZLTAPY TR EnL — X E D%
BRZLOEM B 77 Ay —7b 2T EIVE TrL—2
DEE T, v — 2R FER B OISEI R (G A 7, SOICFEHTEED
SRR -7V B TR REE &FodEE (OR)) iz
RELZEE VI TS 230), b0 READIEDH D3k
7o R RIE A2 B BV P75 VILE TSR CIRE S E o Ko7,

ARIREXZ, RHELE - BmEHD DD, SNETHIIL D

28

NI TE AR>S fDhnlEaL 7y a v 2 EEOTH
NTHEVHBHDOSOEBELERZLDLDTH o7, 7221,
HEVIBIRDTE Y v VDR Th Tl KfFZ OB
BT I F X LRBBIETH -7, ZORADUEDELT,
ST, BN Z RS L 2V 2B L7, ZhEEbi,
EbOTHE IR G INIAu DR O %23 I BELTH 5
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Jacques Callot (1592—1635) was one of the major copperplate print artists
in 17th century France. Born in Nancy, then the capital of the Duchy of
Lorraine, he traveled to Italy at an early age to study art, refining his skills
in Rome and Florence. In Florence, he was taken up by the Medici family
and built a successful career as a printmaker to the court. After the death
of his patron Cosimo II, Callot returned to his native Lorraine and there it
is surmised that a series of misfortunes meant he was unable to establish
a position for himself. Gradually, however, he began to receive orders
from the elite in other countries, amongst others, and actively continued
his artistic production until his death in 1635. The massive number of
works left by Callot ranged from series showing the achievements of
the lord, to festivals sponsored by the court, bustling urban life, actors,
theaters, the poor, Christian subjects, contemporary wars and battles, and
landscape scenes. At times these works turned an acute eye on the society
of the day, and at times he tended to express his images in richly fantastic
and even grotesque terms. Callot’s adroit use of techniques allowed him
to depict extremely detailed imagery, and he fully explored the potential
of ever-changing, richly expressive linework. Indeed, these technical
achievements can be considered one of the important fascinations of
Callot’s oeuvre.

The exhibition presented approximately 220 prints drawn from
the NMWA’s holdings of around 400 works by the artist, tracing his
activities from his earliest period to his final years. The exhibition also
aimed to provide an understanding of his expressive characteristics and
how he turned his gaze on various aspects of the society of his day. The
exhibition consisted of seven sections: Section I: Rome and Then to
Florence, with early period works from his study years in Italy; Section
II: Printmaker of the Medici Court, introducing his fame as the court
appointed printmaker for the Medici family; Section III: Outsiders,
provided a link between his Italian period and his Lorraine period;
Section IV: The Ducal Court of Lorraine, examined his activities after
his return to the Duchy of Lorraine; Section V: Religion, presented
various works on religious themes; Section VI: War, featured his The
Large Miseries of War series; and Section VII: Landscapes, turned to his
fascinating landscape prints with their expanse of gentle atmosphere.

This exhibition was meaningful as an introduction to the NMWA

collection of Callot prints which had only been exhibited previously in

partial form. And yet, given that NMWA audiences are less experienced
with the print medium, various strategies were needed to attract the
interest of visitors. One such experiment was the use of panels explaining
printmaking techniques in the galleries. Magnifying lenses were also
provided in the gallery so that visitors could see the extremely detailed
depiction in the prints. Thanks to the cooperation of Dai Nippon Printing
Co., Ltd., a device was placed in the galleries to present close-up views
of print details. While audience reaction was generally favorable, an
unexpectedly large number of the magnifying loupes were not returned
after use. In future experiments using such devices in the gallery, efforts
will have to be made to prevent such loss.

As another means of heightening interest in print exhibitions, the
Callot exhibition was shown concurrently with the exhibition “Voices
Calling from the Unusual: Hirano Keiichiro’s Selection of Western Art
Masterpieces.” Visitors had to pass through the Callot exhibition to
reach the Voices exhibition, but there does not appear to have been any
difficulty with this routing. Of course this also meant that most of those
headed to the Voices exhibition stopped to look at the Callot exhibition.
Thanks to the effects of these various efforts, a much larger audience than
expected was able to enjoy the Callot exhibition. (Asuka Nakada)
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Voices Calling from the Unusual: Hirano Keiichiro’s Selection of Western Art Masterpieces
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Duration: 8 April — 15 June 2014
Organizers: National Museum of Western Art / Yomiuri Shimbun
Number of Visitors: 57,701
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Taking a different approach, a guest curator was invited by the NMWA to
plan and select the works for this exhibition. The author Hirano Keiichiro
curated this first exhibition of this novel type. Hirano debuted in 1998
with the novel L Ecripse, and has since published numerous works based
on his deep understanding of Western culture. At the same time, he also
conducts visual experiments within his novels, changing the spacing
between characters, introducing a section of blank space and other means
of challenging readers’ concept of visual perception. As his theme for
this exhibition Hirano selected Voices Calling from the Unusual, a place
to work from his deep knowledge of and interest in Western culture. The
exhibition presented 32 works, 31 from the NMWA collection and one
from the Pola Museum of Art. It was held in one corner of the Special
Exhibition Galleries concurrently with the Callot exhibition, with a single
ticket granting entry to both.

The opportunity for this experiment was brought about by worries
about the NMWA exhibition programs. Given the Museum’s need
to raise a profit from its exhibitions, a special emphasis is placed on
large exhibition projects co-organized with newspapers or television
companies. While this is a time-tested system, there is the risk that
financial difficulties in co-organizing companies might jeopardize
exhibition quality, or the ability to obtain exhibition co-organizers.
Further, the NMWA regular audience includes a large number of middle-
aged and older visitors who are repeat visitors, but few young people
visit. With visitors mainly coming in for special exhibitions, there is the
tendency for fewer opportunities to introduce works from the Museum’s
own holdings. Because of the view that co-sponsored exhibitions bring
in visitors, ironically, it has become harder for the Museum to hold more
scholarly exhibitions solely through its own funds, as compared to those
held by other national art museums. Thus there has been a growing risk
for NMWA exhibitions to be caught in this trap.

Given this current situation, we decided to try something radical and
new, organizing an exhibition based on NMWA collection works that
reveals a new aspect of those works, and thus draw in an audience that
has not previously had any connection with the museum. It was hoped
that this plan would also increase the appeal of the exhibition.

Hirano made his own selections of works and arranged them in
thematic sections, writing the accompanying explanatory sections for
each. Thus this exhibition attracted not only art fans but also literary fans
who that do not regularly visit museums. Visitor reactions were extremely
positive, and clearly the exhibition presented the potential for displays
that present permanent collection works in a completely new light. In

terms of visitor numbers, while a normal print exhibition can expect

approximately 30,000 visitors over a two month run, this exhibition
recorded a little less than 60,000 visitors over a similar time frame. Even
given that it was held concurrently with the Callot exhibition, and that the
Callot exhibition was also extremely well received, clearly this type of
exhibition drew in people. While there is no intention to make this type
of exhibition central to exhibition programming at the NMWA, clearly
occasionally holding this type of experimental exhibition might be one
way that the Museum could broaden its approach and make all the more
people aware of the fascinating features of our institution.

(Shinsuke Watanabe)
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Mr. Kanshi Hashimoto (b. 1924) donated his Hashimoto Collection of
jewelry, primarily rings, to the NMWA in 2012. “The Rings” exhibition
was the NMWAs first display of this decorative arts collection.

The NMWA'’s Hashimoto Collection consists of approximately 870
items, of which more than 90 percent are rings. The diversity of the
rings included is one of the fascinating aspects of the collection. They
date from antiquity to the present, and their materials, methods and uses
are equally diverse. These characteristics are the results of Hashimoto’s
desire to have his “entire collection recount history.” The exhibition
presented approximately 300 rings, expressing these varied characteristics
to the greatest degree possible, and introduced the collection from
multiple vantage points.

