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International Symposium “Exhibiting Japan: Renewal and Renovation of Japanese Art Galleries” (Heiseikan Auditorium,
Tokyo National Museum)
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Mr. Masami Zeniya (Executive Director, Tokyo National Museum)
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Workshop, Day 1: Handling (Kyushu National Museum)

AL B RE (M9féas)  Handling workshop on ceramics AL E AR (J)&1)  Handling workshop on swords
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Workshop, Day 2: Excursion
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Fifif5F928 (5 M) Kakiemon Kiln, Arita




"2 2017/2/2 (Thu.)
V—rvayF3HH 27 Ah—vav
Workshop, Day 3: Excursion
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Greetings from the Organizers

Japanese art, which has influenced a variety of art throughout the world, has spread outside of Japan and
charmed countless people. In the United States and Europe, in particular, there are museums that hold
and exhibit Japanese art collections, many of which are of great significance. With the increasing demand
for the promotion of Japanese culture it is necessary to deepen relations among Japanese art specialists

affiliated with these museums.

The National Institutes for Cultural Heritage and the Tokyo National Museum established the
“Curatorial Exchange Program for Japanese Art Specialists Abroad Planning Committee” in 2014. Its aims
include the creation of a network of Japanese art specialists from North America and Europe, as well as
the training of up-and-coming individuals involved in this field. This committee is organizing symposiums,

workshops, and specialists’ meetings, as well as surveys of Japanese art in foreign collections.

This year’s symposium, entitled “Exhibiting Japan: Renewal and Renovation of Japanese Art Galleries,”
brought together prominent specialists from Japan and abroad for presentations and discussions on this
topic. The workshop, organized mainly for up-and-coming curators around the theme of ceramics, took
place at the Kyushu National Museum and other locations in Fukuoka and Saga prefectures. It provided
meaningful experiences such as visits to ceramic workshops that are often difficult to access. This fiscal
year, a survey of uncatalogued works of Japanese art in a number of Russian museums was also organized

for the first time.

A website for strengthened this network of Japanese art specialists and promoting the exchange of
information has also been created. As the ICOM General Conference in Kyoto and the Rughy World Cup
of 2019, as well as the 2020 Tokyo Olympic and Paralympic Games are drawing near, there is increasing

demand for information on Japan. We will strive to meet these demands while strengthening our network.

This program was made possible through the financial support of the Agency for Cultural Affairs as
well as the cooperation of numerous individuals involved in Japanese art and the CULCON Arts Dialogue

Committee. We wish to express our deepest gratitude for this generous support.

March 2017
The Organizers
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Outline of the Program

Purpose

This program seeks to promote international exchange among museum staff such as curators involved
in Japanese art, the training and education of said staff, especially up-and-coming curators, as well as
research on Japanese art and culture outside of Japan. These goals are being pursued through the creation
of a network of museum staff, an annual symposium and workshop, and surveys of Japanese art collections
abroad. This program is being conducted in conjunction with the CULCON Arts Dialogue Committee.

Contents
Meeting of Japanese Art Specialists, International Symposium, and Workshop

Date
Friday, January 27- Friday, February 3, 2017

Schedule
Friday, January 27: Meeting of Japanese Art Specialists (Meeting Room 1, Tokyo National Museum)

14:00-14:15 Orientation
14:15-17:15 Meeting of Japanese Art Specialists
18:00-19:30 Welcome Dinner

Saturday, January 28: International Symposium, Day 1 (Auditorium, Heiseikan, TNM)

“Exhibiting Japan: Renewal and Renovation of Japanese Art Galleries”

13:00 Registration for General Attendees
13:30-17:45 Case Studies and Reports

Sunday, January 29: International Symposium, Day 2 (Auditorium, Heiseikan, TNM
“Exhibiting Japan: Renewal and Renovation of Japanese Art Galleries”

9:30 Registration for General Attendees
10:10-11:40 Presentations

11:40-13:30 Lunch Break

13:30-17:15 Presentations and Panel Discussion
17:30-19:00 Reception

Monday, January 30: Flight to Kyushu

Tuesday, January 31: Workshop, Day 1 (Kyushu National Museum)

10:00-12:00 Orientation

12:00-13:00 Lunch

13:30-14:30 Behind-the-scenes Tour
15:00-15:50 Handling Workshop on Ceramics
16:10-17:00 Handling Workshop on Swords
18:30-20:00 Reception




Wednesday, February 1: Workshop, Day 2

10:30-11:00 Izumiyama Jisekiba, Arita
11:15-12:45 The Kyushu Ceramic Museum, Arita
13:00-14:00 Lunch

14:15-15:45 Kakiemon Kiln, Arita

16:00-17:00 Free Time in Arita City

Thursday, February 2: Workshop, Day 3

9:45-11:15 Nishiyama Corporation Factory, Hasami
12:00-12:40 Ookawachiyama, Imari

13:30-14:30 Lunch

14:45-16:15 Nakazato Tarouemon Kiln, Karatsu
17:30 Arrival in Fukuoka City

Friday, February 3: Feedback Session (Seminar Room 2, ACROS Fukuoka)
9:30-11:00 Feedback Session

Participants

United States

Dr. Laura Allen (Chief Curator and Curator of Japanese Art, Asian Art Museum of San Francisco)

Dr. Monika Bincsik (Assistant Curator of Japanese Art, The Metropolitan Museum of Art)

Dr. John Carpenter (Mary Griggs Burke Curator of Japanese Art, The Metropolitan Museum of Art)

Dr. Felice Fischer (The Luther W. Brady Curator of Japanese Art and Senior Curator of East Asian Art, The
Philadelphia Museum of Art)

Dr. Jeannie Kenmotsu (Andrew W. Mellon Fellow in Critical Bibliography 2014-2017, Rare Book School, University of
Virginia)

Dr. Vivian Y. Li (Assistant Curator, Asian Art, Worcester Art Museum)

Dr. Andreas Marks (Mary Griggs Burke Curator of Japanese and Korean Art, Japanese and Korean Art Department
Head, Director of the Clark Center for Japanese Art, Minneapolis Institute of Art)

Dr. Yuki Morishima (Assistant Curator of Japanese Art, Asian Art Museum of San Francisco)

Dr. Anne Morse (William and Helen Pounds Senior Curator of Japanese Art, Museum of Fine Arts, Boston)

Dr. Seung Yeon Sang (Henderson Curatorial Fellow in East Asian Art, Harvard Art Museums)

Dr. Rachel Saunders (Abby Aldrich Rockefeller Associate Curator of Asian Art, Harvard Art Museums)

Dr. Sinéad Vilbar (Curator of Japanese and Korean Art, The Cleveland Museum of Art)

Europe and Australia

Ms. Rachel Barclay (Curator, Oriental Museum, Durham University, UK)

Ms. Eline van den Berg (Curator of Asian Ceramics, The Princessehof National Museum of Ceramics, Netherlands)
Dr. Rosina Buckland (Senior Curator, East and Central Asia, National Museum of Scotland, UK)

Dr. Rupert Faulkner (Senior Curator, Japan, Asian Department, Victoria and Albert Museum, UK)

Mr. Menno Fitski (Curator of East Asian Art, Rijksmuseum Amsterdam, Netherlands)

Dr. Alexander Hofmann (Curator, Arts of Japan, Asian Art Museum, National Museums in Berlin, Germany)

Ms. Wioletta Laskowska-Smoczynska (Foreign Relations, Manggha Museum of Japanese Art and Technology,
Poland)

Mr. Michel Maucuer (Chief Curator, Japanese Section, in Charge of Archaeology, Sculptures, and Decorative Arts,
Guimet Museum of Asian Art, France)

Ms. Galina Pavlova (Curator, The State Russian Museum, Russia)

Ms. Anna Savelyeva (Head of the Japanese Art, State Hermitage Museum, Russia)

wei30id 9Y3Jo dUNINO Wil & e 48t
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Dr. Natalie Seiz (Curator, Asian Art, Art Gallery of New South Wales, Sydney, Australia)

Mr. Lucien Smith (Assistant to Head of Exhibitions and Loans, Victoria and Albert Museum, UK)

Mr. Martin Sollberger (Exhibition Designer, Head of Corporate Design, Museum Rietberg, Switzerland)

Dr. Khanh Trinh (Curator, Japanese Art, Museum Rietberg, Switzerland)

Dr. Uta Werlich (Senior Curator for East Asia, Linden-Museum Stuttgart, Germany)

Ms. Cora Wiirmell (Curator, Porzellansammlung, Staatliche Kunstsammlungen Dresden, Germany)

Ms. Ainura Yusupova (Senior Curator, Oriental Paintings and Prints, The Pushkin State Museum of Fine Arts, Russia)

Iapan

Ms. Etsuko Iwanaga (Chief Curator, Fukuoka Art Museum)

Mr. Takeshi Noguchi (Chief Curator, Nezu Museum)

Dr. Yukiko Shirahara (Curator, Special Assignment, Nezu Museum)

Ms. Masako Tanabe (Deputy Director and Chief Curator, Chiba City Museum of Art)
Mr. Akira Tsukahara (Curator, Kobe City Museum)

National Institutes for Cultural Heritage

Mr. Shigeki Iwata (Special Research Chair, Nara National Museum)

Ms. Satomi Kito (Senior Manager, Public Relations and Press, Curatorial Planning, Tokyo National Museum)

Mr. Hideaki Kunigo (Supervisor, Collections Management Div., Curatorial Research, Tokyo National Museum)

Ms. Aki Mizutani (Associate Curator of Education Department, Kyoto National Museum)

Ms. Melissa Rinne (Research Fellow, International Engagement Liaison, Kyoto National Museum)

Ms. Chiaki Sakaida (Researcher, Planning Division, Kyushu National Museum)

Mr. Hiroyoshi Tazawa (Senior Curator, Research Div., Curatorial Research, Tokyo National Museum)

Mr. Takahiro Tsuchiya (Curator, Collections Management Div., Curatorial Research, Tokyo National Museum)

Mr. Milosz Wozny (Associate Fellow, International Relations Planning Div., Curatorial Planning, Tokyo National Museum)

Ms. Azusa Yokoyama (Assistant Curator, Conservation Div., Curatorial Research, Tokyo National Museum)

Acknowledgements

Imari City Board of Education
Kakiemon Kiln

The Kyushu Ceramic Museum
Nakazato Tarouemon Kiln

Nishiyama Corporation Factory, Hasami

Kyushu National Museum
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January 27, 2017: Meeting of Japanese Art Specialists

Purpose: This meeting was an opportunity for experienced curators of Japanese art from the United

States, Europe, and Japan to exchange information and discuss challenges pertaining to their work.
Venue: Meeting Room 1, Heiseikan, Tokyo National Museum

Schedule
14:15  Part One:
- Summary of the CULCON ADC meeting held in December 2016
- Overview of a survey being conducted by the Agency for Cultural Affairs
- Sharing of Japanese art exhibitions planned for 2017-2020
15:15  Break
15:45  PartTwo:
- The possibility of institutionalizing the Curatorial Exchange Program
- Issues encountered when importing or exporting artworks
- The process of valuating artworks for insurance purposes

16:50  Comments from the observers and closing remarks

Chairman and Facilitator: Mr. Hiroyoshi Tazawa (Tokyo National Museum)

Participants from the United States

Dr. Laura Allen (Asian Art Museum of San Francisco)
Dr. John Carpenter (The Metropolitan Museum of Art)
Dr. Felice Fischer (The Philadelphia Museum of Art)
Dr. Andreas Marks (Minneapolis Institute of Art)

Dr. Anne Morse (Museum of Fine Arts, Boston)

Dr. Rachel Saunders (Harvard Art Museums)

Dr. Sinéad Vilbar (The Cleveland Museum of Art)

Participants from Europe

Dr. Rosina Buckland (National Museum of Scotland)

Dr. Rupert Faulkner (Victoria and Albert Museum)

Mr. Menno Fitski (Rijksmuseum)

Dr. Alexander Hofmann (Asian Art Museum, National Museums in Berlin)
Dr. Khanh Trinh (Museum Rietberg)

Mr. Michel Maucuer (Guimet Museum of Asian Art)

Ms. Ainura Yusupova (The Pushkin State Museum of Fine Arts)



Participants from Japan

Mr. Hiroshi Asaka (Agency for Cultural Affairs)
Ms. Etsuko Iwanaga (Fukuoka Art Museum)

Dr. Yukiko Shirahara (Nezu Museum)

Ms. Masako Tanabe (Chiba City Museum of Art)
Mr. Akira Tsukahara (Kobe City Museum)

Participants from the National Institutes for Cultural Heritage
Mr. Shigeki Iwata (Nara National Museum)

Ms. Satomi Kito (Tokyo National Museum)

Mr. Hideaki Kunigo (Tokyo National Museum)

Ms. Aki Mizutani (Kyoto National Museum)

Ms. Melissa Rinne (Kyoto National Museum)

Ms. Chiaki Sakaida (Kyushu National Museum)

Mr. Hiroyoshi Tazawa (Tokyo National Museum)

Mr. Takahiro Tsuchiya (Tokyo National Museum)

Mr. Milosz Wozny (Tokyo National Museum)

Advisors

Mr. Rio Higuchi (Agency for Cultural Affairs)

Mr. Yoichi Inoue (Tokyo National Museum)

Mr. Yuji Kurihara (National Institutes for Cultural Heritage)
Mr. Nobuyuki Matsumoto (Tokyo National Museum)

Ms. Chiho Mitsuoka (Tokyo National Museum)

Mr. Jun Tomita (Tokyo National Museum)

Summary
After introductory remarks, the chairman explained that the Curatorial Exchange Program was first

proposed by the CULCON Arts Dialogue Committee (ADC). Ms. Melissa Rinne (Kyoto National Museum)
a member of the ADC, provided an overview of CULCON and the ADC, followed by a summary of the
most recent ADC meeting, held at the Kyushu National Museum on December 6, 2016. The ADC meeting
included discussions on the promotion of Japanese arts in conjunction with the 2020 Tokyo Olympics; the
11th JAWS conference to be held in March 2017; the creation of a bilingual website for the promotion of
Japanese arts; CITES; and the 2019 ICOM General Conference in Kyoto. This summary was followed by
comments and questions.

Mr. Rio Higuchi (Agency for Cultural Affairs) then summarized a FY2016 survey being conducted
by the Agency for Cultural Affairs. In 1996, the Agency published the “Guidelines for the Exhibition
of National Treasures and Important Cultural Properties.” However, the methods of exhibiting and
conserving artworks have changed significantly in the past 20 years. In consideration of these changes, the
Agency is conducting a survey to examine how and under what conditions museums throughout Japan are
utilizing cultural properties. The summary was followed by a discussion about differences in guidelines by

country, as well as the bases for these guidelines.
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After an intermission, upcoming exhibitions of Japanese art were shared. Before the meeting, each
participant submitted a list of Japanese art exhibitions to be held at their institution between 2017 and
2020, the year of the Tokyo Olympics. These lists were then compiled into one comprehensive list that was
distributed at the meeting. A number of participants elaborated on the contents of the list as well as the
importance of promoting Japanese arts and culture before the Tokyo Olympics.

Mr. Yuji Kurihara (National Institutes for Cultural Heritage) then suggested institutionalizing the
Curatorial Exchange Program to ensure that the program continues well into the future regardless
of changes in funding and policy. He suggested forming an International Committee or Affiliated
Organization under ICOM, stressing that although the application process is intensive, the 2019 ICOM
General Conference in Kyoto will provide an opportunity to facilitate this process. Participants then
discussed the purpose of the Curatorial Exchange Program in connection with this proposal.

The discussion then shifted to customs procedures for importing artworks into Japan, followed by a
number of concrete examples highlighting the difficulties that CITES imposes on the import and export as
well as the conservation of artworks. The meeting ended with a discussion on how artworks are valuated

for insurance purposes at non-Japanese museums.
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Introduction to the Symposium

Renewal and renovation may involve revitalizing a building by converting it into a museum, or giving
new functions and roles to the exhibition rooms and other facilities at an existing museum. In either
case, although some of the old elements are preserved, a variety of issues must also be resolved. This
process may involve repairing roofs, walls, and windows; implementing anti-earthquake and energy-
saving measures; adopting barrier-free designs; updating and improving air conditioning; constructing,
extending, and modifying exhibition halls and storage spaces; creating or remodeling display cases;
improving security; and upgrading Wi-Fi and other telecommunication facilities.

For this international symposium, the theme of which is the exhibition of Japanese art, we invited
specialists from museums in Japan and abroad. They gave presentations and participated in discussions,
examining the challenges and results of recent renovations and renewals at their respective institutions, as
well as discussing plans for the future.

Exhibitions of Japanese art vary greatly depending on the nature of the collection and the scale of
the facilities. However, all exhibitions share the fundamental aims of conveying the appeal of Japanese art
to viewers and deepening their understanding of it. How should artworks be exhibited and what kind of
information should be provided to achieve these aims?

Technology that forms the foundation of exhibition spaces is constantly changing, and various factors
must be considered in order to realize an exhibition. These factors include the overall exhibition plan
of the museum; the selection of artworks to fit the theme of each exhibition room; the positioning of
exhibition cases and artworks; the creation of captions and panels that provide explanations, such as about
techniques and materials; the use of maps, timelines, photographs, and videos; the methods of providing
these explanations and visual materials; and the implementation of hand-on displays and educational
activities.

At this symposium we brought attention to and discussed the challenges of exhibiting Japanese art.

