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On the Publication of
the Artizon Museum, Ishibashi Foundation Bulletin

Research by our curators on the works in our collection forms
the bedrock of our museum’s activities, and publishing their
studies and reports, the fruit of research undertaken with a
variety of approaches, is an essential part of introducing our
collection, which is steadily expanding in scope and scale, to
the general public. This group of papers will include not only
the results of curators research on works in the collection but
also analyses of the Artizon Museum’s programs.

With the opening of the Artizon Museum, Ishibashi
Foundation, a fresh start in a new form, we have decided to
launch the Artizon Museum, Ishibashi Foundation Bulletin.

We hope that our Bulletin will become a forum for lively
discussions concerning art and museum activities throughout
the world and will lead to further advances in the Artizon
Museum’s programes.

December 2020

Ishibashi Hiroshi
Director
Artizon Museum, Ishibashi Foundation
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Mary CASSATT, The Sun Bath (After the Bath), 1901, Artizon Museum, Ishibashi Foundation, Tokyo
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The Intimacy of Mother and Child: Mary Cassatt’s The Sun Bath (After the Bath)

8]l #¥F

KAGAWA Kyoko

TAUABEDERAT)— AT v (1844-1926) . 1880
ERICN)THIRROBRELUTER L, 1890FERICES

ENVEZ1—T— U TARBRRBERZREL TR ZS T,

1900 FRICEFTAVAAEERAV) — NTIAT—KE (A
U— A ZR—> 1847-1907, L1 —3X 1855-1929) D FEFTFRIN
KRCHEZSRAZLOCHS, BEREKAZAL. 1913F 2/
ATIVEZEFELIZA. ZDE. ANEDORAOINEZ THI
EM SIS M, 1926 F(C/NURBADEBETTL BTz, BT
Bz <BOEAT YD KAREERET LB F
EraIFEOIEEEN I,

AFETE 1901FEICHIESNIEAT ) —- ATy hD(EXA
(B%)) (fig) ZRLICERT B, COEROHIEEREHER
L7zD5. COERMBRRSINIZINSEDZ1—I— YV DEER
TORERISFETSILT. ERICIADONTEERZREEL
1z,
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1844 E(CTAVADARY VLT T ZTINE Y YIN—=T | T
TTAZ—TOBBRERECEENTZAT v ML 158(ICLT
TAZTINTATDRVIVI T ZTEMT AT I—ChaD S
ZIFUST, 1866F(C/NVICESZEDOD, HF, T1—)L-
T AT =)L (EZEHRER) (CREFIAZETEGH 27z, ZD
e, ATy NI —TILEMETREZITO>—A. vl
SN TIUDRTRNIIDD vy =LAy - P rO—-LDEE, he-
IFa1—)ILOTNIITEAT, 1867FLUR(I/N)DTO (B
EB)ANDHBEERTEY., 1868FI(CIF(T R Z=E) (1868
. BAR)DIANEUE, 1870E(CEHELELEBFEDD
[CTTVREBENZEDOD., U7 X(ICRY, Oy
DH@BZEEFHT 2,

1874FEDHOVICARLUIEAY YDA ) (18745 BA
BZREIRA— - RA(834-1917)lF. ZhEMELZ, B
18754 . SEFHT v N DB TREMNFITERAD/INNRT
IVEICEEEZTe, 1877F(CRARFATYNDT NI RER
. RROTIN—TEBAOSNZEIDTz, COEUE. MR
ETATHT7IVRCKFETBROICEEL. RIEZETETIL

EUTERZERIET B LDICH Tz, ZLTAY v NE18794
DEARHRMREICHOTEM, ZDHREI1880FDESEIE.
188TEMEOME. 1836 FNESLEEICHBLIE, £8EOD
JIW—TRBOS54E(CEML. HIRROBEIRE LU TEET DL
ST fe ATy hME BRROAUVEOEEEFSVDEES
BEmMCERDBITFBED(C83,

EFVSIEDD, EMERIVELILY - ROvIHZDES
IRAREERITEEITBL3C. ATy MPARILNE YV (1841-
1895) S MHBR L DI & T I BIRE ISR EZEDIZ Tz,
MRZ OB ERBEIEENERICEAD L. FRICFESTER
B, LA N—= W71 RIBOEEEZRBEULZET—
TAZANIWIEW, ZUT L7484 R 2—ILD/N—P L
ZY KT FrLy b5 ZEERFENTOLEL, BHER
BZIERINTVBED, W THBIHELIBIFILBEANEWNG
BEDIZEFEN DTz, BUEREILEE. K5 L3ES
TBYP, ARFBEEDHZY. TLCEHRZNUI—ROM
FIZRDIZE W oTe, DTEHTEDITRATEHONE NHEHER
T, BYLZEEN CHIETEDBZZEN TS GERLFR)

HRMROZEBRIZEN VDG, BIF. 2EEVSTIL
TIATERDLEIEB(CEN TR EDRFS NI ARITRZER.
HBDVWE. REEVSTNBZERE o>z, TNEEZDESR
BEREFZHBEROFFER/FD CIE<. BEBERCEICESTE
Bhnic, rEZEF BEROFELZRVCHIRIROBEREL
T EI=)=F—F2 N JL/T—)L (1841-1919) D &HT & 5
[Fons, )L/ 7—=ILH876FEICHHELIZ(ThBTa)llTTy
N2 )L T TEE) (fig.2) IC(d. HEF4mDTa)Lyzyh
M FEORLREHTEF(CDITT BFICTH>THEAT
W2, ZODLZRFNITHREZZEATWZY )Y vl
N TAIDRLZTHY., N )DBBRBREDKRTELATK
N3, L/ 7=)LE. PPy hDBEULPERFEFEREL
TW%, COEBRBEIFEXLES LN T ICRICABN
&, vl TAaIRIEZD®RIL/T—ILD/NNOVE
LT BROVIHDEEZXAB L5,

—7. ATy RHIB78FEICHIELIZ(F VI E T FD D
Z) (fig 3) [ClE. SBIEZ SV 7 7([CThBDZAEINTVS,
ETILERSTZDEF. RADKRADIR2, BVWRLR(CY—5 >



fig.2 fig.4
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Pierre-Auguste RENOIR, Mlle Georgette Charpentier
Seated, 1867, Artizon Museum, Ishibashi

Foundation, Tokyo
lacma.org

fig.3
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Mary CASSATT, Little Girl in a Blue Armchair, 1878, Collection of Mr.and
Mrs. Paul Mellon, National Gallery of Art, Washington / Courtesy National
Gallery of Art, Washington

FrvoDHRETY Y a5 F(CDFEA L. BEEFTRLU
e FELTWS, BOBFTEAY Y NOBERNEN (RS
TW3, COERIE. 1878FD/NAEBERCHM/UTH
TEINTLESTZEDOD. RADBIEZEE(CHEBLT(RA
BRICEEMA W), 1879FDOF4EMKMEICHEMUTZ.

FHESNEEREEGZEDD. CO2ERDFEEADE
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Ay DB EFEHOVERVEBHOERELUTRZVTF
EEHAAIEZRI) (figd)hdd. TNIFT1880FEMESE
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AT )= Ay MERTZWFEEZAASTEBHR)
18804 Jl% - 1> 77X, 100.3X65.7cm.

O > EILR- B> T+ Efii R

Mary CASSATT, Mother About to Wash Her Sleepy
Child, 1880, Mrs. Fred Hathaway Bixby Bequest,
Los Angeles County Museum of Art / www.

fig.5
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Pierre-Auguste RENOIR, Young Mother (Jeune mere),
1881, Barnes Foundation / Courtesy of the Barnes
Foundation, Merion and Philadelphia, Pennsylvania
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([CUTeh > THIWET 2705 (E, KBCHHhB1255, [-1FnE
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Mary CASSATT, The Family, c. 1892, Chrysler Museum of Art,
Norfolk, VA / Gift of Walter P. Chrysler, Jr. 71.498

HERDOHTWVND, MEDRBHIRZ OB E(FE0,

ITIC/BINTVWDEBY, Wy NIEHEMLGEFHRE
WSS v UL THERDEE EOEBEITHOTVEH, DIEFWZF

DERICEEFFHAERSNTVDLSCEDLNSS, 1893
FO (RE) (fig.6) TlE. BWFICEN T TROFRIA< LM,
ZORMCEZDDLZNFTURVL. IFERDHTVD, P
NFICTEZHRVI——arvld GHREGES K TIE. F
DZNDZHDTFIROBBRELTURDOND, BRICIIBHED
RIZEHEINHRMNHFZTCHY. BERROATHZ L
TSN TH DD, EFZIVRBICAYERBETZAECE. L
KXYV ZHOEFFROBRNERI NS,
(Bra(ak)

(BF8 GA%)) (fig DICF. COYHBOBRICAWDETIL,
Ta—ILETURNTRY IDMEANTWBS, ATy hDASO
T LY REERTDE. CO2AEETIVELIETBFBRINGE
Babh), UhE—BRERLTEVEZEA NS, (BETF
(BRZFOFEE))(1899FE, —a—a3—4. ANOKUS > EL
£8:8.342), (B&F (IBAE D)) (fig.7). (FELDOBERF DT
VRD Ry R) (18994 A, BAR:B.339). (BRICHWTESD

< a—)L) (19014 B, BAR:B.332). (¥ 1—ILEFHR) (19014E.

BAR:B.334) THD. BHTE(RET #HEREOR)) L(FE
EOBEF DT URIRYND2ATIE, 7RIy MNIL B
EHRDBIERTHWVLWL —AD DWW EBEZH(CDIFTWS, &
NEEXBTHEINTVWBDEFIUKIRTH S,

e e

><7')— Ay (BEF FEAOEE)) 1899FE. hME - hr I 7R,
81.6X65.7cm, Za—3—4. ANORUS > EfiTEE

Mary CASSATT, Mother and Child (The Oval Mirror), . 1899,

H.O. Havemeyer Collection, Bequest of Mrs. H.O. Havemeyer, 1929,
The Metropolitan Museum of Art

XT')— Ay (CBEHBIOBYE). WF - H> T 7R, 38.1X58.4cm.
TI3—ITREMEY 3 T EME

Mary CASSATT, Study for The Sun Bath, Georgia Museum of Art, University
of Georgia; Extended loan from the Joan M. MacGillivray 1957 Trust

(Bx8) 0BELEREFT 5. ((BEHXBIDEF) (fig.8) T3,
FATE Zy 0T 2HDLSICHIECEWVWZEWAED LT,
7RIy MOEZERY, BEFALTWS, Ya—)LE. 7oh
TRy ORI TEFEMIILTT DY, EFEBNDBRIC. &F
ZEVAICEHETVWS, BIESULKKRBEREDHVTHEINT
WBH. ROBMS AW ZZHD 2 ADAIPBE WV % BF
3<B5LTWVS, 1870ER80ERICHRIROBERZEDH
WEEGED. COAT Y hDBETEEDNTLS,

FBLIOBERET (HXA. 3SADAMDWVD) (fig.9)EH 3.
REMDIEMT. MORBWBRDATHEHINTWNBDN
CNE(BYER) CRAETB3BIEFRONE NGV, 2 TEAE
HBOT1—IIH2 ADZHECF=2MIELTVD, ZEEEWN



fig.9

AT ="y N (BXB. SADADUWNB) 1901FE, hE - H> T 7R,
65.5X92.0cm. @A’

Mary CASSATT, The Sun Bath, with Three Figures, c. 1901, Private collection /
From: Adelyn Dohme Breeskin, Mary Cassatt: A Catalogue Raisonné of

the Oils, Pastels, Watercolors, and Drawings, Washington D.C., 1970, p. 145,
cat.no.337.

TNET U RIRYIDETILERB DN, BERE=DD—EH
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BRYEMTHY. GIROBEROLMLF. Ya2—ILERDHEDL
SICMEATWS, LY XRDERBRICHDEHY., TERICIIAL
DBRVRENRZITWVWARITEVWDRT}, LCEIFEEEEH
BLTWB,

COESBBIEEEARZE (BHA (BR)) TEF2ADA
DEEHNEIEIN. BROEVVEBDIE(LYRTEEIL ER
) ([CEIOTEPOINEHFHIN. I5(C(EF. BHOEHIGED
MOEKVWBEABLLONTWS, ZOERIE. TR TEY
v RZBELTCRFILVOULA. DEROEFFHRIELTELE
[Fonctunwas&EBhns,

INIDTAIAAN

HPYNEIAEDKRF¥ZETZ VA TBS ULz, 18744 (2/\1)
[CERZBATURE. TAUALLRELLZOEIHABIFETHS.
1904F[CFILIAY RN BEBES 1T 7)IBEERELL
M 7IVRAANCESTAYYRNETNUDT A AN ST,
ZOZEF NIDY vy I—=)L=T7 > RLEMBET20184F(C
REINLRESDIANIDNIAT)—- AT vk /NIDT A
) A ARk Mary Cassatt, une impressionniste améri-
caine a Paris / Mary Cassatt, An American Impressionist
in ParisJfEofzZ&CEHBSHNTWVS, ATy hBES. 77X
NTEEREHL<RKRERUL, LERF187IFENSI894EFK
T Za—3—207X)AEMBERI CHEZRE Tz,

TAYATOEERGHSI LTI, AT AEBRER (R
OrE7BER) COEMIHENZE(TESNSS, 1892FF. >N
JAEBESLZUEORMILT N\ XLEMBD2DDEED,
TIVRATERETZ2ADTA)AANLZEBER, AT7)— -7

8 |

TFrAILR-TIETZ—X(1858-1946) E ATy NMIIREBEI N
fo. TZED#ESPE LI EVWSEBEDOEE, YT EZ—X(E(T
VET47- 0= N, AYYNI(EY > 7)) &HIE
Ll @AEEREYT), P HIAER1893FE581AN 5108
TBETRfESINTZA ATy MIRBICREESZ E(FEH >
1z,

MR ROEREEDERERVEHICERVR 22 THS
N37ZRAOEER—IL-Ta15>=")1T)L(1831-1922) 3.
1881, BZESLRAZBUTAT v REHE W HLZDE
mzEBALTW\SS,

EMERIVY v o) F, ZOEENGR S EZED
AEMREFEONZVDON?DIEM T, =fiizsd < 2EED
BT, WDNCZETEEDNBRSINTE A ZEROTW\D, 7
UCTEMEMRICOVT. UTDOLSICERBLEL, T+=1ie
DIEFENEREARTES - T4 - 2294142 \wN\CZIZUE-T,
FTAHRLORERBREMBERO—T - RKAX—ILICEBZET
BN ZEEMRESOCINTH. AINELKEMRDFL
THolz, TAHR. NILN-EUVETRERLIKZDY, @
BIZEREDBEFBBLTVDBL, AT —-FrTuhF HLWL
BRARAOIERICEREZENAEEZLTWVS) (REFF
R,

ENCHTYNZESTRADEEGFEEL 1A, 2D/ Y
1) OERIE. ATy AOB/NFEERZD, AT v IH
RADIELTHIFELIZDIZ, 1879FENS1880F(CHMTF T KR
BRGEERZRTEOICRADT N LICHEICE-OTWEET
HB. 1886 FEDESLIMRMEURE. TNZTNOEROAR
HEELGO>TEZ, AT YMORADSOHEFRE(CIEHES
NTEH. RANOAT Y M SDEEBERIEHICRET S
([ZlE. 2014 FE(ICF ¥ aFIb-FrIU— (730 bh) THESN
EIRA/ ATy MRERZINERSEh Y,

TaZ =UaT)EBTOERERNBAICIEZDIE. ATy
MVREDOERZBIIL RO EZ e, Ta5>=)aT
JVFEFH400RFEDIEREBALIZE DD, ATy MIIER
ENSDRBENZBEH >l END. EXDIL/ D)L, EY
OD&DICHEFERICIBA LTI T M o7z, 18914(2/\)
D727 = )aT)VBEBRTATYNDORYIOERZRET D
M Ta7r=UaTIHAYy NOERZBNIT 2. /N
OB TI2E., Z1—3—JOEET258HY), Z1—3—
JICEANBHINTVE, 1886%F(CF. TaZr=aT/LH
FETZ 1TV TOVDTONRMROBER [IFR%ZH
BLTW3, 18955F(ClF, Z2—3—oDFTa5>=UaTI/LE
EBTAREGTERZRELZ 2, Z0®E1—3I—ID7T2
Zy=)aT)VEETEFERNCAY Y NOERABHEINTZ,

M TITAVANIDOAT Y NI T7ZVZABETER
SNTEHRROBRIEIOFBEINSANTUESIEEEER
%, TNEETaZ=UaTILBEEO_1—3—27 TOEENC



EOT AYYRIEERREZRIZLTVWZZENDINDZ B,
ZUTHZELAYYREFGEZDILZEBLTWVETHSD,

1915FDRER

Faor=UaT)LEEEF. hYyhO(EXAB(AR) %
19014FBICHEA L. 1949FFTCDEREMMBLTWE, Z
LT 19034, 19174, 1920Fm3El., Za2—3— 7 D[E)EER
THRELLATYNDOBERTERRLIL, 1915F486BM524
HCAGTHEESNEZ2—3—70/RS—BEERTORBERE
MBEELRROERZSDAER](CE. (BXa (CA%)) FH
@mEN, HEEOA5FE(CT"APRES LE BAIN,” 1901 & HETh
TW353,

INE WA= NTIAV—FEORTESHEZ X
ITERIRERT. RRY—TIF. L (&t violet). B (M. white).
& (FL. green) EVOT S HIEEB 2RI Z3ENEA
Inre,

TAVATOEBLARIILTOLESEEIS. FAREBESE9
FELTINIFCHERTEBL. 1920F(CZHSHIENER
FTBELTEB, 19N ENSLESHEER AL
THY, 20 ALHAETICEAEBZRLCITMNTOEMESIL
ENRIREL. ZOMDLLDINTERTRBAEETEHZE
DD, THEDRENROSN TV, ILAP—=X(F, EHEVEH
SLEBSBIEADRELEEVTHEY, 1907F(CKMNTLE-T
MEHERDE, KWUBEEMICE>2EWVD, T912F(CF /R
Z—EBTORUSEEES #HFIZEERIIL-J L3
cOdvoicBERE I CABfFRzELEL. BESADZ1—3—
I5BEHTOTEMELESMUIZ, 1914F([C([E H<HSD
BRADATYIDS, OB ZHEITEIRETEOBEERF TV
B,

NIRAY—RAF ZESBHEERDIHCT2T7>=")a
ITIEBTRAOEBRZHEBETEZIEEEZEZTVH, 1914
FEHCHAT YN EE(CET7ZVRERITUILES, ATy hER
HD2ANEB=ZRET2EINENAL. ATy NIZOEE%
ENARICIZOLOBRESNHEITNZOTHNE. &
MESBIEDTLODODRERTHNEBELL AT, ZLT
FLEATYINDFERICE STV BERAR CHEEIAE/SRTIL
BIR)ZT7T170=)31TILBBETN\ITIIV—KANZED &
HREUIZ, YEZ2—TF—oDTa17>=")aT)LEEETD
BEEZEITVEZEDD, 1914FKICH>T. RigE/RF—
BRARETDEZROTC, RIFEEELCLICEY, @
EDEEEDERESTABALLITT,

Ay hE. REREGIEFROEEDHEZLTVS, f£&
ZIF1915F2ATHONT AV —KABDFHETIETXIED
FTEORAZEREITY, HRIEOBI/FEOREBESLLVI—IL
AEREEEIC. BEDERIECLDERICERRT 2DHRED

CEMNEBWVET, LY TIVRNEY—IIARZURTERT DR
WIRRERRWETI7ERR. BB 2B28BICEFAY v hES
H@REEZLTVSS, COBRKRRERLHSHSNTL
ForLDT BANRHDNTIXAVY—KABDFHTIE. I/
AMOIL VG —HERADEREBRTEEDTEEWVNEH
FLTWB?, LHL. 7TASED/NTYAVY—KRATBDFHET
[F. Y3t 7-FTa5r=UaTIhb. Z<DANZOEES%
BTTVWBADEF. THSHEEVSERDIEOEVNDZEEIE
EEIN. FEHEAATWB,

BREE3ZESDY, KELPELCEF AT YRERTDIER%E.
2DDNERBERICITBEDERLEDIEFRERTRIZCEE
1357z (fig10) NINAVY—KREEDIL V> 3a>h5hieE
22:hBLEEIN. Z0MD%<E/ RS —BEEBOBERENSD
BRERIZ>c. A507(2EF. BEDERLS (F7OVR1—/.
Ty G RIWNA T TR, LY TSR L—=ARU R T
RIL7. ZTA=LE)DIERI8R. RA23=. AT vMNBRD
BELISNEEHINTV S, EFEDAETIE. BEDERT
S5DEMISHADEN. RH27=. AT vh298. APy hOY
BEE., VRV - F—RCLBZRADEBREHETRIN
EZENERINTVWSY, A¥ 07 [CBEINTWEWAT Y
ME@HMBRBMEINZE. RAEAY Y NDIERREITFE
BUICHES (BULAATY hDAHLLEB),

4A6B(CEF. NIXAT—KALLLBRAEAT Y KIDL
TOFEENTONZ. BWEHAEMICDOVWTE>TZDEFID—
BIDHT. ZTNEFREZNFAE Y 2L S BUER R (ZEBraE
& Woman's Political Union) D& & HDT=bE>Tc&EWN522,
NIRAY—RADEEZ TOEL U I FRNEDASZE S,
S5MILICRESNT EEOAZRIETRIL),

COFEBEREF. NINAV—KRADNRERRERF TR
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Installation of Works by Cassatt in the Main Gallery, The Old and Modern
Painters exhibition, April 6-24, 1915, New York, Knoedler Gallery /

From: Rebecca A Rabinow, “The Suffage Exhibition of 1915, Splendid
Legacy: The Havemeyer Collection, exh. cat.,, The Metropolitan Museum of
Art, 1993, p. 90
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Gino SEVERINI, Trombone Player (Player on the Street), .1916, Artizon Museum,
Ishibashi Foundation, Tokyo
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On Gino Severini's Trombone Player (Player on the Street)—with particular reference to the second “Lyre et Palette” exhibition
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Gino SEVERINI, Motherhood, 1916, MAEC, Museo dell’Accademia
Etrusca e della Citta di Cortona
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Berthe MORISOT, Woman and Child on the Balcony, 1872, Artizon Museum, Ishibashi Foundation, Tokyo
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Berthe Morisot's Woman and Child on the Balcony: The New Woman in Modern Paris
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X-ray Photography of the painting Woman and Child on the Balcony (fig.1)
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Edouard MANET, The Balcony, 1868-69, Musée d'Orsay, Paris
Photo: © Musée d'Orsay, Dist. RMN—-Grand Palais / Patrice Schmidt
/ distributed by AMF-DNPartcom
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Berthe MORISOT, The Cradle, 1872, Musée d'Orsay, Paris

Photo: © RMN-Grand Palais (Musée d'Orsay) / Hervé Lewandowski /
distributed by AMF-DNPartcom
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Berthe MORISQOT, On the Balcony, 1871-72, The Art Institute of Chicago
Photo: CCO The Art Institute of Chicago
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Berthe MORISOT, View of Paris from the Trocadero, 187173, SBMA, Gift of
Mrs. Hugh N.Kirkland, Santa Barbara Museum of Art

Photo: (Courtesy) Santa Barbara Museum of Art
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Edouard MANET, View of the 1867 Exposition Universelle, 1867, The National
Museum, Oslo

Photo: CC BY-NC The National Museum, Oslo
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Edouard MANET, The Railway, 1873, National Gallery of Art, Washington /
Gift of Horace Havemeyer in memory of his mother, Louisine W. Havemeyer
Photo: (Courtesy) National Gallery of Art, Washington
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Camille CORQT, View of Florence from the Boboli Gardens, c.1835-40,
Musée du Louvre, Paris
Photo: © RMN-Grand Palais (Musée du Louvre) / René-Gabriel Ojéda /
distributed by AMF

fig.13

AZ—2-00—AF«9=2). T147 - TRTDEE) 18434,

¥ - AT 7R 43.5X60.5cm. /N IL—"JILETEE

Camille COROT, The Gardens of the Villa d’Este at Tivoli, 1843,

Musée du Louvre, Paris

Photo: © RMN-Grand Palais (Musée du Louvre) / René-Gabriel Ojéda /
distributed by AMF
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Berthe MORISOT, View of Tivoli (after Corot), 1863, Private Collection
Photo: Art Heritage / Alamy Stock Photo
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Camille CORQT, The Toutain Farm at Honfleur, c.1845, Artizon Museum,

Ishibashi Foundation, Tokyo
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Berthe MORISOT, Farm in Normandy, c.1859-60, Private Collection
Photo: Art Heritage / Alamy Stock Photo
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Camille COROT, The Dream, Paris Burning, September 1870, c.1870,

Musée Carnavalet, Histoire de Paris

Photo: CCO Paris Musées / Musée Carnavalet
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Berthe Morisot (1841-1895)
Woman and Child on the Balcony
Femme et enfant au balcon
1872

Oil on canvas

61X50cm

Signed lower right: B Morisot
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MATSUMOTO Shunsuke, Canal View, 1943, Artizon Museum, Ishibashi Foundation
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Waste Disposal Center at Mansei-bashi Bridge
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Mansei-bashi Bridge Harbor. Taken by Kaizuka in September, 2020
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Gomon Street and Tokyo Expressway KK Line. Taken by Kaizuka in
September, 2020
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MATSUMOTO Shunsuke, Canal A, ¢.1942, pencil on paper,

The Museum of Contemporary Art, Tokyo

fig.9
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MATSUMOTO Shunsuke, Canal B, c.1942, pencil on paper,

The Museum of Contemporary Art, Tokyo

fig.10
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MATSUMOTO Shunsuke, Canal C, c.1942, pencil on paper,

The Museum of Contemporary Art, Tokyo
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Nonggirrnga MARAWILI, Bolngu, 2016, Artizon Museum, Ishibashi Foundation, Tokyo
©The Artist, Buku Larrngay Mulka, NT and Alcaston Gallery, Melbourne
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Tradition and Innovation in Nonggirrnga Marawili's Bolngu
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Artizon Museum, Ishibashi Foundation, Tokyo
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© estate of the artist licensed by Aboriginal Artists Agency Ltd
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Research Notes—Yasuda Kan's White Bronze Sculptures: Tenpi and Sokyo

LBkt T

ETO Yuko

JEEEREMHS OELIR ZHM(1945-) ($. 1970F &£
AT (CEY, BRIEBADEMELTNONSAF)T - ~R
A—FOEINSTUHCTNIIZEZ. AREBRLETOYX
DR AWERDHENFZT>TEZ.