Section 1 presented more than 100 rings that comprehensively traced
the history of each era in the 4000-year history of rings stretching from
antiquity to the present. Next, shifting to function, Section 2 focused on
rings that have a function other than pure adornment. Section 4 explored
developments in ring technology and techniques that were enhanced by
the ring’s decorative quality. Section 5 explored how rings have always
been closely connected to love and death. Section 3 presented a display
of works from the NMWA’s painting and sculpture holdings and rings
that have something in common in the subject or iconography, and thus
expressed one of the major aims of the exhibition, the fusion of the art
historical view of this new collection and the existing NMWA collection.
Section 7 was a unique experiment, positioning the rings amidst the field
of fashion overall. This section displayed a selection of garments dating
from the 18th through the early 20th centuries from the Kobe Fashion
Museum as it confirmed the relationship between the rings and the
fashions of their respective periods.

This exhibition provided a meaningful opportunity for taking our
understanding of Western culture in a new direction through its display
of a large-scale decorative arts collection that differs in nature from the
NMWA’s existing collection. The goal was to both create an impact on
those who have previously expressed an interest in the NMWA, as well
as to welcome new visitors to the Museum. This was also an important
experience for the NMWA staff that had little experience in the display
of decorative artworks. The overall exhibition design, the selection
of display cases, the methods used to display and light the works, the
handling of captions and panels — all presented important learning
experiences. And, the resolution of the issues confronted contributed
greatly to the Museum’s development. In fact, the experience gained
through this exhibition was then in turn fully utilized in the 2015 Golden

Legend exhibition with its focus also on decorative arts.

The exhibition welcomed approximately 88,000 visitors, with more
than 1,400 entering per day. These are extremely good results given
that the Hashimoto Collection is not well known among the general
public, the exhibition featured mainly the collections of the NMWA and
budgetary constraints meant very little advertising was possible. The
number of visitors increased during the course of the exhibition, and as
confirmed through social networking sites and other means, it seems that
word of mouth and social media spread favorable comments about the
exhibition. The rate of exhibition catalogue purchases was also higher
than that seen for most exhibitions, and extra print runs were needed
given the catalogue sales exceeding expectations.

This exhibition presented just one aspect of the potential held by
the Hashimoto Collection and I think it was deeply meaningful for the
NMWA through its new approach towards an understanding of Western
culture. (Takashi Tizuka)
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This exhibition presented an overview of the arts of Ferdinand Hodler
(1853-1918), one of Switzerland’s major modern artists. Japan’s first
Hodler retrospective was held in 1975 at the National Museum of
Western Art and the Kyoto Municipal Museum of Art. This exhibition,
held some four decades later, was only the second on Hodler in Japan.
And indeed, during the intervening almost half century this artist’s name
has been largely forgotten in Japan. Only a very few in Japan know of
Hodler or his arts. This exhibition sought to re-create Hodler’s artistic
process that spanned his life, and through the development of his painted
image and the diversions along that path, show his own individual
history. In the exhibition composition, we hoped that his constant move
towards rhythm in paintings would emerge as a thematic core element
throughout his life. This both revised the understood image of the painter
and was also intended to offer a new image of Hodler’s arts to Japan.

Born into a poor family in Bern, he suffered through a traumatic
childhood, having lost both his parents and his siblings at a young age.
Thus we can say that thoughts of death were not an unfamiliar part of
his life. This became one of the favorable factors explaining Hodler’s
affinity for the new symbolist arts that were being formulated in late 19th
century Switzerland, primarily in Geneva. In other words, he worked
as an artist driven by an unseen obsession, a viewpoint that can be seen
when Mushanokoji Saneatsu emphasized Hodler’s “solitary state” in a
1911 issue of the magazine Shirakaba, and thus might explain how the
Japanese were particularly drawn to this somewhat gloomy image of the
artist.

And yet that stereotype is only applicable to Hodler during a certain
period of his life. After creating his Eurhythmie (Eurythmy, Kunst
Museum Bern) in 1895, with its sense of rhythms, it was during this
transition to the 20th century that Hodler was transformed from paintings
of life to the life of paintings. Hodler was probably also involved in a
mutual influence relationship with Emile Jaques-Dalcroze, also active
in Geneva during this period, and his theory of rhythm, as he sought to
express in painting how modern dance and its belief in the moving body =
expression of emotions. This could further be expanded to the visualized
spatial rhythm seen in the monumental murals decorating public spaces in
the decorative art forms then being created by artists such as Pierre Puvis
de Chavannes. Hodler had originally heralded Parallelism in paintings
in which similar forms were repeated, discovering that the resonance
between numerous images could then multiply the visual effects.

This exhibition sought to have visitors experience this internalized

rhythm in Hodler’s paintings, as we intentionally constructed the

overall gallery space to form a sequence of images. In detail, in the

repetitive arrangement of a group of works with the same composition,
the body expression in a different group of paintings all worked to
mutually connect the exhibition space. The inclusion of a large number
of conceptual sketches for murals and drawings meant that we not only
displayed the finished work, but also gave particular importance to the
multiple potentials found in the process of reaching that final image.
Of course this use of the drawings reflected the exhibition reality that
the actual murals could not be moved to Tokyo for display. And yet, as
realized in the climax of the exhibition, Section 6: View into Infinity:
Never-Ending Dream of Rhythm, the display of new footage of the
actual murals clarified the fact that the painter would select from all the
countless potential compositions in order to inject a sense of rhythm into
his painting.

There has been an active reconsideration of Swiss symbolist arts in
recent years, and a number of retrospectives on Hodler’s central role in
that movement have been held in major Western museums. The question
overall of rhythm in the visual arts is also an important topic in Western
aesthetics and philosophical debate in recent years, particularly within the
German language academe. While faced with the challenge of attracting
visitors to this exhibition, this exhibition was also memorable for its
connection with such art historical and aesthetics interests.

(Atsushi Shinfuji)
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Giovanni Francesco Barbieri, known as Guercino (the Italian term for
squint-eyed), was one of the major painters of Italy’s Baroque period. Not
that well known in Japan, Guercino was renowned throughout Europe
even in his own lifetime, and in the intervening years, particularly in the
18th century, he has been considered one of the most important painters
in Italian art history. When traveling in Italy in 1786—1788, the German
writer Goethe went out of his way to visit Guercino’s hometown, a small
city called Cento, to see his works. The feelings evoked by this visit are
recounted in his /talian Journey memoirs. The young scions of the British
aristocracy who set out on their Grand Tours of Europe at the time also
admired Guercino’s works in Italy. As a result, it came to be fashionable
for English women to pose for portraits in the guise of the sibyls depicted
by Guercino. While his reputation suffered in later years, there was a
revival of interest in Guercino in the latter half of the 20th century, which
has resulted in a number of recent major retrospectives of his work.

This exhibition was the first to introduce Guercino’s arts to Japan.
Thanks to the wholehearted cooperation of the Soprintendenza Beni
Storici, Artistici ed Etnoantropologici per le Province di Bologna, Ferrara,
Forli-Cesena, Ravenna e Rimini and the City of Cento, Guercino’s native
city on the outskirts of Bologna, a total of 44 works by Guercino and
those in his circle, predominantly from collections in those two cities and
other museums in Italy, were displayed in approximately chronological
order.