Hideaki Kunigo

Supervisor, Collections Management Div., Curatorial Research, Tokyo National Museum
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International Symposium
“Exhibiting Japan: Renewal and Renovation of Japanese Art Galleries”
Auditorium, Heiseikan, Tokyo National Museum

Saturday, January 28, 2017

13:00-13:30

Registration

13:30-13:45

Opening Remarks

Greetings from the Organizers Mr. Masami Zeniya (Executive Director, Tokyo National Museum)

Chairperson Mr. Hiroyoshi Tazawa (Supervisor, Research Div., Curatorial Research, Tokyo National Museum)

13:45-14:30

Case Study 1:

Displaying Japanese Porcelain from the Royal Collection of Augustus the Strong at the
Porzellansammlung Dresden Today

Ms. Cora Wiirmell (Curator, Porzellansammlung, Staatliche Kunstsammlungen Dresden)

14:35-15:20

Case Study 2:
Exhibiting Japan: Swiss Design for Japanese Art at the Rietberg Museum, Ziirich
Mr. Martin Sollberger (Exhibition Designer and Head of Corporate Design, Museum Rietberg)

15:20-16:00

Break

16:00-16:45

Case Study 3:
Displaying Japanese Art, Alone or Together
Ms. Etsuko Iwanaga (Chief Curator, Fukuoka Art Museum)

16:50-17:35

Case Study 4:
Renovating the Japanese Art Galleries at the Asian Art Museum of San Francisco
Dr. Laura Allen (Chief Curator and Curator of Japanese Art, Asian Art Museum of San Francisco)

17:45

Closing Remarks

Sunday, January 29, 2017

9:30-10:00 Registration
10:00 Opening Remarks

Chairperson Mr. Takahiro Tsuchiya (Curator, Collections Management Div., Curatorial Research, Tokyo National Museum)
10:10-10:40 Presentation 1:

The Rebuilding of the Nezu Museum and Current Activities

Mr. Takeshi Noguchi (Chief Curator, Nezu Museum)
10:40-11:10 Presentation 2:

Philosophy in Practice: Japanese Art at the Harvard Art Museums

Dr. Rachel M. Saunders (Abby Aldrich Rockefeller Associate Curator of Asian Art, Harvard Art Museums)
11:10-11:40 Presentation 3:

The Victoria and Albert Museum’s Toshiba Gallery of Japanese Art, Mark 11

Dr. Rupert Faulkner (Senior Curator, Japan, Asian Department, Victoria and Albert Museum)
11:40-13:30 Lunch Break
13:30-14:00 Presentation 4:

Renovation of the Nara Buddhist Sculpture Hall

Mr. Shigeki Iwata (Special Research Chair, Nara National Museum)
14:00-14:30 Presentation 5:

The Galleries for the Arts of Japan at the Humboldt-Forum Berlin: A First View

Dr. Alexander Hofmann (Curator, Arts of Japan, Asian Art Museum, National Museums in Berlin)
14:30-15:00 Break
15:00-17:00 Panel Discussion

Moderated by Mr. Hideaki Kunigo (Supervisor, Collections Management Div., Curatorial Research, Tokyo National Museum)
17:00-17:15 Closing Remarks Mr. Hiroyuki Shimatani (Executive Director, Kyushu National Museum)
17:30-19:00 Reception in the Lounge of the Heiseikan

DOV RE

wnisodwAs jeuoijeulalu|

20



mm—=>3UAVVFH

L AVQ wnisodwAs jeuoiieusaiu|

21

S 1

FVAFVEMBO T Z A MG EEN 2V 2 2> gk
HARESE—BRIc B T2 Z2DERICHOWVT

2—F e ¥ a2 )V A)V

FUAF v EfifbaRma L 7o 2y 23EE P4

M

FVAF U EMEFEERE L THA LG EMESG =2 v 2
varvEY, WERLLCHELRES, BRAAKEZEEE
LT AELRCIc X VBT ERAG, BIE, Py AT v %W
FEFRE R 2 v 7 2 a Y TR DR T O 7 Falkds O Rl 78 0 2w
VEREFEOME T ny = 7 M 2D T2,

RN

20174FE1 A28 H Ic B [E ST IS RE TR ST VR AT T o T BRI E TlX. FV AT Y
EMEFagR v 7y ary ORISR LS fHRICEL DAL, HAMBg v 7Y av |fIcE AR
BT T Y 7 Bt as DU A 2 BE b 2 BTE O R 5 #H 2 5E A L 1e.

1. Vv AF v Efipelamsiav 7y av o sk & %

Fv AT v EMNERESE v 7 avid, R TOABOBBLAME 25 258 s ltgdia v 2> ay T
Hbo, DU IZISHEACHI TS hE & APEELICHG D o R CHBRR WG IES 2R L3 L L, 7o 7 AP2iE
(BafEE) [1670-1733, ¥ 27 ra@edrf (FEAL : 1696-1733) . R—F ¥ FEE (FEAL : 1697-1706F & O°
1709-1733) ] oAkl LK DO T Wb, 7V 27 A Ml E o fgfgas ~ 0 ful 22 SERUL.  [WHRE
ROBKINGEE D ER 21320 EC D TH T,

17THEAC & TSR, HEEMERESS O R 72 R A S B0 e 2 S0 3 B %E 0 — L L TRl AR & D
IV oT Vv, THLIRERERLZT., PREBNT TR, Frer@&WEr v 7 AREEREX
BHENLLELCERRMFEZ LML, UKo —ay ATAFLAIRREOMKG? I AN, 29501
T7 U7 ANREEE P L 7o baikas (k. 17334 Icm Ex 2 £2K5 T, FEIBITHAD LD DI h,
ITIAEICH O DRI L Te~w A e v DR LR ICE 23028, X 230750008 %282 1. 2 0Pk 2
VoY arDBI R BIERFVAT VICRESRTWS (g 1) .

2. ARV Y a  ICRICHARE W IORT ¥ 7 Mtk skt < Bdb 2, BIED a2 v 2 > a v RoRJié

198940 N A4 ¥ FEfft— IS o T19944E D 620154FE 3 TR 2B D e vy e - ¥ —F 2 8% (Professor
Ulrich Pietsch) & R Ciibhfcfamggiav 7y ary ofisel @R, RIS IcE S 2o ThH
D, 2D #HE19984FH> 5 20104F 1S ik ER 28 O Jie s J7 i ARV IS FEfpk L 7 BR IC S e s e, SRS
M7z E 7 V652525 & RIRFICEE SH S O RN 20 TR IR 2 S HU) A7 B PRI B R 7 9 A
Yid, Sa—F -V OEBERE—%— - vV R, FENEOLUROYER I CA Ry 7 LREE



OB FENT IO TDHS (fig.2) .

EN vy arypido HA L X P E OB EM IO 0TI, 20044E5° 520064 12 A2 U TR RZE [
DIEF X TV —~LRIEICHERS T, TREPHIC D 70 2SS IS M U 7o KD b 2 HE 1 32 13 20044F 1 BRIG S
., Z2o—BLLT. BER., 57— v, BRY —ABIIT 2709 D1,0005 %282 2 HEB I CHARD
M2 RS, (ERMOfEHSX Y 7y arofilbarye 7 boREBED b,

Wl BR B EOEELAE. 7V7 - avryaryeAAo@Est hEHOB#BEE L TZ2hEh
BB D X %59 =253 0 2D Tld7z . 18HHEAL o B KM B I HE > TRFERICHIH - BRd5ZLicdh o7,
COEPERLT, HBLBOBRT., &0 757y, KEARY DT — T vis & BEIERHED,
BRMOBERPEI LD ICHBICRESNT., CZICARORMN T S0t BEER 0 ity b o @
ROET- 2R3 (Ag.3) .

I THFAL T Dld, YUY N8B TR ToORERRELFRME, FEFICL{OEMLD
HIAr—ARLTRASNTEHD, ThICko TREEFEGEMRZIVBLEICEE L, IO X(BETLL
WTE&AH, LWHZLThb,

Aoy 7RO RRHERICE 7 —F A ESBEM L2 22 LT, 20D EVECEF v IV —DREUR
BN IEMAL LT Ry — AR RE L, 2hZ NI — oM 3l —EoERPERRL TV,
EFTREXPALAREMAEREEER T, 77 AMRMETEIZ LK. Ho0avryar L2082 INEEL T
Y., ZOH5bDPANBIIENV ATV EMEICIUE I Tw5 (fig. 4) .

C—&— - 2V KON PR THbNIENEOUREE, 2000F IS SICE oREFYIV— (7
¥Fx7V—-) BIOE—HO~v A LV BRBENLERSIN, CORBRAR—AICLFEDEAER, T42b
b Faggs O BEM R NI L 7o Ry — AL )y ARSI o e, SIIORLTBRIET V2 A Mg
WEEDE LA MR OER O~ ThY., 209bDIHIZ130EBBE. Fv AT v EMAEICIUS
ShtTws (ig.5) .

RELIBNDSENI X X7V =12k h, REF M2 Z2ORIFTHZ A0y ZRROBEFHICE W THE
HIBAIENTEBIRT TR, EER~A LV GgaRE /o —ANVRBDSTEE T3 TE% (ig.6) .
H AR S O T 8RR o @i & LTS L a i MR R o Eih L. 1720482 12 7 v 27 A i+
DFNL A U LE CIEO NI O EB R FARL LT TV AMNBRBEO SRV IV 2y D
> 6% % e R 2 R E L THlASA T 2 LIk b, BRI, 7 7 ISl 2 3 DA EE o
JEH, 2otRMLRFE. 2L T 27EYICH 002 —vy SEaRAIH 28 708 ) 2 i (e LY
FTHEDLL TS, ZOHLVEBRFEICEIS T, VY4 T —EBORAEEESRIE BN 72 2 L 134
HEITfET B,

BEIS, COIICIERINTBRAR=ATLE00SZIEBA IR Y 7 Ol 2 BRL Thb—F, 3
SICE T EPIEEICRE SN TOURHREZICOVTIFBAL THE v, T OBE L RABIUE M 2D
CTRBE RENEBRME  rY 220 —BREL TR ICEERESHEIONTVE, 20X
BIEF IR T —< ICHIE 2 e b HEWH T A IS, ZORRPIIR(HEELICELTHD
(ig. 7) »

M-3R H

L AVQ wnisodwAs jeuolieusaiu]

22



mm—=>3UAVVFH

L AVQ wnisodwAs jeuoiieusaiu|

23

Case Study 1

Displaying Japanese Porcealin from the Royal Collection
of Augustus the Strong at the Porzellansammlung
Dresden Today

Cora Wiirmell

Curator, Porzellansammlung, Staatliche Kunstsammlungen Dresden, Germany

Profile

Cora Wiirmell is Curator for the Japanese and Chinese Porcelain collections of the Porzellansammlung,
Staatliche Kunstsammlungen in Dresden. She has been a practicing ceramicist and has written her MA thesis
on contemporary Japanese ceramics. Her current research projects include work on a detailed catalogue of
the East Asian porcelain holdings at the Porzellansammlung Dresden.

Presentation Summary

The paper I presented during the symposium at the Tokyo National Museum on January 28, 2017
offered a short summary of the origins and peculiarities of the Dresden Porcelain Collection and
highlighted the current display strategies in terms of the East Asian porcelain holdings with a special
focus on the Japanese collection.

1. Origins and Peculiarities of the Dresden Porcelain Collection

The Porzellansammlung Dresden is one of the largest and most important special ceramic collections
in the world. Its holdings are representative of a long, turbulent and fascinating history which is rooted in
the early 18th century and irreconcilably linked to the extraordinary personality of Augustus the Strong
(1670-1733; elector of Saxony 1696-1733; king of Poland 1697-1706, 1709-1733), whose insatiable passion for
porcelain far exceeded that of his European royal contemporaries.

By the late seventeenth century, splendid displays of Oriental porcelain had become a part of the
decorative scheme of great houses and palaces. Rather late, but in accordance with this development,
the elector-king used not only his enormous influence but great financial resources to acquire the best
items then available in Europe. At the time of his death in 1733, Augustus the Strong owned some 35,000
examples of porcelain from China and Japan as well as from the porcelain manufactory of Meissen, which
had been founded by him in 1710; around half of these original porcelain collections are today preserved in
Dresden (fig. 1).

2. Current Display Strategies of the Porcelain Collection in Terms of the East Asian Porcelain Holdings

with a Special Focus on the Japanese Collection

With the reunification of Germany in 1989 and under the directorship of Professor Ulrich Pietsch
from 1994 to 2015, research and the presentation of the porcelain collection was primarily focused on
the 18th century, which was reflected in the complete re-arrangements of the permanent collection from



1998 until 2010. The unique display — which is partly inspired by historical models and partly a modern
re-interpretation of the historical concept — was designed by New York architect Peter Marino in close
collaboration with the curators and staff of the museum at the time (fig. 2).

In regard to the Japanese and Chinese porcelain works from the Royal Collection, the exhibition space
was considerably expanded into the Northern Gallery from 2004 to 2006. The enormous preparative work
for the comprehensive refurbishments had begun in 2004 and included a selection of more than 1,000
Chinese and Japanese objects for the display of wall arrangements, tables and showcases as well as a new
concept for the gallery texts and labels.

An important aspect of the new presentation was not to divide the Asian collection into separate
galleries of Japanese and Chinese ceramics but rather to explain and display them together in accordance
with the aesthetic understanding of the 18th century. In this respect luxurious materials, such as
sumptuous silk wall hangings, gilded brackets and tables with marble slabs were carefully selected to
provide the background for the exhibition pieces. We see here the instalment of underglaze cobalt blue
Japanese vessels and Imari-style garniture sets (fig. 3).

It should also be stressed that as in all other exhibition rooms at the Zwinger Palace a great number of
pieces are displayed without glass screens and this permits visitors a more intimate view of the objects and
thereby a better understanding of the material.

In contrast to the arched wall-side with a baroque display scheme, the large windows of the light-
flooded galleries provide the location for single showcases where individual or special groups of objects
are presented, notably the famous bird-cage vase of which the king held twenty at the time in his collection
and nine of which have been preserved at Dresden today (fig. 4).

The redesigning of the museum together with Peter Marino was further expanded in 2009 to the
second Oriental gallery, or Southern gallery, and some of the Meissen rooms. The same display scheme
was applied to this exhibition space — with porcelain wall-arrangements and single showcases. On display
here are some of Augustus the Strong’s beloved Kakiemon-style objects of which around 130 pieces are
preserved at Dresden today (fig. 5).

The richly engaging galleries allow the visitor not only to view objects within their period of baroque
origin but also put the exquisite Meissen ware in its global context (fig. 6). As one of the most exclusive
types of Japanese porcelain, Kakiemon-style pieces have became the prime model for the king’s Royal
Meissen ware during the late 1720s. The inclusion of a wide variety of Oriental porcelain from the rich
collections of Augustus the Strong ultimately reflects the history of porcelain manufacture with its roots in
East Asia, their worldwide distribution and the inspiration for the invention of the first European porcelain
in Saxony. It should be noted here that with the new displays the visitor numbers at the Zwinger had been
significantly increased.

Finally, I would like to point out that even with the enlarged exhibition space — there are more than 1,600
East Asian porcelains on display — thousands of pieces are still housed in our reserve collection. This rich
but yet unpublished material is currently being researched and photographed as part of a comprehensive
international research project — which we hope to make available soon for all those interested in this
fascinating topic (fig. 7).

M-3R H

L AVQ wnisodwAs jeuolieusaiu]

24



mm-> 3SR H

L AVQ wnisodwAs jeuoliieulalu|

Fig. 1
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View of the Northern Bogengalerie, Porzellansammlung
Dresden SKD; photo: Jurgen Losel

Fig. 2

2006 FEDIF S — () /1727FEOHABROEREL () RLRAFVEMERKSEZIL Y3y (BE: TEYR - T5UN)
View of the Northern Gallery in 2006 / Visualization of the Japanese palace, c. 1727, Porzellansammlung Dresden SKD;
photo: David Brandt

Fig. 3
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View of the Northern Gallery - Japanese covered jars
and garniture sets, Porzellansammlung Dresden SKD;
photo: Adrian Sauer



Fig. 4
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WAL vy (BER PRUTY - FOT7—)
Showcase with Japanese Birdcage Vase,
Porzellansammlung Dresden SKD; photo:
Adrian Sauer

Fig. 6
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Showcase with Japanese and Meissen
Kakiemon- style ware, Porzellansammlung
Dresden SKD; photo: Adrian Sauer

Fig.5
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Showcases with Japanese Kakiemon-style wares,
Porzellansammlung Dresden SKD; photo: Adrian Sauer

Fig. 7
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Reserve Collection with Japanese Imari-style porcelain
vessels, Porzellansammlung Dresden SKD; photo: Adrian
Sauer
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Case Study 2

Exhibiting Japan: Swiss Design for Japanese Art
at the Museum Rietberg, Ziirich, Switzerland
Mr. Martin Sollberger

Exhibition Designer, Head of Corporate Design, Museum Rietberg, Ziirich, Switzerland

Profile

Martin Sollberger successfully completed his studies in interior & industrial design at the School
of Art and Design, today known as Zurich University of the Arts (ZHdK), in 1993. After many realised
projects for important designers such as Afra & Tobia Scarpa, Trix & Robert Haussmann, Dolf Schnebli
and Hannes Wettstein, Martin Sollberger joined the Rietberg Museum, Zurich, in 2006.

Presently he leads the design department consisting of a graphic, a multimedia and a lighting
designer. In this role, Martin is mainly responsible for the design of all temporary exhibitions as well as
the presentation of the museum’s permanent collection.

He also leads his own company, working independently on projects in the field of interior architecture
and exhibition design.

Presentation Summary

In my presentation, I would like to cover the following: First, I will talk about the design department
at our museum. Then, I would like to give you an impression of the Japanese collection at the Museum
Rietberg before sharing with you some examples of the Japan-related exhibitions I have designed. Finally,
I would like to talk about the renewal and renovation of the gallery for Chinese art, which will serve as a
model for the renovation of the existing Japan gallery in the future.

The design department at the Museum Rietberg is rather small but it includes all necessary
professions such as exhibition design, graphic design, photography and lighting design, and multimedia
design. In Switzerland, there are just a few museums with an in-house design department like ours. In my
opinion, there are some obvious advantages:

- We are able to establish our own identity and style.

- We have a certain continuity and control of all design products.

- We know what material we have and therefore are able to reuse it when needed.

- We are on site and are able to control a project until the end.

- As we are all working in the same museum, we can work closer and in a more time-effective manner than
in the case of working with external designers.

But most importantly, the process of designing exhibitions is teamwork.

After working at the Rietberg Museum as an exhibition designer for more than 10 years, and having
more than 25 years of experience in the field of architecture, and interior and furniture design, I believe
that there are always the same issues to consider. It does not matter if you work on architectural projects

or exhibitions. You always need to consider the same issues: context, content, relationships between the
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objects, light, colors and patterns, as well as materials and orientation.

Using our Japanese collection as an example (figs. 2, 3), I would now like to talk about the differences
between presenting a permanent collection and presenting a special exhibition. As the design for a
permanent collection has to remain up to date for 5 to 10 years, a special exhibition that lasts for 12 to 16
weeks can be more elaborate in its design in a positive way. The display of a permanent collection must be
more classic and timeless.

Our philosophy at the Rietberg is that the artwork is the main focus. Therefore, any presentation has
to support and not compete with the artwork. Even after 10 years the presentation should be up to date.
This means that the design and the execution of showcases and pedestals has to be made very carefully
and with that, I believe that there are many similarities between Switzerland and Japan, insofar as Swiss
designers try to work very precisely and in a sophisticated way, often aiming for multifunctional designs
to gain additional value, which is very much the way design happens in Japan. Japanese designers and
manufacturers also like to do things in a top-quality manner, and that is probably one of the things I admire
in Japanese art and design.

And now I would like to share some ideas and concepts for Japan-related special exhibitions that I have
designed with my team in the past 10 years. In general, I believe that it is important to have something
special for each exhibition. It can be just a simple thing but it helps to attract visitors and keep the attention
for the topic high. This task requires enough time for the design process with all team members involved

in the project to find the best solution for the content and the design.

I discussed the following special exhibitions during the symposium:

Kannon, Divine Compassion: Early Buddhist Art from Japan (2007); Design: Adolf Krischanitz
Surimono: The Art of Poetic and Pictorial Allusion (2008) (fig. 4)

The Beauty of the Moment: Women in Japanese Woodblock Prints (2012) (fig. 5)

Zen Master Sengai (17560-1837) (2014) (fig. 6)

Ito Shinsui: Nostalgia and Modernitiy (2016) (fig. 7)

Now I am coming to my last point: The renewal and renovation of our gallery for Chinese art. In 2013,
we received over 600 amazing objects from the world-famous Meiyintang Collection of Chinese ceramics
as a long-term loan, which prompted a reconsideration of the way we present our Chinese collection.

I would like to roughly show you the process we went through from the beginning until the opening.
It was a very intensive process with many people involved. And again, I believe that this project was very
successful because we worked closely and in an interdisciplinary way from the beginning. We realised
that we have to increase the density of the display area in order to incorporate 600 extra ceramics into the
existing presentation. Soon it was clear that we had to rethink the presentation completely and to leave our
former concept of how to present our art work.

