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Toward the 50th Anniversary
Collectionl: Self/Action
Sachiko Shoji | Curator, The National Museum of Art, Osaka

The National Museum of Art, Osaka opened in 1977 in the former Expo
Museum of Fine Arts, located within Expo 70 Commemorative Park

in Suita, Osaka Prefecture. The museum relocated to a new building on
Nakanoshima in 2004, and in 2027 it will mark its 50th anniversary. As that
milestone approaches, the 2026 collection exhibition spans two installments,
drawing on the museum’s own holdings to revisit developments in art, and
the social and historical conditions that shaped them, in the years leading up
to the museum’s opening.

The museum has positioned itself as an institution focused on contemporary
art, collecting and exhibiting Japanese and international works produced pri-
marily from 1945 to the present. The collection, however, also includes works
made prior to this period. Every past age was, in its own time, contemporary,
and the art of today is built on the thought and creativity accumulated over
that long succession of present moments.

The Collection 1 exhibition spans the period from Paul Cézanne’s work of
the 1890s, the oldest in the collection, through the mid-1960s. In presenting
the art of these decades, we focus on the establishment and destabilization of
the artist as a singular “I” creating the work, and on shifts in the theory and
practice of the act of making. Drawing on landmark works from the muse-
um’s collection, the exhibition traces an art-historical narrative still subject to
reassessment and revision today.

1. Self and Creation

The oldest work in the museum’s collection is a painting by Paul Cézanne,
thought to date from around 1890. While drawing on the handling of

color that Impressionism had pioneered, the French painter is known for
constructing pictorial spaces unlike any that had gone before, by arranging
brushstrokes and color planes based on an analysis of form and structure. He
also questioned the conventions of beauty that governed the Salon (govern-
ment exhibitions) of his day and had by then ossified into empty formality.
He pursued a manner of painting rooted in his own sensation and experience,
imprinting his individuality on the work. Cézanne’s practice, which took the
painter’s own subjectivity and perception as its point of departure, came to
wide attention with a solo exhibition held in Paris in 1895. When a retro-
spective was held at the Salon d’Automne after his death, his name and his
works reached audiences around the world and exerted a profound influence
on younger generations of artists.

Cézanne’s geometric simplification of motif and composition, for instance,
together with his counsel to “treat nature by means of the cylinder, the
sphere and the cone,” became the theoretical underpinning of Cubism and
other abstract painting, while the Fauvists learned from his palette and use
of distortion. Henri Matisse called Cézanne “the master of us all,” and Pablo
Picasso described him as “the father of us all.” These tributes convey admira-
tion not only for his inquiry into form and space, but also for the innovative
spirit with which he defied convention and opened the way for individual
expression.

Before long, however, the agency of the creator, the “I” itself, would also be
called into question. Marcel Duchamp, who turned his attention to the in-
stitutions of art, conceived the readymade, and by presenting mass-produced
objects as works of art he questioned the very foundations of the creative act
and of authorship. Meanwhile, the Surrealists drew on dreams, the uncon-
scious, and chance, and through collaboration and other approaches they
unsettled the idea of a rational, unified self. What a work depicted was no
longer the only question that mattered in art. Who made it, and by what act,
were becoming equally central concerns.

2. Postwar Visions of Humanity
In 1945, World War II came to an end. Germany surrendered uncondition-

ally in May, and Japan surrendered after accepting the Potsdam Declaration
in August. In the defeated nation, under Allied occupation, the dismantling



of militarism and the work of democratization went forward. For artists this
meant release from wartime control and curtailment of artistic freedom.
Chimei Hamada, Nobuya Abe and Tamiji Kitagawa, among others, turned to
the language of Surrealism to render their experiences and memories of the
war years in painting. In 1946, artists opposed to militarism and bureaucracy,
and to government-sponsored exhibitions and academicism, founded the
artists’ association Nihon Bijutsukai, and the following year, 1947, saw the
start of the Japan Independent Exhibition, distinguished by its open, non-ju-
ried submission policy. In 1951, the Demokrato Artist Association formed in
Osaka, declaring its opposition to juried public exhibitions and countering
the authoritarianism of the art establishment in the name of unfettered cre-
ative practice. With Ei Q in a leadership role, it counted among its members
Tamiji Kitagawa, Shigeru Izumi, Tadashi Kato and Ay-O, with Toshiko
Uchima (Aohara) and On Kawara joining in 1953.