Guercino was a painter whose style varied greatly. During his
early period active in his birthplace of Cento and Bologna his style
is characterized by dramatic compositions with contrasting light and
shadow effects. Then after his approximately two-and-a-half year stay
in Rome thanks to a summons by the Pope, he developed a classical
style characterized by calm balance. This change absorbed the superb
expression of his day and can be considered the result of his search
for the effective depiction of drama. This meant that the chronological
display of works in this exhibition, along with their juxtaposition with
works by Ludovico Carracci, Scarsellino and others who influenced his
works during his stylistic transition, and those of Guido Reni, who he
competed with after returning to his hometown from Rome, provided
viewers with a broader view of Guercino’s arts within their period.
Ludovico Carracci’s Holy Family with St. Francis and Donors (Museo
Civico, Cento) was placed at the entrance to the exhibition. This work
provided a particularly important aid for viewers’ understanding of
Guercino’s development given that the young Guercino’s art studies

included seeing this painting in Cento. It goes without saying that

Guercino’s major works were assembled for the exhibition. The

exhibition also featured a section on images of women by Guercino and
Reni that allowed a comparison of their works. This section included
Lucretia, a work by Reni in the NMWA collection. The final section of
the exhibition displayed the NMWA collection work by Guercino, David
with the Head of Goliath, which provided an opportunity to compare this
work with those lent from other collections. Thus the exhibition allowed
visitors a good opportunity to study works in the NMWA collection.
Conversely, budgetary constraints were extreme for this exhibition, and
thus regrettably the exhibition could not include works from collections
outside of Italy, except for one painting from London, whose loan was
made possible by the financial support of Sir Denis Mahon Charitable
Trust. Further budgetary and conservation considerations meant that
drawings could not be included in the display.

The impetus for the realization of this exhibition was the major
earthquake, the first in the city’s history, which struck Cento in May
2012. The museum and churches housing major Guercino works were
catastrophically damaged. Today the works remain in storehouses in
neighboring areas, and ironically, it was this unfortunate situation that
made the exhibition possible. This exhibition was partly in aid of disaster
recovery efforts, and so part of the funds raised by the exhibition have
been set aside for the rebuilding of the Cento museum.

(Shinsuke Watanabe)

[Catalogue]

Edited by: Shinsuke Watanabe, Yusuke Kawase, Tokyo Broadcasting System
Television, Inc.

Produced by: Insho-sha Co., Ltd.
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Yo lo vi: Dream and Reality in the Prints of Francisco de Goya
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Duration: 8 July — 15 September 2014
Organizer: National Museum of Western Art
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The Spanish artist Francisco de Goya created numerous masterpieces
in the print medium, including his four great series in etching, Los
Caprichos, Los Desastres de la Guerra (Disasters of War), La
Tauromaquia and Los Disparates. The NMWA collection includes 215
prints by Goya, including full sets of these four series. This exhibition
presented a selection of 41 prints and was a continuation of the “Goya:
Lights and Shadows, Masterpieces of the Museo del Prado” exhibition
held at the NMWA in 2011-2012, focusing on works that were not
displayed in that exhibition.

Compared to his oil paintings, a major characteristic of Goya’s prints
is that they present an all the freer, all the more personal expression of
what Goya as an artist “saw.” The title, Yo lo vi (I saw it), given by Goya
to one of the prints in the Disasters of War series, fully reveals that these
prints are extremely private, and indeed quite modern in outlook. This
exhibition used this title as its starting point and considered, what did
Goya see during his lifetime, what was the meaning of the act of seeing
for Goya, and how did these things change over the course of his life.

This focus meant that the works were introduced in eight thematic
groups that are important keys to an understanding of Goya’s print realm.
From an enlightened observer stance towards social inequality and the
horrors of war, to a supernatural, romanticized vision that let fly his
superb imagination, we hoped that visitors to this exhibition would come
to an understanding of the diversity of what Goya could see, and how

that changed with time. (Yusuke Kawase)
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Francisco José de Goya y Lucientes L 5“‘/?:7?77"4 YheFIARA b2y (The Disasters of War)
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1. Francisco Goya Y Lucientes,

(RAAT)—=FaR) Painter ~ (44 (RFR7%)

1799 45 Etching, aquatint, drypoint and engraving on Iy FUT  RIARL VT L =T D
laid paper LEISES
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Etching, drypoint and engraving on wove paper
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(RIAT ADBIE.) (AR A7) —=Fax) 71. If day breaks, we will be off
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G.1998-0001 come
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Margarita de Austria on Horseback

Etching and drypoint on laid paper
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5. Two of a Kind
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Etching and burnished aquatint on laid paper
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14. What a sacrifice!
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laid paper
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75. Is there no one to untie us?

Etching and burnished aquatint on laid paper
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7. Disorderly Folly

Etching, aquatint and drypoint on wove paper
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52. What a tailor can do!

Etching, burnished aquatint, drypoint and
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17. Loyalty
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Etching and aquatint on laid paper
G.1984-0057

- (34) (MEBEA P 2 7 B 2 2 )
Ty FYTTIT T4V NSy v — fiH
i
34. Sleep overcomes them
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3. Ridiculous Folly

Etching, aquatint and drypoint on wove paper
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80. If she revives?

Etching and burnisher on wove paper
G.1993-0082

- @D (&%)

Iy FUTTT4FIARL V2T L — T
YT eN—Zy v — fEHK

27. Charity
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30. Havoc of War
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31. It is intense!

Etching, burnished aquatint and drypoint on
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33. What more must be done?

Etching, lavis, drypoint and burnisher on wove

paper
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— (39) CRIRZABF N FEAZHFIC!)

Iy FUT T4 FIARA Y b, FEMK
39. Great deed with corpses

Etching, lavis and drypoint on wove paper
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10. Love and Death
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laid paper
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50. Unhappy mother!
Etching, burnished aquatint and drypoint on

wove paper
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15. And Nothing can be done
Etching, drypoint, engraving and burnisher on

wove paper
G.1993-0017

ERAED
1816 4F

(La Tauromaquia)y
1816

- GI(=FV—FORIFGIcET 5 )~
A=V a DB )
Iy FUTTITTAV R N—Zy Ty — KT
ARA Vb2 T —71 7 EAMK
The unlucky death of Pepe Illo in the
ring at Madrid
Etching, burnished aquatint, drypoint and
engraving on laid paper
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18. Funeral Folly
Etching, burnished aquatint and engraving on
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10. Charles V spearing a bull in the
ring at Valladolid

Etching, aquatint and drypoint on laid paper
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20. The agility and audacity of Juanito
Apifiani in the ring of Madrid
Etching and aquatint on laid paper
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31. Banderillas with firecracker
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engraving on laid paper
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18. The daring of Martincho in the
ring at Saragossa

Etching, burnished aquatint and drypoint on
laid paper
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Etching, aquatint and drypoint on laid paper
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68. Pretty teacher!

Etching, burnished aquatint and drypoint on
laid paper
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72. You will not escape

Etching and burnished aquatint on laid paper
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1. Feminine folly

Etching, aquatint and drypoint (?) on wove

paper
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5. Flying Folly

Etching and aquatint on wove paper
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40



F—=TNT > D E R
Netherlandish Allegorical Prints

A 2014410 H7H-20154E1H12H
Y VAL RE S STy

Duration: 7 October 2014 — 12 January 2015
Organizer: National Museum of Western Art
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This exhibition focused on the Netherlandish allegorical prints in the
NMWA collection that were produced from the end of the 16th century
through the beginning the 17th century. There was great demand
for prints among Netherlandish citizens of the time, and there was a
particular fondness for allegorical prints that were both moralistic and
entertaining. The allegories presented in the displayed prints presented
the movements in the heavens, the four elements, seasonal change and
flow of time, thus covering the diversity of the world’s phenomena that
envelope mankind, and on a human scale, the virtues and vices of society.
The majority of the displayed works presented various combinations of
motifs with personification or symbolic meaning, and thus provided a
glimpse of the rich allegorical vocabulary of the time. This exhibition
sought to give viewers a sense of the worldview, moral code and matters

of interest to Netherlandish people of the time. (Asuka Nakada)
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Jan Sapnredam [c.1565-1607], after G.1992-0017 Autumn