The highlighted area is the Chinese collection (fig. 8). It covers an area of about 500 square meters.
We therefore had to be brave and disturb the existing concept by incorporating a completely new method
of presentation. And on the right you can see our solution (fig. 9). As I mentioned before, a permanent
collection has to be timeless. You invest a large amount of money so it should last longer and should not

reflect a current, trendy style.



After we had the overall concept and the idea of presenting the art works on illuminated shelves, we
made a cost estimate and presented everything to the Meiyintang Foundation, which generously funded
the refurbishment. After we received the OK to continue with the project, I did the execution drawings
while being in constant contact with internal and external specialists such as the graphic designer and
lighting consultant.

Because we were not 100% sure how to do the lighting and because we knew that the complete
installation would cost a fortune, we decided to build a full-size prototype. That was definitely the best
thing we did, because we found out a lot, especially about the lighting but also about the color scheme and
the way we wanted to present the artworks.

After everything was decided and the manufacturer started to produce the showcases and the
shelves, we had to carry out — according to my timetable — all the preparatory work: moving the heavy
stone sculptures together so that we would not have to move them out of the exhibition space and put
them in boxes; protecting the other areas of the museum which stayed open for the public during the time
of the renovation; removing walls and bringing the cables to the right place for the new power supply;
and polishing and oiling the wooden floor again. Then the space was finally ready for the showcase
manufacturer to deliver and install all the new showcases, a process which took about six weeks. Installing
the art works and adding the captions took another four weeks. After about six months of renovation work,

we held a large reopened of the gallery for Chinese art (figs. 10, 11).
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Case Study 3

Displaying Japanese Art, Alone or Together
Ms. Etsuko Iwanaga

Chief Curator, Fukuoka Art Museum, Japan

Profile

Etsuko Iwanaga earned her MA in Philosophy from the Graduate School of Letters at Doshisha
University. Since 1987, she has been a curator at the Fukuoka Art Museum. Exhibitions that she has
curated include “NIPPON/RIMPA-SCHOOL,” “Japanese Indigo-dyed Textiles” (held at the Musée
Guimet in France; Iwanaga participated as a commissioner from the Japanese side), “Ichizo Kobayashi
and Yasuzaemon Matsunaga, Companionship Record of Tea Ceremony Noted Article Collection,” “Ages of

Sarasa,” and “Singapore, Sarong Kebaya and Style — Peranakan Fashion in an Interconnected World.”

Presentation Summary

The Fukuoka Art Museum, which has been closed for renewal since September 1, 2016, the 37th year
of its operation, is scheduled to reopen in March 2019. In this presentation, I would like to speak about how
the pre-modern art galleries at the Fukuoka Art Museum, which display Japanese art, alone or together,

will be renewed.

1. About the Fukuoka Art Museum

The Fukuoka Art Museum (FAM) opened on November 3, 1979. The Museum was built near Ohori-
koen Park, which is located close to the center of Fukuoka City. It was designed by Mayekawa Kunio
(1905-1986), one of Japan's most prominent postwar architects. Mayekawa is known for his designs of large
art museums, including the Tokyo Metropolitan Art Museum, but it should be noted that in his early years
of art museum design, he drafted a plan for a small art museum called the Hayashibara Museum of Art
(Okayama City, 1963), which is dedicated to Japanese pre-modern art.

The two main pillars of FAM’s renewal policy are to hand down its superior architectural design to
posterity and to construct a safe storage environment and a comfortable exhibition environment once again
(Basic Renewal Plan for FAM, 2012). Plans call for FAM to renovate the interior décor, lighting, display
cases, and other furnishings in its galleries while maintaining the external appearance of its building.

FAM’s policy for collecting artwork has undergone changes over the course of history. After its
construction was announced in 1972, a set of operation and collection policies were formulated in 1974. The
collection policy focused on local art as well as modern and contemporary Japanese and Western art with
pre-modern Japanese art considered as supplementary, with expectations for donations from the general
public. There were two turning points before FAM opened, however. The first was in 1976, when the owner
of the daimyo treasures of the Kuroda family, the former feudal lord of Fukuoka, decided to donate these
treasures to the Museum. This was followed by successive donations of a large number of pre-modern
artwork, including the tea utensils of Matsunaga Yasuzaemon (1875-1971). This made FAM'’s pre-modern

collection comparable in scale to its modern and contemporary one. The second turning point was the

M-3R H

L AVQ wnisodwAs jeuolieusaiu]

38



mm—=>3UAVVFH

L AVQ wnisodwAs jeuoiieusaiu|

39

addition of an exhibition of Asian art to the Museum’s activities in 1977. This represented an innovative
approach for museum operation in those days, prompting FAM to break away from the then common
concept of a modern or contemporary art museum and transform itself into a comprehensive art institution
that featured both pre-modern and Asian art.

The third watershed, which arrived after the opening of the Museum, was the transfer of its artwork
to two newly opened sister museums. A majority of the Kuroda family treasures were transferred to the
Fukuoka City Museum in 1990, and all modern and contemporary Asian artwork was transferred to the
Fukuoka Asian Art Museum in 1999, marking the launch of activities that focused on purchasing pre-

modern artwork actively and exhibiting traditional Asian art.

2. What is “Japanese Art” at FAM?

The Museum collection, which totals approximately 15,000 works of art, consists of about 11,000
works of modern and contemporary art and 4,000 works of pre-modern art. About 70% of the total consists
of donations from collectors in Japan and abroad. FAM’s activities are divided not by region but by period,
and artworks produced by Japanese artists are included in both the modern/contemporary and pre-
modern art sections. In this presentation, the galleries of the pre-modern art section, which contains
“traditional Japanese art,” are the main focus.

Mayekawa Associates, Architects & Engineers was commissioned to design FAM in 1976. At that
time, it had been decided that the new Museum would have permanent galleries for the Kuroda family
treasures and Buddhist artworks, including 25 Important Cultural Properties from Yakuomitsuji Tokoin
Temple of the Shingon sect (Hakata Ward, Fukuoka City), which were donated to Fukuoka City in 1973.
Mayekawa stated that, “[the pre-modern art galleries] are different in character from other galleries that
focused primarily on modern art, and this difference has become a distinctive feature of the museum.”
(As translated from the explanatory leaflet of the primary design document of FAM, 1977.) He clearly
separated the pre-modern art gallery area from the modern and contemporary art gallery area by locating
the former on the first floor and the latter on the second floor. In order to exhibit the pre-modern art
collection, the Kuroda Memorial Gallery (336.52 m2), which was later renamed the Pre-modern Art
Gallery, “The Matsunaga Collection” Gallery (134.58 m2), and the “Buddhist Art from the Tokoin Temple”
Gallery (97.91 m2) were built.

Because major artworks in its pre-modern art collection were based on substantial donations, since
its opening the Museum has reflected the distinctive features of the collection in its exhibits in an effort to
give due recognition to the donors. For example, with a collection of tea utensils, objects such as hanging
scrolls, flower vases, and tea bowls would be displayed together in accordance the combination of objects
one would see during a tea ceremony. With daimyo treasures, objects for public shows of status and those
for private use would be lined up separately. These exhibition methods will continue in the years to come.
The curators in charge of pre-modern art at FAM studied these methods them to determine whether the

Mayekawa galleries are suitable for them.

3. Distinctive Features of the Pre-modern Art Galleries Designed by Mayekawa Kunio

In fact, the original art galleries designed by Mayekawa had already been modified. In the 1990s, a
large exhibition stand was installed at the center of the “Buddhist Art from Tokoin Temple” Gallery and



decorations reminiscent of temple pillars were added to the walls. This modification of the gallery was
intended to make it look more like Tokoin’s hall because the image of the Buddha Yakushi was originally
surrounded by the Twelve Heavenly Generals in the temple. Furthermore, in 2002, a showcase that
reproduced the area around the tokonoma alcove at Shunsoro, Matsunaga’s tea house, was installed in “The
Matsunaga Collection” Gallery. These modifications were meant to emphasize the distinctive features of
each collection. Therefore, these two galleries will continue with or further develop this policy even after
the renewal.

Unlike the two galleries mentioned above, the Pre-modern Art Gallery has retained its original
design. I would like to note the distinctive features of the Mayekawa design. This rectangular gallery
has showcases on all sides that are characterized by their unique dimensions (the showcases in the
other galleries are of the same specifications). The ceiling of the gallery is low at three meters, and that
of showcases is even lower at 2.5 meters. The low showcases are unsuitable for displaying modern and
contemporary art but provide a space that is familiar to Japanese viewers. The table below compares the
dimensions of the cases with those of the interior of a Japanese house, with reference to the measurement
of a one-story house in Nihonkaoku Kozo (The Structure of Japanese Houses, Volume 2, Drawings), written
by Saito Heijiro in 1904.

Wall case Japanese house (approximate dimensions)
Floor height 40 cm 60.6 cm
Depth 95 cm 90.9 cm (depth of tokonoma alcove)
Ceiling height 250 cm 242.2 cm
Height of glass 180 cm Height of sliding door: 182 cm

The dimensions are similar, with the cases and the glass reminding one of alcoves (fokonoma) and
sliding doors (shoji or fusuma), respectively. In other words, museum visitors have a visual experience
similar to that of looking into a Japanese house (alcove) from outside, although they are unaware of this. At
the entrance to the gallery, there are white sliding doors that remind one of fusuma, and there is no doubt
that Mayekawa had a Japanese room in mind when he designed them. The curators of pre-modern art
agree that the alcove-like spaces of the cases are appropriate for displaying combinations of objects such as
hanging scrolls and flower vases side by side. These dimensions are suitable for pre-modern Japanese art,
but the neutral design of the cases allow them to serve a variety of other uses. For this reason, although all

showcases in the three galleries will be renewed, their dimensions will remain the same.

4. New Functions Necessary for the Pre-modern Art Gallery

In conclusion, all curators agree that it would be insufficient to retain Mayekawa’s design for the Pre-
modern Art Gallery in its entirety. The reason is that since the early 1990s, FAMs collections have become
more diverse as the Museum pursued the acquisition of traditional Asian artworks other than those of
China and Korea. These include, for example, Indonesian batik and African prints, which are industrial
products closely related to batik. Two major functions will be added to the Pre-modern Art Gallery: First,
some of the cases will be removed to create additional free space. Second, removable walls will be installed
so that the exhibition space can be freely partitioned.

Because the Pre-modern Art Gallery is a simple room with a bilaterally symmetrical design, a wall

will be installed at one location to break up the monotony of the exhibition space and hopefully allow
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more freedom in its use. In addition, the use of removable walls will enable curators to change the scale of
exhibitions freely and display artwork under a wider variety of themes.

Mayekawa, who intended to add a “quiet atmosphere remote from areas bustling with people” to the
Pre-modern Art Gallery (the explanatory leaflet of the primary design document of FAM, 1977), positioned
the gallery farthest from the entrance on the first floor. For this renewal project, however, it has been
decided that a new approach leading directly from Ohori-koen Park will be installed, making the Pre-
modern Art Gallery the closest one this approach. Mayekawa may not have regarded this change favorably,

but the Museum will use this opportunity to turn more people into art enthusiasts.

Fig. 1
R T EME N
The Fukuoka Art Museum from outside

Fig. 2
HEMEBRRE
The Pre-modern Art Gallery
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Case Study 4

Renovating the Japanese Art Galleries
at the Asian Art Museum
Laura Allen

Chief Curator and Curator of Japanese Art, Asian Art Museum of San Francisco, USA

Profile

Dr. Laura W. Allen is Chief Curator and Curator of Japanese Art at the Asian Art Museum of San
Francisco. She earned her BA from Oberlin College, MA from the Institute of Fine Arts at NYU, and PhD
in the history of Japanese art from the University of California, Berkeley. Her writings include studies of
Japanese narrative painting, ukiyo-e, modern Japanese prints, and artistic interchanges between Japan and
the West. She has curated three special exhibitions at the Asian Art Museum: In the Moment: Japanese Art
from the Larry Ellison Collection; The Printer’s Eye: Ukiyo-e from the Grabhorn Collection, and Seduction:
Japan’s Floating World. The John C. Weber Collection, and served as in-house curator for Looking East: How
Japan Inspired Monet, Van Gogh, and Other Western Artists (MFA Boston). Current projects include writing
for Selected Works, a guide to the Asian Art Museum collection, developing new digital content for the
Japan galleries, and researching modern Japanese crafts for a show in 2019.

Presentation Summary

The Japanese art collections occupy most of the south wing on the Asian Art Museum’s second floor.
There, the six Japanese art galleries are arranged in roughly chronological and thematic order, beginning
with Early Japan, followed by Buddhist Art, Arts of Daily Life, Paintings and Screens, Porcelains and
Prints, Tea-Related Arts, and a Contemplative Alcove. The galleries are lovely, and look relatively new and
fresh, having been installed only 14 years ago in 2003.

A plan to renovate and expand the museum over the next two years provided a welcome opportunity
to make some small-scale improvements to the existing spaces. Moreover, a timing and tracking study
conducted at the Museum in 2013 revealed some surprising facts, further spurring us to action. The study
showed, for example, that the average visitor spends only ten minutes total in the Japanese art galleries,
where roughly 370 objects are on view on a given day. Looking at the numbers another way, it means that
an average visitor spends less than 2 seconds per object—or 1 to 2 minutes looking at each of 5 or 10 works
of art.

This statistic presents a dilemma familiar to many of us: to increase understanding of Japanese art and
culture, we must first encourage the public to stop, look, and connect to the art on display. So, what can
we do to improve? Which aspects of Japanese art should we present, and how do we make our collections
relevant to today’s museumgoers?

Given a modest budget to renovate the galleries, we have been planning some modifications that, we
hope, will address these questions. Most interventions will rely on new technology and graphics, rather
than physical reinstallation of objects.

Three key strategies underlie our efforts: 1. Highlight the masterpieces; 2. Explore context (social,

ritual, and technical); 3. Connect past and present. These methods move beyond our current approach,



which focuses on aesthetic appreciation, with brief wall texts and labels providing fundamental facts.
The new approach mixes in engaging “deep dives” into historical context, and more personal points of

connection to the art on display.

HIGHLIGHTING THE MASTERPIECES

The museum’s curators have designated a set of 15 “masterpieces” that will receive special treatment

in the galleries. Works of special historical and aesthetic importance, they offer opportunities for us to
explore the varied contexts for artistic production throughout Asia.

For Japan, we focus on a pair of 8th century dry lacquer statues of Bonten and Taishakuten. Our new
installation will, we hope, make visitors stop, look carefully, and linger to learn more.

First, we made the difficult decision to show the statues one at a time, for conservation reasons, but
also it allows us to use a free-standing case, where it can be viewed in the round, in a prominent position.
Directly on a sightline as you enter the gallery, Bonten will be lit by add dramatic, focused lighting and
placed against an accent wall of a darker color.

These walls behind and to the right of the sculpture will be used to mount a small-scale exhibition
combining labels with an interactive display and video projection. Seating near the statue will offer

encouragement for visitors to spend time looking, reading, and thinking about the art on display.

EXPLORING CONTEXT

We will rely on digital tools to provide more information to visitors about how the objects in the

collection were used in the past, how they are made, their symbolism, and how they came to be in our
collection.

For example, our Bonten will have an interactive tablet nearby, offering information ranging from
the Indian origins of Brahma and Indra, to how the statues were acquired by Avery Brundage. A video
projection or monitor will show scenes of modern-day Kofukuji, where the statues were likely made.

Another example is our netsuke and inro display, where an interactive device might link visitors to
content about the mythological characters and stories represented in netsuke; a video showing how inro
and netsuke are worn with traditional Japanese clothing; or a video of a presesnt-day netsuke carver at

work

CONNECTING PAST WITH PRESENT

Finally, we want to make a big effort to connect past and present.One tactic we will try is to place older

works of art side by side with contemporary art works.

By juxtaposing old and new, we hope to draw attention to the longevity of various production
techniques, but also to call new methods and the role of global commerce in shaping contemporary
directions in the arts of Japan. We can emphasize these points by reference to specific artists and
individuals.

Beside our tearoom we have provided wall panel and placards with information about tea rituals and
utensils. Those materials are helpful—explaining the history of chanoyu and the artworks associated with
tea--but not very engaging. When there is no tea program running, this is a quiet, often neglected corner of
the gallery.

We are considering replacing or supplementing the existing texts with an interactive video monitor
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offering a selection of three short films. The first would illustrate the rituals of the tea gathering,
interactions between host and guests, and the special utensils used for seasonal gatherings. The second
video shows the 2003 construction of our tearoom by workers from the Kyoto firm Nakamura Sotoji. A
third video will cover unconventional tearoom designs by leading Japanese architects. By showing these
unconventional images, by encouraging visitors to visually “enter” the tearoom, or to witness contemporary
artisans at work, we can encourage them to see the tearoom as part of a living, breathing artistic practice
that is not a thing of the past, but still vibrant today. We hope that using such means we will answer the

question, “Why should I care about Japanese art?”

Fig. 1 Fig. 2

Fig. 3
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Presentation 1

The Rebuilding of the Nezu Museum and

Current Activities
Mr. Takeshi Noguchi

Chief Curator, Nezu Museum, Japan

Profile

Takeshi Noguchi earned his MA at the Graduate School of Humanities and Sociology, University of
Tokyo. He worked at the Museum of Kyoto before joining the Nezu Museum in 2008, where he became
chief curator in 2016. He has curated “The Blooming of Hundreds of Flowers: Painters of Edo Period
Kyoto” (1998), “Kan6-School and the Art World of the First Half of the 18th Century in Kyoto” (2004),
“The Millennium of The Tale of Genji” (2008), “Irises and Red and White Plum Blossoms: Secret of Korin's
Design” (2015) and “Maruyama Okyo: Opening Up New Terrain in Japanese Painting” (2016).

Presentation Summary

The Nezu Museum was built to safeguard and exhibit Japanese and East Asian artworks collected
by Nezu Kaichiro Sr. (1860-1940), who was an industrialist and the president of Tobu Railway Co., Ltd.
Because of his experiences, such as his visit to the United States, Nezu Kaichiro Sr. had a longing to
display his collection to the public. The Nezu Museum Foundation was established by Nezu Kaichiro Jr.
(1913-2002), who honored his father’s wish and opened the Nezu Museum in 1941. The part of the Nezu
family residence that had been used as a gallery was mostly burned down in an air raid toward the end of
the Second World War. Kaichiro Jr., however, reopened the exhibition using a temporary exhibition hall
in the year after the war ended. In 1954, Kaichiro Jr. was able to build the long-awaited exhibition hall.
Later in 1990, a new exhibition hall was built in a project to commemorate the 50th anniversary of the
Nezu Museum Foundation. The old exhibition hall was also renovated in order to connect it with the new
exhibition hall. Since then the Nezu Museum held exhibitions using these two adjoining exhibition halls.

In October 2009, another new exhibition hall was built and the new Nezu Museum, as it is now, was
reopened. The 2009 rebuilding project was started less than two decades after the 1990’s construction
because the old storehouse, which had been used since the prewar era, was inadequate for storing the
museum'’s artworks. In 2000, the “Committee to Consider the Future of the Nezu Museum” was started
under the leadership of Nezu Ko6ichi, who was appointed Director of the Museum. The purpose of this
committee was to identify problems with the storehouse, survey the current state of the Museum, consider
what improvements should be made, and decide the future direction of the Museum. The study revealed
that there were also problems with exhibition halls, not just the storehouse. It was decided to resolve these
matters all at once by turning the newer of the two existing exhibition halls into a storehouse, and building
a new exhibition hall at the location of the older exhibition hall, which would be demolished.