ZHDERIEF. ETNS Y YOBRREBERZRBV Ad%z
wUTERSDBTAILLDEDHRFCEILHSNTLBHY KT
ANTOVIEFC EFERANGHECEZ<AVSHEMTHS.

fig.1

ZHEM(KI) 2015F . K7/ OV X, &Z60.0cm £#%#280.0cm
521%230.0cm., BB ET—T 1V > XS8R

YASUDA Kan, Secret of the Sky / TENPI, 2015, Artizon Museum, Ishibashi
Foundation, Tokyo

AREAMEIE. 2019 F(CRHDKRTA N/OYX(2LB (KH)
(fig.1) & (HHE) (fig.2) £ WNE L. 2RIFA/BHET7—K)T—
Fr 24— (RR#PEE) OFIEICEARBEINTWVS (figs.3,
4), AETIE. ZD2RZHIC. (KM ) —XEARE > 1) —
A, BEUICINETHUSNTVWIEWEREDAKRDA N/ OV
EROFIEBREEERT S,

fig.2
ZHEM(EE) 2014F. K7 OVX ES123.0cm £&£195.0cm
2&140.0cm. BBHMET—T 1V > EfiiEE

Ry EH

YASUDA Kan, The Echoes / SOKYO, 2014, Artizon Museum, Ishibashi
Foundation, Tokyo

Photography by Eto Yuko

fig.3
aEMET- Y —F o5 — FiE
Front Garden at Ishibashi Foundation Art Research Center, Tokyo

fig.4
ateE 77—~ —F 5 — ik
Front Garden at Ishibashi Foundation Art Research Center, Tokyo
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fig.5

ZHRM(KM). 2009F., K71 N/ OV X &S 195cm £&120cm 52 35cm.
{ERER

EYR(20165F) CORRAR

YASUDA Kan, Secret of the Sky / TENPI, 2009, Owned by Artist

Installation view: Toccare il Tempo in Pisa, 2016

fig.6

ZHEM(KRM) 20165, K7 MOV @mET25cm £&240cm 52&120cm.
1R

RHRMELIZEME 7ILTETyY 7EBTORTRSR

w RS

YASUDA Kan, Secret of the Sky / TENPI, 2016, Owned by Artist

Installation view: Kan Yasuda Sculpture Museum Arte Piazza Bibai
Photography by Sato Masahide
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BESERFROUEDTH S, EZFICLERYIDIFmITH
D TRHADNSDIRILF—TCTHSATEAA—T ) ERBIFBEN
T3, HRCANSTHRLHCESATZ(BE) (fig.2) D7+
IWLE, RBEDBDOT F2MELTRITZIRDLSBELL
RZELELTVWS, (K> —X@k. HE>—XE
RESTPUNHNENTNICERS,

(HHE) FHIRD > Y —hKR—ILKitaralc. ZNETNFED
TRITLT S 1 2R T2RREAFR3IRNINE RETNT
W3 EH. ZHABEZIEME 7ILTETyY 7EB/ATOVX
ez LT\ B,

4. K740V LB (R & (IRE)

ZHARYCT OV HEREFNTZ0E. RREMAFZLA
HERRZRME TR BHRREE) (CIEEPDI968FNT L
T, EEOWETOV GO F 2 2 M B O, EREKR
[CEWHATOZAHOELY 70072 RV, BREFRAL
AN->THEE. KEERESD. MEMNICTOER%EH
ELTWB,

ZHOKRTA N OV ERD IO THRERINZDIF. 2007
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fig.7

ZHRM(KR) (HE) (WTNEREY). 20204, 1FRE

BY 5 (IRE %R0

YASUDA Kan, Prototypes of Secret of the Sky / TENPI and The Echoes / SOKYO,
2020, Owned by Artist

Photography by Eto Yuko (At Studio Shisui)

FIRNB2008F3RICHA T T, O—F THREINTRIIC
kBB T. M VIXRFEOTIHZICKARES N (BOIF)
(20078F) W R TH 2., BRHIFETA N OVAEVWSHRITE

RV BLZELI>TBLLZOEDEICENNTZ. BX
BREHBETI2AVEKREZORAESVH, ZHIERDESHE
TAILLERFML. ZHOXRRZIREICLTWVD, R71N/O
SZADFRHMOUEDF. FHERORESPREOODT NEREN
BELCEKY, 2L ERBIEHEPBANGODONDZR TH D, i
BICIoTEHRERBINEHFHIN, ZOBDRHF PRI,
FEPRBLLEEARZRES LS., RBRICKHLT, £L@E
EICKWUBREDRBEEEICDLT DBHREZEZI TLKZDEL.
FBRTHETTCVBRIHNDEOBHIRZEZ 2, TNIFRAKERE
EI(C. ZEERORE TH2EENLZRMEZHRIRLTVS,

ROANTOYZERORBEIAETHIEEI NG, BRFIFL
EEBZHITEUMA I UTEEE R, $HEhfThNnd, B
AEBEAFRERCERSNAVHIREZRF DRTAN/OVAD (X
W)X (B (3. ZDRE(fig7) DEEE ZENEVIRLE
FEFBCETEDILLENTWVWS, #EEHEICL>TTHN.
N=VITISU. BREMESREEH RAE L SRERENBVS
nco\sd, BEESRE. RICBECEERZERLU SRS
TV, ZOFFEERTCHELUELSTEZEDTH B, /\—Y
(CRFTHRESNIEABIDERIG. FHERIOBEINTER
DIERDFE LD,

ROANTOVX(E v TIILES(CHEMBEIZ ANTZED
T, 70YZADBLZED5RBEZRD, 7OVINHE, 7.
Fi. MOBRTHDIDICHL. RTAN OV (E ., v
L. BIAAERDTH D, ZvTILICE>THRED LAY, H
ROBBIWEABHEFEND, (KM (fig1) & (HEE) (fig.2) (.
EBOESEIRILIEA. ZOBEKDPREFRLEY, TNZENIC
BEMZIFD, CNEEHEROXUR BELZEDEMAD, HiEk
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fig.8

ZHEF(R) (BEER). 20165, K71 N/OV X FERE
¥ . NR5ES

YASUDA Kan, Secret of the Sky / TENPI (right after casting),
2016, Owned by Artist

Photography by Naimen Yoshio

(CHUZRITZI IV ITDETDEVZEICLIZEDT, ZD
TRIRDRBEOENSZZARTA NI OV AERDBESTH
. RIANTOVXCIEIARMANICE ST, SHiEER., K(CHE
DEERNEHHETNBENDH S (fig.8). Z<DIFE. KED

BENTHZDICHSTZEDERBIEE L T CELTVLAY

fig6lCRENBLSIC—HEBZHZEEHS.

RIANTOVZAEBERELTCHVWONSRZM A, ZH
DERTIEIABE T ICZOFEFFOHEDORBEINENINDZ L
LV, (KHW) (fig) 3. BERERDNRTANTOVIOMOE
ZEDULHEINTORVER, BREAINES EFonT:
FEIRT, OEDDFREIC2BEDERZR D, (HE) (fig.2)
FHESINTHEST. EBORNICLDELDHBRIEEEHE
[CRBZENTES,

BAFPDDULBFAR (R (fig) & RIFCZEICAA-T
EodHzRD (HEE) (fig.2)[F. TR THIELEDLDICHESS
THREIN. AAOREISATAATHAML. NFUIDRWV
ZEEZEBI>TWVS (figs.3, 4). 2RNREBEINTVSABHE

T—RN)G—Fo5—d. T—T1 VYV EMEBEDOHEMR T
EBEARLUTVWAHR TIERWA, EHMNICLIF+—DP7—
U2av7 IR ERRBELTEY. BIED (KM (fig.1) & (HHE)
(fig.2) [F. ZDHWBIZEAETHILLATREFEZDLI TN S
(figs.3, 4).

ZHIFE, BICRZBWVWED, MNZZENTEFEVEDIC,
FERIEWSBICR A B ﬁﬁn%:to)(\%%ﬁﬁ%’éi%:t
ZESDHBLEATVDS, RE2ENEDORBEEZRET
BIRDEDE. MRO T AILLEBRUIEZDIERIG. {’Fuu/\

ERZEFEZEE, BHERALTES. ZHOEROBAE. £
BZDEDH, ZDEEEZBO>CNDECAICHD, (FITD
T—TAANTHY, THAF— \AER. EREHEOEMR
Thole7I—/ - LF—1)(1907-1998)(d. ZHDIFRIZDWT
Ml RRUEWERIT. HEPZEDZAICEDHTVDEE
B, WOIERIE. ElE—DD BRI SZARFIT LT BICE
TRTAEOREZEZR/ 2 EBRTVET, ZHISBESDE
RICDVWTTUENVENIZELST fEREZRITEOHBZZDEMK
(FBS, EHECZAADOBWVCEZSNEY > TILEFERB
KUTWBIEEET S,

LZHIF2019F 98198 (KHb) (fig.1) & (1HE) (fig.2) FRE
BRCITRA &EF. RICMBEFTGAIBEZE)EFE-TVS,
(KW)DLT. AFROTFEERKL. BERFICZORDITICAD
PENEFOEEERUZZENTES, TORTLIELEL
FWTR O BENMATZOME, EBRIC (R (CEUREZE
CUIEECHEIINECETERS, ZHI. BRIIC&FFRE%R
1B, AN CRERBOREEFEERIEGRESED, TREZICH
Z0DE. MI100F., AFEEIRILF—ZRIETEDRE,
EAZADBEULOEREESTTVEVTEV, FETHAN
TEZEMTIFRL SETHATETZIULDERIZD. A
[CEEFANTZEDC 1L AEMAT7T— N —F > 5—
T, HINBDADBREFEMIEL. (KR (fig.1). (1BE) (fig.2)
EMNEBOIENS, ZTONERBZZENTES,

AEORZE(CHI), RAMEELBSVICARSESENS, ARG
WmAhzEBIELZ, OLUVEILBRLLETET,

(AR EREANEBYE 7—7 1V EiiiE ¥=8)

—

EBUAFILZHEM. SROBZIFRIERL. 2005F., 16-17H,
AKZF2. MZHA—XICTITU #EDHEICmEFHE. 2014
F. 82-83H,

[E. 87-88H.

ZARMEKA VY 1— RIE KFE. 20204£8A29H.,
ZHRMEKA Y 1— KRSTUDIO Kan, 2020&E10820H.
A4,

KAN YASUDA, Leonardo-De Luca Editori s.r.l., 1991, p. 46.

Kan Yasuda Toccare il Tempo, Pacini Editore, Pisa, 2016, exh. cat,,
p. 10.

AI8EE 5.
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BEREBNM VIV T171DIFRATEROK T RYDFEH

Discussion of a Rare Book—Eaux-de-vie: Esprit de la Fleur et du Fruit, lllustrated by Raoul Dufy

REXT

KUROSAWA Yoshiko

1. (FL&IC

BHZVWEELEBUPHEEROREY. 2HETFIIA
WEFENFE20E 7V RDBERZ VIV 7171 (1877-
1953) 13, Z<LDFEHRALKL VD, Fa—L - TRUX=)L
(1880-1918) DFFEE MBNMNFE DB D VI AT U REZDHH
251" M9NEH) [CFRRBDIEGZRA. XT 77> N7
A (1842-1898) MEFE MY R AILI2 (1920 FEF) = G RREICTEY
VY T—R-EVTA—IL(1877-1936) DB/ ZEL L 2z 43
(1930FF) (B3 IZvF U IC L BiazlTaE, ZDRIER
ZR(CHzB4, FEMEFR DI EMEE 0 EDHEE
[CEfREEFE TV,

BRELTCOEERFEAD SBEFEX TEECDOIUEIEICHE
DO ADEIIS0MU LEICH L INE, ZDFRTTEL >
CRECHRINTZON, KTRTEN TS MEmDK TEER
OB (UT. x8) TH B, AEF/NJONILF—IL- 054
HMNSIAE(CHIITI NI, HEEF2018F(CAEZHTZ
(SR LD 7T RADEIEADES = FEELTMAEE P
BERAYDOY. £IeT271DFRARICDODVWTEINTI K
CBVWTEAREEFFHLERINTHSTO, FHFOERPT
RETOBREFARBERNAL VN, ZTTABTERET. AZ0D
BEEBNIT2EEBIC. ZORILBREEHZDFHAMN)ELD

BHREFED. SBROLEBEINZIPAEEERET D,

2. RB LG

AERFTIVADERFEE)ILZX- IO R-Tr)LT7+2Z(1903-
1985) AN EBERELIZEDT. ZTIICTIZVRDFAY I
2a-TaT A (1884-1966) WF X = EFH. Ta7sh\&Eic%k
HEUZ, 300HRE THARST N HEEDPAEAICIF169FED
IT ¥avESIMMINTVE, BAESCHRZEDED
BAIBRENSDLLONZEBBEZRBN T 2T 1T AILDFEX
(TS TTELEREDIER TACH L TEH). DEEFOH]
EVSTZADDECKIVERINTWVD, FRICIFFRME. DR,
NMDERTL—he, REBOBCHBASNIZSRADOEMED
BEN. BERCE AR 3TIETYFUINBLLGNTVS,
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BREFRMUEDEREIUTOEITHS,

KIEIE(AMDRE) ---fig.1
Q7L —h ERDE ) fig.2

p.11-19TFX

pITEME(ERDER) -fig.3

B/ L—h(L—F> R Z-FrLybUL/T=ILICH-
—C)>> ...... ﬁg'4

p.23-27TTEE REDIERY
p.23EME(FEDNEDRT) --fig.5
BRRTL—R2(EVKBEDTE) --fig.6
D.31-46T\H

p. 3R (N IHDOBI R ---fig.7

w7 L—R3(foFgEM) - fig.8

BTl —NORKERINIBE TV ZVR)---fig9
BIR 7L N (BOFTZHOLOREAVRYN) -
fig.10

IR T L — N o(ZMOBERY) - fig.11

P.49-63T &

P.A9EE BRI (T LE(CHEIzh-T) -+ fig.12

w7 L—K7¢ELEL)-fig13

BT L —NS(HEEDEZOFDEEORY) - fig.14
BIRT L —NU(BEEEEDREM) -fig1s
BRTL—NO(S2&WSTEBTER) - fig.16
p.67-70TBEFDZ

p.67 HEERE (=M ROAKRE)---fig.17

BT L—NMI(EELEH) - fig18

AEDRY A ML TEaux-de-vieg £(FT7ZVREBTIHERD
KIZBKRT BN 7730 T—REDKBBERIEIESETED
%, TUTZDADEY, AERFKRLABAENSEKEBCDW
TEOSNTVREYTH D, IZvvIRETIVARMMDIEK
BREOEEMDZFIZHLEHAS. KBEICRETZEELNG
Y. REDSH, BLBEEE. &0 MRPFEUDIGFO
REDEEREEBEIZAREICHELN, TR TOREE
DEE(CEF DD BRFE P, FRVPEMREBDEHLY(CDNT



THNSNTHEY. TIL74A2DBHEIINEZ D —MELR>
W3,

BRELANL. EAMNTVEIRBELTLEEHITBZTDE
(F73>TVVEV, RE. BIE BZRH#RHOIALE, ZBBES
BRIDET—T7HEHINTVBZEDD. XEOREZNDE
DORBAED, XEEMTT DLDLEANGAZANIRZ
Fongwn, 44907 LY XCEFEEANFINTOZLND
ABELEECE. KEE- T Ty - NATILOAYOT - LY
KOC/BESINTVWB/NUMILAREMEOEERIC. &5
DORDTL—"HBOTELLTVWBZEAHIBBLIET, &5
(CHRIE T L — N6 (B AR DBER) (fig11) E R DIE@RA FHD

HEFOT- LY R2(C578FDER(ER) ELTREINTES Y,

X ERICAENERRRIBH I LELTRBEINTVSRZE
MR TS, ZOO/NUMILEREMEOMEERICEE
LT BT L =R PMORRICDOVWTH, BEEFEOERHNSERL
TER SN BN HBEEZAOND, AEEFT171DHE
BICHTEINTVBRZENSE. ZOHBREEFRR (CHIFS
EERBIEDD, ARICTa71DRZEICHINIZTROSNTE
D7 AV A (1956 FF)) EVWDIRIRADFET 2D, CNEER
FEOKEBEHSDEHBEZAVWTCHESINZEDOTH S, |
ERFRATHZFAOZY - RILPaLR(1885-1973) [CLoT
EINTREED. READS vy - R)LNT (1874-1977) IC
SO TEERMEEINIE e AL G TWS, Z5LIESEHAN
HBZEND. REOHRERGFEOKE. J7va. FHEE
@OREMETH BT TR ZTORDRIRNT 271 DAEF]
(KBS NERBEDFICLTEINTDTIF L EEFE T«
W7 RCE-TREINEABREERELATNERSBWNTE
23,

R 3T—ILCE-THIESNIZRMRIE. R ORIEFERE
DOBEEND, %<(d. FLEFETHKEBICLZMRICEDL
ERBDOND, Ta7F1900&FE(CHIRIL - T—IILMS/NIA
BUEH. EMERAAZUCEYENRIROBRLE(CRE
2T 1905 FBICIE 7+ —T 4 A LICIERIL. 1909FENS
FX(1839-1906) B EDF 1L X AICRB LI NTIZZT%
LTWB", KEBEZZLFNTDLDCHETZDIE1920F
MoT, TODNEETPHEBOHNREXRSTICREVWY v F TR
RBIEHTHHIE", BIRGEDIHVWETREICUIZKEE DK
AETHEEDOAVACEREZREFL. HEECEVTE. &
IO RVBBRVTZT7+—T1ALDFENS, %K<BHICE
BUTBESCERLIZEWVWDS, ZS5LIEEHELGEAZRT
1920 F RN S30FMKICH T T Ta7« ([FHEEMSIIZILTE
BEOREVEORIVEGEBRBOBREZEIILTVSZY,

REORIIT—IEICHNTE, BEBTRCHEOSND
CERLKBEAICRVILTONTEY, RELGEREHZIVED
MM S, 130ERMUBERCHEMNIERICEDCERDN
%, foakd. BLEMNIEH TES/ V) M EMEEFTE DK E

ORI 1930 FRBFNSIS0FRRICHNINTND, T
ARERRICIE. T27rDRABIRRINRONBZ ZEERHH
TH3. BIZ3EETL—NI(EBELEH) (fig18) Zfl(C 2
FaL. ZEBRDOLE¥F(CE FITITRRICL>TREDIZT
2 a—)LEVSEREEOENAVLONTE Y, BERORVPERLY)
FRE-REDBHBIEMKRFETHTAINTNS— T BE
EVEEEG LN SHRUBKRERSESNVIIBRTRINTS
Y, BIEE NCBZRAT2 &=/ OCELRNUBTE 0L S DRIE
BECIVEZERRLTVS S, AYSREBROD S EHZEHR
TRENTVBDEXMNRNIC, AMETFRICENNTIZRES
FHE<BEVENBAVSNTVS, REDRRIE. 727D\
BOBEZHILL., HReRERFEZERUCRADEN W
DTENTEBIEAD,

3. FIFERDFELDW

TlE. AERFESVSTEENTENN, BET1T70 (LR
DIEFENSTNIZDTHADH. TNEHESNCTZIERERD
(FENTVEWVD, WKONDFEINZERTRICEEDHIZN,

FITARZOEZBERNOHERTSZE. MEET LTS
1926 F(CT VAR EXNEFR CEHXEFZ DR MU ZIFL
EERFEET. 770R EKICNUDELICETZEN RS
HELTCWBRE BERELTCOAEER OAYMTHS. Hl
A TRIE 1930 F (CIEYEEIRYER(ICAE L. /NI T T 1
INLVEMBE. NURBADY —REBERICHBMIL=R=TF>X
EMEBEY/NIIXICHBZ AT T7 L EMEBOFZ=EXFEEL.
EBEROPE(CRBUCREEZE DY, Ta17«(CBREKE
FTRICWELTEBRIIRBET, S5ICTa71DERIICARED
KBZLUTCWENEDHNDEERRBENETHIN, FEEE
VWOBEESNS. BRROERCELEOTRICEFNTLE
CEFERICEELIZIV, ZOAMIBEANFLIMOITIEANS
THERTDZENTEDS, TIILT7FRIEAZOMIC, /NIDE
BxYIWE ST (1886-1968) DB MR A SN MK
BoNTBA20 (19514), BEEZ I ICHONTZE—) R
)T 3> (1899-1979) DIFR(CE SN THRONE & I
HH<DTI? (1956 F ), BEA—R-FR) > (1891-1953) AD
BEOBEZIADTFR) I/ OEPHGREZFEEE LR
AIT UNEFIZ(1959FET) LW\ > 23D EIRAZ FNT T,
2TNVDONIILFT=IL-0Z1 o ahsFfiTEnNTVnsg, 250
RTINS, TILT7 2 ZAHERAD. &<ICTa—)L- K-/
DDERIEEER TN HoTECENFEZ B,

K2, RCLKASVDRIVF=IL-0Z4 s HERENTL
ZERATEES 18- #1232 (195261) L e BN EE
MlxSH<oTI ZUTARZEZHHETHEITIE £ FTW
BEENAZOFRIARICHZHERZToNZZL(FBELE
W24, TEETE-TE- X013 AT Y IR P97 (1876-1944)
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BEDERMNERULTAVEROTFINI, Td—)L- K-
NIDBEIRCLDIFRNRASNTIFRAT. THSHEE
Mz H<>TIIERDESVEEMICEDDBZFRATH S,
RENEEELUTHBEINEEDRON. BAREHRCHEM
FHOEEHNK T THINZCBEZVWEDHIEHBIZHD
REMRBEREREDON>TVRL, ULMUAEZDRIRICHTS
THEEEQFBRANTITINZEVDRIE. REMRILO AR
ELT—EDMENBBEAD.

ZI T AES LU ZOREEENFITINIZI950FK L
WSBRISERED RO FITH R WL EBRANMAA G ST
DOh BREEZERTDE. TI7VADTA > AEDPREEE W
SEANCHEKRVKHTH I IENRZ LD, 77 VR(F
FIANBDOIYTOFEAGEEETRICENSTI V%R
HOWTEA, 9 RICARTUCEEBOREPZTDED
A EMFRRIRCIDFRTUCEY. 20HICHTHE. ZBLDA
UHTIGZICHAND EVWSIRIEANRLIMEL TV, ZZTHAT
FREMERHTDEEDEREM LTI OMEEEY
T7UMEERIEL. 714> DB RmIz5, —H CEERE
FEITABERNLCDOTINILDLEE(CEIRERT &
T, 77VATAVDAA=DZEDRBWERINTCAA—IA
EAESIEZCECBHTOEVD, ZS5LETOE—Y3>
D—IRT, V1 VEAHNEMRIT/IMBFOEREEFBL. =AilTD
NEEBITITA L DAA—VERER-TZBHEREND, Z
DUED. TIVADTAVEDEH Z 7N EREBICE R
T BIzDICHIWE LT IRIG A TR ERD B &8 126 (1936 FT) D
BierBINZOE. tiTERVWTaT7rThole. BERE
DAV HEEDOLDREICONCRUAESBELE. BERE
DIZHDIEARTH BN TR IcEHDOEEEZRADVNETESE
FEWLT 27 DROFETIT. 71V ICHRBINICAA=Y
ZEROUEVIRFER(CE>TERSIICHIELLWEDEB DN
TH357, AEOBEENLHIFEBRLFESTVH, BRL
RIVOERWIEIH DT AV ERDEACL>TIA > UEHEY
EN FEZORENEMRIEBCERALRRDERR
FIEHFRICAENFITEINTVDEVWDIEE(FE, AETF]
TORRZHRDI L TCEERREBERTHDIEEZILNS,

4. HHYIC

BlE. BEBIAITAZADEREENPAM. REEDFRE
BO3DDFIBARNEIRIFIOFE. TOLE—EDIF@mAH
RENTERRABERZED T ASHILOERZFONCT B
DICSBKROONDFERE=RETS, B—(C. VAILT77
ADPELMDEBEPERZHETDET EFDOREZ
BL MEOHNZERTDETHD. B_(CE ANEFEG
DEETLEBONZERICOVWTHAEITZ2ETHY, AEL
ZOEMEDBEEEZEEHT LT AEDOHIFBEIEHIER
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R222ExRHTD, BF=IC. Ta70FTTTHEINIL
FT=IL- O VEBOT A TERERAEL. ZZ(THIED
BEEBEDILBNESINTOVBUNARZZEAKRDENS,
BRIET a7 BEMBATZEDHON. £2TE3EIEI &R
ONBZEDHZ3MHARY(CS)—XELTERINZONE
S, BENTEERNSTHENTVEZL, TUTEREIC,
AENHELCERCHIECAENZAINCEREED
205D T ZVRICE TR T VOB DEEICDVTE
FRSERL. ARFROEROEMDEB PERER EDORED
WEDMITDZEERETDH D, 712 DFLVAA=IHE
BERICRIASINEHRIN VR T, ZNICEMRTENED
RISU. FIZZDAA=IERICEMRIEENED LSBT
S5TRASINZONEFAEITZ2ET. BEDEREEMDE
DY, ZCTOEYOREZHENTOZEZBIBLIZL,
(REEFEEARBYE 7—7 V> EfiTiE 55)

1. Guillaume Apollinaire, Illustration de Raoul Dufy, Le Bestiaire :
ou Cortége d'Orphée, Deplanche, 1911.

2. Stéphane Mallarmé, lllustration de Raoul Dufy, Madrigaux,
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Réunion des musées nationaux, 1999, pp. 212-221; David
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Pierre Mornand, “Raoul Dufy” in Vingt-Deux Artistes du Livre,
Le Courrier Graphique, 1948. p. 298; Jacques Lassaigne,
Translated by James Emmons, “Chief lllustrated Books” in
Dufy (Taste of Our Time), Skira, 1954, p. 110; 7217« (C L3 &G
AYZNIF 27« BEERIELZFEAEME. 1967F. B,
TOVADIEIEADELE P T 17 DEBACDOVWTHABIZCHE
V. BBESAYOT7DERELT F4L380RIBECMATTRLE
ElEIRN

REZAHYOY

- Bibliothéque Municipale (Nice), Exposition du Livre lllustré
Contemporain, 1900-1950, Pierotti, no date of publication.

— Préface de Bernard Blatter, Les peintres et le livre au XX¢
siécle, Musée Jenisch, 1979.

— Francois Chapon, Le Peintre et le Livre - I'Age d’Or du Livre
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Rupture, Hazan, 2011.

- BB EMEMRIT 17 E: Rétrospective Raoul Dufys f1H
FEtt. 20144,

— Olivier Le Bihan, et al. Dufy : Le Bonheur de Vivre, Palais
Lumiere, 2017.

Bt

— Avant-propos de Claude Roger-Marx, Anthologie du Livre
Illustré par les Peintres et Sculpteurs de I'Ecole de Paris, Albert
Skira, 1946.

— W.J. Strachan, The Artist and the Book in France: the 20th
Century Livre d'Artiste, Peter Owen, 1969.

— Nicolas Rauch, Les Peintres et le Livre Constituant un Essai de
Bibliographie des Livres lllustrés, de Gravures Originales par les
Peintres et les Sculpteurs de 1867 a 1957, Alan Wofsy fine arts,
1991.

. Fanny Guillon-Laffaille, Raoul Dufy : Catalogue Raisonné des
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. AEBEGTL - NEBLBERICH /NN RILEREMEREFRE.

LHBECHEIBLYRES,

-OfR7L—h (FROHEK) (BER) 1935FER, /NUFIDARE
IR EEHESAMD 776, LY XES1734

IR TL—MCL—FY R F vy b UL/ D=ILICH-T)):
(L—=F> R-Z-FvLwyh) 1939F NUMIDLAREMNEEEE
SAMD 791, LY R&ES1985

— W7 LR 2(EVXBED) (FIE) 19504FE, NUMILAER
EMEEEHESAMD 785, LY XES1360

- @R L — N GRESRINE YIS R) (RYEE) 19484
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The Intimacy of Mother and Child:

Mary Cassatt’s The Sun Bath (After the Bath)

KAGAWA Kyoko

The American-born painter Mary Cassatt (1844-1926) was
one of the Impressionists working in Paris in the 1880s. In the
1890s, she enjoyed success with large-scale solo exhibitions in
Paris and New York. In the first decade of the twentieth century,
Cassatt advised the American industrialist Henry Osborne
Havemeyer (1847-1907) and his wife Louisine (1855-1929)
on their art collection. Cassatt’s health began to fail in her later
years. She was still producing pastels in 1913, but subsequently
cataracts caused her eyesight to deteriorate, and she drifted
away from painting. Mary Cassatt died at her home on the
outskirts of Paris in 1926. The mother and child is a subject that
Cassatt often depicted, but she remained unmarried her whole
life and had no children herself.

This essay is, in the main, a consideration of The Sun Bath
(After the Bath) (fig. 1) which Mary Cassatt painted in 1901.
After establishing the context for the painting, | would like to
demonstrate the implicit intent of the artist by focusing on the
1915 New York gallery exhibition at which this painting was
shown.

Cassatt and the Impressionists

Mary Cassatt was born into an affluent household in
Allegheny, a city near Pittsburgh, Pennsylvania, in the United
States, in 1844. At fifteen, she started to study painting at the
Pennsylvania Academy of Fine Arts in Philadelphia. Cassatt
moved to Paris in 1866, but since women were unable to enroll
in the Ecole des Beaux-Arts at the time, she learnt by copying
paintings at the Louvre. She also studied with Charles Chaplin,
Jean-Léon Gérdme, and Thomas Couture. In 1867, Cassatt
started submitting works to the official Paris Salon. In 1868, The
Mandolin Player (1868, private collection) became the first of her
works accepted for the Salon. Although she left France in 1870
due to the outbreak of the Franco-Prussian War, she returned a
second time and resumed showing works at the Salon.

In 1874, Edgar Degas (1834-1917) admired Cassatt’s
Ida (1874, private collection) when he saw it at the Salon.
The following year, it was Cassatt’s turn to be impressed by
Degas’ pastels, which she happened to see in a Paris gallery.
Degas visited Cassatt’s studio in 1877 and encouraged her to
participate in the Impressionist group exhibition. When Cassatt's
parents and younger sister Lydia took up permanent residence
in France in the same year, Cassatt started to produce paintings
for which her family members posed as models. In 1879,
Cassatt first participated in the fourth Impressionist Exhibition.
Subsequently, she showed works at the fifth Impressionist
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exhibition in 1880, the sixth in 1881, and the eighth in 1886.
Having participated in four out of the total of eight group
exhibitions, Cassatt, working as an Impressionist painter, was
portraying subjects that were based on the everyday lives of her
contemporaries.

That said, as the art historian Griselda Pollock points out in
her book Vision and Difference, the subjects treated by women
painters, including Cassatt and Berthe Morisot (1841-1895),
were limited. “They do not represent the territory which their
colleagues who were men so freely occupied and made use
of in their works, for instance, bars, cafés, backstage and even
those places... such as the bar at the Folies-Bergere or even the
Moulin de la Galette. A range of places and subjects were closed
to them while open to their male colleagues who could move
freely with men and women in the socially fluid public world
of the streets, popular entertainment and commercial or casual
sexual exchange."

The women Impressionist painters depicted theaters, parks
and other public spaces that were accessible to bourgeois
women, or the private sphere in the home. Such subjects were
not, however, the exclusive domain of women painters; they
were also depicted by men. Pierre-Auguste Renoir (1841-1919)
is one example of an Impressionist who painted children in
domestic settings. Mlle Georgette Charpentier Seated (fig. 2),
which Renoir painted in 1876, shows Georgette, aged four at
the time, wearing a blue dress and socks, seated in a chair, and
smiling. The girl is the oldest daughter of Georges Charpentier,
a publisher in Paris, and the painting shows us life in an affluent
household in Paris. Renoir expresses the little girl's precocious
nature. Apparently, Charpentier was pleased with the portrait,
which he had commissioned. Subsequently, the Charpentier
household became patrons who supported Renoir in the early
years of his career.