Hendrik Goltzius [1558-1617] — W E A 5 ) G.1991-0118

{Seven Planetary Gods) . L L

1596 ?_zahn.a Presiding over Navigation and _ (&)

E . ishing .

neraving G.1992-0018 Winter

G.1991-0119

— (EHEZI T2 R oL 2R )

Saturn Presiding over Agriculture
G.1992-0012

()

Y—a7<—4%A5[1571-1631]

XY=V LIL ANV RY TRV
7 AD N FD ¢

— (HBEEELR T2 ET7L)

Jupiter Presiding over the Liberal Arts
G.1992-0013

— CHREAf 2 AL S 2L R )

Mars Presiding over the Arts of War
G.1992-0014

— (fmiiE a7 oy )
Apollo Presiding over the Arts of
Government
G.1992-0015

1600 414

IVTVL—=T4 T

I PR 2 K A

Jacob Matham [1571-1631]

(The Four Seasons)

c. 1600

Engraving

Donated by the Kyoryoku-kai-society of the
National Museum of Western Art
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Jan Saenredam, after Hendrik Goltzius
{Four Times of Day)
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G.1992-0021



- (FEN)
1595-98 4
Evening

c. 1595-98
G.1992-0022

- (Fig)
1595-98 41t
Midday
c. 1595-98
G.1992-0023

- (&) (ae—)
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Karel van Mander [1548-1606]

(Four Elements)
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Jan Saenredam, after Hendrik Goltzius
{The Five Senses)
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Jan Saenredam, after Hendrik Goltzius
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Crispijn de Passe [c. 1565-1637]
{The Virtues)
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Humilitas
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Liberalitas
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Sedulitas
G.1991-0081
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Willem van Swanenburgh [1581-1612]
{Allegory of the Misuse of Worldly
Property)
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Young Man Climbing Rocky Hillside
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Man and Devil Filling Sack with
Money and Setting up a Statue of

Hope
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Death with an Arrow about to Strike
the Man down
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Duration: 17 March — 31 May 2015
Organizer: National Museum of Western Art
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Quattro Torri Castle, Siena
Oil on cardboard (with cradle)
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Maurice Denis
St. Francis of Assisi
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Maurice Denis
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Edouard Vuillard [1868-1940]
“Paysages et Intérieurs”: The Cook

The printed arts world of the late 19th century flourished thanks to the
active participation of the painters of the day. Lithography, which had
tended to be seen as an industrial product given its ability to mass-
produce images, led to the spread of color printing, and thus fascinated
painters. Conversely, etching with its long history had lost its initial vigor
and was reclaimed by painters who used their creative will to produce
richly expressive works.

This exhibition focused primarily on lithographs (including
zincographs) and etchings that have been rarely displayed by painters
working in the fin-de-siécle period. The exhibition featured prints
that reflect a visionary or mysterious sensibility amidst their realistic
approach. Symbolists such as Eugéne Carriére and Emile Bernard,
painters from the Nabis, and works in the Matsukata Collection by Paul-
Albert Besnard and Charles Cottet provided an overview of the turn of
the century print world arranged by theme and medium.

This exhibition also experimented with displaying a print and
painting by the same artist. Not only did this mean the presentation of
prints alongside oil paintings in the print gallery, panels also presented
information on the relevant paintings on view in the Permanent
Collection Galleries, and provided an opportunity for visitors to consider
the expressive differences and similarities of different methods and

media. (Hiroyo Hakamata)

E—YR-F=

ULhid 2 )

1895 4F:

NT—VT77

Maurice Denis

Young Girl Making Her Toilet
1895

Color lithograph
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Emile Bernard [1868-1941]

1926
Lithograph Reflection in the Fountain Hllustration for “Les Cantilénes”
G.1995-0046 1897 c. 1892

Color lithograph Zincograph

G.1983-0001



— (Bt )
Page de Titre
G.1999-0001

— (BT BHE)

Voix Qui Revenez (Furérailles)
G.1999-0002

— (RIMR D E 2 TES )

J’Ecoute les Jets d’Eau (Furérailles)
G.1999-0003

- (MABRANZEEREDT)
La Comtesse Se Peigne (La Comtesse
Esmérée)
G.1999-0004

- (BoRZRLTEN)

Va Tuer Mon Mari (Le Femme Perfide)
G.1999-0005

- (BRIFZDRELELVEEOHL)
Il La Prend par Sa Longue et Belle
Chevelure (La Femme Perfide)
G.1999-0006

— (IS I3 A2 F > TP 5T B)

Ils Vinrent Amenant le Saint
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Eugéne Carriére [1849—-1906]
Edmond de Goncourt
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Lithograph, chine collé
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Eugene Carriere

Paul Verlaine
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Eugéne Carriére

Henri Rochefort
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Eugeéne Carriere
Puvis de Chavannes
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Eugene Carricre
Auguste Rodin
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Jan Toorop [1858—-1928]

Program for “Venice Sauvée”

1895

Lithograph
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Carlos Schwabe [1866—1926]

Poster for the First Salon de la Rose +
Croix

1892

Lithograph
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Alfonse Mucha [1860—-1939]

Poster for “Lorenzaccio”: Sarah
Bernhardt

1896
Color lithograph
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Luc Olivier Merson [1846-1920]
Salome
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Lithograph, hand-colored
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Henri-Jean-Guillaume Martin [1860—
1943]

Woman Crowned with Thorns (Silence)
1897

Color lithograph
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Henri de Toulouse-Lautrec [1864—1901]
Bust of Miss Marcelle Lender

1895

Color lithograph
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Edmond-Frangois Aman-Jean [1858—
1936]

Portrait of Miss Moreno of the Comédie
Francgaise
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Color lithograph
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Charles Cottet [1863—-1924]

Boats in the Moonlight

Etching
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Charles Cottet
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Charles Cottet
Port at Sunset

Oil on cardboard
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Charles Cottet
Pont-en-Royans
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Charles Cottet

Prayer
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Charles Cottet
Procession
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Sorrow
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Paul-Albert Besnard [1849—-1934]
Nude Holding Her Leg
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Paul-Albert Besnard

Carmen Standing in the Nude
1886

Etching
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Paul-Albert Besnard

Claire
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Paul-Albert Besnard
Wakening
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Oil on panel
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Paul-Albert Besnard
Madame Besnard
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Etching
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Paul-Albert Besnard

Robert Besnard

1891
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Paul-Albert Besnard

Woman in a Cape
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Etching
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Paul-Albert Besnard
In the Embers
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Too Demanding
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Paul-Albert Besnard

The Unknown Woman

1900
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Paul-Albert Besnard

The End

1883
Etching
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In addition to usual routine work such as environmental control
management, pest management and loan facilities management conducted
in previous years, we can also report specifically on the following

activities.

1. Test Stoppage of the Climate Control System

We conducted a test stoppage of the climate control systems in Storage
Areas 1 and 2 (Permanent Collection Storage Areas), in order to investigate
how long the temperature and humidity remained stable after a system
stoppage due to equipment failure or catastrophe (tests conducted in April
2014). Besides temperature and relative humidity measurements taken
by the data loggers on the air conditioning control panel installed on the
storage area walls, we also set up other data loggers in various parts of
the storage areas. These tests shows that Storage Area 1 maintained its
relative humidity for 32 hours after stoppage, and the Storage Area 2
saw a greater than 5% rise in relative humidity for 24 hours after system
stoppage. The temperature remained essentially stable for 32 hours in
both Storage Areas 1 and 2. We would also like to conduct these tests
during the summer and winter seasons when external conditions are
more extreme as we plan how to manage artwork care in the event of an

emergency.