The philosophy of the Nezu Museum was also reviewed for this project. The philosophy encompasses
the goals of preserving the artworks of Kaichiro Sr. along with the remains of his residence and large

garden, which he gifted to the Museum; passing them on to future generations; making it possible for



more people to appreciate the collection and the garden in a comfortable environment; and also sharing
them with the world.

The companies that were involved in this project are as follows: design and supervision by Kengo
Kuma and Associates (known for designing the new National Stadium for the upcoming 2020 Tokyo
Olympics); construction by Shimizu Corporation; design, production, and installation of display cases
by Kokuyo Office System Co., Ltd.; lighting design and production by Kilt Planning Office Inc.; and
construction of a tearoom in the gallery for tea utensils by Tokyo Shinden’an. Furthermore, Seifuen, which
has been engaged in landscaping and management of the museum gardens prior to the start of the new
rebuilding project, played a major role in this project and will continue its work at the Museum.

From 2004, study tours and discussions began with the participation of the director and curators
of the Nezu Museum, as well as the staff of Kengo Kuma and Associates, and Shimizu Corporation. By
visiting museums throughout the world, these participants established common viewpoints regarding
the architecture of an “ideal museum.” To summarize, this architecture (1) allows for the collection and
the garden, which are the pride of the Nezu Museum, to be protected and shown in even better ways, (2)
does not draw too much attention to itself, and (3) is convenient and comfortable to use with little need for
maintenance.

The approach from the main gate, constructed like a 7oji (traditional narrow path to a teahouse),
enables visitors to switch from the bustling city mindset to the quiet and relaxed ambience of the museum.
As the visitors step inside the entrance, they can immediately catch a view of the garden landscape that
spreads out beyond the glass walls of the building. This design takes full advantage of the Museum having
a lush, green garden in the middle of Tokyo.

Almost all of the walls in the six galleries are lined with display cases (fig.1). The outside upper portion
of the display cases consists of grey-painted metal panels. The cases have high-transparency glass and
wooden handrails, and the walls of the cases are covered with light beige fabric. Furthermore, the galleries
have brown cork flooring and understated grooved ceilings made of beige panels. As described above,
the galleries appear to have a very simple design and the display cases are seamlessly integrated with the
architecture. At the exhibitions held after the reopening, the museum staff felt that the new galleries and
display cases are contributing to improving the viewing environment, which now allows one to focus on the
art and enhances its visual impact. Another example of the superb design are panels that can be attached
to the tops of the cases to make them appear smaller. These are used when small works of decorative art
are displayed and they blend seamlessly with the wall panels above the cases.

A significant effort was made in designing the galleries and display cases. Ninety-one meetings
were held for the production of the display cases alone. All four parties, including the curators of the
Nezu Museum, the staff of Kengo Kuma and Associates, the display case manufacturer, and the lighting
designer participated in these meetings for a period of nearly two years. The meetings began with
drawings and computer graphics and continued with discussions about the shapes and dimensions of each
part using miniature models and then with full-scale mock-ups of the display cases. Even the color and
material of the wall fabric used inside the display cases were subject to thorough discussions during the
mock-up phase. For obvious reasons, the study of the display case lighting was conducted using the actual
artworks to be displayed. According to our records, lighting experiments were conducted eight times.
In addition to high functionality, which is crucial to the lighting of the display cases, the meetings were

directed at achieving easy-to-use lighting and cases that are simple to open and close.
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Consequently, it was decided to adopt a combination of LED lights for the base lighting and fiber optic
halogen spotlights for the lighting in the display cases. The Nezu Museum was one of the first museums
in the world to use LEDs for almost all display lighting when it was reopened in 2009. As LED technology
continues to improve rapidly, lighting fixtures with high color rendering properties and simple light
dimming features have become available on the market. The lighting of the Nezu Museum, however, was
devised by factoring in various aspects such as the properties of lights. As a result, the lighting illuminates
the artworks beautifully even today.

The rebuilding project of the Nezu Museum was accomplished after professionals from various
fields, such as architectural design, display case design, lighting, along with Museum staff, including the
director, curators, and administrative staff, conducted thorough discussions and meetings, incorporating
innovative ideas.

Of course, high-quality display cases and lighting alone do not guarantee a successful exhibition.
Overall, human resources are likely to be the most important factor for an ideal exhibition. When the
Nezu Museum was reopened, it employed an additional number of curators. More specifically, there were
three full-time and three part-time curators prior to the reopening. The Museum hired new personnel
and the original part-time curators changed to a full-time work schedule. There were a total of eight full-
time curators. One of the main reasons for this increase in human resources was the increase in exhibition
space due to the rebuilding project. Another reason is the Museum’s intention to carry out exhibition
activities, which are pivotal to a museum. The ultimate goal for the renovation of exhibition spaces must be
the improvement of exhibition content.

Sharing information with a global audience is also included in our philosophy. At present, foreigners
make up about 20% of all visitors who come to the regular exhibition at the Nezu Museum. The Museum
is located in an area with a sizeable number of embassies and foreign residents and is therefore making
an effort to provide foreign language support. The foreign language service currently provided at the
Museum is restricted to English. For some exhibitions, descriptions of all artworks are provided in
English. The process of translating Japanese descriptions into English must remain our firm commitment.

As you know, the title of this symposium is “Exhibiting Japan: Renewal and Renovation of Japanese
Art Galleries.” Therefore, I should discuss topics related to the renewal and renovation of the exhibition
halls and display cases. The rebuilding project conducted seven years ago, however, was not limited to the
exhibition halls.

The vast, 17,000 square meter Japanese garden is of great significance to the Nezu Museum. The
garden is viewed as an inseparable part of the Museum, together with the collection and the renewed
architecture. Visitors to the Museum know that they will be able to view real irises in the garden when our
National Treasure depicting these flowers is exhibited. Besides seasonal changes, renovation of the garden
including a project to make the garden free of barriers is ongoing. For example, a new path was laid out in
the garden last year.

The NEZUCAFE, located in the garden, is often featured in the media as a popular coffee shop and
was designed to complement the new architecture. The Museum Shop in the exhibition hall is also very
popular. The attractive products on sale are created by the curators and public relations and administrative
personnel under the leadership of the head of the shop, who is at the core of this endeavor. The
NEZUCAFE and Museum Shop not only help in improving the quality of the time that visitors spend at the

Nezu Museum, but they also make browsing through the collection a more pleasurable experience.



The activities over the last seven years after reopening the Museum consisted of implementing the
objectives set up for the rebuilding project. The rebuilding project, which included a renovation of the
garden, NEZUCAFE, and Museum Shop, has provided a solid foundation for the current activities of
the Nezu Museum. I wish to end by emphasizing that the project did not end when the new exhibition,
galleries, and display cases were created, but is still a work in progress, with various steps being taken to

make further improvements.

Fig. 1
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Presentation 2

Philosophy in Practice: Japanese Art
at the Harvard Art Museums
Rachel Saunders

Abby Aldrich Rockefeller Associate Curator of Asia Art, Harvard Art Museums, USA

Profile

Rachel Saunders earned her BA (Hons) in Japanese Studies at the University of Oxford and her MA in
East Asian Art and Archaeology from the University of London (SOAS). In 2004 she joined the curatorial
staff in the Department of Asian, African, and Oceanic Art at the Museum of Fine Arts Boston, where
she worked until 2011. Saunders earned her Doctorate in History of Art and Architecture and East Asian
Languages and Cultures from Harvard University in 2015 with a dissertation on medieval illustrated
handscrolls depicting sacred biographies (k0soden emaki), focusing in particular on the 200 meter-long
National Treasure the “Illustrated Life of Xuanzang” (Genjo Sanzo-e) (Fujita Museum). Saunders was a
Research Fellow at the Institute for Advanced Studies on Asia, the University of Tokyo (2011-2014), and
Ittleson Fellow at the Center for Advanced Study in the Visual Arts (CASVA), the National Gallery of
Art, Washington, D.C. (2014-2015). She joined the Harvard Art Museums as Abby Aldrich Rockefeller
Associate Curator of Asian Art in October 2015. Saunders publishes in both English and Japanese, and

maintains an active teaching profile.

Presentation Summary

This presentation focuses on the recently re-opened Harvard Art Museums. While the physical
components of the new building will be discussed, just as important is the conceptual space of the
museums: the thinking that drove decisions about the new space, and which continues to fuel our activities
within that space going forwards. As much as our new building has been the focus of attention, the re-
articulation of our mission—as a “teaching machine,” as both a physical locale and as a conceptual
structure that facilitates reflection and engaged critical thinking through direct encounters with
extraordinary work of art, in turn opening minds and enhancing sensitivities—seems, in the light of
recent events on the world political stage, ever more important. The goal in devoting some time in this
presentation to sharing that wider context is to convey more clearly the museums’ mission, and how
Japanese art is embedded within the living, evolving ecology of the “new” Harvard Art Museums.

The museums re-opened in November 2014 after an extensive re-building project that saw three
previously separate museums—the Fogg Museum (established 1895), the Busch-Reisinger Museum
(established 1903), and the Arthur M. Sackler Museum (established 1985)—reopened as the “Harvard
Art Museums” in one newly refurbished building on the historic site of the Fogg Museum. The Sackler
Museum is the home of Asian Art at Harvard. While the gallery spaces are much smaller than those
of other well-known North American museums, we share many concerns in common with large civic
museums. However, being a university art museum means that when exhibited in our galleries, Japanese
art is embedded in a highly particular physical and intellectual context: that of university art museum

located at the heart of an intensely inhabited university campus.
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The presentation consists of three sections: (1) a brief history of the Harvard Art Museums and
their mission; (2) introduction to the architectural realization of the “new” Harvard Art Museums in their
recently completed home; (3) exploration of how we attempt to fulfill the museums’ mission with Japanese
Art.

1. Brief History of the Harvard Art Museums

The new building housing the Harvard Art Museums represents much more than updated housing
for galleries, offices, and objects. The building, designed by Renzo Piano, is a re-articulation in steel,
stone, and glass of the museums’ mission to be an open, experimental space where students and visitors
can engage with the unfamiliar, the complex, and the rare and to participate in high level experiential,
collaborative, and open learning. While the 2014 building may still be brand new, and the process of
the articulation of its purpose and embodied “ownership” across the board remains fresh, in fact, much
of this thinking represents a return to the original founding principles of the Fogg Museum in the late
19thcentury. Edward Waldo Forbes (1873-1969), an early director of the Fogg, along with his associate
director Paul Sachs (1878-1965), conceived of the museum as training ground for every aspect of museum
management, from curatorial work to conservation science, from administrative support to the “training” of
patrons and museum trustees. It was Forbes who conceived of and articulated the museums as a “laboratory
for the arts.” This was a position shared by the first curator of Asian Art, Langdon Warner (1881-1955),
who was a powerful advocate for the study of art from actual objects over reproductions, images, or lists of

dates and facts.

2. The New Building as Home of the Harvard Art Museums

The new building stands on the historical site of the Fogg Museum. While the historic brick facade
and inner courtyard were retained, almost every other aspect of the building was radically changed. The
most obvious of these changes was the addition of the spectacular glass roof which was engineered so
that controlled daylight became one of the building blocks of the structure. The deployment of daylight in
this way is also powerfully symbolic in that one of the driving concerns in the renovation of the museums
was to construct a modern “laboratory for the arts” that was physically as well as cognitively open and
transparent, so that not only the curated works of art, but also the inner workings of the museum were
exposed to public view.

Galleries have been configured on the first three floors of the museums and consist of three types:
permanent collections galleries representative of each of the three constituent museums on the first
and second floors. The Special Exhibitions galleries (about 5000 square feet) are situated on the third
floor of the museums, adjacent to what are called the University Galleries. These are three 1000 square
foot galleries—the University Teaching Gallery, the University Research Gallery, and the University
Study Gallery—specifically intended for the exhibition and conduct of different types of collaborative
work between curatorial staff, university faculty, and students to advance innovative teaching and
learning from original works of art. These galleries rotate three times a year minimum. The Teaching
Gallery supports courses in the visual arts through semester-long installations. The Research Gallery

is used for course-related projects focused on exhibition-making, specifically to teach ways of visualizing



and constructing an argument with original works of art in a given space. It is a site for both curatorial
experimentation, and for collaborations with university faculty and students. The University Study
Gallery houses short-term displays used for “looking assignments” —lasting from a couple of weeks to a
whole semester—that support courses in all departments of Harvard’s undergraduate program in General
Education.

In pride of place on the fourth floor and directly beneath the glass roof is the Art Study Center,
which is perhaps the most revolutionary part of the entire renewal of the museum building. This is a suite
of purpose-built rooms designed for the examination of art, and as classrooms in which classes can be
safely conducted with actual works of art. The work of the Art Study Center is supported by a dedicated
team of art handlers and an online system for requesting appointments to examine objects. The total space
occupied is well over 5000 square feet.

Putting this building to use has been the challenge of the first years of operation since the re-
opening. But that process of testing and wearing in is now well under way. In the first year of operations
the museums hosted more than 400 public programs, 135 class visits to the galleries, and 23 course
installations in the galleries. Remarkably 40,000 objects have moved through the Art Study Center for

viewing, 3000 or so of which were Japanese.

3. Japanese Art at the Harvard Art Museums

Where does Japanese art fit into this larger landscape? In relation to the museums’ mission, Japanese
art occupies an enviable position. In the context of a North American museum, in many cases the very
unfamiliarity of a hanging scroll, an illegible calligraphy, or a Buddhist sculpture immediately gives these
works an advantage over some of their more familiar counterparts. When confronted with the unfamiliar,
the challenges of both visual literacy and museum literacy are immediately made explicit as the engaged
viewer responds (at least ideally) with questions.

There are two spaces where Japanese art is shown: a larger East Asian gallery of about 3000 square
feet—half of which is dedicated to rotating installations of Japanese painting, and the other half, which is
interconnected, to Chinese and Korean painting. There is also a smaller East Asian Buddhist Arts gallery
immediately adjacent. Works are rotated in these galleries every six months. Installations are selected based
around a theme or argument, not simply by merit of geographical origin. In the Japanese paintings gallery
selections drawn largely from the collection of Robert and Betsy Feinberg of Edo period Japanese painting.
The Feinberg Collection is a promised gift to the museums. Paintings are displayed in “plexi” scroll boxes,
and these are configured to standard sizes to facilitate efficient gallery changes. Screens are displayed
in this gallery on a platform without a glass case. This was something entirely new for the museums and
was undertaken at the urging of the Feinbergs. An additional guard is posted in this gallery to ensure the
safety of the works.

While the physical gallery space is relatively modest, the embedding of the museums in campus life,
as well as the new structure of the museum itself, allow us to activate these rotations in powerful ways. For
example, last semester we ran a graduate level seminar focused entirely around the well-known sculpture
of Shotoku Taishi Aged Two (ca. 1292). After de-installation from the Buddhist gallery, the sculpture, and
the 70 or so objects which were originally contained within the hollow body cavity, were available in the

Art Study Center, where we held several sessions with the objects themselves. They were also available to
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our conservation scientists in the Straus Center for Conservation, housed on the fifth floor of the building.
The students in the seminar each worked on two of the objects found inside the sculpture and produced
extended catalog entries as their final projects. Combined with the work of Harvard faculty, specialists
here in Japan, and curatorial and conservation science research, the work of the students will become part

of a planned exhibition of the sculpture and its contents in the University Teaching Gallery in 2019.

To Conclude

In the context of the mission of the Harvard Art Museums as a university museum which aims to
incite cognitive engagement with extraordinary objects as a means of equipping students to deal with
complexity and the unknown in their lives and careers, Japanese art, by virtue of its very unfamiliarity,
is ideally positioned to act as an agent of transformation. The museums are fortunate indeed in our new
building to have the resources to facilitate those encounters. Nevertheless, in common with all museums,
there are a variety of ongoing challenges, the most immediately pressing of which is simply the ability to
keep up with the demand that the new building and the new articulation of the museums has generated on
campus. There will always be challenges. No museum is ever complete. This is to some extent the source
of the great sense of potential visitors can experience in a museum. But I think that at the Harvard Art
Museums we are now better poised to meet our challenges than we ever have been before. Engaging in
meetings and conversations with colleagues such as we are doing today is a critical source of energy that
reveals new ways forward and helps us to renew and maintain the vital energy and creativity we need to
plough back into our collections and programming to bring the objects in our care to their fullest potential.

I am sincerely grateful for the opportunity to participate in this symposium.

Fig.1 /N\—/\—RKZEME Fig.2 HAKGEERRE
Harvard Art Museums Japanese Paintings Gallery
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Presentation 3

The Victoria and Albert Museum’s Toshiba Gallery of
Japanese Art, Mark II

Dr. Rupert Faulkner

Senior Curator, Japan, Asian Department, Victoria and Albert Museum

Profile

Rupert Faulkner was born in Yokohama in 1955 and educated in the UK. He is Senior Curator,
Japan, in the Asian Department of the Victoria and Albert Museum, which he joined in 1984. Having
initially been involved in preparations leading to the opening of the Toshiba Gallery of Japanese Art in
December 1986, he has been responsible for the V&A's collections of woodblock prints, Japanese ceramics
and contemporary Japanese crafts. He was Lead Curator for the recent refurbishment of the Toshiba
Gallery, which re-opened to the public on 4 November 2015. His publications include Japanese Studio
Crafts: Tradition and the Avant-Garde (1995), Hiroshige Fan Prints (2001) and Tea: East and West (2003).
He was the curatorial consultant for the Japanese section of the V&A’s International Arts and Crafts
exhibition (2005). From 2003 to 2011 he co-managed a major Anglo-Japanese research and conservation
project focusing on the V&A’s Mazarin Chest (co-editor, East Asian Lacquer: Material Culture, Science
and Conservation, 2011). In 2014 he received the Japanese Foreign Minister’'s Commendation for his
contribution to mutual understanding between Japan and the UK.

Presentation Summary

The Victoria and Albert Museum (V&A) was established in 1852 with the profits made from the Great
Exhibition held in London the previous year. Right from the outset, Japanese art was a focus of much
interest to the V&A. During the 1860s and 1870s, Europe and North America were swept up in the fashion
for Japan known as Japonisme. It is notable that the V&A’s second Director, Sir Philip Cunliffe-Owen, was
a great Japanophile who did much to expand the V&A’s Japanese collection during his tenure from 1873 to
1893.

The V&A's collection of Japanese art and design is today one of the largest in Britain and one of the
most significant outside Japan. It comprises over 40,000 objects, including arms and armor, ceramics,
textiles, dress and dress accessories, lacquer, metalwork, sculpture, prints, illustrated books and
paintings.

Japanese works of art have always been on show at the V&A, but until the 1980s they were to a large
degree scattered about in different galleries according to type of material — ceramics, metalwork, textiles
etc. — rather than shown in the same space as products of a particular culture. This changed in 1986, when
the Toshiba Gallery of Japanese Art opened in a 400 square-meter gallery on the ground floor very near to
the museum’s main entrance.

The gallery was designed by Paul Williams of Stanton Williams Architects and opened in December
1986. It was one of the first permanent galleries of Japanese art to open in the UK and is still one of
the most important. It was also one of the first galleries at the V&A to have opened or undergone
refurbishment as a result of external sponsorship.