International artistic exchange, suspended during the war, gradually resumed
as well. In 1951, the Salon de Mai exhibition presented contemporary
European and American art in Japan for the first time since the war, and
Japanese participation in international exhibitions such as biennials became
possible once more. The Museum of Modern Art, Kamakura, Japan’s first
museum of modern art, opened its doors that same year. The conditions
surrounding art in Japan were changing profoundly.

At the same time, even as Article 9 of the Constitution of Japan proclaimed
the renunciation of war and refusal to maintain war potential, the outbreak of
the Korean War in 1950 set Japan, under the direction of the Allied Powers,
on the road to rearmament. The next year, the US-Japan Security Treaty was
concluded, the framework for a continued American military presence was
put in place, and the economy regained its vigor on the strength of demand
related to the Korean War. As politics became more intertwined with every-
day life, artists looked hard at the world around them. Hiroshi Katsuragawa,
Yutaka Bito, and Tatsuo Ikeda, for example, went to observe sites of social
struggle and practiced reportage painting, depicting the forces in power and
the people who stood against them. To paint the human figure was also a way
of responding to the present and engaging with the times.

In Europe and the US as well, amid the disruption of value systems during
the wartime and postwar years, artists urgently explored the fundamental
nature of human existence. The formal qualities of paintings by Jean Fautrier
and Jean Dubuffet, with their rough brushwork and thickly built-up surfaces,
would draw close interest as new movements took shape in art.

3. Informel and Action

After World War II, the art world’s center of gravity was shifting from Europe
to the United States. One cause lay in the Surrealists’ flight into American
exile in the early 1940s. Painters inspired by their methods began with writh-
ing, amorphous forms and gradually moved toward painting that centered
the artist’s gesture. Within this movement, known as Abstract Expressionism,
Jackson Pollock, who dripped and flung paint in broad, violent arcs, and
Willem de Kooning, with his loose improvisatory brushwork, came to be
recognized as leading practitioners of Action Painting.

Around the same time in France, a new mode of abstraction was taking
shape, departing from the geometric approach and turning toward the inner
workings of the human psyche. The critic Michel Tapi¢ found promise in
the materiality and the working methods of Jean Fautrier, Jean Dubuffet
and Wols, and framed these practices, together with the rapid brushwork
and gestures of a younger generation, as Art Informel. The works of Georges
Mathieu, Karel Appel, Hisao Domoto, Toshimitsu Imai, Lucio Fontana, and
others were presented in this context as well.

A concern with the act of making, and with materiality, had emerged in
Japan as well. In 1954, the artists of the Gutai Art Association, led by Jiro
Yoshihara, broke with received ideas and pushed the act of painting past its
usual bounds. Kazuo Shiraga, one of its members, turned his attention to the
viscosity of oil paint and painted with his feet as he slid across the canvas.

In 1956 and 1957, the “Exposition Internationale de lArt Actuel (Art of the
World Today)” surveyed these international developments in an exhibition
that traveled to Tokyo, Osaka, Kyoto, and Fukuoka. Art Informel painting
drew particular attention, becoming a craze that swept Japan’s art world.
Michel Tapié’s 1957 visit to Japan was a sensation, with the art press hanging
on his every word, and critics addressed the question of where Japanese art

stood internationally. Tapié¢ also brought Yoshihara, Shiraga, Atsuko Tanaka,
Sadamasa Motonaga and other Gutai artists, as well as Hideko Fukushima, to
international notice. However, the enthusiasm soon cooled. Japanese criti-
cism increasingly sought an art the country could call its own, and it spoke
of physicality and action in terms that sometimes tied them to masculinity.
Then, in the 1960s, Neo-Dadaism Organizers and Anti-Art emerged with

a new approach to action, and the very concept of creative expression came
into question.

4. Yozo Hamaguchi and Keiko Minami

The prints of Yozo Hamaguchi and Keiko Minami hold a singular place in
the museum’s collection. It contains more than 400 works by each, most of
them gifts, which together make up close to a tenth of the collection. The
1950s and carly 1960s, the subject of the third section, were the years when
the two of them came into their own as printmakers and earned lasting
recognition, and this was also when Japanese prints were beginning to attract
notice abroad. However, discourse on the history of modern and contempo-
rary Japanese art usually centers on painting, sculpture, and the avant-garde,
and despite all that was accomplished in printmaking, the story of the medi-
um often goes untold. The work of Hamaguchi and Minami offers a chance
to look again at that history.