2. Survey of Pest Management and Temperature/Relative Humidity
in Storage Area 3 (Temporary Exhibition Storage)

Storage Area 3 was used to store artworks rescued by sites affected by
the Great East Japan Earthquake of 2011, and was also used temporarily
to store permanent collection works during renovations to the climate
control systems in the print collection storage areas. To ensure these
artworks are stored in an appropriate environment, in fiscal 2013 we
set pest traps in the storage area and began ongoing pest management
studies. At the same time we also measured the temperature and relative
humidity in several parts of that storage area. As a result we noticed
that the area near the entrance door and the area to the back left of the
storage area had relatively high temperature and low relative humidity
(22°C-22.5°C and 48%—51% respectively). The other areas tested within
the approved range (21°C and 53% RH), and thus we realized that there
are no major problems with the current system. Regarding insects, there

are no instances of the insects appearing on artworks, but small numbers



of silverfish, booklice and other harmful insects were found on the floor,
so we are continuing to monitor this situation. We have removed all
unnecessary materials from the area, such as paper, packing materials
and vinyl packing, which can give rise to insect infestation. We are dry
cleaning the frame mats used to protect picture frames in the storage area,
as part of our efforts to ensure the cleanliness of the storage area. We plan

to continue this frame mat cleaning process bi-annually.

3. Revision of the NMWA Facilities Report

We have reconsidered and revised the English version of the NMWA
facilities report (on the basis of the Standard Facility Report, adopted
by the Registrars Committee of the American Association of Museums
[currently known as American Alliance of Museums] in 1988). This
approximately 30-page long document presenting an overview of the
facilities and other aspects of the NMWA is presented to lenders of
artworks to exhibitions and other occasions.

4. Investigation of Paintings through Infrared Radiation

Using a modified version of a retail digital single-lens camera, we have
taken infrared photographs of paintings. Up until now we have used
infrared vidicon cameras for our surveys, but the deterioration of our
equipment and the fact that the data had to then be projected onto a video
monitor meant that it was hard to retain still photographs for ongoing
study. The images taken with the modified digital camera allow us to
see underpainting and damage, along with imagery details in a group of
works, all elements that are hard to see with the naked eye. While more
detailed examination is required in the future, this system has the great
advantages that anyone can handle it easily, and that anyone can also use

it while the works are still hanging on the gallery walls. (Miho Takashima)
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The principal activities of the NMWA’s Research Library include:
collection of materials related to the history of Western art and related
disciplines from the medieval period through the mid-20th century;
provision of materials for the use of NMWA staff members; and the
provision of materials for studies conducted by external museum curators
and academic researchers. This art museum library also includes within
its purview the publication of information on the Museum’s collections
and the management of the Museum’s websites. The following is a report

on the Research Library’s activities during the past fiscal year.

1. Participation in the Art Discovery Group Catalogue
On May 1, 2014 the NMWA Research Library began participating in the
Art Discovery Group Catalogue (http://artdiscovery.net), an international

bibliographic search system for art-related materials that had been newly
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founded through the participation of 60 art museums worldwide, built in
collaboration with OCLC (Online Computer Library Center, Inc.) based
in Dublin, Ohio, USA. This groundbreaking online system allows the
user to search in one place for information on the books held by the 60
participating art libraries, along with the data on more than 1.4 billion
journal articles. This new catalogue was realized on the basis of the
Discovery environment, a new paradigm for discovering bibliographic
information in the field of academic information distribution. At present
our library is the only participant from Asia in the Catalogue, but we can
anticipate a growing number of participants worldwide, including other
libraries in Japan.

The work of the Future of Art Bibliography (FAB) initiative can
be seen in the background of the opening of the Art Discovery Group
Catalogue. Art information specialists in America and Europe formed this
initiative around 2009 as they sought a new model for an art bibliography
best suited for the 21st century, as existing art bibliography methods
had reached their limits. The Future of Art Bibliography initiative first
focused on the artlibraries.net, a lateral search system for art libraries
that began operation in the 1990s as a transitional stage in bibliographic
work. As noted in the preceding issue of this Bulletin, the NMWA joined
this initiative in June 2013 along with the Museum of Modern Art,
Tokyo. The Art Discovery Group Catalogue can be seen as the successor
to the FAB initiative, and through our participation in the ADGC we
hope to strengthen our provision of information, raise our international
recognition value and represent for other Japanese institutions as Japan’s

only participant museum.

2. Opening of Permanent Collection Object Files

As one element of the artwork surveys done at the NMWA, the curatorial
department has conscientiously gathered photocopies of articles and
newspaper clippings related to art works in the permanent collection.
These materials and other forms of documentation are gathered and
organized in the object files for each artwork in the collection. These
object files have not been previously made available to those outside
the museum, but in November 2014, they were widely introduced by
the Research Library via the Internet as one element of the collection
reference materials. A pioneering stance ahead of similar activities by
other museums, this system provides non-NMWA users with access to

this information.

3. Expansion of Reference Tools

On November 18, 2014, the NMWA Research Library introduced the
Artstor Digital Library collection of large-scale digital images for use in
art research and teaching, and made this service available to library users.
The Library includes more than 1.6 million images of artworks, buildings
and cultural properties. Users can download these images for scholarly
and educational use, such as for illustrations in lectures and courses held
at museums, universities and graduate schools. We anticipate that this
service will be actively used as an image source supporting educational
activities at art museum, universities and other non-profit educational

institutions.

4. Expansion of Number of Library Open Days

Since its establishment in March 2003, the Reference Library has been
open to non-staff members twice a week. Effective May 7, 2014, the
Library is now open three days a week as we strive to improve services

for our users.



5. Cooperation with a Librarian Training Program

The Research Library has cooperated with the filming of video footage
for the Special Library section of the groundbreaking e-Learning lectures,
being conducted by the Library Studies Department of Meiji University.
In this footage we introduced the activities of the Research Library as an
example of a specialist library.

6. Data Entry for Collection Works Database

As in previous years, we continued to update and improve the data
contents of the collection works database in order to reflect the results of
ongoing research by the curatorial department. In addition to continuing
to provide such up-to-date information as the display status of a work in
the NMWA galleries, we also strive to meet user needs. As in previous
years, this data entry work is being conducted thanks to funding provided
by a JSPS KAKENHI research grant (Grant-in-Aid for Publication of
Scientific Research Results, no. 268001). Data backup has become a
major issue since the Great East Japan Earthquake, and the NMWA has
implemented a system of off-site data backup as we strive to ensure the

ongoing safety of data on works in the NMWA collection.

7. NMWA Website Operations

We provide bilingual Japanese and English information regarding
exhibitions, educational programs and collection artworks in the form
of the NMWA website and our Facebook page, thus disseminating
information about the NMWA'’s activities to a broad audience both
in and out of Japan. The NMWA also maintains a reference window
through an email address, a rare service in Japan. We are able to provide
answers to questions about Japan’s art world in general from overseas
correspondents thanks to cooperation from our network of colleagues at
art museums and libraries nationwide. Through these efforts we continue

to strive to function as a national reference resource.

8. Participation in the Google Art Project

The NMWA began participating in the Google Art Project in fiscal
2012, and this year we increased our contents on the site through the
introduction of high-resolution images of Monet’s Water Lilies, and
museum views such as gallery interiors. On October 27, 2014, we further
actively expanded our dissemination of information by acting as one of
the sites for the receptions commemorating the expansion of the Google
Art Project.