Thanks to the ongoing generosity of the Toshiba Corporation, which agreed in 2012 to extend its



naming of the gallery until 2021, the V&A was able to upgrade the fabric of the gallery and rethink the
contents of its displays. The refurbished gallery, its Mark II model, opened to the public on 4 November
2015.

A key decision taken at the start of the project was to respect the integrity of Paul Williams™ design,
most notably by retaining the original cases and the distinctive ranma-like overhead wooden structure
inspired by traditional Japanese architecture.

While the opportunity was taken to redecorate the walls and high-level ceiling of the gallery, it was
the interiors of the cases that were subject to the most significant improvements. Powder coated steel was
used to replace the 1986 arrangement of slub silk on timber boards for the back panels and base boards.
Indigo blue section panels were introduced to add color and punctuate the space. Section titles suspended
in front of the blue panels have made navigation of the gallery much easier than before.

Interpretation was improved by the introduction of a rigorous and consistent system of labelling
following editorial guidelines developed at the V&A over the last fifteen years for use in all its galleries. At
the same time, the visual integrity of the displays was enhanced by using the blue of the section panels on
the theme labels and by having matching background patterns on the section panels and their associated
theme labels.

Of all the improvements made to the gallery, the introduction of LED lighting in the form of strips
combined with adjustable fiber-optic spotlights has been the most significant in terms of animating the
gallery space. The new lighting system provides a sense of drama that has totally transformed the displays.
Furthermore, as well as being energy efficient, the LED system is very flexible and is ideally suited, in
terms of the varying maximum light levels permitted for different types of object, to the mixed contents of
many of the displays.

In terms of exhibits, there are approximately 550 objects on display, of which more than two-thirds
have either never previously been shown in the gallery or have not been exhibited for a long period of time.
Thirty of the 550 objects are recent acquisitions, many of them made with the upgraded gallery in mind.
One of these is of a sculptural basketry form by Tanabe Shochiku, now Chikuunsai IV, bought new from a
solo exhibition held in a gallery in Brussels. In complete contrast to this, there is also a modern Hello Kitty
rice-cooker that was purchased on-line.

The displays are organized primarily according to theme. There is a broadly chronological flow from
south to north, with the southern 70% of the gallery devoted to historical Japan, and the northern 30% to
modern and contemporary Japan.

The expansion of the amount of space devoted to the modern and contemporary is the largest change
in terms of content that was introduced. This was in response to the findings of visitor research, meetings
with colleagues inside and outside the V&A, and feedback from museum guides and other staff who have
direct contact with members of the public.

The historical displays in the south and central areas of the gallery are, down the east wall, Religion
and Ritual, Theatre, Gift Giving, Elegant Dress, and Dress Accessories; down the center in island cases
are Tea Drinking, Graphic Art, and Lacquer; and down the west wall Samurai, Engagement with the West,
and the Meiji Period.

The Samurai and the paired Dress and Dress Accessories displays are complemented by two new
gallery interactives, each showing two three-minute films. The first shows the stages of putting on a suit
of armor and the processes used in making a tsuba. The second shows how to put on a kimono and 0bi, and
how inro their associated ojime and netsuke function.

There is a third interactive, introduced into the gallery several years ago, that is devoted to the
Mazarin Chest, a very important example of Japanese export lacquer made in Kyoto in about 1640 and then
shipped to Europe.
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The shift from historical to modern Japan is signaled by a display of photographs. The modern
Japanese area of the gallery is divided into Folk Crafts, shown in a wall to the west, and Modern &
Contemporary, which occupies an island case and an L-shaped run of wall cases to the north and east.

The Modern & Contemporary displays are divided into a number of subsections, namely Early
20th Century Dress, Studio Textiles, The Avant-Garde, Cult of the Cute, Personal Electronics, Design
Collaborations, Craft Design, and Studio Crafts.

The reason for including Folk Crafts in the area devoted to modern Japan is because the Mingei
movement was a 20th phenomenon that initially arose as a response to the destabilizing forces of rapid
industrialization and urbanization in the Taisho and early Showa periods. It includes a mixture of historical
items of the kind found in the Japan Folk Craft Museum in Komaba and contemporary objects made by
artists associated with the Mingei movement.

The mixing of historical and contemporary objects is also found is those of the historical displays
where it was felt important to make the point that there has been a continuity of cultural practice from the
past up to the present. The displays in question are Religion & Ritual, Tea Drinking, and Theatre.

Fig.1 ®EBORZFvIU— BAAOKLNES
Refurbished Toshiba Gallery from West entrance

Fig.2 BEBDOEZFv>U— BAAOLNES
Refurbished Toshiba Gallery from South entrance

Fig. 3 Fig. 4 Fig. 5

FIMEIL, PTIE. B, 20145, HAMNMT ISV FIRAN@EEINERIER. NA—F T RO ERE. 20145
4RBEMTER) 164058, BAIZIEIWNABTA RS LA Hello Kitty rice cooker, 2014
Aun 1, basketry, tiger bamboo, 2014, by ~ Mazarin Chest (export lacquer, ca.

Tanabe Shochiku (Chikuunsai IV) 1640) and gallery interactive behind
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Presentation 4

Renovation of the Nara Buddhist Sculpture Hall
Mr. Shigeki Iwata

Special Research Chair, Nara National Museum

Profile

Born in 1959 in Hyogo prefecture, Shigeki Iwata gained his MA at Doshisha University. He worked
as a curator at the Museum of Shiga Prefecture Biwako-Bunkakan and the Otsu City Museum of History.
Since April 1999, he has been at the Nara National Museum, where he currently holds the positions of
Special Research Chair and Senior Curator in the Department of Fine Arts. Specializing in the history of
Japanese sculpture, his publications include “A Tentative Assumption on a Sculpturing Studio of Enryaku-
ji Temple during the Days of Sculptor Kosho: With Emphasis on Three Kannon (AvalokiteSvara) Statues”
(Gakuso, No.20, Mar. 1998), “Notes on the Daibutsuden Style Statues of Four Deva Kings: Also Introducing
the Works from Kanjinsho’s Amida hall in Todaiji” (MUSEUM, No. 612, Feh. 2008), and “Reexamination of
Sogyo Hachiman (Priest-style Hachiman Deity) Seated Statue of Todai-ji Temple” (Ars Buddhica, No. 343,
Nov. 2015).

Presentation Summary

On April 29, 2016, the Nara Buddhist Sculpture Hall at the Nara National Museum reopened after a
major renovation. The Museum was completed on December 19, 1894 and opened on April 29, 1895, while
the Hall is the oldest building at the museum and has continued to function as an exhibition space for more
than 120 years since the Museum’s opening (Fig. 1). In 1969, the Hall was designated as an Important
Cultural Property under the name “Main Hall of the Former Imperial Nara Museum” because of its status
as a “significant Western-style building of the Meiji era.” This designation, however, imposed major
restrictions on the use of the Hall as an exhibition space.

In the photograph of an exhibition from 1945-1954 (Fig. 2), large works such as the five-storied
pagodas of Gangoji temple and Kairyuoji temple (Important Cultural Properties) as well as the Standing
Gudatsu Bosatsu of Akishinodera temple in Nara prefecture (Important Cultural Property) were exhibited
in an exposed state. Comparatively small artworks, however, were exhibited in cases made of wood and
glass. This photograph shows masterpieces that have since been returned to their owners, including the
Standing Shitenno of Daianji temple (Important Cultural Property) and the Tentoki and Ryutoki statues
of Kofukuji temple (National Treasures), and demonstrates that exhibitions at the time were rather loosely
composed, with little regard to themes or chronology.

The next photograph shows an exhibition from April 2011 (Fig. 3), which was five years prior to the
latest renovation. In 2010, the year before this photograph was taken, the Former Main Building was
renamed the Nara Buddhist Sculpture Hall and additional spotlights were installed. Power ducts for the
spotlights were installed where the arching arms extended from the tops of the existing high and relatively
shallow display cases, which were suitable for exhibiting sculptures as well as hanging scrolls. The angle
of illumination was too steep, however, and the spotlights could not be positioned far enough for the light
to have enough spread. Consequently, the surfaces of the works were covered in shadows. Moreover, in an
attempt to maximize the effect of the spotlights, the fluorescent ceiling lights were turned down, resulting
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in a dim gallery and complaints from the visitors.

The motivation for the renovation came from the following incident: On August 5, 2013, the roof of the
Nara Buddhist Sculpture Hall began to leak due to a sudden “guerrilla rainstorm.” The gutters overflowed,
causing water to leak into the Hall and onto some of the cases. Artworks damaged by rain leaking into the
cases included certain highlights of our collection such as the Wooden Seated Yakushi Nyorai (National
Treasure).

The Museum recognized the urgent need for a comprehensive renovation because of this incident,
and decided that the renovation work would be carried out over two years (FY2014-FY2015). Exterior
renovation work mainly for the roof and walls was carried out first, followed by interior renovation for
which the Hall was closed from September 2014.

During the interior renovation, the highest priority was given to the protection and display of the
works. The former consisted of installing seismic isolators in the display cases and stands to protect
works from the large earthquakes that have been occurring in recent years; ensuring that the cases are
waterproof; ensuring strict control of temperature and humidity; and minimizing damage, such as fading,
from the lighting. In order to enhance the displays, new lighting was installed and it was decided that life-
sized or larger works would be exhibited in an exposed state while smaller works would be kept in cases
with high-transparency glass and anti-reflective film.

A survey of the Hall revealed that a collapse would be unlikely in the event of an earthquake although
seismic isolators for the display cases and exhibition stands were deemed necessary. Both display cases
and exhibition stands were required to have a response acceleration performance of 120 gal or less and a
response displacement of 250 mm or less in the event of an earthquake of the same magnitude as the Great
Hanshin-Awaji Earthquake, or ones predicted to occur at the Nankai Trough or the faults at the eastern
rim of the Nara Basin. In addition, extensive tests for waterproofing the cases were conducted at the
manufacturer. The high transparency glass was augmented with anti-reflective film attached to both sides
in order to reduce reflections caused by lighting from behind the viewer. Air circulation was also improved
through new inlets and outlets for the air-conditioning system inside the galleries. The most painstaking
efforts, however, was put into the new lighting.

As mentioned earlier, the Hall is designated as an Important Cultural Property. Therefore, inserting
bolts or nails into the walls or ceilings or installing new structures is prohibited. To provide the best
viewing conditions, however, the installation of lighting fixtures above the exhibition space was deemed
necessary. The design firm proposed the following: First, the structural integrity of the Hall would be
reinforced through the installation of additional inner walls within the existing ones, with the nested inner
walls connected by several beams positioned across their tops. Next, to enable both direct and indirect
lighting, power ducts for the spotlights would be installed on top or underneath these beams. The Louvre-
Lens in France, which opened in December 2012, was the inspiration for this design.

The Louvre-Lens has one large hall that is used as a permanent exhibition space. The walls have metal
panels with a matte finish, which gently reflects the light from above, illuminating the gallery. Metal beams
are used to connect the inner wall panels, with louvers installed between the beams. The louvers can be
used to let in or block outside light in accordance with the weather. This is just a form of auxiliary lighting,
however, supplementing the LED spotlights.

The primary artwork exhibited at the Nara Buddhist Sculpture Hall are wooden sculptures, some
of which feature the original coloring and patterns. Direct exposure to outside light must therefore be
avoided for conservation. Furthermore, as these Buddhist sculptures were originally installed in Buddhist
temples of wood construction, metal walls and beams were deemed inappropriate. It was eventually
decided that the primary material would be wood, and that plaster would be used as a coating. Light pink



plaster, rather than pure white, was used for the walls to create a warm atmosphere within the exhibition
space.

LED spotlights on top of the inner walls and beams were installed to point at the ceiling, with the light
reflected off the ceiling for indirect illumination of the exhibition space. In Rooms 6, 7, and 8, which are in
the center, the exposed works and those in the cases are illuminated via lights attached to the undersides
of the beams. In the other, smaller rooms, the works are illuminated via lights attached to power ducts
intersecting with the beams at right angles. These lights are LED spotlights with dimmers and adjustable
focuses (Figs. 4 and 5).

Before the Nara Buddhist Sculpture Hall was renovated, visitors could move about freely as there was
no set route. During the renovation, standing screens were installed near the entrance to guide viewers in
a counter-clockwise direction. When the Hall first opened, the entrance was located on the west side rather
than the east side, where it currently is. Now visitors enter through the east entrance and move to the west
side in a semi-circle, where they are greeted with a view of the exhibition space that visitors before the
renovation would have seen when first entering the Hall.

Approximately nine months have passed since the reopening of the Nara Buddhist Sculpture Hall.
Overall, visitors have responded favorably to the renewal, although there have been complaints about
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the set route. Foreign visitors, in particular, are not satisfied with the captions. Although the captions are
provided in four languages — Japanese, English, Chinese, and Korean - the Chinese and Korean captions
are minimal. We understand that the number of foreign visitors is increasing each year and believe that
foreign language support will become a major task for us in the near future.
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Facade of renovated Nara Buddhist Nara Buddhist Sculpture Hall, Room 6, The Nara National Museum, Room 7,
Sculpture Hall, April 2016 April 2011 ca.1945-54

Fig. 4 Fig.5
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Renovated Nara Buddhist Sculpture Hall, Room 6, April 2016 Renovated Nara Buddhist Sculpture Hall, Room 3, April 2016
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Presentation 5

The Asian Art Museum, National Museums in Berlin’s
Galleries for the Arts of Japan at the Humboldt Forum:
A First View

Alexander Hofmann

Curator, Arts of Japan, Asian Art Museum, National Museums in Berlin

Profile

Alexander Hofmann studied East Asian and European Art History at Heidelberg University. He
received a Ph.D. with a thesis on the tradition of paintings executed on the spot (sekiga) and taught at his
alma mater Japanese art history from 1999-2004. Since summer 2004 he is the curator for the arts of Japan
at the Asian Art Museum, National Museums in Berlin. Major exhibitions include: “Arts of Japan - The
John C. Weber Collection” (2006), “Leiko Ikemura: Korekara or the Exhilaration of Fragile Being” (2011),
and “Tigers, Cranes, Beautiful Women - Asian Art from the Klaus F. Naumann Collection” (2015). His
main fields of interest are the visual cultures of Early Modern to contemporary Japan, the socio-economic

histories of the arts in Japan and questions of taxonomy and epistemology in Japanese art history.

Presentation Summary

As of January 8, 2017 the Museum fiir Asiatische Kunst, Staatliche Museen zu Berlin (Asian Art
Museum, National Museums in Berlin) closed its premises in suburban Dahlem to prepare for the move
to a brand new building located on the former site of and modeled after the Palace of the Prussian Kings
and German Emperors in the heart of Berlin’s historic city center. There it will together with collections
from the Ethnological Museum, National Museums in Berlin, the Municipal Museum Berlin and Humboldt
University form part of the so-called Humboldt Forum, a center for dialogue between the cultures of the
world with particular emphasis on the current state of affairs. The building itself is currently still under
construction on a site located as the focal point at one end of a major thoroughfare and adjacent to the
ensemble of national museums known as Museum Island, a designated World Cultural Heritage site.

The galleries for the arts of Japan at the Humboldt Forum will be located on the third or topmost
floor in the northwestern corner of the building. They form a rectangle approximately 35 meters long
and 21.5 meters wide, with a total floor space of approximately 750 square meters, and windows on the
two exterior sides. This space is accessible via three entrances and thus the gallery layout has to allow
for a multi-directional flow of visitors which might have created a problem if a chronological order had
been adopted. However, in consideration of the limitations of the collection and the space, the criticism
in recent art history of teleological narratives and the Humboldt Forum’s mission to highlight multi-
disciplinary approaches, open to multiple readings of objects, it was decided not to aim for a comprehensive
representation of a single idea of Japanese Art. Instead it was decided to opt for a combination of thematic
approaches which are meant to complement each other in an episodic, open and additive rather than a
holistic-comprehensive fashion. Regular rotations will allow for the integration of ongoing developments
and alternative narratives in the form of occasional interventions by artists, outside curators or specialists
from other disciplines. The topics were selected to convey a diversity of media and historical breadth and
to invite visitors to engage with various aspects of discourses and social practices which might at various
times in Japan qualify objects as art. The following eight topics will be addressed in discrete room-like
areas created through the strategic positioning and formation of display cases.
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Arts of Tea: An Interactive Gesamtkunstwerk for the Experience of and Discourses about Objects

Tea utensils formed from the outset an integral part of the collections and since the renovation of the
museum’s galleries in Dahlem in the year 2000 a tea room serves as the stage for the actual enactment
of this practice as a living tradition. Connecting past and present, the tea room is a prime site for the
encounter between members of various local communities and an international audience. Here visitors
experience defining features of traditional interiors such as the concept of a multi-purpose, flexible
space and the tokonoma alcove as a proto-display case for two- and three-dimensional art works. Actual
tea ceremony demonstrations, or alternatively, video presentations provide a glimpse of some notions
of comportment, physical interactions and the handling of objects. Exhibits will furthermore tackle the
objet-trouvé style transfer of objects, such as with simple Korean pottery bowls, from utilitarian contexts
to one of aesthetic contemplation, the naming of objects and the proto-art historical documentation of tea
utensils in tea diaries and collection catalogues. A platform of two tatami mats will serve as a station where
visitors may actually handle modern tea bowls and explore documentation on historical bowls of similar
types. They will thus experience first-hand the importance of a multi-sensual approach stressed in many
traditional arts of Japan and a notion of art which might be different from more familiar definitions of “pure
beauty” in the idealist Kant-Hegel tradition.

Artin the Shoin (Writing Studio) — Reception Room Display and the Tokonoma as Framing Device (Focus:
late 15th-mid 16th c.)

The evolution of shoin style interiors with their characteristic tatami floors, low writing tables and
display spaces which act as framing devices, such as alcoves with staggered shelves (chigaidana) or
tokonoma alcoves, sets the context for the display of Muromachi period paintings, lacquers and ceramics,
also including objects from China (and Korea). The cultures of reception room display (kazari) at the
Ashikaga shoguns’ court and the emergence of specialized aesthetic advisors called doboshi, who acted as

proto-curators and also authored collection catalogues and instructions on display will also be discussed.

Image, Text and Performance: The Interplay of Literature, Visual and Performing Arts in Elite Cultures
(Focus: 17th, 18th c.)

This corner will trace inter-media connections and motivic links between literature, the visual and
performing arts with a focus on narrative painting and calligraphy, writing implements and accessories,
and costumes and masks of the elite No theatre. The diverse social and political roles of writing will be
discussed here, as well as the importance of erudition in literature, the composition of poetry, calligraphy,
and to a lesser extent, painting as a requirement and prerogative of elite status. Wood-block printed books
as a medium for the dissemination of canonical learning may occasionally round off this presentation.

Ceramic Cultures of Japan and Porcelain for Palaces: From Utilitarian Vessels to Works of Art

This space will include a small study gallery style dense display of ceramics and two display cases
which feature examples for domestic use and for export. The focus will shift to technique and material.
Taking the case of porcelain as an example, the cultural transfer of techniques (from Korea to Japan, from
Japan to Europe) and contacts through trade will be discussed.

Painting and Spaces of Representation: Screens and Sliding Doors (Focus: 17th-19th c.)