5. The “Anti-Action” Perspective

The history of postwar Japanese art was shaped by the art criticism of

those years, and it has been told as a history of men, discussed in terms of
movements such as Art Informel and Action Painting. Were there, then, no
women among the artists? There were, and they were highly active at home
and abroad, earning notice and appearing frequently in magazines and other
media. In the male-dominated field of art criticism, however, their work was
usually discussed in light of the fact that a woman had made it, and rarely
received the appraisal it deserved. Further, as the central movements of post-
war art came to be described in terms of a masculine kind of action, women
artists were featured less often than men, and at times disappeared from view
altogether.

In response to the situation, the art historian Reiko Kokatsu, during her

time as a curator at the Tochigi Prefectural Museum of Fine Arts, orga-

nized the exhibitions “Japanese Women Artists Before and After World

War II, 1930s-1950s” (2001) and “Japanese Women Artists in Avant-garde
Movements, 1950-1975” (2005), presenting the work of many women artists.
The art historian Izumi Nakajima put forward the new concept of “Anti-
Action” in her 2019 book Anti-Action: Postwar Japanese Art and Women
Abrtists. Focusing on the work of Yayoi Kusama, Atsuko Tanaka, and Hideko
Fukushima, she examined male-centered discourse and criticism in postwar
art and the conditions of the time, and saw a response and a stance of re-
sistance in these artists’ practices. It is not that they abstained from action:
however, Kusama’s repetitive, minimal brush movements, Tanaka’s limited
compositional elements of circle and line and her use of industrial paint, and
Fukushima’s method of inking the mouths of bottles or cans and pressing
them down to stamp circular forms constitute approaches to action that de-
part from those celebrated in the movements and criticism of the day. “Anti-
Action: Artist-Women’s Challenges and Responses in Postwar Japan”, an exhi-
bition that aimed to review art history from the gender-studies perspective of
Nakajima’s book, was held from last autumn through this spring.

The final section fills two galleries with the work of Kusama, Tanaka,
Fukushima, and other women artists, made for the most part in the 1950s
and early 1960s. The aim is not to interpret these works in light of their
attribution to “women.” It is to look closely at how each artist worked, the
materials she chose, and the way she conceived the agency of the artist, and to
examine how the work positioned itself toward and responded to the art and
society of its time, as well as the strategies that governed its making. When
we reckon with how the narrative of art history has kept some of these artists
from view, a different picture of art may begin to emerge.'

(1]

The work of the artists in this section has not been adequately studied or written about, whether in
art-historical scholarship or in museum practice. For this reason, this section provides an individual
commentary on each artist to aid in understanding their development and the works on view. We
invite you to consult the books and catalogues in the reading arca as well.
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1. AR LA | Self and Creation