9. Database Working Group for the Creation and Dissemination of a
National Art Museum Database

A working group was formed in line with the “Directive for the
Establishment of a Working Group Regarding the Creation and
Dissemination of a National Art Museum Database” (July 3, 2014) by
the President of the Independent Administrative Institution National
Art Museum. Since the first Group meeting on July 16, 2014, the
representatives of the five member museums have gathered and continued
to examine how to create a database of the collections of the member
museums, and how to construct an archives of art related materials.
Through its existing collection database, the NMWA strives to make
publicly available information on each artwork, such as its provenance,
exhibition history and bibliographic history. The other three collection-
holding member museums (National Museum of Modern Art, Tokyo,
National Museum of Modern Art, Kyoto and National Museum of Art,
Osaka, and excluding the non-collection holding member museum
National Art Center, Tokyo) have all agreed to prepare a system aimed

at fiscal 2018 to provide public access to their databases on the same
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standard as the NMWA database.

10. Library Statistics

[Research Library]

Open Days: 140

Registered Users: New registrants — 86, Renewals — 84

Visitors: 436

Books Loaned: 798 unique works (for a total of 1,779 loans)
Photocopies Made: Onsite usage: 1,100 items (for a total of 12,084
pages); Copies Provided by Mail (distance users): 25 items (for a total of
305 pages)

Digital Photography: 84 items (for a total of 437 images)

Reference Queries: 17 items

[Website Data Usage]
Site Access: 8,890,446 page hits (including hits to the Collection
Database)

*Changes to our security settings meant a reorganization of our search
structure, which resulted in a lessening of hits from the previous year
count.

[NMWA Collection Database Usage]
Available Data: 5,837 items of text data, 6,202 items of visual images
Access: 1,548,883 page hits

(Masako Kawaguchi)
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This year we conducted our normal programs utilizing both the
Permanent Collection Galleries and the NMWA buildings, and these were
all well received by a large audience.

Of special note this year were the Doyo Bijutsu and Fun With
Collection programs held in conjunction with the two special exhibitions,
“Jacques Callot” and “The Rings from the Hashimoto collection.” It is
not our normal practice to hold these programs for special exhibitions
containing works from other collections, however, given that these
exhibitions were organized from the NMWA collection, the holding of
these programs assisted families and a large number of visitors in their
enjoyment of these exhibitions.

We also implemented systems developed by Dai Nippon Printing
(DNP) in these special exhibitions to aid the visitor viewing experience.
The “Highlight Loupe” touch panel display system was used in the Callot
exhibition so that viewers could enlarge images of Callot’s intricately
detailed prints. In the Rings exhibition, guidance panels were placed
in the lobby so that visitors could access information on the themes of
each display section and the major rings on display before they saw the
exhibitions. With DNP’s cooperation, we conducted surveys of the users
of the two systems and were able to confirm the effectiveness of these
viewing aids.

The NMWA volunteer staff also developed and conducted two
new types of programs, namely a Drop-in Program for “The Rings”
exhibition and the Christmas at the Museum program. These simple

creative programs, which could be carried out in a short time period,
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were extremely favorably received and welcomed a large number of
participants. These programs not only coordinated with the museum’s
larger programs, this voluntary program also facilitated greater
communication among staff members and heightened everyone’s

involvement with the activities.

1) Programs Related to the Permanent Collection

m Art Talks

Art Talks are designed to help adult visitors enjoy our permanent
collection. The volunteer staff conducts Art Talks every Sunday and the
first, the third and the fifth Saturday when the museum is open, and they
focus on five to seven art works on display.

Total participants: 840 (59 talks)

m Architectural Tours

This program is designed to help adult visitors enjoy the museum
buildings. The volunteer staff conducts Architectural Tours on the second
and the fourth Saturday when the museum is open, and they focus on
the Main Building and Forecourt Garden, which were designed by the
French architect Le Corbusier.

Total participants: 301 (18 tours)

= Weekday Gallery Talks for Adults
Total Participants: 401 (16 tours)

m Christmas Programs

“Gallery Talks”

Members of the volunteer staff presented talks on one work in the
Permanent Collection Galleries. (*In Japanese)

Saturday 13 and Sunday 14 December, 1 12:00-12:10 @13:00—13:10
®14:00-14:10

Total participants: 169

“Christmas Carols”

From carols sung in churches during the Christmas season to popular
songs, this a cappella concert featured a range of festive songs.

Saturday 13 and Sunday 14 December, ©11:00-11:40 @ 15:00-15:40
Organizer: Eiko Hiramatsu (Associate Professor, Tokyo University of the
Arts)

Musicians: Ami Kanaji (sop.), Chiaki Hara (sop.), Rina Hirayama (alt.),
Taiki Miyashita (ten.), and Naohito Sekiguchi (b.)

Total participants: 435

“NMWA Puzzle: Christmas Edition”

A drop-in event where participants completed NMWA collection puzzles
from beginner to advanced levels.

Saturday 13 and Sunday 14 December, 10:00—16:00 each day

Total participants: 194

“Let’s Make Christmas Decorations”

A drop-in event planned by museum volunteers where participants could
make their own Christmas ornaments.

Saturday 13 and Sunday 14 December, 10:00—16:00 each day

Total participants: 404

= Fun Day 2014

The NMWA Fun Days are days when the NMWA is open to visitors free-
of-charge with programs to allow visitors to familiarize themselves with
our collection.

Saturday 27 and Sunday 28 September
9:30—-17:30 each day (entrance closes at 17:00)

[Gallery Talk — One Work from the Collection]
Saturday 27 September

10:00-10:10 Predella Panel Representing the Legend of St.
Stephen
11:00-11:10 The Last Supper



12:00-12:10 Hercules and Omphale
13:00-13:10 Digitales

14:00-14:10 1 am Beautiful
15:00-15:10 White Painting

Sunday 28 September

10:00-10:10 Predella Panel Representing the Legend of St.
Stephen

11:00-11:10 Danae

12:00-12:10 Theodore Meets in the Wood the Spectre of His
Ancestor Guido Cavalcanti

13:00-13:10 The Bridge and Dam at Pontoise

14:00-14:10 Water Lilies

15:00-15:10 Two Breton Girls by the Sea

Total participants: 364

“Let’s Get a Museum Badge!”
9:30-17:00
Total participants: 2,600

“Bijutool Rodin set, Monet set”
9:30-16:00 (lending ended at 15:00)
Total participants: 578

“NMWA Puzzle”
9:30-17:00
Total participants: 407

“Self-Guided Pamphlet for the Permanent Collection Galleries”
9:30-17:30
Number distributed: 2,699

“Main Building 3-D Puzzle”
9:30-17:00
Total participants: 201

“Architectural Tour of the Main Building”
Approximately 50 minutes, limit of 20 visitors per talk.
(D Starts at 11:30 @ Starts at 14:30

Total participants: 80

[Let’s Get Hodler Exhibition Pamphlets!]
9:30-17:30
Number distributed: 894

[Concert in the Forecourt]
110:30-11:00 @14:30-15:00
Total participants: 674

Total number of visitors (two days): 4,369

2) Programs Related to Special Exhibitions Lectures

m A series of lectures

[Jacques Callot]
Saturday 26 April, 14:00-15:30

“Europe in the First Half of the 17th Century as Revealed in Callot’s
Works”

Asuka Nakada (Curator, National Museum of Western Art, Tokyo )
Total participants: 47

Saturday 31 May, 14:00-15:30

“Jacques Callot within Baroque Art”

Hidenori Kurita (Professor, Graduate School, Nagoya University)
Total participants: 72

[Voices Calling from the Unusual]
Saturday 24 May, 14:00—-15:30
“Voices Calling from the Unusual”
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Keiichiro Hirano (Novelist)
Total participants: 148

[The Rings from The Hashimoto Collection]
Saturday 26 July, 14:00—15:30
“When Personal Adornment was not a ‘Sin’”

Chika Amano (Professor, Ochanomizu University, Graduate School of
Humanities and Sciences)

Total participants: 57

Saturday 6 September, 14:00—15:30

“Jewelry in the History of Fashion”

Keiko Nozawa (Professor, Tokyo Kasei University)
Total participants: 83

[Ferdinand Hodler]
Sunday 19 October, 14:00-15:30
“Ferdinand Hodler’s Symbolist Masterpieces”