Inspired by the immersive effect of wall paintings in the reception rooms of castle-residences, visitors
will experience the feeling of being almost surrounded by painted surfaces in a room which is lined on two
sides with pedestals for the presentation of screens and a fokonoma-style case for the display of hanging



scrolls on the far end. Here the focus will be on the format of screens as a medium for the creation of
discrete spaces of high symbolic meaning. In this context both the mobility of traditional painting formats
in connection to the multi-purpose flexibility of traditional interiors and the possibility to charge a room via
paintings such as screens with symbolic messages will be discussed. Issues concerning the representation
of power and the allure of the screen format as a diplomatic gift in international exchange will also be
featured.

Popularizing the Arts in Urban and Rural Spaces (Focus: late 17th—19th c.)

The impact of the wood block print revolution on the dissemination of knowledge and the emergence
of highly sophisticated and differentiated cultures of consumption and entertainment in the densely
populated cities during the early modern period are discussed here with a sampling from the woodblock
print collection, Edo period paintings, and ceramic and lacquer serving vessels, and occasionally textiles.
The entire nineteenth century will be treated as part of this space and questions on the creation of (national)
traditions, e.g. the role of the emperor in historical paintings, might be put into relief through transcultural
comparisons with paintings from the National Gallery.

Sacred Arts of East Asia

A corner in this gallery, which takes as its main subject the transmission of Buddhism from South to
East Asia, will be taken up by sculptures, paintings and some ritual implements from Japan. Three aspects
will be highlighted here: trans-regional connections, the broad diversity of religious traditions in Japan,
and the transition from icons and objects of religious cult practices to art objects in the Meiji period.

White Cube for Temporary Displays of Modern and Contemporary Art, and Trans-regional Aspects of the
Arts in East Asia

Another space where objects from China, Korea and Japan might be displayed together in temporary
exhibitions focuses on developments in the twentieth century and contemporary arts in East Asia.

Fig. 1 Fig. 2

EREDOAS (#3) Views of the Galleries (Model) ©Ralph Appelbaum Associate, Berlin
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Panel Discussion

Exhibiting Japan:
Renewal and Renovation of Japanese Art Galleries

Panelists

Dr. Rupert Faulkner, Senior Curator, Japan, Asian Department, Victoria and Albert Museum, UK

Dr. Alexander Hofmann, Curator, Arts of Japan, Asian Art Museum, National Museums in Berlin,
Germany

Mr. Shigeki Iwata, Special Research Chair, Nara National Museum

Dr. Rachel M. Saunders, Abby Aldrich Rockefeller Associate Curator of Asian Art, Harvard Art Museums
Mr. Noguchi Takeshi, Chief curator, Nezu Museum

Moderator

Mr. Hideaki Kunigo, Supervisor, Collections Management Div., Curatorial Research, Tokyo

National Museum

Born in Tokyo in 1962, Hideaki Kunigo earned his MA in Art History from the Graduate School of
Humanities at Tokyo University. At the Tokyo National Museum he worked in the Painting Division and
the Exhibition Planning Division before becoming a curator in the Regular Exhibitions Division. He then
served as Senior Manager of Special Exhibitions, Senior Manager of Conservation, and Senior Manager of
Registration before his promotion to Supervisor of Collections Management.

Specializing in medieval Japanese painting, he has curated “Sesshu: Master of Ink and Brush”
(2002), “Kamakura: The Art of Zen Buddhism” (2003), “Treasures of a Great Zen Temple, the Nanzenji:
Commemorating the 700th Memorial Year of Emperor Kameyama” (2004), “Zen Treasures from the
Kyoto Gozan Temples” (2007), “Masterpieces of Zen Culture from Myoshinji: Commemorating the 650th
Memorial Year of the Founder, Muso Daishi” (2009), “Japanese Masterpieces from the Museum of Fine
Arts, Boston” (2012), and “The Art of ZEN: From Mind to Form” (2016). His major publications include “Tao
Yuanming and Su Shi in Medieval Japanese Painting” (Proceedings of the Tokyo National Museum, Vol. 38,;
March 2003).

Abridged Transcript

Kunigo: I'm Hideaki Kunigo of Tokyo National Museum. To begin, please feel free to elaborate on your

presentations.

Noguchi: I gave an overview of our new exhibition facilities and their utilization. Multilingual support,
which I talked about at the end, if also important at our museum. Partly because of our location, we have
many visitors from abroad. We are therefore trying to provide as much information in English as possible.
It requires a lot of effort, however, because the outside translators we hire have to work closely with our
curators. They check if the meaning is retained in the translations and if the terminology is correct. I

believe this is very important work.



Kunigo: How about other foreign languages?

Noguchi: Our pamphlet if available in five languages, including Japanese, but we can’t do the same for the

exhibitions, which are rotated seven times a year.

Kunigo: And audio guides?

Noguchi: Currently we only have audio guides in Japanese. Our curators write the scripts and are present
for the recordings. Doing this for foreign languages would be quite difficult, both in terms of time and
effort. I'm not saying there’s no demand, of course, but doing this with our current resources would be
difficult.

Saunders: As someone who has fairly recent experience of actually doing this work, I feel that it’s
important to not only hear about the sort of internal labor that’s required in doing this work, but to actually
emphasize how difficult it is to do that work properly. I think that it’s one thing to translate a label, basic
information, but it’s a very different thing to translate something that a curator wants to convey as a
narrative, and in many cases they're translating a visual object into words and that’s an extremely difficult
thing to do well.

I of course hugely appreciate when I visit the Nezu Museum or many of the national museums that
produce beautiful English translations. I do think there is a huge danger in requiring translations to be
done at such a speed and in such a way that the quality of what is able to be done cannot be maintained.
You trust that the curators are experts and that you're learning from them, that they are giving you the
authentic information but the moment that you get poor translation whether it’'s because of a rush or
because you had to hire some company that doesn’t have a specialist who deals with art, you feel less
inclined to absorb that label, and it really affects the way you interact with the institution and with the
objects.

And so I think it’s very important that it’s emphasized just how skilled this work is and what kind of
resources you would need to do that well because to do it poorly under mandate, I think, is going to
undermine the whole point of doing it at all. In our museum, we actually don't, as far as I'm aware, offer
labels in any other language precisely because of this problem of resources and rotating. It’s enough to try
and get it done in one language frankly, but also because in the North American environment, how many
languages would you do? I wish we could do more languages, but this is the point that we're at for precisely

the reasons we will share, I think.

Faulkner: Yes, I would very much agree with what has just been said. Good translation in the arts field is
particularly time consuming, and the V&A is a huge organization. I suppose the most recent example of
something having been started but subsequently failing were our Chinese and Japanese language website
pages. They lasted about two years, but we then found we didn’t have the resources to keep them up to
date, so they had to be closed down.

Labelling is an even bigger challenge. Basically we present everything in English and only English. I
think the only gallery that is bilingual is our Chinese gallery. The point just made about multilingual labels

having to be absolutely correct for an academic museum attached to the university like Harvard is spot
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on. For a museum like the V&A, which has the title “national” attached to it, you would expect a similarly
high standard. This is why, resources being what they are, multilingual labelling is unlikely to happen very

quickly, if ever.

Iwata: I feel that there’s always a danger of careless mistakes or misunderstandings with translations
because this is work carried out with very limited time. But I think the necessity of this work comes from
the idea that one must value museums’ roles as educational institutions and tourist spots. However, I think
one has to be very careful because providing incorrect information would have the opposite effect. I feel

like currently this is very risky work, almost like walking a tightrope.

Hofmann: Unfortunately, German unlike English is not a language which is spoken in many parts of
the world, so many German museums do provide English translations and in many parts, particularly in
the western parts of Germany, French translations are also provided. Speaking about the situation at our
museum, we try to give at least the technical information in German, English, and the language of the
country from which the objects hail, though that’s not a satisfying solution, but at least visitors can get
some superficial information on the object. Concerning the future, there is great pressure to have complete
English labeling throughout the Humboldt Forum, and I'm wondering how we are going to do this without
a professional in-house translation department and specialized translators.

Thinking about the future, I wonder whether at least the technical information could be provided. Some
kind of database system, maybe that’s one of the solutions. Overall, I also wonder about the length of
labels. Probably one will have to provide labels in several versions at the Humboldt Forum: a short version
which is actually printed and goes up at the gallery and another longer one, which is accessible through

databases.

Faulkner: The process of writing and editing the labels for the upgraded Toshiba Gallery took a huge
amount of time. It wasn't just a question of keeping to the word limit, but more the challenge of trying to
get the information across succinctly, elegantly and also engagingly. It's quite a skill to do this. I do get a
sense that in Japan panel labels are very long while object labels can be quite laconic and written in a form
of art historical code with little interpretation of the kind visitors want. People want curators to speak to

them. There is huge room for improvement in museums all over the world, including the V&A.

Noguchi: With Japanese captions, of course, the curators are responsible for expressing what they want
to say. But with a direct translation into English, sometimes the meaning is lost, so you have to prepare
a separate label solely for the purpose of having it translated. When you translate into English, it always
becomes longer, so that’s also something you have to take into account. Curators are working quite hard to

provide information that’s both accurate and meaningful.
Iwata: I want to ask everyone — in Japan the curators write the captions, but how is it in other countries?
Hofmann: Recently at the Asian Art Museum we are trying to be a bit more reflective about the question

of authority and trying to share the authority, which we hope visitors would question anyway. Especially

at a university museum, hopefully visitors will have and develop a critical capacity to question whether the



information in the labels is actually correct. So this is one of the experiments we did: We received a private
collection of Japanese paintings from a professor of zoology and botany, and his approach to the paintings
was completely different from an art historian’s approach. When we did the exhibition and catalogue with
him, we asked him to write the actual catalogue entries, and overall, the reactions were very positive.
People enjoyed the fact that the artworks were taken up from a different angle and they enjoyed learning

different stories.

Kunigo: At Tokyo National Museum the curators write the labels. During the recent renovation of the

archeology gallery, the captions written by the curators were rewritten by the education department.

Iwata: At the Nara National Museum, and I imagine it’s the same for most of Japan, the curators write the
catalogue entries first. Those are then compressed to make the captions. I think that when curators write
these, somewhere inside they are thinking of themselves as researchers, so they want to express unique
ideas in their writing. But if you stated that the writing is 100% correct, that would be a mistake. You can
also image a case in which the level of the writing is different from what the visitors want, which is why I

asked my question a moment ago.

Kunigo: “Exhibiting Japan” is the title of our panel discussion but this does not mean we are talking only
about how to display artworks; this title also encompasses the questions of how to explain works and
express their appeal, which is why we chose it. Explaining the works may be done through captions or

audio guides, but I would like to ask the panelists about other methods of communication.

Faulkner: Including contextual information in the form of audiovisual is something that we have been

doing for about 20 years, but certainly we do much more of it in more recent galleries.

Iwata: This is just an example but at the Nara National Museum we had a Shosoin exhibition in the fall. A
recording of biwa and other musical instruments had been made so we played this during the exhibition

and the visitors were thrilled.

Kunigo: Do you have opportunities to provide visitors with information about the works and the

collections?

Iwata: This is limited to works that are on display, but we have slips of paper on which visitors can write

questions. The curators then make phone call to those visitors and answer their questions.

Faulkner: The V&A accepts written inquires, mainly in the form of e-mail these days. One thing we
cannot do as a matter of principle is advise on the value of objects. We also have one afternoon a month
when all the curatorial departments are open for people to bring in their objects. These are two ways in
which members of the public can be in direct contact with curators. In addition to the National Art Library,
which is for consulting books, we have a similar facility (the Clothworkers Centre) for looking at textiles
and dress. For other types of material people can make appointments to see objects in store by directly

contacting the relevant curatorial department. In these different ways we offer people opportunities to
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engage directly with objects and with curators who know something about them. It’s not necessarily
a curator who is an expert in the field who manages an appointment, but it often is. The principle of

providing direct contact with objects and curators is something the V&A feels is important.

Saunders: I think the idea behind our Arts Study Center is precisely to offer that access that we all want
in an ideal world, but the time and the space, there are all kinds of constraints, and I think that there was
a period in the museum’s history and the museum'’s very recent history when it was closed for five years,
when access to objects was very difficult. We also don’t have the best photography in the world to put on
the web. So, in a way, the Arts Study Center has been sort of overturning that state of affairs, and you do
not officially need to go through a curator or go through a department to make an appointment to come and
see a particular object. You are able to use the website to make an application to come and see that object.
There are checks and balances, and we are extremely careful about how appointments are monitored and
recorded and what actually takes place, but I do think that the center really has had a huge revolutionary
effect on access to the collections at the museums, and in a very positive way so far. I suppose there are
a few downsides: as a curator you may miss out on the contextual information that comes with knowing
who is visiting at every moment. Of course, it can be monitored, but it requires you to step out and do that
rather than the information coming to you. It’s a huge plus and just the numbers of objects that we have
been able to share and the amount of information that we have gathered from those visits has outweighed
many of the possible downsides of that kind of a system. But I would say that this has been a very long time
in the coming. We wanted to make sure that it’s a little bit like the building itself. It's built into this new

culture of the Harvard Art Museums.

Kunigo: Now I would like to talk about the renewal of museums. The Tokyo National Museum is
designated as an Important Cultural Property. This is an extreme example, but even putting one nail into
the wall requires permission from the Agency for Cultural Affairs. I imagine that there are also many

historically important buildings in the United States and Europe.

Faulkner: We have buildings that are officially designated as certain grades of protected building.
Changes to the buildings can be made, but only with permission from the right authority, which is often
English Heritage. The procedure is formal and quite complicated, so a lot of care has to be taken in

presenting one’s case.

Saunders: I do know that in the case of our museum, the brick facade was maintained. Renzo Piano’s
quite radical glass roof is quite shocking the first time you see it and whether that’s comfortable in the
Cambridge environment or not, it has happened. What I can say is that in the new parts of the building,
we're also faced with restrictions, which is an interesting thing. The building was constructed by Renzo
Piano, a star architect, and making alterations is not simple, and it requires consultation, and there
are conditions and there are contracts. New buildings can be, I suspect, not as troublesome as the old

buildings, but it’s not so simple.

Hofmann: I thought we would be privileged since we are moving into a brand new building, but since it’s

a reconstruction of a historical building, we faced all kinds of constraints. Certainly, it's a problem with



historical buildings in Germany as well because one has to file for applications.

Kunigo: There are certainly many difficulties when you make changes to buildings. What about the
overall exhibition plan for Japanese art? I know there are various methods such as organizing exhibits by

theme, historical period, genre, or collection.

Hofmann: One of the very central ideas, which informed our decision to go for a thematic approach and
not for a chronological or one by genre was the fact that the collections at Berlin are not comprehensive,
and also we wanted to avoid the impression that we are really able to have an unified representation of
Japanese art. Having that said, in answer to the question of how to display collections, one also has to take

into consideration the identity of an institution.

Kunigo: Yesterday we talked about the problem of fatami mats emitting harmful fumes when they are
put into display cases. Japanese art uses organic materials such as paper, silk, and wood. When I visited
a German museum, I heard that no organic materials whatsoever are used for the cases. I also saw cases

that circulate and filter the air. What is done in your countries to maintain the environments in the cases?

Faulkner: When the Toshiba Gallery first opened in 1986, it had an in-case air conditioning system. About
two years later, the humidity control on the system went wrong, one outcome of which was that rust started
appearing on some of our swords. This made us somewhat wary about new environmental control systems.
Insect damage is something we haven't talked about, but it’s a big issue in museums. There is also the
issue of using organic materials inside display cases. As with making changes to listed buildings, there is a

strict system we have to follow. I suspect this is fairly universal in Europe and North America.

Noguchi: At our museum we don’t use extra furnishings. This is partly because we are worried about
harmful fumes and organic acid from wood. So if we have to use a stand in a case, we give it a coating to
lessen the amount of organic fumes that it emits. We have a company that specializes in the preservation of
cultural properties do this for us, so there are difficulties with regards to the work flow and cost, but we do

this to protect the objects.

Kunigo: Lastly, I would like to ask whether you allow general visitors to take photographs.

Noguchi: Some visitors wish to photograph the architecture and we allow them to do this, but only the
hall. But taking photographs in the small exhibition spaces would bother the other visitors, so we don’t

allow it.

Saunders: We allow photographs as long as they are not using a flash. I have noticed that what is tending
to happen in the galleries is that people will take the picture and then they will move off without looking at
the painting. So I think it’s wonderful that people want to own that image but I do think that it gets in the
way of really having that experience of looking at something. I think it’s a question of balance between sort

of an authoritarian heavy handedness saying “no photographs” and encouraging people not to do it.

MmN S GFUSEVCFEH

Z AVQa wnisodwAg jeuolieulalu|

90



mme >FUANNTRHE

7 AVa wnisodwAg jeuoijeulaly|

91

Faulkner: At the V&A photography is not allowed in temporary exhibitions. This is because temporary
exhibitions tend to be crowded and also because a lot of the objects are borrowed from other institutions or
individuals. In the permanent galleries, photography is allowed as long as tripods are not used or anything
else is done to create circulation problems. I'm not particularly aware of people taking lots of photographs
of particular objects, but it’s much better that they can if they want to. It used to be when we did have

restrictions on photography that you got people sending in written complaints

Iwata: At the Nara Buddhist Sculpture Hall we hoped that photography of the sculptures in our permanent
collection would be allowed, but now no photography whatsoever is allowed. The reason why photography
was allowed for some objects but not for others is that many objects at public museums in Japan are not
part of the collections — they are on loan. At the Nara National Museum in particular many religious
images are on display, and this becomes entangled with faith and worship. Today, you can easily take
pictures and share them. We don’t know how those pictures will be used so some owners ask us to prohibit

photography. So now, photography is not allowed at all.

Hofmann: Like the V&A in England, we allow photography in permanent exhibitions but not in special
exhibitions, and sometimes, a problem occurs when we display loan objects in the permanent galleries and

then the guards ask us how we should ensure that no one takes photographs of these objects.

Kunigo: We are running out of time so I would like to thank our panelists for this discussion, which

covered a variety of topics and was very meaningful.
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Purpose

This workshop aimed to familiarize participants with the handling and conservation of Japanese
cultural properties and to foster deeper networks among the participants. Priority was given to workshop
applicants who fulfilled one of the following conditions: a curator who has been responsible for Japanese
art for less than five years, a curator who is responsible for Japanese art but specializes in a different field
such as Chinese or Korean art, or another staff member, such as a registrar or educator, whose work
involves Japanese art.
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Participants

United States

Dr. Monika Bincsik (The Metropolitan Museum of Art)
Dr. Jeannie Kenmotsu (University of Pennsylvania)

Dr. Vivian Y. Li (Worcester Art Museum)

Dr. Yuki Morishima (Asian Art Museum of San Francisco)
Dr. Seung Yeon Sang (Harvard Art Museums)

Dr. Sinéad Vilbar (The Cleveland Museum of Art)

Europe and Australia

Ms. Rachel Barclay (Oriental Museum, Durham University, UK)

Ms. Eline van den Berg (The Princessehof National Museum of Ceramics, Netherlands)
Dr. Rosina Buckland (National Museum of Scotland, UK)

Mr. Menno Fitski (Rijksmuseum, Netherlands)

Ms. Wioletta Laskowska-Smoczynska (Manggha Museum of Japanese Art and Technology, Poland)
Ms. Galina Pavlova (The State Russian Museum, Russia)

Ms. Anna Savelyeva (State Hermitage Museum, Russia)

Dr. Natalie Seiz (Art Gallery of New South Wales, Sydney, Australia)

Mr. Lucien Smith (Victoria and Albert Museum, UK)

Dr. Uta Werlich (Linden-Museum Stuttgart, Germany)

Ms. Cora Wiirmell (Porzellansammlung, Staatliche Kunstsammlungen Dresden, Germany)
Ms. Ainura Yusupova (The Pushkin State Museum of Fine Arts, Russia)
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Workshop, Day 1: Handling

2017/1/ 31(Tue.)
JUNE ST EE  Kyushu National Museum
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Mr. Hiroyuki Shimatani (Executive Director, Kyushu National
Museum)

AL A (Paiise) Handling workshop on ceramics
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Instructor: Ms. Chiaki Sakaida (Researcher, Planning Div., Curatorial Board, Kyushu National Museum)

SCALBAER A% (D)%)  Handling workshop on swords
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Instructor: Mr. Norifumi Mochizuki (Assistant Curator, Cultural Properties Div., Curatorial Board, Kyushu National Museum)
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Handling Workshop Summary: Ceramics

Chiaki Sakaida (Researcher, Planning Div., Curatorial Board, Kyushu National Museum)

In this workshop, rather than handling ceramics directly, participants learned through hands-on
experience how to tie strings around traditional boxes for objects, how to tie the drawstrings of shifuku
(pouches for tea caddies), and how to wrap the boxes with furoshiki (square cloths).