On the other hand, Cassatt’s Little Girl in a Blue Armchair (fig.
3), painted in 1878, depicts a young girl who is lounging in an
easy chair, apparently bored. The model was the daughter of a
friend of Degas.? Wearing a white dress with tartan socks and
sash, the young girl seems unspeakably bored. Cassatt’s pet
dog is sleeping quietly in the chair next to the girl. The painting
was rejected for the Exposition Universelle in Paris in 1878,
but Cassatt took the advice of Degas and reworked it (Degas
retouched the background) before showing it at the fourth
Impressionist exhibition in 1879.

The contexts vary, but the differences in the way the two
artists look at the children in these paintings are also discernible
in their subsequent works.



Mother About to Wash Her Sleepy Child (fig. 4) is one of
Cassatt’s early paintings of mothers with their children. The work
was exhibited at the fifth Impressionist exhibition in 1880. In
it, we see the bright color palette and rhythmical brush strokes
that are characteristic of the Impressionists. The mother is about
to wipe the body of the child, and the child is looking at her
with a sleepy expression. The two of them exchange glances,
creating an atmosphere of intimacy that is emphasized by the
way Cassatt has cropped in closeup of the figures of the mother
and child.

Renoir painted Young Mother (Jeune mere) (fig. 5) at around
the same time. Seated on a chair, the figure of the mother is
shown in full, making a more formal impression than Cassatt’s
work. Renoir painted it during a stay in Naples while traveling
in Italy in the autumn of 1881. During his Italian travels, Renoir
was, above all, fascinated by the paintings of the Renaissance
master Raphael. Later in life he told the art dealer Ambroise
Vollard that he still found it difficult to talk about his impressions
of seeing the Madonna of the Chair (Madonna della seggiola) in
Florence.”l went to see this picture just to have a good laugh—
and | found myself in front of the most wonderfully free, solid,
simple, alive painting it is possible to imagine—arms and legs of
real flesh.”3

From 1883 to 1884, Renoir tried to set up a new collective
of artists, which he called the Society of Irregularists. He was
also planning to publish a manifesto where he outlined his
own artistic theories: “It's certain that if today you want to make
a virgin with the same conviction as in the past, your virgin will
be bad; you won' succeed... But do a young woman, in a polka-
dot dress holding a child on her lap, with that you could make a
masterpiece, provided that you look for your ideal in the exact
nature of your model, without worrying about Saint Joseph.”#

In light of these comments, it is possible to understand
Young Mother (1881) as a modern portrait of the Madonna and
Child in which Renoir has painted the young mother gazing
downwards and the child on her knee looking straight ahead.
The two of them are not exchanging glances.

As | have already pointed out, Cassatt was experimenting
with style and technique in the traditional genre of paintings of
mothers and their children, but even so, it seems that images of
the Madonna and Child, overlapping with those experiments,
provided the context for her paintings.® In The Family (1893)
(fig. 6), a seated woman is holding a naked infant. At her side,
a girl with golden hair is gazing at the infant. The girl is holding
a red carnation, which, in traditional images of the Madonna
and Child, implies the passion of the Christ. In the background,
we see a path running through a well-kept parkland. It is clear
that these people are her contemporaries, but, by arranging
the figures in the shape of a pyramid, Cassatt evokes the
composition of Renaissance images of the Madonna and Child.

The Sun Bath (After the Bath)

The models for The Sun Bath (After the Bath) (fig. 1) are Jules and
Antoinette, Cassatt's favorite models at the time.® Consulting
Cassatt's catalogue raisonné, we find that they both feature
in several images of mother and child, and that Cassatt
concentrated on the pair over a substantial period of time.
The paintings in question are Mother and Child (Baby Getting

Up from His Nap) (c. 1899, Metropolitan Museum of Art, New
York; B:342), Mother and Child (The Oval Mirror) (fig. 7), Antoinette
Holding Her Child by Both Hands (c. 1899, private collection:
B.339), Jules Dried by His Mother (c. 1901, private collection:
B:332), and Jules Standing by His Mother (c. 1901, private
collection: B334). In Mother and Child (The Oval Mirror) and
Antoinette Holding Her Child by Both Hands, Antoinette is wearing
a white dress with a pattern of blue and white stripes. The same
dress is depicted in The Sun Bath.

There is also an extant study for The Sun Bath. In Sketch for
the Sun Bath (fig. 8), Antoinette, her eyes closed, reclines on a
white blanket spread out on the ground as if for an outdoor
picnic. Jules sits in front of her with a straight back, his left hand
resting on his thigh, and the right hand on the white blanket.
The brushwork is bold in the manner of a study, but the light
pouring through the trees illuminates both figures and the
white blanket. The techniques that the Impressionists used in
the 1870s and 1880s are also used in this study by Cassatt.

The Sun Bath, with Three Figures (fig. 9) is another work on a
similar theme. It is an unfinished work where the figures are
only outlined, but it may also be a study related to The Sun
Bath. Here, Jules, on the left, is extending one hand towards
the women. It is believed that Antoinette was the model for
both women, one face depicted in profile and the other in
two-thirds view. Cassatt appears to have experimented with
the positioning of the mother and child. The woman drawn in
profile on the right side seems to be gazing at Jules and smiling.
According to the description in the catalogue raisonné, this
study and the one mentioned above have the same view of
dark greenery in the background.”

Compared to these studies, the two figures in The Sun Bath
(After the Bath) are carefully positioned. Cassatt has used soft
brush strokes and a pale color scheme, creating a gorgeous
touch with the addition of the pink flowers behind the pair
(described as lavender magnolia in the catalogue raisonné).
Rather than a painting of a mother and child enjoying a picnic
outdoors, the completed work resembles a modern Madonna
and Child.

Americans in Paris

Cassatt spent most of her life in France. After settling in Paris
in 1874, she returned to the United States only a handful of
times. She was awarded the order of Chevalier of the Legion
d'honneur in 1904, but for the French, Cassatt remained an
American in Paris. Something that is also reflected in the title
of a retrospective at the Jacquemart-André Museum in Paris in
2018: Mary Cassatt, une impressionniste americaine a Paris/ Mary
Cassatt, An American Impressionist in Paris. Cassatt also exhibited
many of her works in the United States. For example, from 1879
to 1894, she continued to present work at the American Art
Association exhibition in New York.

The murals Cassatt painted for the Chicago World’s Fair
(World's Columbian Exposition) were an important assignment
in the United States.® In the spring of 1892, Mary Fairchild
MacMonnies (1858-1946) and Cassatt, two American painters
working in France, were commissioned to paint two murals
to decorate the north and south tympana of the Woman's
Building at the Chicago World's Fair. Based on the theme of



the advancement of women, MacMonnies painted Primitive
Woman and Cassatt Modern Woman. (Neither mural is extant.)
The Chicago Fair was held from May 1 to October 1in 1893, but
Cassatt never visited the venue

The French art dealer Paul Durand-Ruel (1831-1922), who
famously represented the works of the Impressionist painters
early on, met Cassatt in 1881, likely through Degas, and bought
her paintings.®

In her seminal essay "Why Have There Been No Great Women
Artists?”, the art historian Linda Nochlin argues that women had
been excluded from the systems that supported the arts. This is
her description of women artists: “From the legendary sculptor
Sabina von Steinbach, in the thirteenth century, ...down to Rosa
Bonheur the most renowned animal painter of the nineteenth
century,... all, without exception, were the daughters of artists. In
the nineteenth century, Berthe Morisot was closely associated
with Manet, later marrying his brother,and Mary Cassatt based a
good deal of her work on the style of her close friend Degas.""°

Certainly, Degas was an important presence in Cassatt’s life,
but Nochlin underestimates her. From 1879 to 1880, a period
when Cassatt made frequent visits to Degas' studio to learn print
techniques, she worked closely with him, but after the eighth
Impressionist Exhibition in 1886, the works of the two artists
began to diverge. Degas’ influence on Cassatt is constantly
pointed out, but we had to wait until 2014 and the Degas/
Cassatt exhibition at the National Gallery (Washington D.C.) for a
serious look at Cassatt’s influence on Degas.™

The exhibitions at Galerie Durand-Ruel became popular once
Cassatt had established her own style of painting. Although
Durand-Ruel purchased around four hundred of her paintings,
he did not buy her paintings as consistently as those of Monet,
Renoir, and Pissarro because Cassatt had some financial support
from her family. In 1891, Cassatt had her first solo exhibition at
the Galerie Durand-Ruel in Paris, but the gallery clearly focused,
in showing her work, on their New York gallery, where they
showed Cassatt’s work twenty-five times as opposed to twelve
times at the Paris gallery. In 1886, Cassatt presented work at the
first Impressionist exhibition in New York, organized by Durand-
Ruel.In 1895, she had a large-scale solo exhibition at the Galerie
Durand-Ruel in New York.'2 Subsequently, Cassatt's work was
regularly presented at the gallery in New York.

A woman and an American, Cassatt was excluded from the
definition of the Impressionist painters as French and men. But,
her importance for the Galerie Durand-Ruel in New York is clear.
Cassatt herself probably understood this very well.

The 1915 Exhibition

Galerie Durand-Ruel bought Cassatt's The Sun Bath (After the
Bath) around 1901 and retained ownership of the painting
until 1949.1n 1903, 1917, and 1920, the painting was shown at
solo exhibitions of Cassatt’s work at the gallery in New York. The
Sun Bath (After the Bath) was also shown at the Masterpieces by
Old and Modern Painters exhibition (April 6-24, 1915) at the M.
Knoedler & Co. Gallery in New York. In the exhibition catalogue,
the painting is described as No. 45 APRES LE BAIN, 1907.13
Sponsored by Louisine Havemeyer, the exhibition was in
support of women'’s suffrage. The three colors used for the
poster symbolized the movement for women'’s suffrage: violet
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to suggest dignity, white for purity,and green for hope.*

In the United States, at the federal level, women'’s right to vote
had been passed by Congress as the Nineteenth Amendment
to the Constitution in 1919, and ratified in 1920.'> The women'’s
suffrage movement had been active since the middle of the
nineteenth century, and by the early twentieth century, eleven
states, mainly in the Western part of the country, had legislated
womens’s right to vote. Although the laws were incomplete in
many other states, women'’s votes were recognized. Louisine
had taken an interest in women’s suffrage since her youth, but
she became more actively involved over a period of several
years after her husband died in 1907.In 1912, she lent the M.
Knoedler & Co. Gallery works from her collection for the loan
exhibition of paintings by El Greco and Goya in support of
women’s suffrage. In May the same year, she also participated in
a demonstration on Fifth Avenue in New York. In 1914, her old
friend Mary Cassatt told her that she had to continue working
with the movement.

Mrs. Havemeyer had been thinking about organizing a
solo exhibition by Degas at Galerie Durand-Ruel to benefit
the women'’s suffrage movement when, in the spring of 1914
while traveling with Cassatt in the south of France, she came up
with the idea of organizing a two-artist exhibition of works by
Cassatt and Degas. Cassatt was delighted with the idea and said
that if such an exhibition materialized, she would hope it was
for the cause of women’s suffrage.'® Cassatt promised to send
four works that she still had in her possession (including one
oil and one pastel) to Mrs. Havemeyer via Galerie Durand-Ruel.
Although Mrs. Havemeyer had initially considered the Durand-
Ruel in New York as the venue, by the end of 1914, she decided
to switch to the M. Knoedler & Co. Gallery. As a result of the
change of venue, the concept broadened to include the works
of the Old Masters.

Cassatt assisted with the selection of works for the exhibition.
For example, in a letter to Mrs. Havemeyer dated February 1,
1915, she writes, ‘I think the best thing you could do would be
to get the Colonel to lend his Degas also in the Old Masters
room to lend some of your finest Courbets. There would be
a chance to show Courbets beside Rembrandts.”'” Cassatt
actually made the request for the work herself on February 28.18
Unfortunately, the request seems to have been refused, butin a
letter to Mrs. Havemeyer dated March 12, Cassatt says that she
expects to be able to borrow a Degas from another collector.™
In a letter to Mrs. Havemeyer dated July 5, however, she was in
low spirits because Joseph Durand-Ruel had pointed out that its
connection with the women’s suffrage cause was keeping many
people away from exhibition.2°

There were three exhibition galleries: a large gallery where
the paintings by Cassatt and Degas where shown and two
smaller galleries for the Old Masters (fig. 10). Mrs. Havemeyer
lent at least twenty-two works from her collection, while
many other works were loans from clients of the M. Knoedler
& Co. Gallery. The catalog lists eighteen works by Old Masters
(Bronzino, Van Dyck, Holbein, de Hooch, Rembrandt, Rubens,
Terborch, and Vermeer), twenty-three paintings by Degas, and
eighteen by Cassatt for a total of fifty-nine paintings. Recent
research indicates that in addition to the eighteen Old Masters,
there were twenty-seven works by Degas, twenty-nine by
Cassatt, a photographic portrait of Cassatt, and a portrait of



Degas by Constantin Guys.2' When adding in the eight paintings
by Cassatt that were not included in the catalog, we find that
Degas and Cassatt had about the same number of works in the
exhibition (or perhaps there were more by Cassatt).

Mrs. Havemeyer gave a talk about Degas and Cassatt on April
6. She only spoke this once about art, and the occasion was to
raise funds for the Woman's Political Union, an organization for
women’s suffrage of which she was a member.22 The admission
fee to Mrs. Havemeyer's talk and a private viewing was five
dollars . (The usual admission was one dollar.)

Mrs. Havemeyer prepared a manuscript for the lecture,
which was about her many years of exchanges with Degas
and Cassatt.?® At the event, she spoke at greater length about
Degas, but she did not forget to explain the importance of
Cassatt. “She (Cassatt) could do without him (Degas), while he
needed her honest criticism and her generous admiration...
Degas's admiration for Miss Cassatt was unbounded, but there
was always a little dart in his remarks. 'l will not admit a woman
can draw like that! he exclaimed, as he stood before one of her
pictures. And again he said of that picture of the boy standing by
the mirror, which now hangs before you: ‘The greatest picture
of the nineteenth century, and added sarcastically: ‘It is the little
Jesus and his English nurse'"?4 In this way, Mrs. Havemeyer put
across the message that Cassatt was indispensable to Degas.

The exhibition was a success. In a letter to Mrs. Havemeyer,
Cassatt congratulated her on the exhibition and commented,
“The time has finally come to show that women can do
something.”

Considering the movement for women'’s suffrage, we
find that in addition to appreciation for the way women had
entered traditionally male professions during World War |,
the movement also recognized activities in areas that were
traditionally regarded as women's domains.?® The image of the
mother and child was regarded as a proper motif for women
painters, but to be an active contributor in this field was also a
means of showing one’s own value. We can perceive the ideas
of Mrs. Havemeyer and Cassatt, supporters of women’s suffrage,
in Cassatt's The Sun Bath (After the Bath) and her other mother-
and-child images, which were displayed across a whole wall at
the M.Knoedler & Co. Gallery in 1915.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Ruth S. McCreery, The Word Works, Ltd.)
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On Gino Severini's Trombone Player (Player on the Street)
—with particular reference to the second “Lyre et Palette” exhibition

SHIMAMOTO Hideaki

Introduction

The Trombone Player (Player on the Street) (fig. 1) is a painting by
Gino Severini (1883-1966) acquired by the Ishibashi Foundation
in 2016. This artist is widely regarded as a leading member of
the Futurist movement that originated in his home country of
Italy: he was a signatory to both Manifesto of the Futurist Painters
and Futurist Painting: Technical Manifesto published in February
and April 1910 respectively. His Futurist period, however, did
not last all that long; already by around 1915-16 Severini
had begun to move toward Synthetic Cubism, apparently in
response to art currents in Paris where he had been based
since 1906. Notwithstanding the inscription “1914" appearing
on the verso of the canvas (fig. 2) featured in this essay, the
catalogue raisonné of the artist dates the work to c. 1916 and
locates it within his early Cubist phase.” The catalogue raisonné,
compiled by Daniela Fonti and published in 1988, adopts the
end of 1915 as the cut off between his Futurist and Cubist
periods.

Severini turned his back on the dynamic subjects, full of
movement and rhythm, of his Futurist phase (c. 1910-14)—the
dancers, trains, and battle scenes—and, during his Synthetic-
Cubist phase (c. 1915-19), gravitated toward static, indoor
subjects including seated female figures and still lifes on tables.
More specifically, having started off in 1916 often painting
female figures in indoor settings, he shifted his focus in and
after 1917 to still lifes on tables. This transition did not reflect a
mere change in personal preference, it is generally considered
a direct consequence of the natural development of the artist’s
figurative rendering—that is to say, as he went deeper into
Synthetic Cubism’s two-dimensional treatment of images, he
found tables more suitable vehicles for expression. Trombone
Player (Player on the Street) sits “in-between,” in these terms: as a
figure painting it has an affinity with the works of 1916, whereas
its street scene distances it from the artist’s series of works on
female figures in indoor settings.

Musical instruments frequently occur as a motif in Cubist
paintings including by Pablo Picasso and Georges Brague. Most,
however, show guitars or other stringed instruments; none with
a brass instrument is known to exist. And while Severini uses
the motif of figures playing a musical instrument elsewhere—
for example, in a Futurist work showing a violinist alongside
a dancing figure 2 and in a Synthetic-Cubist work depicting
an accordionist in what looks like a street setting > —no other
painting by him of a brass player has come to light. (Incidentally,
although the work is called Trombone Player, the instrument

depicted differs in form from a modern trombone, which is
why the painting was named, in Japanese, ‘Kinkan sosha [Brass
player]”when it entered the collection.)

The street that Severini depicts in Trombone Player (Player
on the Street)—and street settings are unusual for the artist
during this period—is not painted as a generic urban image of
Paris. The letters ‘Rue Sophie” on the body of the instrument
undoubtedly refer to the rue Sophie-Germain in the 14th
arrondissement where he was living at the time. Moreover,
the numeral "6" above the shop sign “"VINS LIQUERS [sic]”
corresponds to the street number of his address. So, while the
brass player may be an unfamiliar motif, the artist has in fact
depicted a place highly familiar to him; the work thus shares a
kinship with his paintings of indoor female figures for which his
wife Jeanne was the sitter.*

The catalogue raisonné’s exhibition history for this painting—
a work unique in many ways—suggests it was not shown
until the 1960s, namely in the artist's late years. The history
contains no record of a public appearance nearer the time of
its production.® However, an investigation of exhibitions held
around the time the work is thought to have been painted
has determined there is a strong probability it appeared at the
second art exhibition in Paris of the artists’ association “Lyre et
Palette,” which ran from January to February 1917, during the
First World War. Based on the belief that this constitutes the
first showing of the work, we will examine the position that
Trombone Player (Player on the Street) occupied within Severini's
art of the pre- to mid-war period.

The second “Lyre et Palette” exhibition

“Lyre et Palette” is the name of a series of joint activities
undertaken by various artists who were based at the studio
of the Swiss painter Emile Lejeune at 6 rue Huyghens in the
Montparnasse district of Paris. These activities during the war
introduced works that bridged different genres in the fields of
music, the visual arts, and literature. The first event was a concert
held on 8 April 1916, “Festival Debussy,” that featured music by
the French composer. Picasso provided a drawing—albeit one
he already possessed—for the cover of the concert program,
thus immediately activating a cross-genre collaboration in a
quite recognizable way.

The group’s first art exhibition, held from 19 November to
5 December 1916, presented works by Moise Kisling, Henri
Matisse, Amedeo Maodigliani, Ortiz de Zarate, and Picasso, as
well as primitive sculpture from the collection of the dealer
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Paul Guillaume. At the vernissage Erik Satie performed at the
piano to entertain guests. Other early events included a soirée
poétique on 26 November involving six poet-critics, Guillaume
Apollinaire, Blaise Cendrars, Jean Cocteau, Max Jacob, Pierre
Reverdy, and André Salmon, and a concert on 16 December
entitled “Festival Maurice Ravel,” apparently organized to follow
the first art exhibition, which paid homage to the composer.®
Jean Cocteau, a habitué of the studio, caught its ambience:

We freeze and we suffocate, crushed, sitting or standing,
one against the other, like in the subway. But we find there
this rich atmosphere that cannot be controlled, and which
we would risk losing by transporting it to a more agreeable
location. The contact between artists and public, even to
give a hand to move a piano, the kerosene lamp we fight
over, the stove that refuses to catch in winter and heats up
in summer—all combine to advise escape; and yet, thanks to
these things, we always return.”

This was in the midst of the Great War that had broken out in
August 1914. The Paris art world could hardly escape its effects:
the Louvre Museum had shut and private salons competing for
avant-garde art were stymied.® Many artists had answered the
call to the front, among them Georges Brague, André Derain,
and Fernand Léger. The poets Apollinaire and Cendrars had
already returned as casualties from the fighting. Among those
artists remaining in Paris—in varying circumstances and with
different motives—autonomous movements took hold, causing
them to band together across traditional genre boundaries. The
contemporary art critic Louis Vauxcelles called such movements
“union sacrée."® They also brought together artists of different
nationalities, as was the case for the first exhibition of “Lyre et
Palette.”

The second art exhibition ran from 28 January to 11 February
1917.7° The catalogue (fig. 3) lists thirty-seven works by seven
artists including no fewer than twelve by Severini. The twelve
correspond to the catalogue item numbers 26 to 37, with item
27 bearing the title JOUEUR DE TROMBONE DANS LA RUE
[Trombone player in the street].” This piece is thought to be our
Trombone Player (Player on the Street), as no other painting in the
artist’s catalogue raisonné can possibly be associated with such
a title.

The other works in the exhibition, in catalogue order,
consisted of two pieces by Maurice de Vlaminck, three by
Emile-Othon Friesz, six by Henri Hayden, seven by André Lhote,
three by “Marevna,” and four by Olga Sacharoff. The lineup of
exhibitors differed entirely from the first exhibition, suggesting
the organizers wished to emphasize the broad range of
activities at "Lyre et Palette.” Vlaminck, Friesz, and Lhote were
French, Hayden was an ethnic Pole, and Marie Vorobieff, alias
“Marevna,” and Olga Sacharoff were both born in the Russian
empire. Around this time, Vlaminck and Friesz were in the
process of developing influences received from Cézanne, after
their Fauvist period in the early 1900s, while the others were all
painting in the Cubist style, albeit with different techniques.

As already mentioned, Severini had begun painting in the
Synthetic-Cubist style during this period. What do we know
about the works he chose to show at the “Lyre et Palette™? The
item numbers and titles used in the catalogue are as follows:
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26 Portrait, 27 Trombone Player in the Street, 28 Still Life, 29 and 30
(no titles), 31 Experiment with Perspective, 32 Draft, 33 (no title),
34 Portrait of Mrs. R, 35 Mother and Child (drawing), 36 Sketch,
and 37 Wood-block print. Unlike Trombone Player (Player on the
Street), item 27, most of the other works are difficult to identify
conclusively; along with works by other exhibitors they were
given broad titles convenient for the occasion.

Nevertheless, from their exhibition histories found in the
catalogue raisonné, we know that two Severini oil paintings
were included in the exhibition: Motherhood (fig. 4) and Reading
Woman (fig. 5). Moreover, the avant-garde journal S/C, near the
end of its February 1917 issue, contains a reference—probably
written by the editor, the poet Pierre Albert-Birot—to "the second
exhibition at rue Huyghens” mentioning “"Motherhood” as one
of the works shown by Severini.™ It seems safe to assume
the work was indeed exhibited. The subject of the painting,
which portrays Severini's wife Jeanne and their newborn first
son Tonio, also matches item 35, the drawing Mother and Child.
Unless this drawing was replaced by the oil painting after the
catalogue was printed, it seems two works by him depicting a
mother and a child hung at the venue.

As to Reading Woman, although none of the titles used in the
exhibition catalogue suggests a reading figure, Severini, in his
autobiography The Life of a Painter, directly refers to a work with
this very title. The book describes how, following its showing at
“Lyre et Palette,” Reading Woman was purchased by the dealer
Léonce Rosenberg whom the artist had met shortly before, in
late 1916, through the painter Juan Gris.??

While the work named Trombone Player in the Street in the
catalogue of the second exhibition remains the only readily
identifiable piece, it is possible, from their titles, to form a view
of the category of subjects of the other works. Whereas figure
portraits and still lifes, characteristic of Severini's painting in and
after 1916, are very noticeable, subjects associated with his
Futurist period, such as dancers, railways, and war, appear to be
absent. This may indicate that the selection followed a plan—
whether of the artist or not—to highlight his recent output,
including Trombone Player (Player on the Street). Looking further
into the question of the artist’s intentions, the next chapter will
consider the second “Lyre et Palette” exhibition in the context of
Severini's exhibition activities more generally around 1916-17.

Severini's exhibition activities in 1916

In the years immediately preceding the second “Lyre et Palette”
exhibition of early 1917, Severini was constantly organizing
showings and sending works to exhibitions in Paris, with a
vigor surprising in the midst of a war. Going back to before the
conflict began, operating from his base in the French capital,
he had exhibited works across Europe in conjunction with
the international Futurist movement.® After having sought
refuge for a time in Barcelona and Rome, the artist returned
to Paris in 1915 and, in January—-February 1916, exhibited at
the Galerie Boutet de Monvel.™ It was his first solo exhibition
in Paris and the first time he had shown in the city since the
1912 Futurist exhibition at the Galerie Bernheim-Jeune. The
First Futurist Exhibition of Wartime Art and of Other Earlier Works
consisted mainly of recent war paintings produced in 1915.The
art historian Kenneth E. Silver says Severini did not sell a single



piece, adding that at the time Parisians preferred academic-
style, traditional representations of war, which the artist did not
offer.’s

It is known that Severini participated in three group
exhibitions at a minimum and held another one-person show
later the same year. The group showings were all related to
the couturier and art collector Paul Poiret. The first, Exhibition of
Drawings in White and Black, ran from 15 March to 15 April at the
studio of Poiret’s sister Germaine Bongard. The same venue was
used for the second, but the title is not known. The third group
showing was held from 16 to 31 July at the Galerie Barbazanges
located in a building owned by Poiret at 26 Avenue d’Antin,
Paris. Entitled LArt moderne en France, it is commonly referred
to as the “Salon d’Antin." Held under the supervision of André
Salmon, this large-scale exhibition, comprising 166 works by
fifty-five artists, is famous for the first appearance of Picasso’s Les
Demoiselles dAvignon. Severini later wrote that among the five
pieces he showed was the “large Motherhood,” a work, he said,
that “marked a new orientation”in his art.'® He also mentioned
it had already appeared at the second showing at Bongard's
studio. Kenneth E. Silver says the artist acceded to a request
from Bongard’s lover Amédée Ozenfant on the first occasion,
but it was the organizer Salmon who asked for the painting for
the Salon d’Antin."”

Severini's second solo exhibition in 1916 is thought to have
been held at the bookshop “La Maison des Amis des Livres”
in the rue de I'Odéon in Paris, although other details are not
known.'® The shop was run by the writer Adrienne Monnier. She
has recalled that, around the end of 1915, soon after the shop
opened, the poet Paul Fort became a frequent visitor and sold
to her, at a very reasonable price, the complete stock of Vers et
Prose, the literary revue he edited. As Fort was the father-in-law
of Severini, it was only a matter of time before Monnier made
the acquaintance of the painter. She also states that Severini's
paintings delighted her mother, who went on to purchase his
Italian Lancers at the Gallop.'®

In March 1917, shortly after the second “Lyre et Palette”
exhibition, a solo showing of Severini's works was held in New
York at the gallery of Alfred Stieglitz, a photographer who
promoted avant-garde art.?° This event is discussed in a 1971
article by Joan M. Lukach published in The Burlington Magazine.?'
According to Lukach, it was Severini who first approached
his American friend the critic Walter Pach to sound out the
possibility of a showing in New York. Pach wrote to an old
acquaintance, the artist Marius de Zayas—an admirer of Stieglitz
and a gallery owner himself—enclosing photographs of works
by Severini. De Zayas thought Stieglitz would be interested in
exhibiting “futurism... this kind of work which nobody really
knows in New York." As a result the plan moved ahead. Futurist
works had not been included in the 1913 Armory Show, a
major survey of European contemporary art, their only previous
appearance being at an international exhibition held in San
Franciscoin 1915.22

With the New York event now afoot, Severini wrote to Pach,
the middle-man, providing him with a list of twenty-five works
consisting of eleven oils, eleven drawings, and three pastels.??
In the letter, dated 2 October 1916, now conserved in the
Stieglitz Archive, the artist expressed the view that the inclusion
of a variety of works, of different styles and from different

periods, would be in keeping with the spirit of the gallery. After
uncovering Severini's list and conducting research into the sales
records of John Quinn, who bought ten of the twenty-five, and
the records of the unsold works that remained in the Stieglitz
collection, Joan Lukach was able to identify all the pieces
exhibited in New York. In response to the gallery’s request for
Futurist works, Severini had added several dancer paintings, a
constant theme of his from before the war and up until 1915, as
well as subway and suburban train paintings produced in 1915.
But he also included more recent paintings of indoor female
figures and still lifes produced in 1915-16.

Given that his dancer and railway paintings had not been
well received at the solo exhibition at the Galerie Boutet de
Monvel in early 1916, he must have seen New York, a city not
under wartime conditions, as an opportunity to win over the
public to them. On the other hand, Motherhood was not on his
list for New York, despite being included in the second “Lyre et
Palette” exhibition in Paris.