H—y e F YR 1839 |1906 |% 0 Udii c.1890 WF. 52 45.0 X 53.0 cm
Paul CEZANNE La préparation du banquet (Preparation for a Banquet) Oil on canvas
AV A-E35 % 1881 |1973 |#EAbfEH L4t 1905 Iy a2 NATNV R 70.5 X 52.0 cm
Pablo PICASSO Comédien et enfant (Comedian and Child) Gouache and pastel on cardboard
RAX—D D A5 1912 W, =FAv s 46.0 X 61.0 cm
Paysage aux Affiches (Landscape with Posters) Oil and enamel on canvas
JanPa - IVTY 1890 |1964 |y 1952 MF. 52 33.2 X 45.0 cm
Giorgio MORANDI Natura Morta (Still Life) Qil on canvas
WG (VA F—n-79%) 1886|1968  |Hi7zba i (£ 1925 #, i 142.0 % 123.0 cm
Tsuguharu FUJITA Reclining Nude (Dream) Qil on canvas
Fefati = 1898 1928 [»~—O ALl 1927 WF. 52 60.0 X 49.0 cm
Yuzo SAEKI The Entrance of the Bar Qil on canvas
5] 3 e e 1889 |1953 |FALiEFHO&K 1923 WF. 52 51.0 X 61.0 cm
Yasuo KUNIYOSHI The milk maid Qil on canvas
Yy )= BV TAVAF — 1866 [1944 |fzoHoiz 1929 R, A 69.8 X 48.7 cm
Wassily KANDINSKY Bild im Bild (Picture within Picture) Qil on cardboard
NN T2V 1887 [1968 |L.H.0.0.Q. 1919/64 FIRI S e, S 30.1 X 23.0cm
Marcel DUCHAMP Printed paper and pencil
=V A 1890 [1976 iﬁ@iﬁé 1920/77 CIFVINN=T YUt 21.1 X 37.5cm
Man RAY Elevage de poussitre Gelatin silver print
WO THEDR 1924/80 XIFVINN=T Y} 28.0 X 36.4cm
Séance de réve éveillé Gelatin silver print
ATF=N T2 HAD Gk 1920/71 IIAMATAT 46.0 x 58.7 X 23.0 cm
L'¢énigme d'Isidore Ducasse (The Enigma of Isidore Ducasse) Mixed media
=y I A TNV AL 1891 [1976 |Kd# 1927 WF. 52 80.0 x 100.0 cm
Max ERNST Forét grise Oil on canvas
Jax7-a—in 1903 (1972 | H¥ART #1 ¢.1960 IIAMATAT 37.5 X 9.5 X 255 cm
Joseph CORNELL Cassiopeia #1 Mixed media
Iy (NVR) TNT 1886 1966 |&y 7 H»Rdin 1960 Tavx 115.0 X 45.0 X
Jean(Hans) ARP Coupe ou Fruit (Bowl-Fruit) Bronze 39.0 cm
2. Wit D A4 | Postwar Visions of Humanity
BN 1917|2018 | #D4EJR B (R D » 1) 1951 Ly FVI TITFVE M 20.0 X 17.5 cm
Chimei HAMADA Elegy for a New Conscript Etching and aquatint on paper
(Under the Shadow of a Rifle Stand)
57 1954 Ty Fv7 MK 24.8 X 36.2cm
Landscape Etching on paper
B4R L& SR CH 1) 1954 9 FVI TITF VR 238 X 162cm
Elegy for a New Conscript (Sentinel) Etching and aquatint on paper
LA RHCE 1956 Ty F VS TITF 308 X 2L.6em
An Apparition Reviving Etching and aquqtint on paper
Wit 1958 Ty FVI TITFVE M 36.1 X 13.0 cm