First I explained how Japan has an traditional culture of storing utensils in boxes and passing them
down through the generations, and how the boxes themselves, especially those for tea utensils, are highly
valued. I showed the participants three boxes nested inside one another to illustrate that whenever a
utensil changed hands, its new owner would add a larger box to encase the others.

After I demonstrated how to tie strings around the boxes, tie the drawstrings of shifuku, and wrap
the boxes in furoshiki, the participants practiced. There are four basic ways of trying strings around
boxes: yoho hidarikake, yoho migikake, tsuzura kake, and dohimo. 1 passed out instructions and divided the
participants into groups of three to practice these four basic methods. Participants also practiced wrapping
boxes in furoshiki as well as two methods of tying the drawstrings of shifuku: one for when the shifuku is
displayed (kazari tsuke) and another for when it is not in use (yasume himo).

In answer to a participant’s question about why boxes are wrapped in furoshiki, I explained that since
long ago, there has been a custom of wrapping valuable objects for storage. In addition, boxes for valuable
objects are wrapped to protect the boxes themselves, while multiple boxes with objects of the same set are
wrapped together to form a single bundle.

Many museums outside of Japan with collections of Japanese art store objects other than tea
utensils outside of their respective boxes. Many participants were therefore unfamiliar with the methods
introduced in the workshop and practiced eagerly. After the workshop, participants noted that the hands-
on approach was beneficial and that they would like to attend another similar workshop in the future. I
believe it would be meaningful to hold other hands-on workshops for foreign researchers of Japanese art
with content that is possible only in Japan.
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Handling Workshop Summary: Swords

Norifumi Mochizuki (Assistant Curator, Cultural Properties Div., Curatorial Board, Kyusu National Museum)

On this occasion, I gave a lecture on the handling of Japanese swords, which fall within the genre of
metalwork. I attempted to provide clear explanations that would stir the interest of the participants while
taking precautions to avoid accident or injury.

I carried out the demonstration and provided the explanations with the assistance of Masayuki
Shinmura, a curator in the Exchange Division. Melissa Rinne of the Kyoto National Museum was the
interpreter.

Two swords were used during this lecture. When demonstrating how swords are handled for storage
and exhibition, I used a modern sword created in the Showa era. When explaining the sword polishing
process, I used a new sword that the Museum commissioned from a sword maker and a sword polisher for
the purpose of hands-on tests for certifying curators.

Japanese swords must be handled with extreme caution during exhibition and storage procedures.
I covered important points regarding sheathing and unsheathing, and explained the process of applying
clove oil to the blade while taking questions from the participants. Next, together with Masayuki Shinmura,
I demonstrated how to pass a sword while explaining basic points such as the importance of verbal cues
and not pointing the cutting edge towards the recipient. I also explained the differences between fachi and
katana, as well as points to consider when exhibiting them.

It became clear during the seminar that because of the highly unique quality of Japanese swords within
Japanese art, museums abroad struggle with the task of handling them. I realized that it is important to
create an environment in which Japanese sword experts can provide guidance and cooperation with regards
to storage and exhibition, not just research and surveys.
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BIEAGRY  Izumiyama Jisekiba (Porcelain clay deposit), Arita
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Mr. Yukio Suzuta (Director, The Kyushu Ceramic Museum,
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B4tk vl Nishiyama Corporation Factory, Hasami
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Mr. Koyo Funai, Deputy Director, Imari City Board of Education, Lifelong Learning Division

K BSA MY PE  Nakazato Tarouemon Kiln, Karatsu
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Abridged Transcript

Kito: Good morning everyone. This is the feedback session, so we would be happy if you could share with

us your questions and comments regarding the program and also any requests for next year.

Tazawa: This is the third time we have held this program. We have been thinking about how we should
continue this project and also, in anticipation of the 2020 Tokyo Olympic and Paralympic Games, how we
should introduce Japanese culture overseas. At the Specialists’ Meeting it was mentioned that Japan’s
image in other countries consist of origami, the tea ceremony, manga, and anime. Is this OK for the future?
Or can we disseminate a new images of Japan while considering other countries’ viewpoints in anticipation
of the 2020 Olympic and Paralympic Games? I would like to ask what all of you think as you are involved in
work related to Japanese culture at your museums and are often the first people to serve as intermediaries

when your institutions are contacted from abroad.

Barclay: I am one of the general Asian art curators rather than a Japanese specialist and this is the
first visit to Japan for me. What I love about my job is that I am doing things about many different Asian
countries, such as China, Japan and Southeast Asian countries, but actually this program offered me an
opportunity to just focus on Japan and to learn so much. Particularly, the theme of this year, ceramics, is a
big focus for me at the moment, so it was wonderful. Other than the contents of the program itself, just the
time to spend with many other participants who are also interested in Japanese art and Japanese culture
and to talk with them over coffee, or in the evenings, to exchange information, was also great. There is so
much that I learned from both sides, which I can include in my teaching and activities I am doing at the
museum. I think the program was clearly well designed with extreme care and well-balanced, including
the wide range of things that we did, with no moment being wasted, which has just reinforced that I need
to come back to Japan to do so much more. I am enormously grateful to be involved and I think other
Asian art curators would feel the same. Sometimes, certain other Asian countries could dominate and it
is fantastic that Japan is doing a program like this and bringing people like me who are general Asian art
specialists, so that we have the time to really focus on Japanese art and think about that without anything

else getting in the way.

Werlich: I am also not a specialist in Japanese studies, but am in charge of East Asian cultures. I found the
workshop a fantastic opportunity to build up networks. I am really happy to be here and it was great to see
behind the scenes, because for someone like me who is not a Japanese speaker it would have been so hard
to travel to Arita by myself and to meet all these special craftsmen. Mr. Tazawa just talked about how Japan
could be represented in museums abroad. I think this is a big issue that we really should discuss, because,
in Germany, German people still may connect Japan with #kiyo-e, samurai, and geisha. How can we alter
these images of Japan and represent modern Japan? As an example, I will mention the recent case of Asian
studies in Germany - Japanese, Korean and Chinese studies. Korean studies were not that popular in the
past, but since the Korean Government invested so much money in promoting the studies, now they attract
more students than those who specialize in Chinese or Japanese studies. If the Japanese Government

would make the same investment, they might get the same output. The important thing is discussing how



you would like to have your country, Japan, represented abroad, especially with regard to the Olympic and

Paralympic Games in 2020.

Shimatani: Mount Fuji, geisha, and ukiyo-e — these are the three main things that Europe and the
United States associate with Japan, and this image continues to persist. The reason is that we have not
disseminated enough information on Japanese culture to Europe and the United States. For example, the
Agency for Cultural Affairs hold two overseas exhibitions on Japanese art per year — one in Europe or the
United States and another one in Asia, which means that each country has a Japanese art exhibition only
once every 10 years. This situation does not allow us to provide enough opportunities for non-Japanese
people to understand Japan. I think that 2020 will be a turning point. There will be major exhibitions in
Japan for the Olympic and Paralympic Games and this will be a turning point after which I would like to
plan exhibition in various countries including those in Europe, as well as the United States and Australia.
In connection with this, it would be ideal if we could create a system to attract more visitors to Japan before
and after the 2020. I would also like to share information with the outside world not in a disconnected way

but to have the relevant individuals in each country work together for something more powerful.

Kito: The theme of our symposium was the questions of how to “show” Japan. I would like to hear the
thoughts of our participants from the United States, Europe, and Australia. What did you feel as a result of

this program? Also, if you currently have any projects, please feel free to share them.

Yusupova: It was so nice to meet old and new colleagues in such a friendly atmosphere and exchange
ideas. I have to say that the network has surely started to work. We have exchanged our opinions and
information and I found it very important to enhance cooperation among the concerned parties. We had a
very successful exhibition of Raku ceramics at both the Hermitage Museum and Moscow. We are planning

a new special exhibition on Japanese art next year, which was proposed by the Russian Government.

Kito: Ms. Savelyeva from the Hermitage museum, how was the reception of the Raku exhibition held at
the Hermitage museum? And through that experience, how do you feel now about exhibitions of Japanese

art?

Savelyeva: First, let me thank the organizers for inviting me to this program. I have been hugely inspired
by the presentations given at the symposium, through examples of lighting, coloring, composition and
renovation executed at some other museums. I hope to apply some ideas to our future exhibitions. Coming
to Arita and Nabeshima with this workshop in Kyushu has been an invaluable experience for me, as I had
been wanting to visit these places for a long time. This experience will be related to our future exhibitions
planned at our museum. Almost every year we have a special exhibition on Japanese art. This year, I have
worked on two special exhibitions, one on netsuke and another one on the art from the Meiji era. Last year,
it was about Raku ceramics and for the next year it will be decorative art of the 20th century - the art of
tsuba from our huge collection of tsuba. What we can exhibit at our exhibitions hugely depends on what we

actually have in our collections.

Kito: Ms. Savelyeva just mentioned the workshop held in Kyushu. Let us return to this topic. Does anyone

have any other comments?
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Fitski: It was absolutely wonderful. I have been to Arita countless times but still I have learned so much

from the visit this time. It was really a first-class introduction and could not have been better.

Wiirmell: I have also been to Arita while I was still a student, but I have to say for me this visit was
absolutely thrilling. It was wonderful to see the original places where the porcelain in our collections
came from, the very place, Izumiyama Jisekiba, and also the kilns where they were fired. I hope to tell the
audiences of our collections about these impressive moments I experienced here. Giving some background
information on the objects, such as where in Japan the objects came from and how they were created,
should allow viewers to understand the objects on a deeper level. It was also thought-provoking to listen
to presentations on various exhibitions held at other museums and we might be able to utilize some ideas
at our museum. In the future, it would be very nice if we could have an exhibition focusing on a traditional

type of Japanese ceramic ware.

Laskowska-Smoczynska: I would like to point out two things. One thing is that, just as some other
participants have already mentioned, the workshop in Kyushu was wonderful. It was very interesting, not
only for people who came here for the first time, but also for those who are specialists and have already
visited here before. It was really well-planned and at the same time it was not over-packed, so I am really
thankful to the organizers. The other point is that I am so grateful to the organizers for inviting me to this
program, even though I am not a curator but am in charge of foreign relations. As for the point that Mr.
Tazawa previously mentioned, about how Japanese art should be introduced overseas, I would like to say
something from my viewpoint, about very practical things — what might be done even by smaller museums
like ours. Our institution is a very small one located in Poland, and for us it would be very difficult to bring
an art exhibition on ceramics from Japan, for example, which is way beyond our budget. However, if an
exhibition travels to Europe, let’s say to the UK or Germany, and then it comes to Poland, it should be
much easier for us to hold. This kind of plan would be really effective and also be an opportunity to show
people not only the geisha, Mount Fuji, and origami stuff, but something deeper. In Poland, especially
in the Krakow area, people already know these hackneyed stereotypes of Japan and are waiting for
something else through which they can understand Japanese art on a deeper level. Sharing information

through this network about art exhibition plans and so on would be extremely helpful for this purpose.

Kito: Actually, one of the main purposes of this program is just getting together to talk to each other

directly and share information. What do you think, Dr. Buckland?

Buckland: We were having a conversation last night to emphasize the emotional experiences. The
experience of staying in a Japanese style inn and eating Japanese food there, for example, is something
that people appreciate because it is an experience you can have only in Japan. Perhaps, more of that would
be wonderful. I have heard that the organizers were worried if people from outside Japan would not want
those experiences, such as sitting on the floor or sleeping in the Japanese style but I would like to ask you
not to hold back from exposing people to those kind of experiences, as these experiences are wonderful
for foreigners. The second thing that came into my head was that we do not always know well about the
collections of other museums, especially of the smaller institutions. I think it would have been better if

we were asked to prepare a short summary of our collections to share with all ahead of time. We did not



get enough homework before we came to Japan. As for the Specialists’ Meetings we had the other day, if
it were more structured, we could do more preparation beforehand and have been allowed to exchange
more information with each other. The third thing is that we all might contribute to the image of Japan
as samurai, geisha, and Mount Fuji. The traditional art, of the early modern period or even earlier, is a
very important part of our collections and I can access information on those areas of Japanese art and
culture. However, it is more difficult to find out information on contemporary Japanese art. Although this
is perhaps beyond the Tokyo National Museum'’s scope, it would be really interesting to know more about
contemporary artists in Japan and visit their studios. We saw two contemporary ceramic artists during
this visit, who are carrying on a very traditional lineage that goes back deep into history. We are certainly
hoping to emphasize to visitors in our museum that Japanese artistic creation is still very much alive today

in such a way.

Li: I just want to echo what a lot of my other colleagues said about how wonderful just being at this
symposium and workshop has been, especially for a person like me who is not a Japanese art specialist,
but a Chinese modern and contemporary art specialist. This was very eye-opening. I am just thinking
especially about going back to the idea of how to represent Japanese art abroad and in my case in the US,
where a lot of museums have only one specialist in the Asian art department. It is because of just practical
reasons — the size of the collection compared to the other parts of the collection and budgetary issues.
Thinking of how to reach out or represent Japan abroad is about thinking of the museums that might not
be in the huge metropolitan areas like New York, San Francisco, Chicago or Cleveland, because a lot of the
American population live outside of those cities and they go to the museums nearby, where there may be
only non-Japanese Asian art specialists. Therefore, knowing how to cooperate with such curators who have
to deal with multiple Asian countries is important. I have come to Japan for this program, have seen and
learned so much about Japanese Art and connected with many experts that I can communicate with in the
future, which has been significant for me, as the majority of our Asian art collection is Japanese. I think I
will have stronger motivation to create Japanese art focused exhibitions and programs at my institution.
Another point is how Japanese and Asian art in general are perceived. We have seen so many great
artists in Japan who are continuing their art practice carrying on traditions. It would be great to organize
exhibitions about how these traditions are living traditions that are still impacting Japanese society. We
are actually working on one exhibition focusing on kimono design in cooperation with a kimono house in
Kyoto that is at its preparatory phase right now in Worcester. Many people in the US love kimonos. They
may however understand kimonos as fashion associated with geisha. Working directly with a kimono
house, we are trying to show people the kimonos of today, how the kimono business is sustained, and the
future of kimono. I hope this exhibition will be an opportunity for the public to get them to think thinks

outside of their stereotypical images, such as kimono for geisha.

Smith: I have had a phenomenal time and it has been a first visit for me, the first of very many I can assure
you. If I had to pick just three highlights of the program, firstly, it would be the variety of activities and the
variety of places we have done and visited. The focus on spending time together at almost every available
opportunity has been truly invaluable as I am getting to meet everyone of you for the first time. The quality
of the interpretation and the dedication of our interpreters who ensure that every moment of the day we
are not left stranded or clueless or lost has been phenomenal, so my sincere thanks for all your hard work.

Just one point I would like to urge everyone as regards to exhibiting Japanese art and culture is not to
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underestimate the impact of one-off events. We have made a phenomenally successful program at the
V&A called “Friday Lates” where on the last Friday of every month we stay open until 10 pm and we can
attract 5000, 6000, 7000 people. We had one on Japan very recently and it was phenomenally successful.
It includes a series of performances, talks and workshops on Japan, a sake bar, and Japanese music. We
got an entirely different crowd, very youthful, very professional crowd and also the people who would not
otherwise have felt drawn to the collection. Getting them in through the doors is half the battle. Once
they are there, they are getting to see more contemporary aspects of Japanese cultures side by side with
our collection which is predominantly Edo and Meiji. The best thing about these events is that they can
be drawn together at relatively short notice, you can really draw on local expertise. You can also in many
cases find a local sponsor or someone willing to support because it is a one-off and the sums involved are
all modest. So really we found that these types of one-off events can be phenomenally successful and the
effects of them would be felt down the line for a very long time and especially in terms of introducing new

people. I would encourage everyone to really pursue those sorts of opportunities at every turn.

Bincsik: The program was really inspiring and I learned a lot by visiting the workshops and kilns. We,
the Metropolitan Museum of Art, are very fortunate having a large collection including not only paintings,
but also decorative arts. I however realized that certain aspects of our decorative art collections including
ceramics, lacquers, and textiles are not well-known and there is still a lot to do and learn, which is probably
going to be my work as a specialist of the decorative arts, so I do really appreciate that I was given this
opportunity to expand my expertise during this program. I would like to propose another issue for a future
discussion, which is about creating a collection. I am speaking especially in the case of New York and I
am not sure if it is the same in Europe, too, but in New York there is no next generation of Japanese art
collectors. One aspect is that the collecting patterns are changing. There are collectors who are focusing
on smaller areas, for instance only contemporary ceramics, paintings or archaeology, but we have no
longer collectors who build comprehensive Japanese art collections nor young people who would be willing
to work with us to develop new collections or new aspects of Japanese art. This relates to how we represent
contemporary Japan and its art, who will be the next generation of collectors, what is going to happen with
the existing collections, and how we are going to expand the scope of Japanese art. The third point I would
like to raise is that because we are dealing with very extensive collections, we do not have enough time
to do in-depth research for each object. We are sort of generalists and sometimes I feel that we cannot go
into depth. It would be really good for us to do more research and it is something we have to learn from
our Japanese colleagues who have more access to resources, libraries, and materials in Japan. It would
be extremely helpful if we could enhance the communication and cooperation between us on all kinds of

research and exhibition projects.

Sang: As you all may know, 2018 is 150th anniversary of the Meiji restoration. In Boston we are organizing
a major international symposium to commemorate that event, mostly with academic scholars. I would like

to know if any of you know any specific exhibitions planning for that event.

Barclay: We had certainly been planning something for 2020 and then were suddenly approached by
the embassy two months ago and asked if we could do something for 2018, so we are doing one which is
going to be our student exhibition. Every year the students who do museum studies create an exhibition at

Oriental Museum, Durham University. I am giving them that as their theme for 2018, so the students are



spending one year learning about Japan and its history and then have an exhibition on Japanese history in
the summer, which will be promoted by the embassy and the consulate as part of the program for the UK.
We have some lovely Japanese material, some from the Meiji era, in our collection that we can get out for

them and use that as a teaching exercise as well.