As for the “Lyre et Palette” events themselves, no records
have emerged to indicate that Lejeune, the owner of the venue,
played a major organizational role. Manuel Ortiz de Zarate, a
painter in Picasso’s circle, who lived near Lejeune’s studio, is
thought to have acted as linkman. As no one person appears
to have supervised the exhibitions, ?* the selection of exhibits
presumably reflected each artist's personal preference. If so,
Severini's decision to show Motherhood at “Lyre et Palette,”
but not in New York, could mean he wished to continue
demonstrating the "new orientation” of his art—which he had
recognized in this painting—principally to Paris audiences.

What, then, is the significance of his inclusion of Trombone
Player (Player on the Street) in the second “Lyre et Palette”
exhibition? We will seek to answer this question in the last
chapter.

Between Cubism and Classicism

It seems beyond doubt that Motherhood and his other mother-
and-child paintings had definite significance for Severini during
the period 1916-17. Contemporary impressions are extremely
limited, due to the contraction of journalistic activities during
the war, and at the time of writing we know of only two
reviews of the second “Lyre et Palette” exhibition: one in the
aforementioned journal SIC and another in the newspaper
Lintransigeant (3 February 1917).2> The SIC article describes the
work as having been done “according to the principles of visual
reality, and with all the science and all the awareness of which
Severini is capable,” emphasizing its distinctive ingeniousness
compared with the other exhibits.

In The Life of a Painter, Severini links Motherhood to the
unusual circumstances that forced his first son, Tonio, to live
away from his parents at a young age. He also states that the
painting was executed in a naive style to suggest the pre-
Renaissance “primitive” paintings of Tuscany. 2 We see this
in the uniform background and the smooth, flat brushwork
that clearly delineates every aspect of the figures. In addition,
Motherhood is notable for the solid composition of the figures,
conveying a sense of stability—a quality that may lie behind the
references to “science” and ‘awareness” in the SIC review.

The recognition of this quality brings us to Severini's From



Cubism to Classicism: The Aesthetic of Compass and of Number,
a treatise on fine art he published in 1921.27 In it he seeks to
mathematically analyze the rules of composition, proportion,
perspective, and expression of form, such as volume, that
governed the art of the ancient civilizations of Egypt, Greece,
and Rome. A deeper inquiry into this learned treatise must
be left for another occasion, what concerns us here is the
fundamental theme expressed in the book’s introduction.
According to Severini, artists in the ancient classical era were,
first and foremost, geometers. He writes: "“One of the great
causes of our artistic decline is undoubtedly in this division
of Science and Art’; and elsewhere, "Art is none other than
humanized Science.”?8 Severini tells us his original thesis had
been developed in articles for the literary magazine Mercure
de France of 1 February 1916 and 1 June 1917.2° The latter
article, with the title “La peinture d'avant-garde,”is thought to be
the text of a lecture Severini delivered during a session of the
second “Lyre et Palette” exhibition.3°

Severini, then transitioning out of his Futurist period, omits
from “La peinture d'avant-garde” any mention of his own work;
even so, in expounding his theory, he surely wished to justify his
latest creations and clarify their place in the contemporary art
scene. It is reasonable therefore to detect a theoretical basis, in
mathematics and geometry, for the type of expression used in
Motherhood—as the SIC reviewer apparently did. With a degree
of massiveness apt for human bodies, the mother and child
figures form a gentle S-shaped curve, starting from Jeanne’s
slightly tilted head and extending to below the knees of her
crossed legs. Every detail is organized in relation to the whole—
an essential feature of the quantitative approach in art.

Definite parallels can be drawn between Motherhood
and Trombone Player (Player on the Street) in the way the artist
tackles form. Notwithstanding that the trombone player stands
upright with head and body facing to the left, unlike Jeanne
in Motherhood, there is a remarkable similarity of posture
between the figure holding the instrument slanted up toward
his face and Jeanne holding Tonio. More precisely, the player's
left arm, describing an arc that extends to the lower part of the
instrument, corresponds to Jeanne’s right arm; and although
the player’s right arm is not seen, and only the hand touching
the valves, so it seems, is visible, the right-angled line of the
tube extending from the mouthpiece corresponds to Jeanne’s
left arm supporting the infant’s head. In other words, a mirror
image of one would show a surprisingly close resemblance to
the composition of the other.

The image of the trombone player is composed of various
interlinked planes—some uniformly painted, others checked
or dotted—that seem to be superimposed one upon the other.
The figure, standing out against the white-walled building of
the street background, does not convey the massiveness of a
human form. Instead, the shape of the standing figure, from the
shoulders down to the feet, begins to describe a long inverted
triangle. The brass instrument is integrated into the area just
below the upper horizontal line of this triangle, between the
left shoulder and chest of the figure.

The two works just discussed, although done in utterly
different styles and with subjects derived from different
contexts, show a correspondence in form that is extremely rare
for Severini.
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On the other hand, Reading Woman, produced during the
same period, while resembling Trombone Player (Player on the
Street) in terms of the orientation of the face and body, and the
arched form of the seated figure’s left hand, is in other ways
distinctive. Unlike Trombone Player (Player on the Street), the
area inside the arm is blank, painted in a whitish color, thus
drawing attention to the surrounding decorative color planes.
With a remarkably two-dimensional quality, typical of Synthetic
Cubism, the painting testifies to the rapid development of
Severinis art as it entered a new phase. Seeing both Reading
Woman and Motherhood hanging together, visitors to the
second “Lyre et Palette” exhibition must have felt they were
witnessing this stylistic transition in progress. Trombone Player
(Player on the Street) acted as a kind of intermediary at the
showing, bridging two works otherwise liable to be mistaken
for creations from very different periods.

As referenced, for example, in the tenth issue of the
art magazine L'Elan (December 1916), edited by Amédée
Ozenfant, Severini's mother-and-child works of that year were
received in much the same way as recent drawings by Picasso,
with bold lines evocative of Ingres, that had indicated a shift
towards realism. 3" That is to say, both were seen as a return
to the classical order, and away from Cubism—for years a
controversial movement in avant-garde art. It would require
further investigation to determine whether the artist had such
a purpose in mind when he produced Motherhood, his “Tuscan
‘primitive”; however, there seems little doubt that through
his repeated showings of the works in 1916 Severini became
conscious of the generally favorable buzz around them—except
among some Cubists.

Indeed Severini wrote in From Cubism to Classicism:

I sincerely believe that Cubism, while constituting the only
interesting trend from the point of view of discipline and
method, and therefore standing at the base of the emerging
new classicism, still today represents the last stage of
Impressionism. And, needless to say, we can pass through
this intermediary period of art, and really build according

to the rules, only when the painters acquire absolute
knowledge of these rules—which reside in geometry and in
numbers [...].32

We must leave for another occasion a discussion of Severini’s
reception of Cubism and his later development as an artist.
Suffice to say that, while the “scientific” approach to his art
hidden behind the seemingly naive style of Motherhood was
certainly a gesture toward classicism, it seems to have been an
effort also to establish, after his Futurist period, a new approach
to Cubism. The second “Lyre et Palette” exhibition afforded an
opportunity to demonstrate his progress along these lines,
and the showing of Trombone Player (Player on the Street) was
indispensable to this purpose.

Conclusion

We have looked at Trombone Player (Player on the Street) by
Severini in relation to the second “Lyre et Palette” exhibition,
almost the only source of information about the work from the
period of its production. We have sought to clarify the position



of the work in his oeuvre, mainly by exploring a comparison to
Motherhood. This, to some extent, has enabled us to understand
the significance for Severini of the exhibition in which the
two works appeared together. As researchers investigate
the progress of Severini's art from his Futurist period to the
position he reached vis-a-vis Cubism, the discussion will go
farther and deeper. It will require an appreciation of Severini’s
original ideas on art, suggesting a more universal concept that
would encompass Cubism, which he advanced in the article
“La peinture d'avant-garde” employing such terms as “scientific
mysticism” and “Four-Dimensional Space.”3? The pursuit of
these lines of inquiry may in the future bring the status and
significance of Trombone Player (Player on the Street) into even
sharper focus.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Ota So / Walter Hamilton)
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Berthe Morisot's Woman and Child on the Balcony:

The New Woman in Modern Paris

SHIMBATA Yasuhide

Je fais Yves avec Bichette; elles me donnent bien du mal
et salourdissent terriblement avec le travail; puis comme
arrangement, cela ressemble a un Manet, je men rends compte
eten suis agacee.
(lam doing Yves with Bichette, | am having great difficulty
with them. The work is losing all its freshness. Moreover, as
a composition it resembles a Manet. | realize this and am
annoyed.)

—Letter from Berthe Morisot to Edma Pontillon (August 1871)."

In 1869, while she was still a student, Berthe Morisot (1841-
1895) swore to continue her creative work after her older sister
Edma, who had also aspired to be a painter, withdrew from her
studies after getting married. Sadly and unavoidably, Morisot’s
work was interrupted by the Franco-Prussian War of 1870
and the subsequent Paris Commune. In 1871, Morisot left the
family home in Passy for Saint-Germain to escape the ravages
of war. Then, in the summer, she evacuated to the port city of
Cherbourg in the north of France to stay with her sister Edma.
The introductory quote is a paragraph from a letter she wrote to
Edma in August 1871 immediately after returning to Paris from
Cherbourg.

Morisot painted Woman and Child on the Balcony (1872)
(fig. 1) 2 shortly after returning to Paris. A well-dressed woman
and a girl are surveying Paris from a residential balcony. The
woman’s gaze is turned toward the scenery before her, but
she also seems concerned about the girl who is clutching the
railing and looking out on the scenery. The views in the middle
distance are of the Jardins du Trocadéro, the River Seine, and the
Parc du Champ-de-Mars. In the distance, the golden dome of
Les Invalides is visible on the horizon at right. The two towers
of the Basilica Sainte-Clotilde are shoulder-height with the
woman, and below her head to the right, two rectangles on the
horizon may indicate the Notre Dame de Paris Cathedral.? The
brush strokes are quick and energetic, yet, every detail has been
attentively rendered. In contrast to the sketchy background, the
red flowers arranged in the planter at top right, the woman’s
elegant dress, the girl's costume and blue ribbon are carefully
finished. The setting appears to be the family home on Rue
Franklin (now Rue Benjamin Franklin) in Passy, near the Palais
de Chaillot. The woman is assumed to be one of Berthe's older
sisters, Edma Pontillon or Yves Gobillard. As Edma was living
in Cherbourg at the time, it is highly likely that this is Yves. The
child is probably Yves's daughter Paule Gobillard (nicknamed
Bichette). Paule is wearing the dress and pinafore, while her
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mother is wearing a black walking dress (a dress worn when
outside in public) and a forward-tilting hat, and holding a pink
parasol in her hand. Although they are on the balcony of a
private home, both mother and daughter are clearly wearing
formal dress. In Impressionism, Fashion and Modernity (2012),

The composition of the scene may have been inspired by
contemporary fashion plates: showing bichette turned away
from the viewer makes the details on the back of her pinafore
visible, and placing Yves in profile emphasizes her fashionable
bustle. David van Zanten speculates that Morisot may have
consulted contemporary fashion plates because she has
painted the girl from the back to draw attention to the detail
on her costume, and the mother from the side to show off the
bustle for puffing out the back of the skirt.# Certainly, it is easy to
find fashion plates from that day that resemble the two figures
in the painting (figs. 2, 3).°

In terms of style, this work may evoke Manet in its effective
use of black for the mother and white for the girl. When she
produced this piece, Morisot was on exceedingly close terms
with Edouard Manet, and the direct influence of Manet is often
pointed out in her work from this period. The painter herself
must have been very much aware of this at the time, and the
introductory quote likely refers to Morisot’s dislike of being
dismissed as imitating Manet. It has not been established,
however, that she was commenting about Woman and Child on
the Balcony. Her comment may, for example, refer to another
image of a woman embracing her child, which has been
revealed by x-ray examination of the layers beneath the surface
of this painting (fig. 4).¢ Nonetheless, Morisot clearly had a
distinct awareness of her own style of painting. The view in
the painting shows the results of the rebuilding of Paris led by
Georges-Eugene Haussman, prefect of the Seine département,
during the Second Empire. Morisot has used Impressionist
techniques to lightly, yet powerfully, capture the new urban
landscape of Paris.

1.Berthe Morisot

Berthe Morisot was born on January 14, 1841, in Bourges.
Her father was a senior official in the department of Cher in
Bourges, and her mother was a distant relative of the Rococo
master Jean-Honoré Fragonard. The whole family moved to
Paris in 1852 after Morisot's father was appointed to the first
of a succession of important posts, including governor of the
department of Cher. Morisot then spent most of the rest of her
life in Paris. Economically and artistically speaking, she was



raised in relatively affluent circumstances, her father having
once aspired to be an architect and her mother having dreamt
of being a musician. In 1855, when Morisot was fourteen, her
mother thought of having her daughters’ portrait painted as
a birthday gift for her husband and took them to the painter
Alphonse Chocarne. That experience inspired Berthe and her
sister Edma to develop a deeper interest in painting, and in
1857, they started studying under Joseph Guichard.”

At the time, it was extremely difficult for a woman to have
a profession; the emphasis was still on the woman’s place in
the home. Although many women in the bourgeois classes
received drawing lessons, it must have been unimaginably
difficult to become a professional artist. The Ecole des Beaux-
Arts in Paris did not allow women to sit for the entrance
examination until 1897. Consequently, women who aspired
to paint had no choice but to study at the Académie Julian or
other private schools that were open to anyone (fig. 5).8 In this
context, Morisot's parents appreciated their daughters’ artistic
aspirations and allowed them to study with the landscape
painter Jean-Baptiste-Camille Corot. Berthe was nineteen at
the time. She would study under Corot for the next seven
years, during which time her landscapes were accepted for the
Salon in 1864. Subsequently, Henri Fantin-Latour (1836-1904)
introduced her to Edouard Manet (1832-1883) in 1868. Living
close together and being of the same social class, the Manet
and Morisot households moved in the same circles and came
to be on close terms. In 1868, Morisot sat as one of the models
for Manet's The Balcony (1868-69, Musée d'Orsay) (fig. 6). Manet
would go on to paint eleven oils in which Morisot has been
identified as the model.

Morisot met Manet at about the time that Monet, Renoir,
Sisley, Pissarro, and Cézanne, among others, were becoming
acquainted with each other. They were all familiar with the
aesthetic of realism yet shared a strong sense of dissatisfaction
and doubt about Academisme, with its focus on academic
painting and diplomas. They were excited by Manet, who used
free line drawings and a sophisticated sense of color to depict
scenes from modern life. They gathered at the Café Guerbois, in
the Les Batignolles neighborhood where Manet had his studio,
and started to work out new techniques for innovation in
painting. Finally, they organized the memorable Impressionist
Exhibition in 1874. It would have been impossible for Morisot
to visit the café, but she probably networked with Manet at
family soirées in the Morisot and Manet households. She must
also have found ways to network with the painters who formed
the Impressionists.

2.The Women Impressionists

Manet made the Salon his main battleground and never
showed any work at the Impressionist exhibitions. Even
though Manet refused to participate, Morisot did. Unlike the
conventional Salon, the Impressionist Exhibition was a venue
where she could freely express herself in the work. Through her
interactions with the Impressionists, she started to incorporate
bright outdoor light in her paintings, and her compositions
became bolder, her brushwork freer.

Rebelling against the conventions of the traditional fine arts
in France on several points including technique, subjects, and

presentation at exhibitions, the Impressionists were filled with
a growing drive to create new art. At a time when there was
still a lack of respect for the position of women in the arts, the
Impressionists distinguished themselves by welcoming talented
women painters to work and produce on a level playing field.
Each of those women made their mark and demonstrated
their individuality without bounds. It is safe to say that the
Impressionist group was exceptional in the generosity shown
to women painters. From the perspective of the long history of
Western painting, there are, of course, many important women
painters, but this group and its environment that produced
several outstanding painters were unique for the time. While it
was the time of building the foundations for the emergence of
women painters, Morisot faced harsh criticism every time she
exhibited her work. She is a painter worthy of special mention
in the sense that, despite such adversity, she opened up the
path for women painters to follow their ambitions.

In the pamphlet Les Peintres Impressionnistes, published in
1878, Théodore Duret, a well-known advocate of Impressionism,
recognized Morisot in addition to Monet, Sisley, Pissarro, and
Renoir as the five Impressionists. In 1906, he expanded on the
topic of the history of Impressionism in Histoire des Peintres
Impressionnistes (1906, Paris). Gustave Geffroy (1855-1926),
the first to discuss all aspects of Impressionism, wrote about
Morisot in Chapter 10, Marie Bracquemond in Chapter 11, and
Mary Cassatt in Chapter 12 of La Vie artistique. troisieme série,
Histoire de l'impressionnisme (1894, Paris).® Ahead of its opening
in 2020, the Artizon Museum, Ishibashi Foundation, whose
collection of Western paintings is focused on the Impressionists,
welcomed new additions to its collection of women painters to
enrich that area of hits holdings. The new acquisitions include
works by Maorisot as well as Mary Cassatt, Eva Gonzales, and
Marie Bracquemond. The centerpiece among them is Morisot's
Woman and Child on the Balcony.°

3. Woman and Child on the Balcony

An early work by Berthe Morisot, Woman and Child on the Balcony
clearly demonstrates the style of the early Impressionists. The
brushwork is natural and soft, yet the details are rendered with
attention. The red flowers and green leaves at the upper right of
the composition are rendered in accurate detail, as are the blue
ribbon in the child’s auburn hair and the diaphanous black silk
of the woman’s elegant dress. In terms of style, Woman and Child
on the Balcony resembles another work produced in the same
year: The Cradle (1872, Musée d'Orsay) (fig. 7), which was shown
at the first Impressionist Exhibition.

The Franco-Prussian War and the subsequent siege of
Paris put a temporary hold on Morisot's career, but during
that interval, her style underwent major, drastic changes. Her
brushwork became looser and flooded with light. In Berthe
Morisot: Impressionist (1987), Charles F. Stuckey and William P.
Scott point out that "Morisot emerged from the interruption
of her career as a fully mature artist.” Woman and Child on the
Balcony was painted in this period."

There is an extant watercolor with the same composition
and color scheme, but about one-third the size of this work
(1871-72, Art Institute of Chicago) (fig.8). Stuckey and Scott
suggest that this watercolor is not a preparatory sketch, but a



copy of the oil painting. The existence of the sketch suggests
that on this occasion Morisot made a “memao” in the form of a
watercolor, as Manet frequently did. 2

Originally, the painting was in the collection of Louise Gillou,
butin 1961, Mr. & Mrs. Henry Ittelson, Jr., of New York acquired it
for their collection of Impressionists. Subsequently, the painting
passed through the hands of several galleries and collectors
before joining a private collection in 1976, where it was held for
four decades.

4. Modern Paris

Paris stands on the verge of the last quarter of the nineteenth
century. France has undergone seismic change since the
outbreak of revolution at the end of the previous century,
exploring new models of government while pressing
forward with modernization. In its final decades, however,
he tumultuous nineteenth century was shaken by other
great changes. After the Franco-Prussian War and the defeat
of the French Second Empire, militia members and workers’
discontented with the peace agreement concluded with the
German Empire rebelled against the interim government and
formed the Paris Commune, causing more confusion and
destruction in Paris. After the cruelties of civil war, the new
administration had to wait until 1875 and the constitution of
the Third Republic for the situation to stabilize. The idea of
parliamentary democracy won the day and Paris finally entered
a period of maturity as a civil society under the Third Republic.

Nineteenth-century France gradually assimilated the effects
of the Industrial Revolution and, in step with the development
of commerce, the capital, Paris, began to rapidly modernize.
Baron Georges-Eugéne Haussmann—appointed prefect of the
Seine département, which included Paris, by Napoleon Il in
1853—directed the modernization of what had been a city of
buildings crowded together along narrow streets dating back to
the Middle Ages by building a network of broad circular roads
and radial avenues.'?

After Haussmann was dismissed from the office of prefect in
1870, the first stage of the great reconstruction of Paris seemed
complete. However, once the conflicts had been contained,
Paris once again started out on the road to becoming a
modern city, a task that was completed in a short period of
time. The Impressionists embarked on their work during this
chaotic period and, a mere three years later, organized their
first exhibition. Aspiring to create new paintings for the new
age in France, the artists thought that paintings should be
finished in situ and developed new techniques to do so. They
created methods of retaining visual brightness and vibrancy
by the application of small dots of pure, unmixed colors and
the juxtaposition of complementary colors, which would be
blended by the viewer's eye. But, nature was not their only
subject. Looking around at day-to-day life, their environment
and customs, they brought the same concepts and methods
to subjects such as railways, train stations, bridges, bars,
and theaters. In their minds, the rapid transformation and
modernization of Paris was as desirable a subject for their
canvases as the natural environment.™

Most of the facades of the new buildings lining the broad
avenues and streamlined streets were equipped with balconies.
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These balconies were a part of private residences, but they also
belonged to the public sphere in the city. They were places
where you could observe the outside world from the safety of
your own home. The Impressionists presented a new way of
looking by depicting overhead views of the rapidly modernizing
city. Monet, Pissarro, and others painted the scenery of Paris
from high vantage points, but Caillebotte, Manet, and Morisot
painted people surveying Paris. Morisot's Woman and Child on
the Balcony (1872) is one of the earliest examples.

5. Edouard Manet's Teachings—Or Spells

Morisot was on close terms with Manet between 1868 and
1874, years that overlap with the period in which she painted
Woman and Child on the Balcony. Those were the early years of
Morisot's career, when she struggled to establish her own style.
Manet's presence and his work must have provided exceedingly
powerful support at a stage when Morisot was developing as
a painter. On the other hand, Manet was also influenced by her
loose yet delicate brushwork, and the bright colors that were
the result of working en plein air. As a matter of fact, the two
artists remained respectful and complimentary of each other's
work. Their careers diverged, but they influenced each other
and each took inspiration from the other’s style and choice of
subjects.

In the same period as Woman and Child on the Balcony,
Morisot also painted View of Paris from the Trocadéro (1871-73,
Santa Barbara Museum of Art) (fig. 9), which shows the city
from a similar vantage point. The figures are a shared motif,
but there are differences in how they are positioned within
the composition. The scenery is nearly the same, but in View
of Paris from the Trocadeéro, the view is more open and appears
to be composed of circles. It is important to note that prior to
Morisot's producing this painting, Manet had painted View of
the 1867 Exposition Universelle (fig. 10) (1867, Nasjonalmuseet,
Oslo). That is significant because, regardless of the presence or
absence of the exposition on the site of the Parc du Champ-
de-Mars, both paintings express perspective by assembling
a series of horizontal planes. The motif of a view of Paris laid
out in circles is also the same, except that Morisot is looking
from a position slightly more to the left. Woman and Child on
the Balcony is painted from a similar vantage point, but the
composition is decidedly different despite the consistency in
some of the architectural motifs in the distant city. Positioning
figures in the foreground of a landscape painting is a bold
move, but Morisot in this audacious image achieves a spatial
composition with depth. The work is a landscape painting, but
it also has the qualities of a portrait or a genre painting.

Morisot would never have thought of herself as an imitator
of Manet; rather, she must have constantly pointed out that this
was not the case. Morisot was already an established painter in
1864 when her work was selected for the Salon, where she met
Manet. In her paper “Morisot’s early career and Manet” (2008),
Sakagami Keiko says, “Even though she incorporated the avant-
garde style of painting of Manet, this was premised on her
already having a foundation as a painter. Troubled by Manet’s
retouches and the similarities with Manet, it was Morisot’s
ambition from the start to establish her own independent
style of painting... The women who were her contemporaries,



and their environment, also find strong expression in Morisot’s
work.” Describing Morisot's motifs, Sakagami adds, "Morisot
definitely did not paint the same figures as Manet in order to
capture modern life. Rather, she understood from the start that
she had no choice but to paint her own, i.e., a womanss, life and
environment, and she put this into practice. Even more so, she
was forced to seek out her subjects not in the public arena, but
in the private home due to the social restrictions placed on
women. At the same time, she actively chose these subjects.”">

When Manet's The Balcony (1868-69, Musée d'Orsay) (fig.
6) was shown at the 1869 Salon, the painting became a
major talking point because of the bold color scheme and
brushwork, and the unusual composition. In Woman and Child
on the Balcony, which also took the balcony as its subject, the
two figures surveying the scene from the balcony railings are
depicted from the side. Morisot may have worried that the
composition resembled Manet's work, but it is completely
different and unique to her. In Berthe Morisot: La Belle Peintre
(2002), Jean-Dominique Rey points out that although the black
dress evokes Manet, the use of a horizontal line to divide the
balcony from the still empty Parc du Champ-de-Mars and the
parallel lines to delineate the space make it a distinctly original
composition.®

In 1873, the year after Morisot painted Woman and Child
on the Balcony, Manet painted The Railway (National Gallery
of Art, Washington D.C.) (fig. 11). Although the composition is
different, he has positioned two figures in front of a railing in a
manner that resembles Morisot’s balcony scene. Similarly, the
child is turned away, gazing at the scene in the background. If
Morisot clearly expresses what she has learnt from Manet in
Woman and Child on the Balcony, Manet's The Railway reflects her
stimulating influence on him. It is fair to say that there are no
one-way influences in the works produced by the two artists in
this period; rather, the influences are reciprocal.'”

6.The Image of the New Woman

In Berthe Morisot (1987), Kathleen Adler writes, “Both the oil
painting and the watercolor On the Balcony, evoke a similar
sense of detachment from the distant city. The woman
represented in this painting does not look out towards the
Invalides, but at the child beside her, and the railing effectively
separates the world of Passy from that of Paris.”'® In other words,
the balcony separates the space into this side and the beyond
to depict the private sphere where the figures are standing
and the public sphere where the modern city is unfolding. The
balcony railings, which are drawn with faint and partly see-
through lines, literally function as a boundary between the
spaces. According to this argument, the compositional strategy
in Woman and Child on the Balcony is to show the profound
effect hidden in the work. In short, it implicitly reveals Morisot's
emotions."

Social conventions prevented bourgeois women in the
affluent upper classes in nineteenth-century Paris from
enjoying many of the freedoms available to men. Unable to
walk around the new spaces of the modern city without a
chaperone, women made the home was their chief domain. As
a result, Morisot had no choice but to depict the world around
her, i.e., everyday scenes at the Morisot family home and

garden in Passy or members of the Morisot family. The majority
of her works attest to this. In View of Paris from the Trocadeéro,
which she painted around the same time as Woman and Child
on the Balcony, she depicts two elegant women with a girl who
is looking at the view of Paris from the Jardins du Trocadéro.
The railing, which cuts straight across the broad landscape, is a
clear indication of this separation. Morisot did not conform to
the traditional roles assigned to women. She sought to make
a career as an artist in a world where men controlled the arts.
By constantly innovating, she painted the world around her,
expanding the boundaries of both artistic conventions and
gender-assigned roles.

We must, it seems, agree that Woman and Child on the
Balcony is a confession of the regret of a woman painter who is
not allowed to enter into a man's world. Given her rivalry with
Manet, who was already an established painter, that explanation
may have some truth to it. But this work dates to the period
when Morisot got her real start as an artist. The question then
arises: Should the interpretation of this painting be confined to
one where a woman of great ambition vents her frustrations
with convention and expresses feelings of depression in a small
but beautiful image?

Although there are similarities between View of Paris from the
Trocadéro and Manet's View of the 1867 Exposition Universelle, as
landscapes, both the Manet and the Morisot evoke the work of
their predecessor Jean-Baptiste-Camille Corot, who also painted
views of cities from high vantage points. Corot often painted
urban landscapes on the far side of balustrades on high hills
such as, for example, View of Florence from the Boboli Gardens (c.
1835-40, Louvre) (fig. 12), which shares the same structure as
the Morisot and Monet. The Gardens of the Villa d’Este, Tivoli (fig.
13) (1843, Louvre) also has a similar structure. As a matter of
fact, in 1863, Morisot copied this painting in her View of Tivoli
(After Corot) (fig. 14). Morisot had started studying with Corot in
1860, when she was nineteen. This teacher-student relationship
lasted until she met Manet around 1868. A comparison of
Corot's The Toutain Farm at Honfleur (c. 1845, Artizon Museum,
Ishibashi Foundation) (fig. 15) and Morisot's Farm in Normandy
(c. 1859-60, private collection) (fig. 16) reveals that Morisot had,
from her early period, learned spacial composition in landscape
paintings from Corot. At a time when Morisot’s relationship with
Manet is being emphasized, how should we think about the
influence of Corot and her relationship with him? Clearly, the
style of Corot's painting is alive in Morisot's paintings.2°

In 1870, Corot painted The Dream, Paris Burning, September
1870 (Musée Carnavalet) (fig. 17). It is a small painting from the
master’s final years, but the image is extremely powerful. The
painting depicts a landscape of smoldering fires after Paris has
been turned into scorched earth in the flames released by the
Exterminating Angel. Through the heat haze, we see a figure
that symbolizes the reborn France. “Paris burnt by the Prussian
army, September 10, 1870" is written on the back of the canvas.
The painting was done immediately after the outbreak of the
Franco-Prussian War. Half a vision, half reality, the old master
has painted the image of reality that confronted him. A leading
innovator in landscape painting before the Impressionists, Corot
saw the light of recovery and development in the streets of
Paris, which had been laid to waste.?!