Country Gentleman Etching and aquatint on paper
56 B A (5 300 1913 |1971 |#H 0¥k 1950 WF. Hsz 65.2 X 90.9 cm
Nobuya(Yoshibumi) ABE Song of Bones Oil on canvas
% 1922 (1995 | Dt] 1951 k. iz 53.0 X 41.0 cm
Shigeru IZUMI [Landscape] Qil on canvas
I IE 1926 2016 |#ovrzHmif%k 1954 ks, Hvoiz 72.6 X 60.5 cm
Tadashi KATO Wounded Self Portrait Qil on canvas
B 1931 LR [PUR . F7 il 585 ) 1955 . B 67.0 X 92.0 cm
AY-O Series "Midday, Overture, Appcarancc" Qil on board
KSR 1 1933 (1962 |#Dy>)—x- iz 1956 F, Hyosz 162.0 x 130.4 cm
Shigeo ISHII The Violence Series: Acrobatics Qil on canvas
HEISE 1924|2011 |#Bili 1959 W, sz 103.4 X 132.2cm
Hiroshi KATSURAGAWA Urban City Qil on canvas
T 1926|1998 | DZEIzoWwT 1961 W, sz 132.0 X 227.7 cm
Yutaka BITO About the Death of a Horse Qil on canvas
[ ARE S 1903|1979 |§§WiE[ 2710272 &Y HbERALE B IR Z0) 1954 Ty Fv7 K 8.8 X 6.8cm
Shuzo TAKIGUCHI Genesis (Tamiji KITAGAWA) Etching on paper
JeJnRK 1894 |1989 |from Illustrated book “Sphinx”
Tamiji KITAGAWA HWgET 27412 22]5) HADA74v 72 FEA) 1954 o5V 17.8 X 119 cm
}%}L 1911|1960 |The Sphinx in May (EI Q) Etching on paper
1;;?% 1922 11 from Illustrated book “Sphinx”
’, 922 1995 T 27as 7 2] X0 WEBE G 1954 =77 R 170 % 142 cm
Shigeru IZUMI . ; .
Drowsiness (Shigeru IZUMI) Etching on paper
g IE 1926 |2016 f 1 d book “Sphinx”
Tadashi KATO from Hluserared book “Sphinx _
FIHLILSEA 1921 |1994 |FFWidE[ 274272 %Y) AR 5 1 (IIHETE) 1954 o Fvs M 12.0 X 12.0 cm
Kojin TONEYAMA Stone Laughed (Tadashi KATO) Etching on paper
W GEE #T 1918 |2000 |from Illustrated book “Sphinx”
Toshiko UCHIMA MR T 27472 XY RS O Bl CRIARILSE A) 1954 Vo7 HE 18.1 X 11.6 cm
(AOHARA) Fairy’s Distance (Kojin TONEYAMA) Lithograph on paper
from Illustrated book “Sphinx”
W 274v 7 2] 8)  faOBE GFEET) 1954 AR HE 16.6 X 15.7 cm
Fish’s Desire (Toshiko AOHARA) Woodcut on paper
from Illustrated book “Sphinx”
FAR I 1930 |2012 |#iE kS o TIHRMRETELTIH 1961 CIFVINAR=T )} 34.8 X 32.0cm
Shomei TOMATSU A bottle that was melted by the heat waves and fires Gelatin silver print
TAZ7MEL B 1960 CITFVINN=F YU} 30.7 % 28.8 cm
Asphalt 1, Tokyo Gelatin silver print
VeSS AV $ 1960 CITFVINN=F YU} 33.8 X 33.6cm
Asphalt 2, Tokyo Gelatin silver print
BER R 1964 Fe @ BG5S 30.1 X 41.2 cm
Ruinous Gardens, Tokyo Chromogenic print
BER R 1964 Fe BT N 27.5 X 35.0 cm