Oskar Bitschmann (Professor Emeritus, Universitdt Bern / Professor,
Schweizerisches Institut fiir Kunstwissenschaft)

Total participants: 68 *with simultaneous interpretation

Sunday 26 October, 14:00-15:30
“Ferdinand Hodler: Dawn’s Light in the Fin-de-Siecle”

Tsutomu Mizusawa (Director, Museum of Modern Art, Kamakura and
Hayama)
Total participants: 54

Saturday 15 November, 14:00—15:30
“Dancing Bodies and Painting: From Expressionism to Abstraction”

Masayuki Tanaka (Professor, Musashino Art University / Director,
Musashino Art University Museum & Library)
Total participants: 77

Saturday 29 November, 14:00—15:30
“That Which Moves the Body: Rhythm and Society”

Asa Ito (Associate Professor, Liberal Arts Center, Tokyo Institute of
Technology)

Total participants: 49

Sunday 7 December, 14:00—15:30

“Rhythm’s Epicenter: Hodler’s Art Philosophy and Its Aftermath”
Atsushi Shinfuji (Curator, National Museum of Western Art, Tokyo)
Total participants: 79

[Guercino]

Saturday 14 March, 14:00-15:30

“The Bologna School and Guercino”

Ken’ichi Takahashi (Associate Professor, Wakayama University)
Total participants: 118

= Symposia
A symposium series Related to Scientific Research (B) “Development

of Art Appreciation Education Program Utilizing Works in Art Museum
Collections”

Saturday 21 September, 14:00-16:30
“Collection and Visual Arts Appreciation Education (1) — Art Museum
Education in Australia” (with simultaneous interpretation)

Gina Panebianco (Head of Education, National Gallery of Victoria,
Melbourne)

Akiko Ichijo (Educator, National Museum of Modern Art, Tokyo)
Kyoko Okada (Senior Curriculum Specialist, Ministry of Education)
Takaaki Okumura (Professor, Seitoku University)

Yoko Terashima (Educator, National Museum of Western Art, Tokyo)
Total participants: 107

Saturday 10 January 2015, 14:00-17:00

“Collection and Visual Arts Appreciation Education (3) Developing
Visual Arts Appreciation Education by Utilizing Objects in an Art
Museum’s Collection” (with simultaneous interpretation)

Sharon Vatsky (Director, School and Family Programs, Solomon R.



Guggenheim Museum)

Akiko Ichijo (Educator, National Museum of Modern Art, Tokyo)
Yoko Imai (Curator, National Museum of Modern Art, Tokyo)
Kyoko Okada (Senior Curriculum Specialist, Ministry of Education)
Takaaki Okumura (Professor, Seitoku University)

Yoko Terashima (Educator, National Museum of Western Art, Tokyo)
Chiori Fujita (Educator, Tokyo National Museum)

Total participants: 130

m Slide Talks & Gallery Talks

[Jacques Callot]

Slide Talks

Friday 11 April, Friday 25 April, Friday 16 May, Friday 30 May
18:00—18:30 each day

Asuka Nakada (Curator, National Museum of Western Art, Tokyo)
Participants: 129

[The Rings from The Hashimoto Collection]

Slide Talks

Friday 18 July, Friday 8 August, Friday 5 September

18:00—18:30 each day

Takashi lizuka (Curator, National Museum of Western Art, Tokyo)
Participants: 244

[Ferdinand Hodler]

Gallery Talks

Friday 17 October, Friday 7 November, Friday 28 November, Friday 12
December, 18:00—18:30 each day

Sumihiro Oki (Graduate student, Tokyo University of the Arts)
Participants: 205

[Guercino]

Slide Talks

Friday 13 March, Friday 27 March 2015, 18:00—18:30 each day
Kana Nakae (Graduate School, Tokyo University of the Arts)
Participants: 111

m Lecture / Concert

[Jacques Callot]

“Theater of Fantasy via the Harp”

This harp concert expressed the fantastical and grotesque elements

seen in Callot’s works, and just as in his series works, here the various
individual melodies worked together to create a single narrative.

Dates and times: Thursday May 22, 18:00-20:00 (doors open at 17:30)
Venue: Special Exhibition Wing Lobby (B2F)

Planning and production: Keiko Takii

Performance by: Rino Kageyama (Harpist)

Composer: Minako Tokuyama

Lighting Designer: Koji lida
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Fee: 1,500 yen
Number of participants: 100

m Program for the Disabled

After a 15-minute general explanation of the works in the exhibition,
visitors were allowed to freely enjoy the exhibition.

[Ferdinand Hodler]

Saturday 22 November, 18:00—20:00

With Support from: Mitsubishi Corporations, Inc. (with 21 Mitsubishi
volunteers)

Participants: 85

u Fun with Collection 2014
“Rings, Rings — Rings for Prayers, Vows, Decoration and Enjoyment”
Related to the exhibition “The Rings from The Hashimoto Collection”

[Lectures]
*Refer to 2) Programs Related to Special Exhibitions

[Film and Talk]

Sunday 27 July, ©13:00-14:40 @ 15:00—-16:30

“Ring of the Nibelungs” by Uli Edel, 2004, DVD

Talk: Takashi lizuka (Curator, National Museum of Western Art, Tokyo)
*With the cooperation of Nikkatsu Corporation

Participants: 40

[Creative-Experiential Program]

Saturday 19 July, 13:00—17:00

“Rings — The Technology Hidden in their Sparkle”

Yuji Imura (Instructor, Hiko Mizuno College of Jewelry / Director, Japan
Jewellery Designers Association)

Participants: 14

Monday 21 July, ©10:00-12:00 @ 14:00—16:00

“Let’s Make Long Rings that Contain the Secrets of Rings!”
Yuko Abe and Yuri Fujita (Educators)

Participants: 18

[Drop-in Event]

Saturday 2, Sunday 3, Saturday 9, Sunday 10, Saturday 16, Sunday 17,
Saturday 23, Sunday 24 August, 11:00—15:00 each day

“Let’s Put Them Back Together, All Sorts of Rings!”

*Organized by the NMWA volunteer staff

Participants: 3,968

3) Family Programs

The Family Program is a free program aimed at children ages 6—9 and
accompanying adults. Two different programs, “Bijutool” and “Doyo
Bijutsu” (Saturday art workshop), were conducted by members of the



Education Department staff and Volunteer staff.

= Bijutool

Bijutool is a portable educational kit for families, first-time visitors, and
those unfamiliar with art to help them enjoy paintings and sculptures at
the museum. Each Bijutool contains different tools, games, and activities
for different artworks. It encourages children and adults to enjoy artworks
together.

*We loaned Bijutool kits to visitors during this year’s FUN DAY program.
(see section on FUN DAY)

u Doyo Bijutsu (Saturday art workshop)

This program consists of art appreciation in the Museum Collection
Galleries and creative or experimental activities in the workshop room.

“Let’s Use a Magnifying Glass to Investigate!”

After viewing Jacques Callot’s densely intricate prints using a magnifying
glass, the participants made prints using the drypoint method.

Saturday 19 and Saturday 26 April, Saturday 10 and Saturday 24 May
110:00-12:00 @14:00-16:00 each day

Total participants: 114

“Here and There, Color by Color, My Very Own Treasure Chest”

After looking at three works in the Permanent Collection Galleries,
participants cut up masking tape and seals, pasting together a pointillist-
like design to decorate a box to hold their treasures.