Woman and Child on the Balcony was painted shortly after



the Corot. In despair at the ravages of war in Paris, Morisot had
escaped to her sister's home in Cherbourg. The minute she
heard that the fighting in Paris was over, she returned to her
own home in the city. Looking out over a city where the fires
were still smoldering, what was on her mind as she once again
began to hope for success as a painter? As a matter of fact,
the speed of modernization in Paris was unprecedented. The
Palais du Trocadéro, which encircled the Jardins du Trocadéro,
was built on the Colline de Chaillot for the 1878 Exposition
Universelle. Ten years later, the Eiffel Tower was erected to the
northwest of the Parc du Champ-de-Mars for another exposition
organized on the site.

This image of a woman surveying the urban landscape of
Paris, which is on the verge of transformation, may perhaps
bring to mind the symbolic figure in Corot's landscape. Rather
than giving the impression of a woman who is disappointed at
being given the cold shoulder as she aims for social progress,
Morisot has infused the image of the woman with resolve.
Perhaps another interpretation would be that the woman'’s
awareness is directed at the girl, whose bright figure hints at
such a future. The time is not long before Morisot made her
splendid debut at the first exhibition of the innovative new
Impressionists.

(Chief Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Ruth S. McCreery, The Word Works, Ltd.)
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Matsumoto Shunsuke Canal View: A City of Water and Concrete

KAIZUKA Tsuyoshi

In spite of his brief career, the painter Matsumoto Shunsuke
(1912-1948), who died at the young age of 36, vibrantly
developed his style in representational painting of figures and
landscapes while voraciously learning from diverse genres, from
Western and Asian classical art to contemporary art. Particularly
in the 1940s, the painter would first make quick, rough sketches
of landscapes in pencil on-site and then would compose studies
based on the sketches at his studio, applying various techniques
and processes. He would take time and effort for processing
bold and unrealistic deformations, selecting subject matters
within compositions, and creating unexpected fusions of
multiple existent landscapes. When a study was done, he would
use it as a basis for a painting on canvas or board, carefully
elaborating on matiére with oil. Although not a large tableau,
Canal View (fig. 1), an oil painting the Ishibashi Foundation
purchased in 2017, is considered as one of Matsumoto'’s
representative works due to his typical style and his favorite
subject during the early half of the 1940s towards the end of
the World War Il. The issues and agendas characteristic of the
painter during this period are summarized in this particular
painting. The following essay thus aims to analyze the work
mainly topographically in order to understand the meaning of
the painting and also discuss the significance of the Ishibashi
Foundation'’s possession and exhibition of the work.

In the winter of 1943, eight painters, namely, Inoue
Chozaburo (1906-1955), Ai Mitsu (1907-1946), Tsuruoka
Masao (1907-1979), Ono Goro (1910-2006), ltozono Wasaburo
(1911-2001), Matsumoto Shunsuke (1912-1948), Terada
Masaaki (1912-1989), and Aso Saburo (1913-2000), formed
Shinjingakai, a painters’ coterie. They ranged in age from 30 to
37. 1t is said that Inoue, the eldest member, played a key role to
bind these artists from different groups as one. The members of
Shinjingakai worked at several places in Tokyo, such as studios
around present-day Kanamecho and Senkawa in Toshima ward,
the area so-called “lkebukuro Montparnasse” where numbers
of apartment-style studios gathered then, and Nakai, Shinjuku,
which was not far from the aforementioned places. Since there
exists an old postcard that indicates the mailing address of the
Shinkingakai, which was Matsumoto’s studio located at 4-2096,
Shimo-ochiai, Yodobashi, he must have been a leading figure
in the management of the group despite his younger age. He
was trusted by other painters probably because he had co-
published Zakkicho, a monthly literary essay magazine, with
his wife, Matsumoto Teiko (1912-2011), from October 1936
to December 1937, and had been a prolific writer afterwards.
For a person with a hearing impairment, his success seemed

exceptional. Shinjingakai held the group’s first exhibition, “Dai
1-kai Shinjingakai Kaiin Aburae Tenrankai” from April 21 to April
30, 1943 at Nippon Gakki Gallery in 7-1, Ginza, Tokyo. According
to the list of the exhibited works, Matsumoto showed the
following five works:

1. Tekkyo Fukin [Near the Railroad Bridge]

2. Dozo no Aru Fukei [Landscape with a Statue)
3. Unga Fukei [Canal View]

4. Kodomo no Kenka [Children Fighting]

5. Kodomo [Child]

The list has 34 works including those of other painters.
According to Fujisaki Aya, the exhibition showed more than
40 works as described in an art magazine, Nihon Bijutsu, Vol. 2,
No. 5 (June 1943), and so it is assumed that there were other
works shown at the exhibition beside the ones in the list."
There is no visual evidence to which we can refer to about
details of the exhibition, for the event was a modest group
show amid wartime and so neither an illustrated catalog
nor postcards were published. However, Near the Railroad
Bridge is now believed to be in the collection of Shimane Art
Museum, Matsue.? Landscape with a Statue is assumed to be
the front view of Manseibashi Station where there is a statue
of lieutenant commander Hirose Takeo. Considering the places
Matsumoto often visited, but it is not certain and there seem to
be other views as well. This exhibition was the first one in which
Matsumoto’s work titled “Canal View" appeared.

In fact, it is not so long ago that we began to believe this
“Canal View" was exactly the Canal View that the Ishibashi
Foundation owns now. This idea first came from the “general
catalog” included in the book, Matsumoto Shunsuke Yusai
[Matsumoto Shunsuke’s oil paintings], which was published in
July 1978 by Sogo Kobo, the publishing company that his wife
Teiko managed. Its editor was Asahi Akira (1928-2016), Chief
Curator, Tokyo Metropolitan Museum of Art at the time. He
most likely confirmed the matter with Teiko. After thoroughly
examining all other remaining works of Matsumoto, Asahi
inferred that the one exhibited at Shinjingakai's first exhibition
was this particular painting in our collection, which was
owned by the collector Okawa Eiji (1924-2008) back then. The
timing of the exhibition was exactly in-between two major
group shows, the 29th and the 30th Nika Exhibitions held in
September 1942 and September 1943, for which Matsumoto
respectively exhibited Standing Figure (Museum of Modern Art,
Kamakura and Hayama) and Three People (private collection).
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Details are not discussed here but the expression in the painting
can be considered to fit this time period. In Matsumoto Shunsuke
Gashu [Works of Matsumoto Shunsuke], a book published by
Heibonsha in 1963, this particular painting was captioned as
‘Canal (near Shiodome)” while Bridge in Y-City in the collection
of the National Museum of Modern Art, Tokyo, was written as
“Canal View" and belonged to a private collection.? Since Asahi
identified it, this work has been increasingly recognized with
the title Canal View and widely acknowledged as one of the
works exhibited at the first Shinjingakai exhibition.

Now let us look closely at Canal View itself. The lower third of
the 45.5 x 61.0 cm format shows a surface of water. As will
be discussed later, it is the surface of a river but its flow is not
suggested as it quietly reflects the structures above like a mirror.
The top third shows the sky. While there are light areas and dark
areas as if suggesting clouds, the sky is overall a gloomy gray,
far from bright blue. Depicted in the area between the water
and sky are artificial architectural structures in the city. We see
a double-arched bridge on the left, a concrete structure with a
big square mouth opening to the water on the right, and three
or four houses behind the bridge. Several electric poles are
distributed with balance and two chimney-like structures are
vertically standing, in parallel with them. The painting is, overall,
toned in a blackish-brown color, and the shadows on the bridge
piers, the square mouth, the electric poles, the rooves of houses,
and the shadow of something loaded on the moored boat in
particular, are almost jet-black. The paint layer is not so thick
as you cannot see the asperity of the canvas of the support of
the painting, and paint is evenly applied except for some parts.
The outlines that define forms are confidently drawn without
hesitation, and there is no sign of the painter’s indetermination,
searching for a resolution using brush and paint on canvas.
While the composition mainly consisting of straight lines and
geometric shapes seems to have been carefully worked out,
there are some parts unnatural to an existent landscape: The
top side of the mouth to the right is not parallel to the water
surface and the difference of the depth between the building
to the right and the bridge to the left is not clear. Since there
is a row of piles for fall prevention, we can imagine the rim of
riverside is continuing to some extent. However, we are not
convinced enough by this depiction. Without a figure, in looking
at this painting, it is hard to believe that it is a view of the core of
central Tokyo, as will be discussed later.

Matsumoto’s heavy and deep tone is especially conspicuous
among his contemporary painters. In terms of the darkness that
permeates into the depth of our souls, no one is comparable
with the exception of probably Ai Mitsu. Okawa Eiji, who
purchased this painting around 1962 at Nantenshi Gallery,
remembered later, “Upon seeing the painting, | found it
somewhat oppressively intense, but | did not want to buy it
at once, and felt just puzzled.” Taking advice from a person he
respected, the collector made up his mind and purchased it.
Gradually fascinated by the work, he ended up insisting, “There
are many paintings that are regarded as representative works
by Matsumoto, such as, On the Street, Cityscape, Standing Figure,
Bridge in Y-City, Black Flowers, Self-Portrait, Near the Railroad Bridge,
Landscape with the Diet Building, Portrait of a Lady, Canal View,
Nikolai Cathedral, Woman with a Sculpted Head, Buildings, etc. As a
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person who has lived with most of these before, if | was forced
to pick the best one among them now, | would choose Canal
View without any hesitance."

Where is this landscape in Canal View located? To answer this
question, the painter Tanji Akira (1925-2012) left a decisive
legacy. In fact, an unpublished notebook written by Tanji
is renowned among researchers of Matsumoto Shunsuke.
Fortunately, | had an opportunity to read through it. It was
a record of Tanji's thoughts in the 1970s and 1980s, too
fragmental to publish as a book. However, he visited again and
again wherever Matsumoto went, to find his subjects taking
advantage of his incredible obsession and inquisitive mind as
a painter, and finding many things that challenged accepted
views. Minutely inspecting and registering the details of the
remaining dessins and finished works of Matsumoto in mind,
Tanji searched for his predecessor's footprints in real landscapes.
As people know, Matsumoto never depicted a landscape as it
really was. However, Tanji revealed one by one that fragments
of the original landscapes remained in Matsumoto’s finished
paintings. It is also true that, once one knows how far the
painting is from the real landscape, one can understand the
processes Matsumoto undertook. Parts of the fruits of Tanji's
efforts were made public by Sunouchi Toru (1913-1987), who
accompanied him on the research trips.® Tanji emphasized in
his notebook that the places Matsumoto depicted were located
along the railways connected to and from Nakai, where he lived,
such as Shinjuku, Osaki, Shimbashi, Shiodome, Yaesu, Otemachi,
Manseibashi, and Ochanomizu, and so on. The only published
text written by Tanji was “Matsumoto Shunsuke no Sokuseki o
Tadoru [Tracking Matsumoto Shunsuke’s Footsteps]’, in three
serial issues of a magazine, Deformation. He briefly mentions
Canal View as follows:

There is another work of Shunsuke in which a waste

disposal center is depicted. Canal View, which is one of his
representative paintings, is a landscape with a disposal center
in Shiodome, Shimbashi, as viewed from the Shimbashi
Bridge on Ginza Street. [...] The double-arched bridge across
the canal is Horai Bridge on Showa-dori Avenue.®

This text was written in 1984. It may have made sense to those
in Tanji's generation and readers in the 1980s around the time
it was published but some phrases here read unfamiliar to us
living in the 21st century. What is the "waste disposal center"? It
will be discussed later.

Since this painting was labeled “Canal (near Shiodome)
in the book from 1963 and at exhibitions in the 1970s, the
overall location of its landscape seemed evident to people in
those days. In fact, the Nippon Gakki Gallery at Ginza 7-chome,
where the first exhibition of the work took place, was quite
close to Shiodome River. People who saw the first Shinjingakai
exhibition were most likely to notice the landscape was that of
the canal nearby.

Here are a few words to introduce Shiodome River. After
Shogun Tokugawa leyasu first moved to Edo, in the early 17th
century, a gourd-shaped reservoir was constructed in an area
stretching from present-day Akasaka Mitsuke to Toranomon to
protect Edo Castle. While it was reclaimed in the first half of the
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Meiji era (the late 19th century), the name Tameike (literally
meaning reservoir) remained in the district. Sakura River, which
was created in order to release water from the reservoir and
the nearby wet lands, ran to the east, flowing into the Hibiya
inlet, part of Edo Bay (present-day Tokyo Bay). When the inlet
was reclaimed in the 17th century, Sakura River was extended
further to the east, which was Shiodome River. Crossing the
Shiodome River, there was Shimbashi Bridge on the Tokaido
Road in the middle, and Namba Bridge and Dobashi Bridge to
the west. To the east of Shimbashi, there was Shiodome Bridge,
renamed Horai Bridge later, where the flow of Sanjikkenbori
River joined together, turning its direction toward Hamagoten
Palace (present-day Hamarikyu Gardens). Shiodome River
was later reclaimed except for the area around Hamarikyu for
remodeling before the 1964 Tokyo Olympic Games. Today in
the former area of Shiodome River, the raised road of Tokyo
Expressway KK Line runs with a shopping center beneath
it. "Horai Bridge” remains as the name of the intersection of
Showa-dori Avenue and the expressway. As this expressway
now runs along the border between the two wards, Chuo City
and Minato City, Shiodome River was the border between the
wards, Kyobashi-ku and Shiba-ku back then. The left bank to
the north was Kyobashi-ku and the right bank to the south was
Shiba-ku.

After World War Il, when Shiodome River was reclaimed,
the four bridges, Dobashi, Namba, Shimbashi, and Horai,
were altogether demolished. One of the newel post and the
public square of the south end on the downstream side of the
Shimbashi Bridge are still preserved, indicating the locations of
the bridge and the waterway. Horai Bridge depicted in the left
side of the painting was called Shiodome Bridge during the
Edo period. The name was most likely derived from the tide of
Tokyo Bay. In 1874, the wooden bridge was replaced by a stone
bridge and renamed Horai Bridge after Horaisha, the company
that financed the construction work. There was Shimbashi
Station (later Shiodome Freight Station), the entrance to Tokyo,
to the south of the bridge. When train passengers got off, Horai
Bridge was their first sight. Along with the Fifteenth National
Bank (present-day Sumitomo Mitsui Banking Corporation)
on the northern end of the bridge, these structures created a
space symbolic of the age of Civilization and Enlightenment.
Today, on the former site of the Fifteenth National Bank, Mitsui
Garden Hotel Ginza Premier is located. When Showa-dori
Avenue was constructed as part of the restoration development
after the Great Kanto Earthquake (1923), Horai Bridge was
shifted one block downstream and reconstructed in concrete
as the brand-new street emerged in the back. (fig. 2) It was
this bridge that Matsumoto depicted in Canal View. The new
Horai Bridge, whose construction began in February 1925
and was completed in May 1929, was 32.0 m long and 44.0
m wide, magnificent in scale, but with a modest design of two
arches and inverted U-shaped openings lining the railings. The
photograph of fig. 2 is a view from the eastside, downstream,
and the other side of the bridge Matsumoto depicted. Kobiki-
cho (present-day Ginza 8-chome) was to the right and
Shiodome (present-day Higashi Shimbashi 1-chome) was to
the left. Passing through the left arch of the bridge, there was
supposed to be the waste disposal center Matsumoto depicted,
but unfortunately, we do not see it in this photograph. The piles

on the southern end of the downstream side of the bridge that
we see in the left side of the photograph look similar to those
depicted in the center of Canal View, the southern end on the
upstream side of the bridge.

Let us focus on the “waste disposal center” as Tanji called it.
The disposal of garbage and night soil in Edo or Tokyo, one of
the biggest cities of the world, was always a major problem to
citizens and the government administration alike. During the
Edo period (1603-1868), “Eitaiura” (at the mouth of Sumida
River in Tokyo Bay) was the disposal center. In 1900, the law
of cleaning was established and local governments became
responsible for disposal. Tokyo's garbage and night soil were
collected by garbage men on an almost regular basis and
respectively accumulated in disposals designated by each
of the 15 wards. According to a document from 1914, there
were 36 disposal centers.” All of them were located by rivers
for the convenience of water transportation. This shows how
waterways were developed in Tokyo. In Shiba-ku, there were
four disposal centers: “Shimbashi Bridge”, "Minato-cho Riverside’,
“Shogen Bridge’, and “Takanawa Kuruma-cho Riverside”. The
waste was collected without classification and at the disposal
center, it was classified into three categories, namely, “fertilizer
trash” — reusable as fertilizer, “valuables” — reusable wood and
metal, and “throw-away trash” — unreusable. “Fertilizer trash”
was transported to Chiba and sold to farmers there. Wood
was reused as fuel and metals were purchased by dealers.
“Throw-away trash” was transported to Heikyu-cho, Fukagawa-
ku (present-day Kiba, Koto), burnt outdoors there, and used
for reclamation. A waste disposal center was the transit point
of the process. Refuse was sometimes carried by carriage and
automobiles to the disposal centers but otherwise by two-
wheeled handcarts, which was said to have been quite hard
work. It is well-known that Matsumoto often depicted garbage
men in his works. Incidentally, it was in 1958 that the use of
handcarts for collecting trash was abolished in Tokyo, and it was
decided that cars specially modified for the purpose would be
used instead.

Due to the Great Kanto Earthquake of September 1, 1923,
most of the waste disposal centers constructed of wood were
burnt or damaged. In the following year, 27 new concrete
structures for disposal were planned to be built as part of the
restoration project of Imperial Tokyo. This plan concluded with
the construction of the disposal center of Shimbashi, which
was completed on May 20, 1932. These new buildings were
probably built in the same locations as those of the lost ones.
The designs of these structures would have been varied due
to the characteristics of each location. The one Matsumoto
depicted had a mouth open to the canal.? This mouth was a
gate for the boats coming in and out to load classified trash
to transport it to Chiba or Fukagawa. As a boat went into the
space under the structure, trash was dumped onto the middle
of the boat from the platform above. The photograph of fig.
3 shows the disposal center that was located in the middle
between Mansei Bridge and Shohei Bridge upstream on the
left bank of Kanda River, where there is now the Chiyoda Refuse
Collection Office. We can see Shohei Bridge and the elevated
railway of Kokutetsu (present-day JR) Sobu Line, which look
similar to how they look now. Given the rower's gesture, the
photograph captured the moment the boat was about to leave
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as the loading was done. The structure of the disposal center
in Matsumoto's work is supposed to be similar to this. Fig. 4
is a recent view of a place called "Manseibashi Funatsukiba”
(Mansei Bridge Harbor), located at the north end of Mansei
Bridge on the downstream side. While the harbor, built in 1930
altogether with the bridge and the subway Ginza Line running
right beneath, seems to have had nothing to do with waste
collection, its concrete structure built at the bridge with its small
mouth open to the river evokes the disposal center by the
water depicted by Matsumoto, which no longer exists. Since
those disposal centers were intermediate facilities, they did not
have incinerators. The chimney-like pipes depicted in Canal View
were most likely air ducts.

It is well-known that Matsumoto often took up facilities
related to waste collection as his subject. In addition to the one
in Shimbashi, he repeatedly depicted the disposal center near
Kiji Bridge in Hitotsubashi and the waste collection office of
Takadanobaba, which was close to his studio, and even added
it to the background of his self-portrait. Similarly, the painter
showed a keen interest in public lavatories. The smell must have
been quite pungent back then. Looking at things considered
filthy, buildings in which such materials are treated, and workers
handling them was one of features of Matsumoto’s work during
this particular time period. His warm and calm gaze upon
an essential support of society seems to have derived from
affirmation of his own life.

I will now examine the positional relationship between the
Shimbashi disposal center and Horai Bridge. Looking at the map
of 1937 (fig. 5) and aerial photograph of 1936 (fig. 6), we see
Shiodome River slowly curve to the right after passing through
Shimbashi as the Sanjikkenbori River joins from the north. |
assume the waste disposal center of Shimbashi was located
right on the apex of this curve. The curve can be seen as that
of the expressway today. The aforementioned commentary by
Tanji Akira may lead you to believe that the view of the painting
was seen from Shimbashi Bridge but what he only meant
was that the disposal center can be seen from on the bridge.
When seen from standing on the bridge, the waste facility was
probably almost invisible, hidden by the curve. Matsumoto
must have seen the canal view from Gomon Street along the
left bank of Shiodome River, which was on the other side of
the river from the disposal center; from somewhere between
the north end of Shimbashi Bridge and Yatsuya Bridge over
Sanjikkenbori River. Fig. 7 is a photograph | took from the spot
that | assumed Matsumoto stood to have the view. The painter
would be bitterly laughing in the other world at such a massive
change. As for the readers of this essay, the photograph may
make no sense, perhaps ultimately serving simply to cater to
my own self-satisfaction.

There are several drawings considered as drafts of Canal View.
Three of them will be compared and discussed here. They are
now included in the collection of the Museum of Contemporary
Art, Tokyo, which Asahi Akira was likely to be deeply associated
with. The following is information on the three drawings:

Canal A, c. 1942, pencil on paper, 32.1 x47.0 cm (fig. 8)

Canal B, c.1942, pencil on paper, 26.2 x 37.4 cm (fig. 9)
Canal C, c. 1942, pencil on paper, 49.7 x 60.7 cm (fig. 10)
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As Matsumoto must have visited the site many times, it is not
sufficient enough to make an assumption based only on the
remaining pieces, but let us trace his process through these
three drawings and the finished painting.

The drawing seemingly the most approximate to the first
on-site sketch is Canal B. Standing on the left bank of the
Shiodome River, the painter cast his gaze rather diagonally to
the northeast, depicting the disposal center in the middle of
the view. The Horai Bridge was pushed away to the left. In his
notes, Tanji in fact pointed out that there were four windows
on the riverside wall of the disposal center, which existed until
the 1950s, and so emphasized that the painter depicted the
windows differently in Canal View. The facility in Canal B shows
exactly four windows as Tanji wrote, suggesting the drawing
was approximate to the real view. In spite of its simplified
style, the gap between the depths of the Horai Bridge and the
disposal center is obvious in Canal B. The shadow on the water
before the mouth of the building emphatically drawn seems
to demonstrate the painter’s focus. Canal B can be said to be
an explanatory composition with more objects depicted in
the left half, while the disposal center is situated in the middle,
indicating the painters concern lies in the combination of the
bridge and the facility.

Canal A, probably drawn after Canal B, seems to have been
created in his studio. Its perspective is daringly shifted to the
left from the previous drawing. Completely focusing on the
building and the bridge, the artist drew the bridge larger and
was exploring a new composition while ignoring balance and
depth. The windows were reduced in number to two and half
opened, perhaps because the painter wanted to put black
patches there. The number of the houses in the background
of the bridge was also reduced, in order to expand the space
behind them. The dark shadows under bridge piers and the
mouth show experimentation with the balance of light and
dark. This experimentation eventually reaches its conclusion in
Canal C.

Canal C was the carton, as called by researchers, a final study
composition ready to be transferred to the canvas, for Canal
View. Composed the same size as the painting, it has almost the
exact same image. For the transferring, the painter is believed
to have used several different methods, but details of the matter
are not known. Kano Keiko, who researched the drawings
when she was preparing for the 2012 exhibition, "MATSUMOTO
Shunsuke: A Centennial Retrospective,” writes as follows:

While the paper used for cartons is mostly craft paper, some
drawn on tracing paper and Japanese paper were also
found. [Matsumoto] created cartons on sheets of these kinds
of paper, layering them and copying the outlines. In order to
trace the images, he painted on the backside of the paper
with charcoal and used sharp tools like a hard pencil or a
stylograph to draw lines. However, quite a few not painted
with charcoal were also found. In these cases, he may

have simply marked colorless outlines on canvas, or used
something like carbon paper to copy.

Canal C was drawn on opaque paper, painted black on the
backside, and used for transferring. Similarly, there were
three drawings executed on opaque paper whose lines were
traced with heavy pressure but none of them were painted



black on the backside.

Cartons were mostly drawn with pencil and some lines seem
to have been drawn using a ruler[...]

The creation of paintings based on cartons were
concentrated around the period between 1941 and 1944,
Particularly in the earlier half of the time, several paintings
with almost the same composition were created.®

Comparing the carton Canal C and Canal View, there is almost
no difference in compositions. It seems that the drawing was
transferred to the painting as it was. Only a few changes were
made: the electric pole in the center is longer and thicker and
the leftmost electric pole behind the bridge is shorter. The
center of gravity became closer to the center of the canvas, and
the composition came to look weightier. More important to
note is their difference in size. While Canal C is 49.7 x 60.7 cm
which is standard 12F, Canal View is 45.5 x 61.0, equivalent to
12P. Nakano Jun (1925-2017) noted an interesting episode of
the time right after the end of World War Il as follows:

One day, Mr. Matsumoto and | were tying two paintings to
the bicycle with a cord and a blanket at Ikueisha. Both were
his works of the canal view. One of them was “Canal View"
(1943, presently renamed Bridge in Y-City), size 20, which

| saw at the Shinjingakai exhibition. The other was “Canal”
(1943), size 12. Our destination was the coffee shop "R”

near Shibuya Station, and these paintings were for loaning
to decorate the shop.[...] Each time he came to work, Mr.
Matsumoto brought one painting to lkueisha. As of “Canal”
of size 12, he seemed content saying, "Although | exhibited
the painting once, | reduced its length, cropping a little at the
bottom this morning, which made it become much better."1°

“Canal” mentioned here was Canal View. It was from February
1946 until December 1947 that Matsumoto worked for
the company, lkueisha. If we consider Nakano's description,
Matsumoto himself cropped the canvas by 4 cm in his later
years. If so, when his signature at the bottom left of the painting
was written is an issue to consider. If the canvas was 4 cm
longer, the signature would have been a little out of place. Since
the canvas of the painting is stuck on a wood panel, we cannot
see how the work was cut. At any rate, cropping at the bottom
must have made the composition tenser. This episode suggests
that Matsumoto sought out a final destination for his work even
three years after its completion.

In his works of the landscape of the Shiodome River, the
painter did not modify or deform the actual landscape as
much as in his other series, such as “Bridge in Y-City,” “Nikolai
Cathedral” and "Near the Railroad Bridge." He was relatively
loyal to reality. Nevertheless, in terms of his endless pursuit for
a tense composition and process of elaboration, these works
are not entirely different from other series. Matsumoto was
continuously working on painting in order to live his life as a
human being during the difficult time of the later years of World
War Il. His mental and physical states as such are concentrated
in Canal View.

Matsumoto’s distinctive characteristics in this particular
period of time found in the painting are as follow: Firstly,

the painter made exhausting efforts to develop geometric
compositions on each actual site of the landscape and in his
studio. To fulfill his goal, he needed water as a physical force
that endlessly creates horizontality. As important objects that
cross it at right angles, he juxtaposed vertical electric poles and
concrete buildings with water. That is why artificial riverbanks
were the most favorable as his subject. Secondly, his selection of
each subject seems to have been rather deliberate, based on his
understanding of the topographic culture it carried. It is often
said that Matsumoto grasped anonymous corners of the cities.
Certainly, he never depicted landscapes like the views of scenic
sight-seeing spots. However, he must have been profoundly
aware of the meaning or historical and cultural background
behind the reality in front of him. He knew the disposal center
was an advanced apparatus of the time and laborers exhaustive
work there. The Shiodome River still carried the remains of
the Edo culture, and the Showa-dori Avenue preserved the
memory of the Great Kanto Earthquake. Matsumoto was much
too intellectual to be indifferent to these matters. To the stories
woven by various people, he overwrote one of his own. He was
a painter who was conscious that such a process would make
the history of human beings.

Finally, I would like to mention the significance of the
Ishibashi Foundation’s collection and exhibition of the work of
Matsumoto. The painter flexibly absorbed various styles of art
from classical to contemporary art. He visited again and again
the exhibitions of the Fukushima Shigetaro Collection held in
Tokyo several times in and around 1935, deeply impressed not
only by the techniques and styles of Pablo Picasso, Georges
Rouault,and Henri Matisse, but also by the unfathomable depth
of Western culture. The Ishibashi Foundation now owns most
of this collection. Furthermore, our collection includes works by
Amedeo Modigliani and George Gross, whom Matsumoto and
his colleagues once idolized, and the self-portrait of Edouard
Manet, by which Matsumoto’s standing self-portrait may have
been influenced, as one of its iconic pieces. Among Japanese
modernist paintings, the masterpieces of Fujita Tsuguharu and
Oka Shikanosuke, whose expressions and subjects Matsumoto
followed as if vicariously experiencing them, are exhibited in
our museum. Juxtaposed with these works in the collection,
the masterpiece of Matsumoto echoes in many ways just
like a stone causing a stir on water. | hope this will provide
opportunities to reexamine the significance of Canal View in our
exhibition.

* | could not write this essay without the information, materials, kind
words, and encouragement given by the following people and
organizations. Here | would like to express deep gratitude to them.
Mr. Ishihara Kota, Okonogi Miyoko, Kakehashi Koji, Tanaka Atsushi,
Hori Yoshio, Mizuta Yuko, Murakami Hiroya, the Museum of
Contemporary Art, Tokyo, Adachi City Library, Chuo City Library, Tokyo
Metropolitan Library,and Minato City Local History Museum. | would
also like to send my sincere respect to Matsumoto’s late wife Mrs.
Matsumoto Teiko and other members of the Matsumoto family, the
late Asahi Akira, and the late Tanji Akira for their great contributions
and extensive research to establish the painters honor and value in
art history.