Vilbar: I also hope to do some small exhibition in 2018 at the Cleveland Museum of Art.

Yusupova: About Meiji exhibitions held in Russia — at the Hermitage Museum there is a huge exhibition
of decorative art of the Meiji era with 700 pieces from a Russian private collection, probably the biggest
collection in Russia, with which a full-volume catalogue has been published. In July 2017 at the Kremlin
Museum in Moscow, about 70 pieces from the Khalili collection in the Kremlin are going to be displayed
for the exhibition “Luxury of Imperial Japan: Works of art of the Meiji era from the collection of N.D.

Khalili”. They are also planning to publish a catalogue.

Kito: How about the Kyushu National Museum? Mr. Ito, executive vice director the Kyushu National
Museum, you have organized an exhibition about the expo. Do you have some ideas regarding the

anniversary of the Meiji restoration?

Ito: The Kyushu National Museum only goes up to the Edo period in its permanent exhibition, so we have
no planned exhibitions for the Meiji period so far. I once organized an exhibition on Japanese decorative
arts from the 19th century and for the research leading up to this exhibition I visited museums in the US
and Europe. The latter half of the 19th century was the period when the greatest number of Japanese art
objects were exported overseas, many of which are today in the holdings of the State Hermitage Museum,
the Metropolitan Museum of Art, and the Museum of Fine Arts, Boston, as well as other museums. In
many cases, they are not exhibited — they are in the back of the storage areas, so if you look into the back
of storage spaces, you may find some very interesting decorative arts from the 19th century and you will
perhaps be able to organize an exhibition on those objects. Recently, even in Japan, decorative arts of the
Meiji period are very popular. There are many elaborate works made with extremely fine techniques, and
this relates to why Japan is so highly regarded today. If you were to show this through an exhibition, I
think it would be an interesting opportunity to increase understanding of Japan. I would like to make one
more point. All of you have for a long time been introducing Japanese art to people who are unfamiliar
with Japanese culture. In contrast, we have been introducing this to Japanese who are already familiar
with Japanese culture. In recent years, however, we have also been striving to introduce foreign visitors
to Japanese culture and art. In accordance with a government policy, we are also providing multilingual
captions. But will doing a translation really communicate what is necessary to these visitors? I would like
to ask all of you how you communicate about Japanese culture and art with people who do not know the

cultural context.

Tazawa: Let me talk about a project we have done for last year. Last year at a feedback session just like
this I mentioned that we would be happy to help with sorting uncatalogued collections overseas. I then
travelled to the Hermitage Museum and the State Russian Museum and was shown a tremendous number
of works. I found collections that I hadn’t known about and also found many reproductions. In this way,

we can began to sort collections by viewing the actual objects and having a discussion. This year for the
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workshop we have visited kilns. This was originally proposed by Dr. Bincsik last year. The idea was that
although you may know that some ceramics in your collection are originally from Arita, it makes a big
difference to actually go and visit the place. We were in favor of this idea and with the cooperation of Ms.
Sakaida, who specializes in ceramics, we planning this workshop. Regarding the symposium, Mr. Smith
mentioned that there are various efforts being undertaken to introduce Japanese art in countries outside of
Japan. As Mr. Ito said, if participants shared these efforts, it could become a major theme for a symposium.

If there is anything concrete you would like to share, please do so.

Werlich: As the theme for the next workshop, I would propose textiles, especially kimonos, because they
are so attractive but they are not well understood. That would be extremely helpful if we could learn more

about Japanese textiles at the workshop.

Van den Berg: For me it is very interesting to look at how different kinds of arts in Japan have influenced
each other according to time periods. I think this program offered us a great opportunity to really learn

from one another and for me it has been an extremely good experience to be here and I am very thankful.

Bincsik: My suggestion is not short-term, but rather long-term. I found that we do not know enough about
Ryukyu or Okinawa and have very little publications, even though there are some Okinawa lacquer objects
and Bingata in our collections, so we sometimes have no clue when it comes to identifying the place of
production. I have also heard there are some specific techniques in Okinawa, such as bashofu. It would
be very interesting to focus on Okinawan culture, including decorative arts, architecture and paintings. I

understand going to Okinawa might cost us a lot but if it can be realized the program itself would be great.

Seiz: I think the trip to Japan has just been eye opening for me. I can now go home appreciating much
more of our Japanese ceramic collection. Actually, Japanese art was the first Asian art that we collected
in the late 1880s and it was Meiji ceramics from international exhibitions, which were held in Sydney and
Melbourne. These collections do not often get acknowledged as part of the greater research on Meiji
ceramics. Through those early exhibitions, the ceramics were dispersed amongst a number of museums
in Sydney and Melbourne. Ideally, I'd like to bring them together for a Meiji ceramics exhibition because
a number of pairs were disrupted. I really feel privileged to be amongst this group of people. Everyone is
interesting and unique and from you I have learned so much about Europe and America, about what your
institutions are doing with your Japanese collections. In Australia, we might get forgotten a little bit. We do
internal exhibitions from our own Japanese collections and I would love to bring a major exhibition from
Japan. Australians greatly appreciate Japanese art and so currently we have a number of contemporary
Japanese exhibitions, including a Miyajima (Tatsuo Miyajima) exhibition at the Museum of Contemporary
Art, in Sydney and Time, Light, Japan: Japanese art 1990s to now (works from our collection) presently on
show at the Art Gallery of New South Wales.

Galina Pavlova: This is my first visit to Japan. Last week I learned so much about this country and its
traditional art. Many thanks to the organizers of this wonderful program. As a curator of prints, next time

I would be very glad to get introduced to the process of engraving and printing #kiyo-e.

Kenmotsu: Speaking as someone who is perhaps soon to be a generalist of Asia in a given institution, but



really as a specialist of Japanese art, I appreciate the balance achieved in the visits that we've done and
also the immersive cultural experiences. The experience of sitting in a big room on the floor and having a
Japanese banquet style dinner or even traveling in a tourist bus through Japan offered an incredibly deep
cultural experience. At the same time, it was an extraordinary scholarly experience making intimate visits
to master craftsmen. Although I am not a specialist on ceramics, it has been incredibly eye opening for me
to see this.

Speaking also from the perspective of someone who is still at a junior stage of their career and is looking
forward, I think it’s incredibly important to continue bringing young scholars like me, because I think it
deepens our level of engagement with the culture, and with the specialist Japanese art network, which
is absolutely critical, but also with others who are specialists in other areas. Thinking about exhibition
strategies and in particular promoting Japanese culture abroad through Japanese art exhibitions,
presenting not just Japan-focused exhibitions, but Japan as a part of Asia can be very useful abroad,
because I think many people are interested in Asia as a whole and that would be a way to bring them to

Japan.

Vilbar: For the next time, can we focus on calligraphy as a theme?

Barclay: Visiting the kilns was fantastic, but I just wanted to mention the workshop at the Kyushu National
Museum on tying, which was the bane of my life. That was absolutely fantastic to be able to spend an hour
under the instruction of specialists doing the various different ways of tying the ties on the boxes and tea
caddies. I would like to request these kinds of workshops to be included for the future program. I have
already texted my colleagues saying that once I get back to work we are going to storage to tackle ribbons

on boxes together.

Kito: You should be able to impress your colleagues by tying and wrapping everything beautifully. This

workshop was actually organized by Ms. Sakaida. Could you give us a brief comment?

Sakaida: I have been very pleased to welcome you all to Kyushu. As some of you have already said, some
new ideas might come up not just from the program itself, but also when we have meals and tea together,
and these experience may be useful for our future work. I was consulted by the staff from the Tokyo
National Museum about how to plan this entire visit in Kyusyu, and I proposed Hasami as one of the places
to visit. Hasami is not often visited by people outside of Japan and even many specialists who have visited
the Arita area numerous times have never been to Hasami, like Mr. Fitzki, for example. I wanted to add
Hasami to the list because there you can see modern mass production at a factory, which is one aspect
of Japan that contrasts with the preservation of traditional culture. But there are still things that have
not been changed since the Edo period. I hoped to show you two aspects of Japan in this visit. We were
discussing how we can change stereotypical images of Japan that involve geisha, Mount Fuji, and ukiyo-e,
and for that we probably need to present these two contrasting sides. It might be difficult to do only with
the permanent collections but we could exhibit something deeper in connection with a theme at a special
exhibition. When you see how craftsmen work at their workshops, it is a totally different experience from
that of seeing a single piece of pottery at an exhibition. Someone mentioned “emotional experiences,” but
what you can feel, in addition to practical things such as techniques, is the way in which craftsmen tackle

their tasks and devote themselves to their work. On this occasion, I felt, together with everyone, that one
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important aspect is the question of how to express in words these really deep facets. Thank you again for

coming to Kyushu. I would like to continue this kind of exchange.

Kito: Ms. Yokoyama, do you wish to make any comments as a specialist of ceramics?

Yokoyama: | have been to both Arita and Karatsu numerous times but still I have discovered new things
through this trip with you. I have been very pleased to learn that ceramics are a genre that is of great
interest internationally. I think it was interesting that we could see many aspects within the history of
ceramics. For example, a Kkiln that has continued through the generations for 400 years, mass production,
as well as kilns that are reviving classical ceramics of official kilns that were discontinued. Mr. Ito says
that Japanese people truly love ceramics. For example, if you can recall our lunch yesterday, we had gratin
in a dish with a Karatsu-style design and our sashimi dish was a blue-and-white porcelain dish reminiscent
of kosometsuke. In this way, Japanese people select different types of ceramics for different dish. I imagine
all of you could feel how the Japanese have valued ceramics in their everyday lives and I hope that you will

remember this during your exhibitions.

Kito: From the organizer’s side, how about Mr. Wozny from Tokyo National Museum?

Wozny: I am excited about next year’s program so thank you for all these suggestions about what we could
do for the workshop and symposium. Of course, we are taking notes and will be submitting a report, so we’
11 take all of these suggestions into consideration and come up with another great program for next year, so

thank you.

Kito: Can we have another person from the organizer’s side for a brief comment?

Kusui: In the discussion today, we heard the keyword “Japanese art” many times, which in many cases
tends to be associated with things like #kiyo-e or netsuke. I was very pleased to hear someone mention
Ryukyu. Japan and Japanese culture is multi-faceted. I would very much like you to visit Ryukyu to
see their art and it would be great if we could do it through this kind of program in the future. There is
also another culture in the northern part of Japan, the culture of the Ainu people. In this way, Japan has

different “faces.” I do hope that you will be able to experience the diversity of Japan through this program.

Rinne: I wanted to just add a little PR in at the end. We are going to be holding the ICOM general
conference in Kyoto in 2019. There is a program planned where you meet colleagues from all different
museums, all over Europe, America, and other places. It really is an incredible experience, so I highly

recommend it.

Kito: I would like to thank all of our participants for this discussion. Taking this opportunity, I hope that

we will deepen our exchange in the future.
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Report on Overseas Survey of Japanese Art

Hiroyoshi Tazawa (Senior Curator, Research Div., Curatorial Research, Tokyo National Museum)

Much of Japanese art is now found abroad, with institutions such as the Museum of Fine Arts, Boston,
the British Museum, and the Guimet Museum of Asian Art employing curators who specialize in Japanese
art and possess extensive knowledge and experience. These curators manage the collections and conduct
research, communicating the allure of Japanese art through exhibitions and other introductions of the
works. In contrast, there are also collections of Japanese art, which, because of a lack of specialist staff and
the inability to deal with the broad diversity of genres, have not been sorted, introduced, or utilized. As the
first step to utilizing these artworks and increasing understanding of Japan abroad, we have begun to offer
our cooperation in identifying and sorting these underutilized collections. This fiscal year we conducted a
survey of ukiyo-e collections in Russia as suggested at the Curatorial Exchange Program last fiscal year.

Survey Overview

Duration: July 3-July 14, 2016

Participants: Ainura Yusupova (The Pushkin State Museum of Fine Arts), Hiroyoshi Tazawa (Tokyo
National Museum), Masako Tanabe (Chiba City Museum of Art), Katsura Washizu (Kyushu National
Museum; July 10-July 14)

Locations: The Pushkin State Museum of Fine Arts, the State Museum of Oriental Art, and the State
Tretyakov Gallery in Moscow; the Yaroslavl Art Museum in Yaroslavl; the Hermitage Museum and the
State Russian Museum in Saint Petersburg

The Pushkin State Museum of Fine Arts (July 4-5)

The Japanese painting and print collection of the Pushkin State Museum of Fine Arts consists largely
of works accumulated by the naval officer Sergey Nikolaevich Kitaev (b. 1864) around 1887-1896, during
stops in Japan. Because the core of the collection has already been surveyed by the International Research
Center for Japanese Studies and made available through a database, we examined a total of 121 individual,
unmounted works that were omitted from the survey. These included funpon and studies ranging from the
late Edo period to the early Meiji era, such as studies by Kawanabe Kyosai and Kishi Renzan; copies of
Ganku'’s works by Renzan in the forms of funpon and abbreviated ink paintings; studies and funpon by the
Hokusai school; and flower-and-bird studies by Mishima Shoso.

The State Museum of Oriental Art (July 6)

Japanese art is one of the primary genres at the State Museum of Oriental Art, which is the only
museum in Russia dedicated to East Asian art. Although sculptures, ceramics, armor, and other objects
are included in the Japanese collection, it consist mainly of paintings and prints. The paintings include pre-
modern works by artists such as Hasegawa Tohaku and Maruyama Okyo; modern paintings from the Meiji
to the early Showa eras by Yokoyama Taikan, Uemura Shoen, and others; and 3,000 prints ranging from
the late Edo period to the Meiji era. Works accumulated by the painter Pyotr Konchalovsky, the affluent
Sergey Stchoukine and Piotr Stchoukine, and the industrialist Shuto Sadamu, who was born in Oita, form
the core of the collection.

We surveyed 114 works from the Stchoukine collection. Almost entirely from the late Edo period, they
included drafts for book cover illustrations signed “Takai Ranzan Sensei Cho” and “Zen Hokusai Manji
Rojin” in red ink for the book Ehon Kobun Kokyo by Katsushika Hokusai; shikishiban-sized surimono prints
by Totoya Hokkei; hashira-e by Keisai Eisen and Utagawa Kunisada; and three-print series such as Ukiyo
Matahei Meiga no Homare. Works that have not been catalogued or published were in poor condition, and
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we believe many of these are reproduction from after the Edo period. This is most likely the result of these
works having been sorted from the rest at an earlier time.

The State Tretyakov Gallery (July 7)

The State Tretyakov Gallery, known for its collection of Russian art, also holds #kiyo-e prints
formerly owned by the avant-garde painter Mikhail Larionov (purchased in France in 1916) and Natalia
Goncharova. We surveyed 195 works from these collections, which consisted mainly of oban-sized nishiki-e
prints from the late Edo period and Meiji era. Sections removed from printed books such as Ehon Butai
Ogi by Katsukawa Shunsho as well as 21 Kabuki banzuke made between 1754 and 1777 by the Torii school
were also included. A significant number of shikishiban-sized surimono, including works by Hokusai, were
also among these collections. However, we believe that many of these works are reproductions.

Yaroslavl Art Museum (July 9)

The Yaroslavl Art Museum is located at the UNESCO World Heritage Site of Jaroslavl, an ancient
capital situated along the Volga River. The Japanese collection consist primarily of #kiyo-e donated by
Goino Tadashi. We surveyed 77 of the 116 ukiyo-e works, which included two chirimen-e and one modern
Japanese-style painting in the form of a hanging scroll. The rest were ukiyo-e prints. Two of these prints
were yakusha-e by Utagawa Kuniyoshi while the others were works by Toyokuni and his pupils, such as
yakusha-e by Utagawa Kunisada, the triptych Genji Junikagetsu no Uchi: Uzuki, and Seichu Oboshi Ichidai
Banashi. Many works from the series Genji Gojuyon Jo by the Second Generation Utagawa Kunisada were
also included, forming the core of the collection.

The Hermitage Museum (July 11)

Located in St. Petersburg, the Hermitage Museum is known for its collection of Western painting,
especially Italian art by masters such as Leonardo and Raphael. The architecture of the Museum is
designated as World Heritage. Included in the three million objects in its collection are over 10,000
Japanese works in genres such as ceramics, lacquerware, and netsuke, although there have been very few
opportunities to introduce these outside of Russia. The #kiyo-e print collection numbers approximately 1,500
works, many of which have been surveyed by the International Research Center for Japanese Studies, and
599 of which are included in the Center’s database.

Our survey focused on unpublished works, although we were able to see only a fraction of these
because of time constraints. Approximately 20 works already published in the Center’s catalogue,
including surimono by the Hokusai school, are of high quality and form an important part of the collection.
The 79 unpublished works that we examined included many nishiki-e by Kitagawa Utamaro, although a
large number of these were reproductions. We believe these had been sorted and separated at an earlier
time.

Works worthy of special mention include Saint Petersburg, which is thought to be a study for a print
meant for the emperor and empress. This study records how Saint Petersburg looked at the time, and
includes a church that is no longer extant.

The State Russian Museum (July 12)

At the State Russian Museum we surveyed 139 works from the prints genre. 114 of these included
woodblock-printed books such as Hokusai Manga although the core was formed by meisho-e by Utagawa
Hiroshige. The rest were works by Emil Orlik, who had studied Japanese woodblock printing techniques,
including a work showing the process of making #kiyo-e in three scenes (painter, carver, and printer), as
well as prints by the Russian painter Anna Ostroumova-Lebedeva, who was strongly influenced by ukiyo-e
prints and studied under Whistler, known for his role in Japonism.



Japanese prints included Tokaido Gojusantsugi: Hakone by Hiroshige and Fugaku Sanjurokkei:
Gotenyama by Hokusai. There were also prints with a focus on human figures such as yakusha-e by
Utagawa Kunisada, Ogura Nazorae Hyakunin Isshu by Hiroshige, and Chiyoda no Ooku by Yoshu
Chikanobu. However, landscape prints by Hiroshige formed the core, including 29 prints from Rokuju
Yoshu Meisho Zue, four from Meisho Edo Hyakkei, and four from Fuji Sanju Rokkeie, as well as eight works
from Edo Meisho Zue by the Second Generation Hiroshige.

Conclusion

This survey was centered on four of Russia’s greatest museums. There are numerous works in the
collections we examined but because of time constraints, we focused on those that are unpublished
and uncatalogued. These included a large number of reproductions, leading us to believe that they had
been sorted in the past to prevent them from being exhibited. In addition, we realized that a survey of
the masterpieces would also have been necessary in order to understand the nature of each collection.
Moreover, we realized that although some of the works had been dated and authenticated through optical
surveys, the works that had served as the “yardsticks” were reproductions. This survey was only the
beginning and covered only a small number of works. It would be ideal to conduct a full-scale survey next
year with more regard to equipment, personnel, time, and structure. We were also informed that there
are unpublished and uncatalogued works in Ukraine. Understanding the demand for these collections of
Japanese art and the influence that their works had may contribute significantly to the study of Japonism
and the perception of Japanese culture abroad.

v 7 EMifE T OFRE DT
Research at the State Russian Museum
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About the Website

A website for the Curatorial Exchange Program for Japanese Art Specialists in U.S. and European
Museums has been online since March 31, 2017 for the purpose of sharing the contents of this program
with the public, as well as providing the participants of the Specialists’ Meeting, Symposium, and
Workshop a platform for the exchange of information. (URL: www.japan-art.org)
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