Saturday 13 September, Saturday 11 and Saturday 25 October, Saturday
8 and Saturday 22 November

®10:00-12:00 @14:00-16:00 each day

Total participants: 145

4) School Programs

m School Gallery Talk

This reservation-only program involved group tours of the Museum
Collection Galleries, led primarily by volunteer staff members.
Participants:

Under age of 6: 24 (1 groups)

Primary School (ages 7 to 12): 1,354 (33 groups)

Junior High School (ages 13 to 15): 800 (29 groups)

Over the age of 16: 393 (15 groups)

Total participants: 2,571 (78 groups)

m School Slide Talk

This reservation-only program involved Education Department staff
members presenting lectures explaining the works on display in the
Museum Collection Galleries or special exhibitions. These talks were
aimed at large-scale audiences and held in the Lecture Hall.

Participants:

Under age of 6: 0 (0 group)

Primary School (aged 7 to 12): 120 (1 groups)
Junior High School (aged 13 to 15): 626 (4 groups)
Over age of 16: 841 (18 groups)

Total participants: 1,587 (23 groups)

= Museum Visits for Extracurricular Activity
These group visits involved junior high school and high school students
in coordination with their Integrated Courses at school. The Education
staff members guided these groups, and provided information regarding a
curator’s job, art works, and the art museum itself.

Participants:
Junior High School (ages 13 to 15): 27 (5 groups)
Total participants: 27 (5 groups)

m Art Card Set

The Education section loans Art Card Sets to schools for classroom use.
Each set includes an instruction booklet and 65 cards with images of art
works from the collections of the National Museums of Art.
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Borrowers:

Elementary School: 3 (19 sets)
High School: 1 (5 sets)

Total borrowers: 4 (24 sets)

m Teachers’ Programs

This program has been designed for elementary, junior high school, and
high school teachers and other educational staff members. The program
includes a brief overview of the exhibition’s contents, discussion of a few
works on display and free entry to the exhibition during designated hours.

All lectures at Lecture Hall, free of charge

[Jacques Callot]

Saturday 18 April, free entry 16:00-20:00, lecture 18:00—-18:40
Asuka Nakada (Curator, National Museum of Western Art, Tokyo)
Participants: 15 (6 with lecture)

[The Rings from The Hashimoto Collection]

Friday 1 August, free entry 9:30-20:00, lecture 18:00—18:40
Takashi lizuka (Curator, National Museum of Western Art, Tokyo)
Participants: 63 (28 with lecture)

*Conducted in cooperation with the National Science Museum’s “Museum
Day for Educators”

[Ferdinand Hodler]

Friday 31 October, free entry 16:00—20:00, lecture 18:00—18:40
Atsushi Shinfuji (Curator, National Museum of Western Art, Tokyo)
Participants: 38 (18 with lecture)

m Teachers’ Seminars

[Collaborative Workshop]

Organizers: Tozuken, National Museum of Modern Art, Tokyo, Museum
of Contemporary Art, Tokyo (MOT) and NMWA.

Content: With the aim of strengthening cooperation between art museums
and schools, this two-part program focused on art appreciation in
museums and art making classes in schools.

(D Cooperation between the NMWA and Komazawa Elementary School
(KoES)

Wednesday 26 November and Tuesday 2 December, 13:00—15:00: Art-
making Classes at KoES

Friday 5 December, 13:30—14:45: Gallery talks at NMWA

@ Cooperation between the MOT and Kurihara Elementary School
(KuES)

Monday 16 February 2015, 13:40—15:15: Art-making Classes at KuES.
Friday 20 February 2015, 13:30—-15:00 / 15:15-16:30: Gallery Talks and
a Meeting at the MOT.

5) Volunteer Activities

The volunteer staff is divided into three groups and works to support
various programs at the NMWA. In fiscal 2014 the volunteer staff also
began to plan and implement their own programs. The volunteer staff
also studied to acquire the knowledge and skills necessary for work in
the museum, and participated in meetings that brought together staff
members and volunteers.

m Activities

Group A: School Gallery Talks and Family Programs
Group B: Art Talks

Group C: Architectural Tours

All groups: “Fun Day,” “Christmas Program” and programs designed by
the volunteers themselves

m Training and Meetings

Friday 17 April: Overview of the exhibition The Rings from The

Hashimoto Collection

Saturday 6 December: Lecture on the Granulation Technique and Making
of a Pendant Head at the Hiko Mizuno College of
Jewelry



Wednesday 11 March: Visited the Tokyo Fuji Art Museum and attended a
gallery talk (for group A)

Tuesday 24 March:  Lecture “On Gallery Talk” (for group A)

Saturday 28 March:  Lecture “On Western Art History” and Annual
Meeting

6) Internships

As part of its mission to develop human resources in fields related to
Western art and also as a way to further garner and broaden understanding
of the museum’s activities, the museum invites the participation of
interns at the graduate student level and higher. Under the direction of a
staff member, these interns help with surveys of museum art works and
assist with the planning of exhibition-related and educational programs,
with each intern taking part in hands-on work in their own specific area
of specialization.

[Painting / Sculpture / Drawing]

Intern: Kana Nakae
Term: 5 June—20 October
Supervisor: Yusuke Kawase

TrainingProgram: Assisted with research on works in the Collection and
with the Painting and Sculpture Section’s duties.

Intern: Kaori Harada
Term: 12 May—31 August
Supervisor: Megumi Jingaoka

Training Program: Assisted with research on works in the Collection and
with the Painting and Sculpture Section’s duties.

Intern: Nobue Kurachi
Term: 13 May—16 September
Supervisor: Asuka Nakada

Training Program: Assisted with research on works in the Collection and
with the Print and Drawing Section’s duties.

7) Cooperation with Other Institutions

m Tokyo Metropolitan Ueno High School Volunteers
Saturday 27 and Sunday 28 September

Helped with the FUN DAY program.

Students: 4, Teacher: 1

Saturday 13 and Sunday 14 December
Helped with the Christmas program.
Students: 4, Teacher: 1

m Cooperation with the Graduate School of Humanities and
Sociology, University of Tokyo
Term: 1 April 2014—31 March 2015

This program sought to deepen the understanding of Cultural Materials
Research specialists in this program and carry out mutual exchange on
research and education.

8) Publications

m Exhibition Brochures

“The Rings from The Hashimoto Collection of The National Museum of
Western Art”

“Ferdinand Hodler: Towards Rhythmic Images”

“Guercino”

m Junior Passports
Exhibition guide for primary school and junior high school students:

“The Rings from The Hashimoto Collection of The National Museum of
Western Art”

“Ferdinand Hodler: Towards Rhythmic Images”
“Guercino”
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m Zephyros
NMWA Newsletter, Nos. 59-62
(Yoko Terashima, Saki Yokoyama, and Hisako Sugiura)

m Staff List

Education: Yoko Terashima, Saki Yokoyama, Shigehiro Maezono, Hisako
Sugiura, Eiko Hiramatsu (Guest Researcher)

Volunteer Staff: Takako Akatsuka, Tomoko Arai, Marie Ando, Sachiko
Ishikawa, Kiiko Isoda, Tamami Inamori, Naoko Inoue, Takashi
Ohori, Shihoko Okada, Masau Okada, Shigeru Ogawa, Maki Ozao,
Tamaki Sakakibara, Hiroe Sato, Koichi Sawano, Shinichi Shiota, Eiko
Shirota, Yuki Suzuki, Ichiko Suzumura, Ryoko Takano, Keiko Tagami,
Takenori Taniguchi, Naoko Terashima, Yasuko Nagai, Sae Nakao,
Yuko Nakayama, Keiko Nakano, Hiromi Nakamura, Michiko Nishida,
Noriko Hashimoto, Tamaki Hatanaka, Akemi Hamada, Kaneko Hinotani,
Megumi Hiraga, Keiko Fukura, Nobuo Bunya, Hisayo Bessho, Naoya
Maeda, Michiko Miyoshi, Hiroe Moriyasu, Mitsue Yamamoto, Misako
Yokohata, Shoko Wada
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