(General Manager, Educational Department,
Artizon Museum, Ishibashi Foundation)

(Translated by Yamakawa Sumiko / Caroline Elder)
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Tradition and Innovation in Nonggirrnga Marawili's Bolngu

UEDA Anna

1. Foreword

In recent years, the Ishibashi Foundation has been expanding
the scope of its collection, and has been collecting Australian
art for the past several years.! In 2017, the Foundation newly
acquired six works including Bolngu (2016, fig. 1) by Nonggirrnga
Marawili, a leading Australian Aboriginal artist. This article is a
discussion of Nonggirrnga Marawili's Bolngu.

1.1 Nonggirrnga Marawili

Nonggirrnga Marawili (born ¢. 1939) is an Aboriginal artist who
is @ member of the Indigenous Australian Yolngu community
inhabiting northeastern Arnhem Land, in the northeast part of
the Northern Territory of Australia. In Arnhem Land, home to
the Yolngu community, the traditional practice of bark painting,
in which designs are painted on eucalyptus bark with natural
ochre pigments, has been handed down for thousands of years.
Bark painting is a technique specific to the Arnhem Land region,
and an art form that embodies the community’s traditional
culture. In recent years, Marawili has been highly regarded
both in Australia and overseas as a female artist working in this
traditionally male medium. She has exhibited in large-scale art
festivals including the Sydney Biennale? (June — September
2020), the 2019 Tarnanthi Aboriginal and Torres Strait Islander
Art Festival (Art Gallery of South Australia, Adelaide), and the 3rd
National Indigenous Art Triennial (National Gallery of Australia,
Canberra, 2017), and a comprehensive retrospective of her
career was scrupulously presented in her first solo exhibition
From My Heart and Mind (Art Gallery of New South Wales, Sydney,
November 2018 — February 2019). In 2019 she won the Telstra
Bark Painting Award at the 36th Telstra Awards, 3 the most
prestigious honor for Aboriginal artists.

1.2 Marawili's Tradition and Innovation

While firmly rooted in the traditions of the Yolngu community,
Marawili's work reveals new possibilities for creative expression
in bark painting. Henry F. Skerritt, curator of The Kluge-Ruhe
Aboriginal Art Collection of the University of Virginia, describes
the features of Marawili's work: “This is not to suggest that
Nonggirrnga’s work is some kind of ‘hybrid form, caught
between the traditional and the modern. Rather, it pictures the
presence of coexisting worlds that resist assimilation.”* Bo/ngu
(2016, fig. 1), in the collection of the Ishibashi Foundation, is a
distinctive work embodying both tradition and an innovative
approach not bound by tradition, as Skerritt noted. This article
explores, based on the issues Skerritt raises, how Marawili

achieves expression of both tradition and innovation in Bo/ngu.

First, the tradition referred to here is a social structure and
sense of identity that emphasizes belonging to one of the
blood-related “clans” that form the Yolngu community, which
will be described in detail later, and a culture of visual clan
design, which has historically been handed down from father to
son as an aspect of the patriarchal system.

Marawili's innovation, which simultaneously adheres to and
breaks free of tradition, reflects the arc of change in traditional
Yolngu culture, which is being altered by contact with Western
society. The most significant aspect of this change has been
transformation of the patriarchal system. For example, clan
designs which were historically passed down from father to
son can now also be transmitted from father to daughter, or
from husband to wife as in Marawili's case. This is largely due
to contact with Western society starting in the late 19th century
during the British colonial era, and to rapid expansion of the
Aboriginal art market since the 1970s. Marawili's career is one
of the earliest examples of adaptation to such changes in the
times.

However, Marawili always thoroughly respects past traditions
and never incorporates more clan designs, or their symbolic
meanings, into her work than her husband would allow. This
is intriguing because, on the contrary, she has deliberately
distanced herself from sacred meanings associated with the
design, emphasizing visual effects achieved with simpler lines
and designs and the resulting aesthetic sensibility.® In this we
can see the inherently contemporary quality of Marawili's work
pointed out by Skerritt.

Among the most prominent and successful female
Aboriginal artists employing techniques to render subjects
more simplified and abstract was Emily Kame Kngwarreye (c.
1910-1996). Kngwarreye's Spring Landscape (1993, fig. 2), in
the Artizon Museum collection, clearly shows her distinctive
approach. The work depicts Kngwarreye's home region of
Alhalkere, but application of dots to the entire painting surface
makes it an abstract expression of the subject. Alhalkere is
deeply tied to Kngwarreye’s internal spiritual world, but the
work contains no design elements that imply this per se. In an
analysis of this approach, the art historian Hetti Perkins describes
it as stripping away of intricate designs with cultural significance
to reveal the core and essence of the subject, while in visual
terms pursuing the grace of simple lines and markings.®
Marawili is an artist who renders subject matter abstract in a
very similar manner. Marawili has succeeded in honoring the
culture of Yolngu, the inherited traditions of the clan's symbolic



designs, and their meanings, while using abstract lines that
avoid further comment and place priority on visual effects. And
she has simultaneously imbued Bolngu with both tradition and
innovation without either one being lost through assimilation
into the work.

This article will first discuss the history and characteristics of bark
painting, which are important aspects of any examination of
Marawili's Bolngu. It will go on to consider how social structures
in the culture of the Yolngu people of northeastern Arnhem
Land, one of the most basic elements of an understanding
of Marawili's work, and the ongoing transformation of these
structures are profoundly connected to Marawili's bark painting
practice. Finally, while interpreting the iconography of Bolngu,
this article will consider how the artist has succeeded in
synthesizing tradition and innovation in her work.

2.Bark Painting

Bark painting is a vibrant tradition in Arnhem Land, a region
in the northeast of the Northern Territory of Australia. Its
techniques have been handed down for millennia in the
Aboriginal community of this region. Bark used as a painting
surface is taken from the stringybark (Eucalyptus tetrodonta) trees
native to the area. The ideal time to collect this bark is during the
rainy season, from December to April, or through June or July
when eucalyptus sap levels rise and the bark does not adhere
to the tree within.” The stripped bark is heated to remove
excess moisture, pressed beneath weights to flatten its surface,
and dried for several days. Once the surface is as flat as possible,
it is colored with natural earth pigments known as ochres.
These pigments may be extracted at sites close to the artists’
place of residence, or they may travel long distances to procure
soil or rocks from which to derive them. Artists grind ochre and
mix it with a small amount of fixative to make paint, then sit on
the ground and paint designs on bark with fine brushes made
with fibrous tree branches or human hair. Together this series
of actions constitutes a sacred rite and a fundamental process
that deepens relationships and connections between the artist
and their country (here meaning region inhabited by a specific
group of Aboriginal Australians, rather than nation).

The origins of bark painting lie in shelters that can be quickly
constructed with bark during the rainy season, and sketches
that are drawn inside them (fig. 3). The designs drawn there are
derived from rock art on cave walls and exposed rock surfaces,
decorations on hollow log poles used in burial rituals, and ritual
body paintings.® Designs and symbols used in bark painting
are classified as either sacred or secular. The sacred designs are
associated with creation myths and spiritual worlds related to
the spirits of ancestors, the Australian Aboriginal community’s
distinctive religio-cultural worldview described as the Dreaming
or Dreamtime, and these designs are tightly controlled by each
of the clans in Arnhem Land. Secular designs are primarily
depictions of real-life events, and can reflect more personal
interpretations and styles.®

Bark painting can be broadly divided into four regional
styles, those of northeastern Arnhem Land, western Arnhem
Land, central Arnhem Land, and the island of Groote Eylandt.
Works from these four regions can be characterized according
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to composition, technique, type of subject and so on, and
according to an analysis by Judith Ryan, senior curator of the
National Gallery of Victoria, the most complex style is that of
Nonggirrnga Marawili's birthplace of northeastern Arnhem
Land. ' As to why the style of this particular region is so
complex, the art historian Wally Caruana cites a keen sense
of curiosity propelling artists to find ways of transforming the
rough, dark surface of bark into bright, gleaming works of art
using ochre pigments.™

The stunning visual effects that enable artists to transform
these sheets of bark into brilliant, lustrous works are produced
with geometric patterns called miny'tji.'? These minytji
patterns are painted using cross-hatching techniques, and
the bark painting of northeastern Arnhem Land in particular
is characterized by patterns covering the entire surface of
the bark. Another characteristic is that figurative objects are
usually rendered as black silhouettes, with the entirety of their
surroundings and the background filled with cross-hatching (fig.
4). The apex of visual effects is a technique in which different
shades of ochre such as red, yellow and black are layered with
cross-hatching, and the result is finished with a white ochre.

However, these cross-hatching techniques are not used
simply for aesthetic or visual purposes. They are driven by
the goal of pulling the depicted subject close to the world of
ancestral spirits, the above-mentioned mythical and spiritual
realm known as the Dreaming or Dreamtime which is unique
to the Aboriginal community. The radiance and depth achieved
by cross-hatching evidently signify the ancestral spirits dwelling
within the depicted subject, reflecting the spirits' sacred power.

Imbued with spiritual energy, the intricate patterns
generated with this cross-hatching technique were once used
in the sacred designs most tightly controlled under community
law. These sacred designs were primarily used in male-oriented
ceremonies and could only be seen by a limited number of
people. For example, cross-hatching was used to decorate
the torso in boys' initiation ceremonies, and the patterns were
rubbed off at the end of the ritual. Designs that are rubbed off
in this way lose their brilliance and at the same time relinquish
the spiritual power of ancestral spirits dwelling in the design.
Designs revealed only for a short period of time and to a limited
number of people were able to retain their spiritual power
due to their scarcity.® This sequence of actions safeguarded
people from the sacred power inherent to the designs, and also
controlled the community’s strictly protected knowledge.

Thus far we have considered the history and characteristics
of bark painting, and the nature of the meanings and power of
minytji cross-hatched geometric patterns. However, to grasp the
specific characteristics of bark painting in Marawili's birthplace
of northeastern Arnhem Land requires, beyond the above
explanation, a brief outline of the regional social structure,
the underlying framework within which these designs are
produced.

3.Yolngu

Northeastern Arnhem Land is called Yolngu in the local
language. There are 13 clans in Yolngu, and people belong to
the clan of their father’s side even if they marry a member of
another clan.™ The group of 13 clans is further subdivided into



two categories, known as moieties. These two moieties are
called Dhuwa and Yirritja, and almost all clan groups in Arnhem
Land belong to one or the other. Moieties play a crucial role in
both the social and spiritual worlds of Arnhem Land’s Aboriginal
community. In terms of social life, marriage is a good example:
members of a clan must marry exogamously (outside their
clan of origin), and this also applies to moieties, so a Dhuwa
person must always marry a Yirritja and vice versa. The Djapu,
Marrakulu and Rirratjingu clans belong to the Dhuwa moiety,
and the Madarrpa, Gumatj and Munyuku clans belong to the
Yirritja. So, for example, a Djapu clan member belonging to
Dhuwa must not marry a Marrakulu member belonging to the
same Dhuwa moiety, but must marry someone originating
from a clan in Yirritja moiety. The reverse is also true. Marawili is
originally from the Madarrpa clan, belonging to Yirritja, and her
late husband, Djutjadjutja Mununggurr, is from the Djapu clan
belonging to Dhuwa.

This strict system of affiliations also applies to all things
and phenomena in the surrounding environment. Plants,
animals, the land, and the spirits of the ancestors are always
associated with one or the other moiety. During the Dreamtime,
Ancestral Beings created the land and gave it meaning. Thus it
was Ancestral Beings belonging to each moiety that granted
possession of the land to each of the clans in the moieties, and
rights and responsibilities as caretakers of the animals, plants,
terrain and even the Dreaming mythos associated with the
clan's land from generation to generation. For example, the
shark spirit Maarna is associated with the Dhuwa lands, and
the crocodile spirit Baru is associated with Yirritja.’> However,
as a result of kinships with those outside the clan and moiety
formed through exogamous marriage, these worldviews are
not totally separate but rather mutually complementary.

Through its specific designs, each clan expresses things and
phenomena connected to the moiety. This relates to designs
and patterns produced through the cross-hatching technique
of bark painting. Yirritja evokes ancestral spirits on the painting’s
surface with diamond-shaped minytji, while Dhuwa minytji
features patterns and designs incorporating straight parallel
lines. Just as each clan’s stewardship of the Dreaming differs,
the designs composed of diamond shapes and parallel lines
differ subtly depending on the clan, and these differences are
maintained as essential to each clan’s identity. Designs are
passed down from father to son. Diamond-shape and parallel-
line patterns are never shared with the other moiety, and
even within the clan a person must never render a design not
considered within their possession without permission. Anyone
breaking this law is punished as a serious violator. As the art
historian Howard Morphy describes in his book Aboriginal Art,
awareness of identity as a member of the clan and moiety,
which governs everything from social life to the spiritual world,
plays a central role in artists' works. ¢

Thus far, this article has described people’s consciousness of
belonging to the Yolngu society of northeastern Arnhem Land
and the clans and moieties that sustain and govern it. Viewed
in light of the distinctive fusion of “tradition and innovation”
that characterizes Marawili's work, the cultural phenomena
discussed above are “traditions” for which she has the greatest
respect. Awareness of belonging to the clan is essential for
Marawili as a resident of Yolngu: she is of the Madarrpa clan and

Yirritja moiety, and will never shed that identity. However, as
described in the foreword, she is of a generation that witnessed
the transformation of Yolngu after contact with Western society.
As a Yirritia woman who has absorbed design traditions from
the Dhuwa to which her husband belongs, Marawili has had
an experience that is novel and yet inevitable amid ongoing
social change. Bolngu (2016, fig. 1), in the Ishibashi Foundation
collection, is clearly a work depicting Marawili's husband’s
country, and that in itself represents an innovation.

The following sections will analyze how Marawili obtained
permission to represent her husband’s country, the related
chain of events, and the iconography and meanings of Bolngu.
These aspects reveal Marawili's innovations, which this article
will further examine.

4. Nonggirrnga Marawili's Background

Nonggirrnga Marawili was born circa 1939 on Darrpirra Beach
in Cape Shield, located in northeastern Arnhem Land, as a
member of the Madarrpa clan and Yirritja moiety. As a child
she led a traditional lifestyle with a group of about 50 family
and relatives in Blue Mud Bay, a cove historically connected
to the Madarrpa. It is the site of frequent cyclones, high tides
and powerful tidal currents, and is home to many crocodiles
worshiped as spirits by the Yirritja. Marawili’s father was
Mundukul Marawili, a well-known Yolngu community leader
and painter. He was active during the period when Western
society first began to show an interest in bark painting. In
particular he established a close relationship with Donald
Thomson, an anthropologist from Melbourne, and later
promoted the acquisition of bark paintings produced in the area
by major museums and public institutions.” Thus Nonggirrnga
Marawili came from a family background rich in artistic talent,
and her own talent has progressively blossomed since the
1990s when she first took up a paintbrush.

4.1 Marawili's Early Work

Nonggirrnga Marawili began painting in 1993, when she was
around 54 years old. This was when Andrew Blake, who took
the position of arts coordinator at the Arts Center in the Yolngu
community of Yirrkala in 1993, recommended that Marawili’s
husband, the painter Djutjadjutja Mununggurr, produce a
huge bark painting with 2.5 meters tall. Until then, the most
prevalent bark painting format had been “suitcase bark,"'®
small and inexpensive works geared toward tourists. However,
Blake urged the male artists of Yolngu to take on the challenge
of pieces of enormous size. Marawili's husband Mununggurr
took this advice and started making works, but he struggled
with a skill deficit due to never having worked at this scale,
and decided to recruit his wife Marawili and his daughters to
help with the endeavor. Their works produced collectively as
a family quickly drew attention, and a total of 25 of their bark
paintings were purchased by the National Gallery of Victoria
in 1994.7 Then, in 1996, the American collector John W. Kluge
commissioned 28 new bark paintings, which are now in the
Kluge-Ruhe Aboriginal Art Collection of the University of
Virginia.?® As her husband’s assistant, Marawili was involved in
producing all the major works. Her main responsibility was to
paint minytji, intricate cross-hatched patterns that distinguish



the paintings of northeastern Arnhem Land, with fine human-
hair brushes known as marwat.?!

Originally from the Djapu clan, belonging to the Dhuwa
moiety, Mununggurr produced bark paintings depicting his
country of Wandawuy, and the Dreaming that is profoundly
connected to it. Marawili worked with him on these paintings
of Wandawuy, and through their bark painting as a couple,
Marawili secured her husband’s permission to paint Dhuwa /
Djapu clan designs.

This was a new and exceptional development in Yolngu
history, as clan designs have long been the exclusive province of
men, handed down from father to son. However, that tradition
began changing very recently, just one or two generations
ago, when fathers started teaching their daughters directly and
granting them permission to paint clan designs. Clearly, one
major reason for this change was the demand for bark painting
in Western societies. Aboriginal art has been praised for its
complex iconography and elaborately patterned compositions
since it was first encountered by other cultures, but most
of it consisted of sand painting and body painting during
ceremonies, which was not permanent. However, bark paintings
came to be produced in large quantities from the 1940s onward,
and were optimal for collection by anthropologists as they
are portable and can be hung on walls like Western paintings.
Museums subsequently began acquiring them, elevating
their perceived value as works of art. Bark painters came to be
respected as vital spokespersons introducing their culture to
the outside world, and as important sources of income for the
community. The art historian Howard Morphy described in his
book Aboriginal Art the change in Yolngu tradition caused by
this demand for bark painting: “The increasing role that women
have taken in the art is likewise part of a continuing process
of adjustment to new circumstances and a response to new
opportunities... The increased participation of women was
viewed by Yolngu as an enrichment of community life and a
recognition of the important role played by women in holding
the community together in times of social stress."22

Marawili is @ member of one of the earliest generations
to embrace these changes. Rather than being taught bark
painting by her father, she learned from her husband and
obtained permission to paint his country. For this reason she
chose to paint her husband’s Dhuwa Djapu designs rather than
the designs maintained by her own moiety and clan of origin,
the Yirritja / Madarrpa.? Marawili has continued painting her
husband's country even since his death in 1999. Bo/ngu (2016),
in the Ishibashi Foundation collection, is one of the works
depicting the landscape of this country, Wandawuy.

4.2 Wandawuy

Wandawuy is a land surrounded by rivers, with floodplains
extending in the downstream region. During the rainy
season, swollen rivers flow through the Wandawuy and into
these downstream floodplains, resulting in flooding. With an
appearance that changes drastically due to the weather and
seasons, Wandawuy is associated with Bolngu, the thunderman
spirit, and the shark spirit Maarna associated with the Dhuwa
moiety. Bolngu is said to travel south from the Wessel Islands
through Dhuwa country along with wolma, heavy clouds that
bring the first rain signaling the arrival of the rainy season.?*
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When Bolngu swings his club, thunder reverberates across the
land, and when he urinates it rains. The rain caused by Bolngu
makes rivers flood, resulting in the formation of oxbow lakes,
known as billabongs, and fertile breeding grounds for a variety
of organisms throughout Wandawuy.

Marawili's Bolngu (fig. 1) is a work depicting the actions of
the thunderman, and their effects on the land of Wandawuy.
The painting is divided into three parts: the upper part contains
a semicircular form, a grid pattern occupies the left and center
of the area below this, and on the right are wavy parallel lines
divided into three vertically arrayed sections.

4.3 Bolngu

The semicircle at the top of the picture represents the arc
described when Bolngu swings his club above his head, and
is similar in shape to the clouds from which Bolngu causes
it to rain. Parallel lines extending from the semicircle are
diffused in all directions as if lightning were flashing through
the atmosphere. Such parallel lines are a Dhuwa design motif,
and these clearly show Marawili employing designs of the
clan to which her husband Mununggurr belongs. The lines are
rendered by laying down a thick black and demarcating each
line by outlining it with white ochre, with gaps between lines
filled with cross-hatching using brown and yellow-brown ochre
pigments. Cross-hatching is employed across the entire work,
succeeding in dynamically capturing the changing appearance
of Wandawuy depending on the seasons and weather. The
multiple layers of ochre coloration effectively give the bark
surface a profound sense of depth.

The grid pattern occupying the center-left of the picture,
taking up the largest area of any motif, depicts the state of the
land. It is a bird's-eye view of Wandawuy after the rain brought
by Bolngu has flooded the rivers and billabongs have formed
everywhere, and the network of billabongs extending vertically
and horizontally across the land is represented as a grid-like
design. According to the Art Gallery of New South Wales curator
Cara Pinchbeck, this grid pattern representation of the land also
references the fish traps used in Wandawuy, which are arrayed
in a chessboard-like formation. 2> Fish trapping is a traditional
Djapu practice, and like billabongs it is profoundly related to the
aquatic system of Wandawuy, while the fish traps arrayed in a
chessboard formation serve as the basis of a Djapu clan design.

Another characteristic of this grid pattern is its usage of color,
unified by a consistent background of white cross-hatching. In
Marawili's description, “streams of white water flow from Bolngu
out across the country."?6 As she says, the white water produced
by Bolngu is replicated as white cross-hatching on the bark’s
surface. This white cross-hatched background, occupying the
largest area of the picture, evokes dazzling, flickering sunlight
reflected on the surface of water.

The three vertically arranged compartments on the right
side contain wavy vertical parallel lines. Will Stubbs, coordinator
at the Buku-Larrnggay Mulka Centre where Marawili has her
studio, describes Marawili's lines as moving organically “like a
plant grows."?” These gentle waves on the right side most aptly
embody Marawili's striking style of line depiction. Unlike the
white grid that partially surrounds the curved-line areas, brown
and yellow-brown ochre cross-hatching is interspersed with the
white, acting in concert with the lines' dynamism to give the



piece an overall rhythm. Marawili's intentional color variations
also represent different states of water flowing through
Wandawuy. In Pinchbeck’s analysis of Marawili's choice of colors
and effects in depicting the region’s waters, “"Nonggirrnga’s
deliberate variations in color evoke the differing states of water
at Wandawuy from running to still, agitated to calm, and silty
to clear."?¢ The movement and states of water are particularly
skillfully expressed through the visual effects comprehensively
deployed over the entire picture, such as the varying grid
widths, the motion of curved lines, the angles and densities of
cross-hatching, and the ochre color scheme.

5. Marawili's Tradition and Innovation as Seen in
Bolngu

As described above, with Yolngu transformed by growing
demand for Aboriginal art in recent years and contact with
Western society, women are now granted the right to inherit
clan designs, which had previously been passed down from
father to son. In this historical context, Marawili was given
permission to portray the Djapu country of her husband,
transcending the confines of clan and moiety affiliation. The
land of Wandawuy has always been a source of inspiration
for Marawili, and the work Bolngu in the Ishibashi Foundation
collection is an excellent example of her adept handling of
the grid patterns that symbolize this land. Of particular interest
are the striking curved lines on the right side, which represent
the movement of water flowing through Wandawuy. These
curved lines differ from anything in her husband Djutjadjutja
Mununggurr's depictions of Wandawuy, and can be seen as
Marawili's own invention. Of course, Marawili always honors
the divinity of clan designs, and fully understands and sincerely
respects the community's traditional system, in which employing
designs to which one does not have rights and depicting the
Dreaming are grave violations. As a result, Marawili works
very carefully with Djapu designs. Even in this context, she has
confidently found her own mode of expression and succeeded
in incorporating it into the framework Djapu clan design. This is
significantly related to the special position Marawili holds. She
stated in the catalogue for her solo exhibition From My Heart
and Mind (Art Gallery of New South Wales, Sydney, November 3,
2018 - February 24,2019):

This is water and it belongs to our daughter. It belongs to

her and her father, this painting...| only know the painting
he taught me —the patterns and painting that he owned -
that's what | learnt.?®

Clan and moiety affiliations are passed down from father
to child. In other words, no matter how much permission
Marawili received from her husband to depict clan designs,
Marawili is Madarrpa and Yirritja, while her daughter Marrnyula
Manunggurr is Djapu and Dhuwa like her father, making her an
heir to clan designs in @ more orthodox sense than Marawili.
As Marawili herself says, her work represents the land of
Wandawuy, concealing none of the underlying sacred patterns
only accessible to those who have undergone initiation.
Marawili's older brother, the artist Djambawa Marawili, says of
Nonggirrmga Marawili's working process:

As a man and ceremonial leader, he has a responsibility

to hold on to the designs that were passed down to him,
and his work must operate within the strict nature of these
designs. Nonggirrnga, as a woman, has more freedom of
expression, for she does not hold the same responsibility in
handing these designs down to future generations, as this is
the responsibility of fathers.3°

In short, Marawili does not create works according to strict rules
in order to carry on tradition, but rather works with Djapu design
motifs in @ manner based more on her spiritual relationship
with Wandawuy and with her husband. Marawili's curving lines,
painted “like a plant grows,” energetically convey the freedom
of self-expression and aesthetic sensibility she has been
granted. She avoids figurative depiction of subject matter, and
devotes herself to pursuing visual effects by deploying design
and patterns, which represent subject matter in abstract form,
across the entire surface. By doing so Marawili gains greater
freedom of expression, avoiding profound involvement with
the Dreaming through use of related designs, and focusing on
depicting events more phenomenologically. In Bolngu Marawili
shows reverence for the traditions and significance of clan
design while structuring the composition in an abstract manner
that avoids dealing with these designs more deeply, practicing
an intuitive approach made possible by her singular position,
and successfully fusing tradition and innovation in her art.

(Curator, Artizon Museum, Ishibashi Foundation)
(Translated by Christopher Stephens)
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Ultra-High Resolution Scanning of the Ishibashi Foundation Collection

SABIA Inc. + SHIMBATA Yasuhide

In 2010, the Bridgestone Museum of Art, the predecessor of
the Artizon Museum, began the process of migrating images
of works in our collection from positive film to digital images.
Photographers who specialize in photographing fine art began
to photograph the works with digital cameras. At the same time
the museum used this opportunity to test the use of new types
of equipment for recording images. One trial used scanning
instead of film or digital cameras to capture high-resolution
images. Since that beginning, Sabia Inc., which develops digital
conservation solutions for works in museum collections,
has run additional trials using high-resolution scanning. On
September 19, 2014, Sabia used their equipment to scan three
paintings from our collection: The Toutain Farm at Honfleur by
Corot, Still Life with Horse's Head by Gauguin, and Young Man
Playing the Piano by Caillebotte. These tests demonstrated that
Sabia scanners can produce higher-resolution images than
film or digital cameras. With the cooperation of Panasonic,
these high-resolution images were unveiled to the public on
Panasonic TOUGHPAD 4K tablets (20-inch) in one gallery as part
of the Bridgestone’s Willem de Kooning exhibition (October 8,
2014 to January 12,2015).

Based on a thorough examination of the scanning results,
the museum was confident that the images could be used for

Scanning with Frame

numerous purposes. Ultra-high-resolution scans of one hundred
important paintings from the Ishibashi Foundation collection
were then carried out using Sabia equipment at the Ishibashi
Foundation Art Research Center between April 15 and 29, 2016.
This initiative was a joint project of the Bridgestone Museum
of Art, Ishibashi Foundation, and Sabia Inc. Professor Ari Ide-
Ektessabi at the Advanced Imaging Technology Laboratory,
Graduate School of Engineering, Kyoto University, supervised
the project, which was implemented by Koji Okumura, Jay Arre
Toque, Masaaki Taniguchi, Ryota Magara, Mie Kado, Youko Oki,
and Seiya Aoi from Sabia Inc., and Yasuhide Shimbata from the
Bridgestone Museum of Art.

Sabia Inc. was founded in 2007 to build on technology
for high-resolution large-scale scanners for cultural assets
developed at Kyoto University. A digital archive solution
company that provides full support for archival and content
digitization of artworks and cultural assets in Japan and
overseas, Sabia uses the latest digital technologies, including
display in 4K, for the preservation and transmission of cultural
assets. On this occasion, the Sabia Art Scanner-X and the Sabia
Art Scanner-H ultra-high-resolution large-scale scanners were
used to scan at a resolution of 1000 dpi. Sabia Art Scanners,
specially developed for scanning cultural assets, provide

Ultra-High Resolution Scanning

Item Description Item Description
Number of objects 85 Number of objects 104

Raw data size (GB) 38.74 GB Raw data size (GB) 1749.26 GB
Name of scanner LIAM-X Name of scanner LIAM-H
Scanning resolution 228 dpi Scanning resolution 1010 dpi
Stitching overlap ~20cm Stitching Overlap ~8cm

Maximum scanning width
per scan stroke

83 cm (7,500 pixels)

Maximum scanning width
per scan stroke

18cm (7,300 pixels)

Maximum scanning length
per scan stroke

200 c¢m (18,000 pixels)

Maximum scanning length
per scan stroke

210 cm (83,500 pixels)

Maximum object width that 4.0m Maximum object width that 40m
can be scanned can be scanned
Maximum object length that 20m Maximum object length that 20m

can be scanned

can be scanned

Scanning technique

Low resolution symmetrical
scanning

Object types

100 paintings from the
Ishibashi Foundation collection

Scanning technique

High resolution 1) scanning
with symmetric visible
lighting; 2) scanning with
specular visible lighting; and
3) scanning with symmetric
near infrared lighting

Object types

100 paintings from the
Ishibashi Foundation collection
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uniform lighting with high-intensity LEDs, for rapid contactless
and non-destructive scanning that delivers accurate color
reproduction and high dimensional precision. By adjusting the
light source, it is even possible to reproduce textures, which
cannot be done with photographs. The images produced by
this ultra high-resolution technology can be 30K in case of
large works and 50K in case of small or medium-sized works.
Initially these images will be displayed in 4K; but as display
technology improves, it will be possible to show these images
in 8K or higher resolution as the necessary equipment becomes
available on the market."

This paper outlines the project procedure, and describes
all elements of the project, including scanning method and
sequence, image post-processing, sample scan results, and
photos of the project implementation.

This initiative was a joint project of the Bridgestone Museum
of Art, Ishibashi Foundation and Sabia Inc. It was supervised by
Professor Ari Ide-Ektessabi at the Advanced Imaging Technology
Laboratory, Graduate School of Engineering, Kyoto University,
and carried out by Koji Okumura, Jay Arre Toque, Masaaki
Taniguchi, Ryota Magara, Mie Kado, Youko Oki, and Seiya Aoi
from Sabia Inc., and Yasuhide Shimbata from the Bridgestone
Museum. One hundred major works from the collection,
primarily important Western and modern Japanese paintings,
were selected for scanning.

The selected works were divided into two categories. In the
first category, the paintings were scanned within their frames
at 200 dpi. This resolution was used to increase the depth
of field to capture the 3D features of the frame. During the
planning stage, it was agreed to scan the frames because the
frames were also considered important. The other category was
scanning at a resolution exceeding 1000 dpi. At this resolution,
the primary objective was to capture details in the work. Images
obtained at this high resolution could be used for creating
content for display on 4K or 8K displays. In contrast to low
resolution scanning of the paintings and their frames under
symmetric lighting, the ultra-high resolution scanning was done
in three scanning modes: (1) scanning with symmetric visible
lighting; (2) scanning with specular visible lighting; and (3)
scanning with symmetric near infrared lighting. Conventionally,
these three scans are done separately, but on this occasion
the symmetric visible light scanning and the symmetric near
infrared light scanning were done simultaneously to make
the scanning process more efficient. The scanning progressed
smoothly and took only twelve days. Since two days were spent
on preparation, testing, and calibration, the actual scanning was
completed in ten days.

Notes

1. Ari lde-Ektessabi, Jay Arre Toque, Yusuke Murayama, Pengchang Zhang,
“A Large High Resolution Scanner for Cultural Heritage Assets,” Journal
ofthe Imaging Society of Japan,Vol. 51, Issue. 6, 2012, pp. 623-629; Ari
Ide-Ektessabi, "High Resolution Scanner for Cultural Heritage Analysis:
Recent Developments,” The Journal of the Institute of Image Information
and Television Engineers,Vol. 64, Issue 6, pp. 778-782, June 2010; Ari
|de-Ektessabi, "Development of a Total System for Digitizing, Analyzing,
and Displaying of High Resolution Large Files of Digital Heritage, The
Journal of the Institute of Image Information and Television Engineers, Vol.
61,Issue 11, pp. 1562-1566, 2007.
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Project Procedure:

Ultra High Resolution Scanning Parameters

Scanner LIAM-H
Scanning resolution (dpi) 1010
Calibration chart IT8
Focus Level Single Dual
7mm 1.36 1.38
10mm 1.35 1.32
15mm 1.32 1.33
20mm 1.34 1.30
Color 25mm 1.34 1.32
difference 30mm 1.30 1.32
(dE) 35mm 1.31 1.37
40mm 1.29 1.35
45mm 1.31 1.35
50mm 1.28 1.40
55mm 1.29 1.35
60mm N.A. 1.42
Light source type Nichia Visible/ CCS NIR

Light source
configuration

VIS:Dual, 2 lines per side;
Single 4 lines on the home
side///NIR: Dual 2 lines per side

Light source current (A)

VIS=2.0/ NIR=0.86

Light source voltage (V)

VIS=19.7/ NIR=22.9

Light source angle

VIS=50°; NIR=60°

Camera

VIS=TLC-7300UCL/
NIR=TLC-7300UCL

Controllerand PC

3 Axis Gray box/
Dell Precision Tower5810

Filter

VIS=UV/IR cut: NIR=IR76

Lens

VIS=Apo Rodagon 105mm/
NIR=Apo Rodagon 105mm

Lens aperture

VIS=8/ NIR=8

Extension tubes

VIS=40+24; NIR=40+24

Working Distance (cm)

50.7 (48.3+2.8) 100 on scale
@7mm/0.486mLaser

Distance of object to
light source (cm)

VIS=9.5cm; NIR=8.5cm @35mm

Low Resolution Scanning Parameters

Name of scanner LIAM-X
Scanning resolution (dpi) 228dpi
Calibration chart IT8 Chart (v.R120804)
Color difference (dE) 1.68

Light source type amano

Light source configuration

synmetric 8line

Light source current (A) 3.1
Light source voltage (V) 12.9
Light source angle 45°

Camera takenaka7500 No.0366

Controller and PC 2axis controller,
sabia Optiplex7010

Filter IR/UV cut

Lens Apo-60

Lens aperture 8

Extension tubes none

Working Distance (cm) 93.8

Distance of object to 19c¢m,23cm

light source (cm)




Schematic Diagram:

Z: Camera Head Moving Direction

Figure 1: The scanner moves in three directions: Y is the scanning
direction in which the camera head is moved over the object. X
is the sliding direction of the scanner on the rails. Z is the camera
head axis for adjusting the distance to the object to ensure
optimum focus per scan.

Scanning Sequence:

Object Width
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Figure 2: This image shows the general scanning sequence for
the object. For this project, the maximum scannable object size
is approximately 2 m x 1 m.The scanner frame slides along the
Y-axis providing a minimum of 8 cm stitching width for the 1000
dpi scan and 20 cm for the 200dpi scan.

Image Processing Sequence:
Post-Processing and Color Calibration Procedure

High-resolution scanning Near-infrared scanning

‘ Raw scan with visible lighting ‘ ‘ RAW near-infrared scan

‘ Create the black and white

‘ Create the color profile
standards

‘ Color correction using KMS ‘ ‘ Shading correction using MAI ‘

‘ Focus stacking ‘ ‘ Focus stacking ‘

‘ Image stitching ‘ ‘ Image stitching ‘

Figure 3: Data processing flow starting with raw data. All the
images are obtained in uncompressed tiff files without optional
color processing. Three types of images are obtained: symmetric
lighting scans, specular lighting scans, and near infrared symmetric
lighting scans. There are three types of images and two modes

of image processing. The symmetric and specular scans are
processed together, while the near infrared scans are processed
separately. IT8 chart calibration data is used to generate a color
profile for color images KMS (Color Management System) is then
used with that profile to produce the gamma-corrected data. Since
color does not exist beyond the visible spectrum, near-infrared
image post-processing requires only shading correction to correct
unevenness in the light distribution. After color management

of the color images and shading correction of the near-infrared
images, focus stacking of objects that were scanned at multiple
levels was performed prior to stitching. Other images were stitched
after color processing and shading correction.

Figure 4: IT8 color chart used for color calibration
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Image Stitching:

The images are stitched using the Photomerge function
in Photoshop. The following sequence of images shows
the general procedure used for stitching the images in this

project. There are seven basic steps.

1. Open Photoshop—File— Automate—Photomerge [Figure 5]

2.(1) Select Auto from Layout. (2) Press Add Open Files to select
files for stitching. (Note: To maximize PC performance, stitch two
to three layers at a time rather than the whole image at once.) (3)
Deselect Blend Images. (Note: To prevent changes to the color of
the Photoshop image). (4) Click"OK." [Figure 6]
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3.The image is aligned in the preceding procedure. The next
procedure initiates the actual stitching process

(1) Go to the Layers window and select the layers that need
stitching; (2) Select Auto-Blend Layers from the Edit dropdown

menu [Figure 7]
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4.The Auto-Blend Layer
window will pop out.

(1) Select Panorama.

(2) Deselect Seamless
Tones and Color (Note: To
prevent Photoshop from
changing the color of the
image.

(3) Click"OK"

[Figure 8]

5.0nce the process has been completed, check the image. Use
Photoshop to make minor adjustments as necessary. [Figure 9]

6. After the checks, use the Flatten Image function to stitch the
image. [Figure 10]

7.Save the images in the desired format. For images less than 4GB,
tiff is the default format. For images larger than 4GB, the default

is PSB. (Note: There is also an option to save intermediate data
with layers. These images may be helpful in case of problems
with the stitched images. It is therefore good practice to save all
the processing data if there is space available on the storage disk.)
[Figure 11]
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Results:

Visible (VIS) vs. Near-Infrared Scanning (NIR)

Object:
George Grosz, Promenade

1926
Oil on canvas
100.3x125.7cm

125 em

VIS NIR

125em

100 cm

100 em

Figure 12: This is a side-by-side comparison of visible light
scanning and near infrared light scanning. As mentioned earlier,
these images were obtained simultaneously. The ones on the left
are visible light images and the ones on the right are near-infrared
(NIR) images. There are two versions of the NIR image. The upper
image is the original with only shading correction. The brightness
and contrast of the lower image were increased to make it easier
to see the detected features.

125 cm

100 cm

4

Figure 13: The image shows some areas of the painting where
there is clearly another image below the top layer.

169 mm

178 mm

vis

Figure 14: Area A shows something that cannot be identified
above the shoe of the man in the painting. The NIR image reveals
the image in much clearer detail.

163 mm

165 mm

VIS NIR

Figure 15: In Area B, the NIR scan shows a hand reaching into
the bag of the lady in the painting. The VIS image shows a faint
silhouette.

284 mm

263 mm

VIS NIR

Figure 16: In Area C, there is large circle underneath the feet of the
elderly woman in the painting.

341 mm

353 mm

vis NIR

Figure 17: The image above clearly shows the most interesting
image detected with NIR. It is the head of a man in a horizontal
position and wearing a hat.
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173 mm

163 mm

VIS NIR

Figure 18: The image above shows a clearer view of the image
detected in Figure 17. The man’s head is painted at a 90 degree
angle away from the orientation of the painting.

93 mm

Figure 19: This is an enlarged
view of the previous image.
To get a clear view of the
image discovered beneath
the original painting,

the painting was rotated
counterclockwise by 90
degrees.

113 mm

These are a few examples of images detected by the
NIR scan that could not be seen on a VIS scan. Further
investigation of the painting may yield more interesting
discoveries.
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Symmetric vs. specular scanning

This is a side-by-side comparison of two different visible
light scans. The images on the left are scanned with
symmetric visible lighting while the one on the right are
scanned with specular visible lighting.

Symmetric Visible Lighting

Specular Visible Lighting

Symmetric Vizible Lighting Specular Visible Lighting

Figures 20 & 21: This is a comparison of symmetric and specular
light scans. The images appear different because of differences in
the ways in which incident light is reflected by the 3D texture of
the image on the canvas.

Symmetnic Visible Lighting Specular Visible Lighting

20 mm

20 mm

Symmetric Visible Lighting Specular Visible Lighting

Figures 22 & 23: The images show a comparison of symmetric and
specular light scans. The incident light is reflected by the 3D texture
of the image on the canvas. With symmetric lighting, the shadow
cast by the light from above and the shadow of the light from
below cancel each other out. With specular lighting, the surface



texture is highlighted. Since the surface of this work is a little shiny, Image Focus Stacking

specular highlights are visible across the entire painting as well as
at points that reflect the light along the camera axis. The scans were done at a high resolution of about 1000

dpi. At this resolution, the focus depth is extremely shallow
(<1 mm). It was necessary to perform focus stacking scans
to produce an image with good focus across the whole
object, due to the unevenness of the object’s surface.

Object: , . . .

Jean Fautrier, Circle line F|gur_e 27 is a sch_emghc rt_epresentaﬂon of how focus
1963 stacking was used in this project.

Oil and paper pasted on canvas

59.9x73.1cm

73 mm

Object Depth = the distance between the lowest point to the highest point on the object
surface

E
£
Z2 Focus depth = combined depth of focus with respect to different focusing plane
For a good scan image:
Focus depth = Object Depth
Figure 27: Focus stacking
Symmetric Visible Lighting Specular Visible Lighting
73 mm
98 mm
E E
E E
8 2
) ic Visible Lighti Focus-stacked secti
Symmetric Visible Lighting Specular Visible Lighting Symmetric Visible Lighting ocus-stacked section
e Figure 28: This painting required focus stacking. The three marked
areas were selected for closeups.
E
E
B

Symrmetric Visible Lighting Specular Visible Lighting

Figures 24-26: These images were selected as one of the case
studies for this report. These images are not glossy, but they are
closer to 3D. Unlike the previous image, there are no blown-out
highlights. The effect of the specular lighting is apparent from the
shadows in the area circled in yellow.

Figure 29: The image shows Area A on
the painting. Because of the thickness of
the paint, three layers were necessary to
Focus-stacked Image produce an optimally focused image.
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Layer2

Figure 30: The image shows Area B on
the painting. Here only two layers were
required to achieve a properly focused

Layer 1 Layer 2 Layer 3

Figure 31: This image shows Area C on
the painting. Three layers were needed
to produce a well-focused image. To

= obtain optimal images, it is important to

o 2 determine the distance between the top
i TR S=wwm layer and the bottom layer.

Focus-stacked Image
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==
Layer 1 Layer 2 Focus-Stacked Layer

Figure 32: The image above is the second example selected
to demonstrate focus stacking. In this case, only two layers
were used because the painting is almost flat. The main
issue here is that the canvas is sagging. Since the paintings
are scanned in a horizontal position, the weight of the
canvas tends to cause the painting to sag in the center,
especially in the case of large paintings. If the canvas is
properly stretched, this phenomenon can be minimized.
But focus stacking becomes necessary with old paintings
that tend to sag more easily.



Conclusion

The images obtained by high-resolution scanning of
approximately 100 important paintings from the Ishibashi
Foundation collection include modern Western paintings,
modern Japanese-style paintings, and Japanese antiquities from
the main collection. The results obtained are high-resolution
images compatible with at least 30K for large works, and 50K
for small or medium-sized works. Initially, the material will be
displayed on 4K equipment, but it will be possible to use these
images on equipment with 16K or even higher image quality
in the near future when such equipment becomes available on
the market.

The images obtained at this time will be used for a variety
of purposes. To begin with, as a record of the condition of the
works, they will be used for conservation management and to
record how works change as they age. The scanned images,
including the infrared images obtained during the high-
resolution scanning, will be linked to the existing database to
support a variety of applications.

The images have already been used on several occasions.
After the closure of the Bridgestone Museum of Art in 2015, the
works were moved to the Ishibashi Foundation Art Research
Center in Machida, which was completed in 2016, where
they will be stored until the opening of the new museum. At
the time of the removal, the images were used to examine
the condition of the works. Meanwhile, when the Ishibashi
Foundation lent approximately seventy works from its
collection to the Musée de I'Orangerie in Paris for the Tokyo-
Paris Masterpieces from Bridgestone Museum of Art, Collection
Ishibashi Foundation exhibition (April 5 to August 21, 2017), the
images were extensively used to examine the condition of the
works (Figure 33).2 At the time of the Paris exhibition, the high-
resolution images were consulted to examine the condition of
the works when they left the ARC, when they were shown at

Figure 34

Figure 33

the museum in Paris, when they were removed, and when they
were returned to the ARC after being transported back to Japan.
For better accuracy when producing the reports, the images
captured with the high-resolution scanner were used to confirm
details by viewing them on a 4K tablet as well as with the naked
eye.

This project was also presented to researchers, restorers, and
museum staff mainly in the United States at the 46th Annual
Meeting of the American Institution for Conservation of Historic
and Artistic Works held at the Marriott Marquis Houston in
Houston, Texas, from May 29 to June 2, 2018 (Figures 34 & 35).3

(Translated by Ruth S. McCreery, The Word Works, Ltd.)

Notes

2. Paris/Tokyo: Chefs-dceuvre du Bridgestone Museum of Art, Collection
Ishibashi Foundation, Musée de |'Orangerie, Paris, 5 avril-21 aolt, 2017.

3. Material Matters, AIC (American Institution for Conservation of Historic
and Artistic Works), 46th Annual Meeting in Houston, at Marriott
Marquis Houston, May 29—-June 2, 2018, Program, p. 116.

List of illustrations (p. 57)

Figures 36, 37— Project Photographs: Scanner Assembly

Figures 38, 39— Project Photographs: Handling the Works

Figures 40, 41— Project Photographs: Scanning with Frame

Figures 42, 43— Project Photographs: Ultra-high Resolution Scanning

Figure 35



Research Notes

Yasuda Kan's White Bronze Sculptures: Tenpi and Sokyo

ETO Yuko

Born in Bibai City, Hokkaido in 1945, the sculptor Yasuda Kan
moved to Italy in 1970 and established a studio in Pietrasanta,
Tuscany, renowned for the quality of its white marble, where
he has been producing sculptures in white marble and bronze.
Yasuda's work is especially well known for soft, rounded forms
sculpted from Pietrasanta’s white marble, but white bronze is
another material Yasuda has used frequently in recent years.
The Ishibashi Foundation acquired Yasuda's white bronze
sculptures Tenpi (fig. 1) and Sokyo (fig. 2) in 2019, and the two
works are permanently installed in the garden in front of the
Ishibashi Foundation Art Research Center (Machida City, Tokyo)
(figs. 3 and 4). This article will examine the processes by which
Yasuda created the Tenpi and Sokyo series as a whole, as well
as his white bronze works in general which have not been
discussed in print before, with a focus on these two pieces.

1.Toward Abstract Forms

After completing the master’s program in sculpture at Tokyo
University of the Arts (class of Funakoshi Yasutake [1912-2002]),
Yasuda moved to Rome in 1970 on a fellowship from the Italian
government and enrolled at the Academy of Fine Arts in Rome,
where he studied under the figurative sculptor Pericle Fazzini
(1913-1987). From before he went to Italy until approximately
a year after going abroad, Yasuda produced figurative work with
motifs such as the human torso, head, and body, as well as cats.

It was in 1972 during his second year of study abroad that
Yasuda, who had not yet worked in stone, began sculpting
white marble. Upon seeing Michelangelo Buonarroti’s (1475—
1564) unfinished Ronandini Pieta (1559-64) at the Pinacoteca
del Castello Sforzesco in Milan, Yasuda was strongly impacted
by the work’s profound spirituality. It is said that Michelangelo,
in his final years, groped with a chisel while progressively losing
his eyesight yet continued to work on this sculpture until just
before his death. Yasuda says of his first encounter with the
work:

When | saw Michelangelos Ronandini Pieta, | thought: this

is what it looks like when pure spirit is given form. When
you put your life into sculpting, your soul takes shape in the
material. So, isn't it possible to create something different —
work that embodies pure spirit —rather than pursuing the
formal beauty called figurative sculpture? At the time | had
a strong desire to create sculpture that gave form to spirit,
and would stand the test of time. After all, truly great art
does stand the test of time. | believe the art that endures is
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meant to endure. The art that does not falls prey to natural
selection.’

At the same time he was fascinated by the beauty and power
of masses of marble in and of themselves, and the act of
sculpting them. Shortly after encountering the Ronandini Pieta,
Yasuda approached Fazzini and said he wished to try sculpting
stone. Fazzini readily introduced Yasuda to his acquaintance
the master stone artisan Quaderni and Yasuda began learning
the techniques of carving and shaping marble at his workshop.
Quaderni procured his stone in Pietrasanta, which remains
Yasuda's base of activity in Italy to this day.?

Subsequently, Yasuda's work became gradually more
abstract. In 1973 he had his first Italian solo exhibition at Gallery
88 in Rome. The Seitan series, which appeared in this show and
featured egg-shaped forms, was for all intents and purposes the
first non-figurative work Yasuda exhibited. While searching for
a form that he could make his own, he continued the work of
carving and polishing stone, and what emerged was the egg, a
primal form of life.3

These egg-like forms were key to the lineage of Yasuda’'s
distinctive body of work, and connect to the later Tenpi and
Sokyo series.

2.The Tenpi Series

Tenpi is a series that has its basic form as an oblate disc enfolded
in a soft curve, and the works are made of white marble, bronze,
or white bronze. When installed on the ground as in fig. 1, the
form interacts powerfully with the sky and makes the viewer
aware of its expanse. There is a slight indentation in the center,
and the form, evoking the palm of the hand, does not convey
whatsoever the hardness of materials, but on the contrary
makes a highly soft and warm impression. Works in the Tenpi
series vary in width from about 300 ¢m to about 30 cm, and the
shapes of the rounded curves differ from work to work, showing
abundant variations. Among them are forms closer to ellipses
than to circles, and works installed vertically (fig. 5) or as reliefs
(fig. 6). Tenpi works of the flat type, as shown in fig. 1, may be
installed as a single piece or as two pieces with a gap between.
The large flat Tenpi in particular have an inviting and welcoming
power that naturally draws viewers and makes them want to sit
or lie down and look up at the sky.

The first work in the Tenpi series, made of white marble,
was produced in 1996 and installed in February 1997 as a site-
specific work for a space at the Benesse House Museum in



Naoshima, Kagawa Prefecture. Yasuda described the pair of
sculptures for this outdoor space, surrounded on four sides by
9m concrete walls, as “a form that emerged by invisible spiritual
energy from the sky pressed white marble.”4 About this first
Tenpi, Yasuda says “you can lie spread-eagled on the sculpture,
gaze up at the blue sky above the space, and receive the secret
that descends from heaven, a secret of your own."*

The well-known Tenpi series became one of the representa-
tive of Yasuda's oeuvre as a whole. White marble works from
the series are in collections, or are installed at sites including
Astellas Lotus Garden (ltabashi-ku, Tokyo), Yokohama Inter-
national Swimming Pool (Yokohama City, Kanagawa), the
Boboli Gardens (Florence, Italy), Kan Yasuda Sculpture Museum
Arte Piazza Bibai (Bibai City, Hokkaido), Higashiyama Park
(lwamizawa City, Hokkaido), Niigata Convention Center Toki
Messe (Niigata City, Niigata), Shibuya Cultural Center Owada
(Shibuya-ku, Tokyo), and Soseigawa Park (Sapporo City,
Hokkaido), and a bronze work is at the Hyogo Performing Arts
Center (Nishinomiya City, Hyogo) and a white bronze work at JR
Asahikawa Station (Asahikawa City, Hokkaido).

3.The Sokyo Series

Sokyo infused with the meaning of “echoing each other” was
also first produced in 1996 and began as a white marble
series. It similarly features a sublimation of the egg, a primal
manifestation of life, and a form with which Yasuda has
engaged since he began working in an abstract mode. “Sokyo is
my first work in which | gave form to a sound,” says Yasuda and
“the image is of something inflated by energy from the earth."®
As can be seen in fig. 2, the form of Sokyo, which gently swells
toward the center, also creates a gentle impression and gives
viewers an urge to reach out and touch it. Like those in the Tenpi
series, works in the Sokyo series vary in size and curvature.

There are three Sokyo works, each one representing the
music notes “‘do," “re,” and "mi” in white marble installed at the
Sapporo Concert Hall Kitara (Sapporo City, Hokkaido), and the
Kan Yasuda Sculpture Museum Arte Piazza Bibai also has a
Sokyo work in bronze.

4. Tenpi and Sokyo Works in White Bronze

Yasuda first sculpted in bronze in 1968 while enrolled in the
Tokyo University of the Arts master's program in sculpture (class
of Funakoshi Yasutake), and he worked for two years in wax-
mold bronze fabrication as an assistant to a senior classmate.
He has been engaged with bronze since the early days, when
he was working in a figurative mode, and even after moving
toward abstraction he continues to produce works in bronze,
including large pieces.

Yasuda'’s first exhibited white bronze work was Ishinki,
permanently installed in Trajan's Market during the exhibition
Touching the Time held in Rome from September 2007 to March
2008. When Yasuda encountered white bronze as a material,
he was attracted by the color of the bare metal brought out
by polishing. As well as white marble, the whiteness and
the texture of white bronze complement the soft forms of
Yasuda’'s work, enabling his expression. One characteristic
of white bronze is its exquisite surface colors generated by

slight differences in metallic composition and environment
during casting. The polishing process, too, gives rise to diverse
surfaces, and the depth and variations of color evoke realms
of the natural world such as outer space and the deep sea.
Its appearance changes depending on the weather, and it is
oxidized by ultraviolet rays, its color and look evolving over
time like a living organism. White bronze embodies the organic
creative process that characterizes Yasuda's work as well as
white marble.

His white bronze works are based on plaster prototypes.
The surface of the molded plaster is abraded or more plaster is
added to shape it before casting. The white bronze Tenpi and
Sokyo pieces, which make the same soft impression as their
white marble counterparts, were formed by Yasuda's thorough
polishing of the prototypes' curved surfaces (fig. 7). Yasuda’'s
white bronze works are cast with sand molds. Depending on
the part of the work, Yasuda employs a self-hardening mold or
a gas-hardening process. In the self-hardening mold process,
molding is carried out by kneading resin and curing agent
together with the sand, and molded forms are left to harden
at room temperature. Large-scale pieces produced in separate
parts are welded after casting to form the final work.

White bronze is a copper and nickel alloy with various
additives, and has approximately twice the hardness of ordinary
bronze. Bronze is an alloy of copper, tin, zinc and lead, while
white bronze is mainly composed of copper, nickel and zinc.
Nickel increases the material's strength and generates a lustrous
silver-white sheen. Tenpi (fig. 1) and Sokyo (fig. 2) have the
same metallic composition, but their surfaces differ in terms
of color and finish, and each has its own distinct character. This
stems from subtle variations in the above-described processes
depending on conditions like temperature and humidity at
the time of casting and the timing of the mold lid’s opening
after casting, and the rich uniqueness of each individual piece’s
appearance gives white bronze its special appeal. Additives tint
the surface of white bronze which can sometimes resemble
iridescence immediately after casting (fig. 8). In many cases
this iridescence fades and the tint changes as the surface
temperature drops, but sometimes it remains in places, as in
fig.6.

White bronze is a material that is generally polished,
but Yasuda often leaves parts unpolished so as to let their
unaltered surfaces of bare metal show. Tenpi (fig. 1) combines
two different textures in one work, and the left side of the
photograph shows the unpolished form showcasing the
underlying color of white bronze, while the right side shows
the polished form. Sokyo (fig. 2) is unpolished, and the natural
tones of the light-and-dark patterns resulting from the flow of
the metal are left intact over the entire piece.

Sokyo (fig. 2), which bulges toward the sky as opposed to
Tenpi (fig. 1) which is slightly concave in the middle, is installed
as a pair that seem to respond to one another and blend
harmoniously into the surrounding environment, creating a
well-balanced space (figs. 3 and 4). The Ishibashi Foundation
Art Research Center, where the two works are installed, is an
Artizon Museum research facility which is not always open to
the public, but lectures and workshops are held regularly. Tenpi
(fig. 1) and Sokyo (fig. 2) in the front garden are soft, rounded
forms that warmly welcome visitors (figs. 3 and 4).



Yasuda sees giving the invisible and intangible a visible
and tangible sculptural form as his mission. His works, which
present viewers with abstract forms on which they can project
their emotions, guide viewers toward them and beckon them
into the world of the spirit. The way Yasuda'’s sculptures seem to
speak for themselves is key to their appeal. In describing them,
Bruno Munari (1907-1998), an Italian artist, designer, picture
book author, and art education expert, wrote: ‘A work of art that
represents nothing is a work of art that contains everything.
There is not just one ‘meaning’ but there are a hundred
thousand stimuli depending on the moment."” Yasuda says of
his own work, “each viewer derives from it a different meaning.
That is why | pursue simple forms that can offer answers to any
question a person may have."®

When Tenpi (fig. 1) and Sokyo (fig. 2) were installed on
September 19, 2019, Yasuda also stated that “Tenpi means
revealing secrets to the sky.” On Tenpi, one can feel the presence
of the heavens and one's own presence spread out beneath
them at the same time. The secret of the limitlessly high, deep
vault of the heavens is only revealed to those who actually
come into contact with Tenpi. Yasuda has said that a sculpture
needs no name, only form and presence. “What a sculpture
needs is the capability to emanate energy, for hundreds or
thousands of years. A sculptor needs to create something
that goes beyond what he or she can imagine. What appeals
directly to people are not works that can be explained in words,
but works that are beyond explanation.”® At the Ishibashi
Foundation Art Research Center, one can see that energy when
visitors naturally reach out their hands and interact with Tenpi
(fig. 1) and Sokyo (fig. 2).

I'am deeply grateful to Yasuda Kan and Naimen Yoshio for their generous
and indispensable cooperation in the writing of this article.

(Educator, Artizon Museum, Ishibashi Foundation)
(Translated by Christopher Stephens)
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Discussion of a Rare Book

Eaux-de-vie: Esprit de la Fleur et du Fruit, lllustrated by Raoul Dufy

KUROSAWA Yoshiko

1. Foreword

The 20th-century French painter Raoul Dufy (1877-1953)
known for paintings characterized by vivid colors and
unrestrained brushwork, and a wide variety of textiles, produced
numerous illustrated books as well. He made woodblock
print illustrations for the book of poems Le Bestiaire ou Cortége
d'Orphée’ (published 1911) by Guillaume Apollinaire (1880-
1918), lithographs for Stéphane Mallarmés (1842-1898) book
of poems Madrigaux? (published 1920), and etchings for the
novel La Belle-Enfant? (published 1930) by Eugene Montfort
(1877-1936), showing great versatility in terms of media used.*
His illustrations were also featured in magazines such as Le
Mot 5 and Almanach des Lettres et des Arts. &7

From the dawn of his painting career until the end of his life,
he was involved in producing more than 50 illustrated books, 8
of which this article introduces one published the year after
his death, Eaux-de-vie: Esprit de la Fleur et du Fruit ("Water of Life:
Spirit of Flower and Fruit,” referred to below as Eaux-de-vie or as
“the book.") It was published in 1954 in Paris by Bernard Klein.
Newly acquired by the museum in 2018, the book has not
been discussed in detail in research publications and exhibition
catalogues on the history of French illustrated books, nor in
the literature on books illustrated by Dufy in particular,® and
much remains unclear about the context and the processes
of excecution. Under these circumstances, this article will first
present an overview of this book, then summarize information
that offers clues to its background and enumerate areas
requiring future research.

2. Contents and lllustrations

The book’s text was written by the French historian René Héron
de Villefosse (1903-1985), with a preface by the French poet
Georges Duhamel (1884-1966) and illustrations by Dufy. It
was published in a limited edition of 300, and the copy in the
museum’s collection is numbered 169. After the preface by
Duhamel, which discusses alcoholic beverages from around the
world, including Japan, and spirits distilled from various fruits,
the ensuing four chapters are titled “Esprit de la Fleur et du
Fruit (Spirit of Flower and Fruit),” “Eaux de Feu (Strong Liquor),’
“Huiles Parfumées (Perfumed Qils),” and “LAlcool et les Muses
(Alcohol and Muses).” The illustrations consist of a cover, a
frontispiece, 11 illustration plates, and five decorative drawings
at the beginning of each section, made with the techniques of
pochoir (a stencil process for making colored prints or adding

color to a printed key illustration) and etching. The table of
contents and the positions of the illustrations are as follows:

Cover illustration: Les Fruits de la Terre (Fruits of the Land) ... fig. 1
Frontispiece plate: Portrait de LArtiste (Portrait of the Artist) ... fig. 2
p. 11-19 "Préface (Preface)”
p. 11 Decorative drawing: Le Paradis de la Nature (Paradise of
Nature) ...fig. 3
[llustration plate 1: Le Moulin de la Galette (dapres Renoir) (Le
Moulin de la Galette (After Renoir)) ... fig. 4
p.23-27 "Esprit de la Fleur et du Fruit (Spirit of Flower and Fruit)”
p. 23 Decorative drawing: Vendanges en Cours (Grape Harvest
in Process) ...fig. 5
[llustration plate 2: Folles Fleurs du Printemps (Luxuriant Spring
Flowers) ...fig. 6
p. 31-46 "Eaux de Feu (Strong Liquor)”
p. 31 Decorative drawing: Batteuse dans les Blés (Thresher in
the Wheat Field) ...fig. 7
[llustration plate 3: Vignes DAutomne (Autumn Vineyard) ...
f1g.8
[llustration plate 4: Péches et Cerises au Rouge Décor (Peaches
and Cherries with Red Décor) ... fig. 9
Illustration plate 5: Poires et Pot Blanc sur la Nappe Eroissée
(Pears and White Pot on a Wrinkled Cloth) ...fig. 10
[llustration plate 6: L'Heure des Toasts (Time to Toast) ... fig. 11
p. 49-63 "Huiles Parfumées (Perfumed Oils)"
p. 49 Decorative drawing: Couchés dans le Foin (Lying in the
Hey) ...fig. 12
[llustration plate 7: Les Monts Odorants (Aromatic Mountains)
..fig.13
Illustration plate 8: Fruits Vermeils au Cadre Doré (Golden Fruits
in Front of Golden Picture Frame) ... fig. 14
[llustration plate 9: Forét Vierge D'Herbes et de Simples
(Primeval Forest of Herbs and Medical Plants) ... fig. 15
[llustration plate 10: Enivrantes Corolles (Intoxicating Corollas)
..fig. 16
p.67-70"LAlcool et les Muses (Alcohol and Muses)”
p. 67 Decorative drawing: Le Repos de LArtiste (Rest of the
Artist) ... fig. 17
lllustration plate 11: Les Graces Epanouies (Graces in Bloom) ...
fig. 18

The Eaux-de-vie in the book’s French title literally means “water
of life," but it is also a term referring to distilled liquors such
as brandy. As the title implies, the book explores the topic of
spirits (distilled liquors) from various perspectives. While citing



the names of spirits produced in various areas of France, such
as cognac, it discusses a wide range of topics such as historical
books on spirits, the history of their development, prominent
producers, quality ratings, ingredients, and fruits and herbs for
flavor. The book also touches on anecdotes about production of
spirits at various sites and relationships between writers, artists,
and liquor, showcasing the erudition of the author Villefosse.
The illustrations, it should be noted, do not always
correspond to the text. While the subjects depicted are related
to spirits, including fruit, flowers, and people drinking in groups,
there is no iconography related directly to the content on the
page, or descriptive illustrations that complement the text.
Investigation of whether each illustration was included in the
artist’s catalogue raisonné '° revealed that six plates in the book
are very similar to the works included in the catalogue raisonné
of watercolors, gouaches and pastels. The six works are all the
collections of the Musée d’Art Moderne de Paris.'" Also, a work
entitled Réception, listed as No. 578 in the catalogue raisonné
of drawings, 2 is identical in composition to illustration plate
6, Time to Toast (fig. 11), and the book “Eaux-de-vie" is listed on
the bibliography of the work, indicating that the image was
reproduced in it. Thus it is considered possible that-illustrations
similar to the works in the Musée d’Art Moderne de Paris
collection and the other illustrations in the book were also
reproduced from existing works. This is all the more credible as
the book was published after Dufy's death. Another illustrated
book entitled Vacances Forcées '3 (published 1956), published
after Dufy’s death, similarly made use of reproductions of
existing watercolors. This is an illustrated book in which original
works selected by Dufy’'s friend the poet Roland Dorgeles
(1885-1973) were reproduced by the printer Jacques Beltrand
(1874-1977). Because of these cases, we must take into account
the possibility not only that the illustrations in Faux-de-vie are
prints of existing watercolors, gouache, and drawings, but also
that the works were not selected by Dufy during his lifetime at
the author Villefosse's request, but rather by the author himself.
In light of the above-described relationships with previous
works, all or most of the plates produced with the pochoir
technique appear to be based on watercolor sketches. Dufy
moved from his hometown of Le Havre to Paris in 1900 and
was influenced by the Impressionist painters when he first
enrolled in Ecole des Beaux-Arts, then aligned himself with the
Fauvists around 1905, and began producing works influenced
by Paul Cézanne (1839-1906) and the Cubists starting around
1909."* He worked prolifically in watercolor from the 1920s
onward, aiming to capture objects in motion and fleeting
impressions with a swift touch.' The advantage of watercolor,
which allows for light brushstrokes, also influenced his handling
of oil paint, and evidently even in oils his approach to painting
shifted from Fauvism'’s thick application of colors to a lighter,
freely and thinly brushed style.'¢ Through such freewheeling
experimentation, Dufy in the 1920s and 1930s established his
own distinctive painting style, characterized by positioning of
colors independently of drawn lines and stylization of shapes.'”
In the pochoir works in the book, too, areas of color spread
freely without being bound by contour lines, and cheerful,
vigorous brushstrokes and vivid colors indicate that these are
based on works produced from the 1930s onward. The above-
mentioned six watercolors in the Musée dArt Moderne de Paris
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collection, which can be shown to be related to the illustrations,
were produced between the late 1930s and circa 1950. Another
feature of the book’s plates is the great diversity of Dufy's use
of line. For example, in illustration plate 11, The Graces in Bloom
(fig. 18), the upper bodies of the female figures employ the
technigue of hatching called "hachure’, with areas of shadow
rendered using parallel lines; the houses and buildings in the
background are depicted with straight, swiftly applied lines;
and the branches extending from the left and upper right of
the picture are represented with thick, soft curves, while the
leaves on the lower right are expressed with repeated, symbolic
triangle and distorted square motifs.'® In contrast to the wide,
voluminous outlines of the human figures, the lines used to
depict the fruit at their feet are sketchy and airy. The book'’s
plates can rightfully be called exemplary of the era when Dufy
developed his own unigue painting style and gained command
of a wide variety of line drawing techniques.

3. Clues to Context of Execution

For what purpose was the book written, and why was Dufy
requested to provide illustrations? No documentation clarifying
this has yet been found, but in this article | would like to
summarize several clues that have come to light.

First, as to the book’s author, Villefosse was an archaeologist
who obtained his degree in archivist-paleographer from
Ecole Nationale des Chartes in 1926 and also a historian,
writing many books on the history of France, especially that
of Paris. Furthermore, He passed an examination for museum
specialists in 1930 and went on to serve as a curator involved
in organizing exhibitions at the Petit Palais, Musée des Beaux-
Arts de la Ville de Paris, at the Musée de l'lle-de-France in
Parc de Sceaux on the outskirts of Paris, and at the Musée
Carnavalet-in the 3rd arrondissement of Paris.'® The context in
which he requested illustrations from Dufy is unknown, and
it also remains to be verified whether this request was even
made while Dufy was still living, but in light of his professional
background as a curator, it is not hard to imagine that he had
a considerable network of contacts among artists who were
his contemporaries. Such a network can be inferred from
other illustrated books he authored. In addition to the book
under discussion, Villefosse was the author of three other
illustrated texts: La Riviére Enchantée?° (published in 1951),
which describes the Paris cityscape and features illustrations by
Fujita Tsuguharu (1886-1968); A Travers nos Vignes?' (published
in 1956), illustrated with idyllic depictions of vineyards by
Maurice Brianchon; and L'Epopée Bohémienne 22 (published
in 1959), a memorial homage to Moise Kisling (1891-1953)
illustrated with vivid color prints by Kisling. All of these books
were published by Bernard Klein in Paris. These publications
are evidence of Villefosse's interactions with artists of his era,
especially those of the Ecole de Paris.

Secondly, it is worthy of note that there are three illustrated
books which have often been cited in sales records as
the Trilogie sur les Alcools or “liquor trilogy”: Vins, Fleurs et
Flammes 23 published in 1952, also by Bernard Klein in Paris;
the aforementioned A Travers nos Vignes; and the book under
discussion (Eaux-de-vie).?* Vins, Fleurs et Flammes is an illustrated
book of paeans to wine by contributors including the poet



Max Jacob (1876-1944), with illustrations by artists of the Ecole
de Paris, while A Travers nos Vignes is, as mentioned earlier, an
illustrated book on the topic of vineyards. No definitive material
has been found to indicate whether Eaux-de-vie was planned as
part of a series, or a series of books on similar subjects simply
happened to be published at the same time. However, the fact
that other illustrated books relating to liquor were published
before and after this book is worth noting in terms of the
context of the creation of the book.

As to historical reasons for the consective publications of
liguor-related publications: this book and the related books
in the 1950s, it was an eventful era for the French culture of
wine and alcohol beverage consumption in general. Against
the historical backdrop of its use in Christian masses, France
developed a rich culture of wine over many centuries, but
it had fallen on hard times in the early 20th century due to
the prevalence of diseases afflicting vineyards in the 19th
century, and due to poor economic conditions caused by the
subsequent World War and the Great Depression, and saturation
of the market with poor-quality wine was an increasingly
severe problem. To address this, the government rigorously
controlled the quality of wines and aimed to build their brand
identity through laws such as controls on place of origin,
thereby improving French wine's quality. > Meanwhile, French
wine producers and sellers sought to upgrade its image to a
high-quality and sophisticated one through bottling practices
and through creative labels and advertisements. Among
these promotional efforts, there were cases of wine dealers
commissioning artists to produce booklets and using the
power of art to improve public perception of wine. Among
these was the illustrated book Mon Docteur le Vin 26 (published
in 1936), produced by the long-established French wine
merchant Nicolas for distribution to its important customers,
and in fact Dufy was hired to do the illustrations. This picture
book encourages purchase of wine by enumerating its physical
and mental health benefits, and the ambience of Dufy’s vividly
colored depictions of stylish urban life must have been ideal
for wine sellers seeking to give their product a more refined
image.?” While it is not known whether this was a direct
motivation for the production of Equx-de-vie, the fact that the
book was published at a time when the culture of wine was
flourishing due to national-level initiatives and the industry’s
efforts, and that the influence of this campaign extended to
artists, should surely be considered an important factor when
exploring the significance of this book’s publication.

4.1n Closing

This article has endeavored to clarify several issues that require
future study in order to elucidate the environment surrounding
the production of this book, in view of the author Villefosse's
literary activities and network of contacts, the existence of a
“liquor trilogy” of illustrated books including this book, and the
context of the time when this series was published. The first
area of focus is to trace Villefosse’s thought process and explore
his motivation for writing this book by investigating his other
writings and related materials. The second is to research the
Dufy's works that were evidently the sources for reproductions
among the illustrations, and it is to be hoped that eliciting the

relationships between the book and these works will provide a
clearer picture of the process of making the book. Third, there
is a need to investigate archival materials related to Dufy and
the publisher Bernard Klein and determine whether there are
any records that shed light on the book’s production. | intend
to make further efforts, by examining surviving materials, to
determine whether the illustrations were selected by Dufy
himself, and whether the three books sometimes referred to as
the “liquor trilogy” were really intended as a series. And finally,
a future research challenge is to take a deeper look at trends
in the culture of wine and liquor in 20th-century France, the
historical period and context in which the book was produced
and consumed, and to analyze relationships with economy and
artistic activities, and the roles of publishing industry of the time.

(Librarian, Artizon Museum, Ishibashi Foundation)
(Translated by Christopher Stephens)
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Reading Artists’ Minds in Parchment:

Works by Umehara Ryuzaburo and Paul Klee

YAGI Kenji

There is something incongruous about the pairing of Artizon
Museum, renowned for its early modern collection, and
parchment, the use of which peaked in the Middle Ages.

Parchment is a material, primarily used as a writing surface
in medieval Europe, which is made from the skin of sheep,
goats, or calves. The skin is dehaired, stretched on a wooden
frame, scraped clean, and dried. The side on which hair grew is
called the "hair side,” and the side that was inside the animal’s
body is called the “flesh side.” This makes it sound like a rather
gruesome affair.

As a matter of fact, Artizon Museum has in its collection
two early modern works on parchment, that largely moribund
product of the Middle Ages. The two works are Notre-Dame de
Paris (1965) by Umehara Ryuzaburo (1888-1986) and Scene
from a Hoffmann-like Tale (Hoffmanneske Marchenscene) (1921)
by Paul Klee (1879-1940). Despite their use of this material
rarely seen in modern art, in both works paint or printing covers
almost the entire surface, and the presence of the parchment is
hardly noticeable.

Records describe the works as being on parchment, but is
this the genuine article, made from animal skin? If it is, then is
it possible to identify which side (hair or flesh) the works were
painted or printed on? Is there a reason the artists elected
to use parchment? To answer these questions, | conducted
studies of these two works and their supports in particular.’ A
combination of data from the studies and related literature was
used to infer possible reasons for the use of parchment.

2. Umehara Ryuzaburo’s Notre-Dame de Paris:
Outline of Work and Results of Study of Support

Outline of Support

This oil painting by Umehara Ryuzaburo was produced in Paris
in 1965. The museum lists the materials as “oil on parchment,”
but as the paint covers the entire surface, no parchment can
actually be seen.

The record of the work’s 1989 restoration clearly states that
the support consists of parchment.2 A letter written by the artist
himself describes using “sheepskin” for a work produced in
Cannes the same year.? Judging by this documentation, it seems
almost certain that parchment was used for the work, but |
sought to verify this through close observation of the support.

Support Study Procedures and Results
When the painting was removed from the frame, it was found
that the support's reverse could not be observed as it was

pasted on a wood panel, and tape pasted around the sides
meant that there were no exposed areas for observation. There
was one area on the upper right, approximately 1.5 mm in
width and 50 mm in length, where the paint had peeled off
and the support was exposed, and only this tiny area could be
inspected.

Observation with the naked eye confirmed only that the
support was pure white, but on magnifying it with a simple
microscope and taking several photos at 60X magnification,
long collagen fiber bundles were found to run in a linear
formation. These fiber bundles were thick, with relatively large
gaps between them, and a coarse, low-density structure. Based
on this observation, it could be assumed that the painting was
executed on the flesh side of a piece of sheepskin.

Photos of contemporary parchment made from various
animal species were taken at the same magnification for further
assessment: the flesh and hair sides of sheepskin parchment
and the flesh side of goatskin and calfskin parchment.
Comparison of the fiber bundle structures in these photographs
with those in the work showed that the surface of the latter bore
a strong resemblance to the flesh side of sheepskin parchment.

While it was not possible to touch the support directly and
only a minuscule area was exposed, within the extremely
limited scope of observation, it could be inferred that the
piece was painted on the flesh side of a sheet of sheepskin
parchment.

2. Possible Intent Behind Painting on Flesh Side of
Sheepskin Parchment

Based on these observations, let us consider why the artist
used sheepskin as a support, and painted on the flesh side in
particular.

Examples of Oil Painting on Parchment
Generally speaking, use of parchment as an oil painting support
is not well documented, but historically there have been a
significant number of examples. Oil paintings on parchment
pasted or stretched on wooden panels have been produced
since the 15th century, when oil painting was established as
a medium. This process was used because it was easier to
paste parchment on a wooden panel than it was to give the
panel itself the desired degree of smoothness. A self-portrait by
Albrecht Durer (1471-1528) (1493, collection of the Louvre) is a
classic example of oil painting on parchment.

Use of parchment for oil painting declined after the
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emergence of canvas. Overall demand for parchment fell
drastically due to the development of printing technology
and the widespread adoption of plant-fiber paper, and
parchment became difficult to obtain. Gone were the days
when parchment was used because it could be procured easily
and conveniently, and it became a rare material only used on
special occasions. In some cases, parchment may have been
used experimentally because an artist happened to obtain this
uncommon and interesting material and enjoyed the challenge
of painting on it.

Parchment in Mid-20th Century France

In France circa 1960, around the same time Umehara made
the above work, the publisher Joseph Foret (1901-1991) was
supervising production of a magnificent parchment manuscript
codex entitled LApocalypse. Seven eminent painters of the time,
including Foujita Tsuguharu (1886-1968) and Salvador Dali
(1904-1989), each painted three depictions of the apocalypse
on parchment, texts were copied by calligraphers, and the
works were bound together into a codex.

Video documentation shows that for this project, 200 sheets
of high-quality lambskin parchment were carefully selected
from among the products made by parchment manufacturer
Bodin-Joyeux.* Examination of the surfaces of three works by
Foujita, currently in the collection of the Yamanashi Prefectural
Museum of Art, revealed conspicuous pores indicating that they
were painted on the hair side.

Another work on sheepskin parchment is a drawing (1939,
currently in the author’s collection) made in Paris by the
Belgian artist Nicolas Eekman (1889-1973). The hair side of this
parchment was scraped fairly roughly, leaving sharp scraping
marks, while the flesh side is quite smooth.

These examples suggest that use of parchment was not
uncommon in mid-20th century France. However, the hair
side of parchment from this era was not completely smooth,
and pores and scraping marks were prominent. In fact, the
Art Deco interior designer Jean-Michel Frank (1895-1941)
took advantage of the natural unevenness of the hair side to
accentuate the texture and depth of his furniture’s surfaces.

Possible Reasons for Using the Flesh Side of Parchment

As to why Umehara painted on the flesh side of the parchment,
we can assume that he preferred to use the smoother side for
his work. Probably he simply chose the side that was smoother
and easier to paint on, without consciously considering the
distinction between hair side and flesh side.

On the other hand, examination of the work in person
reveals that the oil paint was applied thickly, to the extent that
there is no need for concern over subtle unevenness caused
by pores or scraping marks. On the contrary, if paint was to
be thickly applied, a somewhat rougher surface would have
better ensured that the paint did not flake off. So, if Umehara
intentionally selected the smoother surface for this work, why
did he do so?

One possible reason is the use of gold leaf. It is not visible
to the naked eye, but the record of the 1989 restoration clearly
states that ‘gold leaf was applied to nearly the entire surface,
except for the building in the center.”s The luster of ultra-thin
gold leaf is greatly affected by the texture of its substrate, and
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the smoother the substrate, the brighter the gold leaf will shine.
Naturally, smoother parchment makes gold leaf more lustrous.
To maximize this effect, illuminated manuscript artisans in the
medieval Byzantine Empire went so far as to polish parchment
with smooth stones or even coat it with egg white.

This work depicts the majestic silhouette of Notre-Dame
Cathedral standing amid the dazzling morning sun and the
sparkling river. We can infer that the artist chose parchment, and
especially its smoother flesh side, rather than noticeably rough-
textured canvas because he intended at the start to express
dynamic contrasts of light by accentuating the luster of gold
leaf in the background.

Later, however, the gilt section was covered with gold, silver,
and blue paint. In the finished work, neither the glitter of gold
leaf nor the presence of the parchment is evident. Did the artist
change his mind as the work progressed, aiming to capture
light in an unchanging manner with paint rather than utilizing
the inherent luster of a material (gold leaf) heavily influenced
by ambient light? Or were there other, deeper reasons for this
change? This remains an open question for future research.

Next, let us turn to the work on parchment by Paul Klee.

3. Paul Klee's Scene from a Hoffmann-like Tale:
Outline of Work and Results of Study of Support

Outline of Support
This work is one of 110 lithographs produced in 1921 as part of
a collection of works by Bauhaus teachers.®

As with Umehara’s work, the museum lists this work as
printed on "parchment.” However, as nearly the entire surface
is printed and even the unprinted margin gives no clue to the
material upon visual inspection, it is difficult to visually identify
the work as executed on parchment.

Support Study Procedures and Results

The piece is mounted on white archival cardboard. Only the top
is hinged to this cardboard base, so it is possible to lift the work,
measure its thickness, and observe the reverse.

I began by visually examining the work, then touched the
support with bare fingers to feel its texture. The support’s color
on the printed side is a subdued cream, and the reverse is white.
Next, | checked the smoothness by touching the support. The
printed surface felt like normal copier paper, but the reverse had
a fine, bristly fuzz like that of peach skin, which was consistent
over the entire surface.

At this point it seemed virtually certain that the piece was
printed on calfskin parchment, based on an overall assessment
of the printed surface’s smooth texture with virtually no pores
and so forth, the stiffness, and the color differences between
the two sides.” The hair side of parchment tends to be more
deeply colored due to melanin content. The peach skin-like
texture of the reverse is often observed on the flesh side of
calfskin parchment. Based on these observations, it could be
ascertained that the hair side was used for the printing surface.

As with the Umehara work, a microscope was used to
take magnified photos of the support, and a densely packed
structure of fine collagen fiber bundles was visible. This also
enables positive identification of the support as calfskin.

Also, the thickness of the support was measured with a



digital thickness gauge. Its upper edge measures approximately
0.5 mm, and the thickness decreases toward the bottom.
The thickness at the lower edge was approximately 0.4 mm.
In animal skin, areas that protect the body’s trunk tend to be
thicker, while more stretchable areas such as the abdomen
tend to be thinner and softer. Based on this tendency, it can
be inferred that this rectangular sheet of parchment was cut
sideways across a calfskin with the spine at the top edge, cutting
toward the flank.

4. Possible Intent Behind Printing on Calfskin,
Costly Yet Less Compatible with Printing

Calfskin is considered the finest among types of parchment.
Parchment made from calfskin is often called "vellum” to
distinguish it from other animal species.? In medieval times
vellum was often used for opulent manuscripts presented to
royalty and aristocrats, as well as for special manuscripts such as
prayer books decorated in brilliant colors and lavishly gilded.

However, the extent of vellum's usage varied greatly from
region to region. In Germany and other areas of northern
Europe, calfskin was used more often than in other regions.
Considering this regional context, use of vellum in this Klee
work can be considered common practice.

Source of the Vellum

This work was printed at the Bauhaus printing workshop
in Weimar. Near Weimar is the city of Altenburg, where the
parchment manufacturer Altenburger Pergament & Trommelfell
has operated from 1882 until the present day.

Upon contact the current owner, Steffen Kerbs, via email to
inquire whether there were any sales records from the time
(c. 1920), I was informed that there were no records of direct
transactions with Bauhaus or Klee himself, but that it was
possible they had obtained Altenburg vellum from a retailer.
Evidently there were no other parchment manufacturers in the
vicinity.

At the time parchment was also manufactured in other
countries, and high-quality vellum was being produced in
England as well. However, it is reasonable to assume that
the Bauhaus procured vellum from Altenburg rather than
elsewhere, as it was available quite near Weimar.

Cost and Compatibility with Printing
Vellum is more expensive than regular printing paper. Let us
calculate the cost of vellum for this single print.

The work’s dimensions are 355 x 258 mm, equivalent to B4
size. | own several full-sized sheets (each one the full output of
one calf) of contemporary vellum from Altenburg, from which |
selected one with thickness equivalent to that of the Klee work.
On that vellum | laid sheets of paper the same size as Klee's
work to see how many sheets could be obtained from one
sheet of vellum, the result being six sheets.

The exact cost of vellum circa 1920 is unknown, but to
calculate based on the cost of Altenburg vellum today: a full-
sized sheet costs approximately 100 euros, meaning the single
sheet used for Klee's work, equivalent to B4 size, would cost
approximately 17 euros, and would be a bit more expensive
with a retailer as intermediary. The actual price at that time may

have differed somewhat, but it is safe to say it was not just a few
euros a sheet.

While costly, vellum is not a material particularly compatible
with printing. On parchment, the drying rate of oil-based ink
is considerably slower than on paper. | conducted a simple
experiment and found that oil-based ink takes five times longer
to dry on parchment than on paper. Calfskin in particular has a
more densely packed collagen fiber structure than other animal
hides, which prevents the ink from penetrating the surface and
causes it to stay wet longer. This work is a four-color print using
separate printing blocks. Parchment reacts strongly to moisture,
expanding, contracting, and undulating more drastically than
paper, which makes it exceedingly difficult to use vellum for
multicolor printing requiring accurate registration.

Possible Reasons for Using Vellum

Why did Klee select vellum, which is both costly and labor-
intensive to print on? As the printing covers virtually the entire
surface, Klee does not seem to have intended to display the
material itself. In general, one characteristic of the hair side of
vellum is the vividness of colors applied to it, and it is favored by
botanical artists who prioritize fresh, vibrant colors and fine lines
on smooth surfaces. However, with regard to this work at least,
Klee does not seem to have been concerned with fine lines or
vivid colors. One possible reason for his use of vellum can be
seen in the work's subject matter.

This subject matter is derived from the novel The Golden Pot
by ET.A. Hoffmann (1776-1822). The novel's main character,
Anselmus, is hired to copy ancient manuscripts, and as a result
the word Pergament (German for “parchment”) appears 16 times
in the novel.? This suggests that Klee may have used parchment
for this scene inspired by Hoffmann so as to employ the same
material as that of the fictional world.

This work was not framed, but sold in a portfolio where it
was stored in a loose state. This meant that initially, the owner
was able to touch the parchment directly. When handling the
work, he or she may have had the same tactile experience of
a sheet of parchment that Anselmus would have had when
turning the pages of a manuscript. Use of vellum for this work
may have been a device Klee employed, one that would only
benefit and enhance the enjoyment of its owner, who could
touch it with bare hands and enjoy a vicarious "Anselmus
experience.”

There is no way to verify whether Klee actually intended
to employ this device, and there is no end of other possible
interpretations. However, as Klee was a curious artist who
experimentally produced and utilized all manner of materials as
supports, it is not frivolous to speculate that he employed such
a device.

5. Parchment: Treasure Maps to Artists’ Minds

Parchment emerged in antiquity, flourished in the Middle Ages,
and faded from the scene during the Renaissance. By the early
modern era, executing works on parchment was rare. In this
context, it is evident that these two artists active in the mid-
20th century used parchment as a support with some particular
intent.

This article verified the use of parchment in these two works,



and identified which side of the parchment was painted or
printed on. Based on studies' results, this article explored the
artists' possible reasons for using this rare material.

The word “parchment” is evocative, recalling the mysterious
treasure maps that frequently appear in tales of fantasy and
adventure. Delving deeply into parchment as a material can
potentially enable us to discover "hidden treasure,” revealing the
minds of artists in a way that framed works on a wall do not.

(Atelier du Parchemin)
(Translated by Christopher Stephens)

Notes

1. This survey was primarily conducted in order to generate content for a
workshop entitled “What Is Parchment? Understanding, Touching, and
Using the Material,” held on October 27,2018.
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3. Okamura Tamondo (ed.), Syokanshu: Umehara Ryuzaburo sensei
no tsuioku (Collected Letters: Reminiscences of Umehara Ryuzaburo).
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4. Joseph Foret, LApocalypse de Saint Jean illustrée par des surréalistes.

5. Ishibashi Foundation Bridgestone Museum of Art, op. cit.

6. Work contained in Neue europdische Graphik, Erste Mappe: Meister des
Staatlichen Bauhauses in Weimar (New European Graphics, 1st Portfolio:
Masters of the State Bauhaus, Weimar), 1921.

7. This judgment was based on my personal experience as a dealer of
parchment, handling multiple types of parchment daily.

8. The word "vellum”is derived from the Latin word vitulus, meaning “calf.”
However, as it is difficult to distinguish animal species once skin is
processed into thin sheets, high-quality parchment is often referred to
as "vellum”regardless of the animal species.

9. In English, the word “vellum”is often used to distinguish calfskin from
skins of other animals, but the German word Pergament is a general
term for all forms of parchment including calfskin.
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