Ruinous Gardens, Tokyo

Chromogenic print
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e H LA 1928 (2020 |idaft (MoKl > )—xLH) 1955 Av7 KB, av T Ml 38.5 X 29.0 cm
Tatsuo IKEDA Genealogy of Monsters Series: Monument Ink, watercolor and conte on paper
e 1955 A7 KF. 37.7 % 29.0 cm
Enterprise Ink and watercolor on paper
wELD 1957 Av 7 KE. 26.4 X 363 cm
Creature Ink and watercolor on paper
SYNQE- 1 P A S )] 1958 Av7 KB M 29.2 X 375 cm
Document of Birds and Beasts Series: Two Persons Ink and watercolor on paper
T J5 1932|2014 |FDRIFMEINoO.1 [#a1 & AR 1958 FIR, % 72.6 X S1.2cm
On KAWARA Printed Painting No.1 “La peinture et 'humain” Printing on paper
FIRI#2MINo.2 [Wwiv$ s 1958 FIVR, #E 764 X Sl.4cm
Printed Painting No.2 “Tattoo” Printing on paper
DA E R WES 1898|1964 | ANT{OUHS 1944 WF. Hvs2Ize YV PSR 64.0 X 54.0 cm
Jean FAUTRIER Téte d’otage Oil on paper mounted on canvas
VA NVA 1913|1951 |HhBk 1947 WM. sz 32.5 X 45.0 cm
WOLS Composition Oil on canvas
JxYFalay = 1901 (1985 |Mithi 1949 FLIENE DA 89.0 X 116.0 cm
Jean DUBUFFET Nuit Joyeuse (Joyous Night) Qil on canvas
PSRNV T ARy TA 1901 |1966 |% 1956 R, Hos 2 101.6 X 81.3 cm
Alberto GIACOMETTI Homme Qil on canvas
HVN TV 1921 |2006 |#EZOH&W 1952 MF. Hv A 150.0 x 120.0 cm
Karel APPEL Encounter at the Beach Qil on canvas
3. 7y 7avANVLE T2 | Informel and Action
E=YRA VAR 1912|1962 |Nun 1959 TIINV(RTF) HsA 249.0 X 351.0 cm
Morris LOUIS Acrylic (Magna) on canvas
VAV T I—=v T 1904 [1997 |7k 1970 WF . M, B2 107.0 X 81.0 cm
Willem DE KOONING Water Oil on paper and canvas
JanTar=FV 1921 [2012 | [#&&] 1957 WF. 52 117.5 X 57.0 cm
Georges MATHIEU [No Title] Qil on canvas
YA byt 7Y — 1928 (2011 |=ZXTD10HDO#H 1963 $HEE zvay M. sz 100.0 X 104.1 cm
Cy TWOMBLY 10 Days Wait at Mugda Pencil, crayon and oil on canvas
1559 BB 1907 1979 [T (1) 1960 WF. 52 89.0 X 115.0 cm
Masao TSURUOKA Figure I Oil on canvas
P v — % — G fiA) 1920 (2013 | [#&&] 1960 KF . M 40.0 X 55.5cm
ZAO Wou-Ki [No Title] Watercolor on paper
AR 1928 [2013 | [f&i] 1960 WF. 52 72.5 % 100.0 cm
Hisao DOMOTO [No Title] Qil on canvas
HIH 1919 [1996 |f# 1960 WF. 52 195.0 X 130.0 cm
Kumi SUGAI Samurai Qil on canvas
I bA— 1916|1985 | & 1956 N 187.0 x 178.0 cm
Yuichi INOUE Gutetsu (Throughgoing Folly) Sumi on paper
A4 1914|1994 |Sinking Spaces 1959 WM. Hos A 145.5 x 130.5 cm
Tadashi SUGIMATA Qil on canvas
4 It 1928 2002 |l 1957 WF. 52 199.5 x 600.0 cm
Toshimitsu IMAI Chaos Oil on canvas
WA G = 1928 |2013 |[fEfh 1959 WF. 52 160.0 X 129.0 cm
Shozo SHIMAMOTO Work Oil on canvas
HER R 1905 |1972 |fE 1963 WF. 52 130.0 X 194.0 cm
Jiro YOSHIHARA Untitled Qil on canvas
%21 1924|2008 |KieR %578 1959 WH. HovA 182.0 X 272.5 cm
Kazuo SHIRAGA Tenyusei Hyoshito Oil on canvas
JEAKSEIE 1922|2011 |[fEfh 1961 WF. Hvo52 184.0 X 53.5cm
Sadamasa MOTONAGA Work Oil on canvas
AT 1937 Bt 65-24 1965 e=— VAN X2 V) =7 . 72V, o8 (1833 X 137.4cm
Takesada MATSUTANI Propagation 65-24 AL A
Vinyl relief, oil and acrylic paint on canvas
and plywood
ERE=] 1940 2012 |7Z7vav-74—nF 1964 PN S2A 185.0 X 270.0 cm
Keiji USAMI Action Field Qil on canvas
Eeyilimve Wil 1923 2004 |1 1956 Tavx 80.0 X 70.0 X 60.0 cm
Bushiro MORI Work Bronze
i ) 2 1936 [2023 |44 1961 BEMEOR. $t, ST L) #) = F vy 125.0 x 100.0
Michio FUKUOKA Accumulation Waste material (wood, wire and nail, etc.) 100.0 cm
and polyethylen
¥ru-=yy—= 1933|1963 |##13.22m 1959 Av 7 KRR 24.0 X 1322.0 cm
Piero MANZONI Line 13.22m Ink on paper and cardboard
7Y A 1935 (2020 |@wihrzd 1958 fi. Rv¥ Foh— u—7 i 25.0 X ¢ 11.5cm
CHRISTO Wrapped Cans Fabric, paint, laquer, rope and tin cans
IV TAVTY— 1925 (1991 |59 1963 e ITALATHT 41.0 X 36.0 X 18.0 cm
Jean TINGUELY Grasshopper Iron and mixed medea
LAY 1932 2026 |iH(3) 1962 WME. Ha— HR 80.5 X 65.7 cm
Hiroshi NAKAMURA Well of Blood (3) Oil and cashew on canvas
R 1904|2001 {8 G 1962 k. A 1822 X 121.3 cm
Yoshishige SAITO Work (Red) Oil on plywood
IS 1902|1983 |5t 1965 M. A 182.0 X 273.0 cm
Takeo YAMAGUCHI Kei (Scene) Oil on plywood
N—Fa-TxVR) 1899 |1968 |ZzRiMa. Hife 1962 ARPEGH], sz 100.0 % 81.0 cm
Lucio FONTANA Concetto spaziale, Attese Water-based paint on canvas
=—7-FEe— 1890 |1976 |#® 1954 Fv7 M 44.5 x 29.8 cm
Mark TOBEY Night Tempera on paper
B 1911 |1960 |%# 1959 WF. Hvo52 97.0 X 130.0 cm
EiQ Spring Oil on canvas
AR 1936 1998 | #i(No.16) 1961-62 M. Ty I —. KK 22.0 X 27.3 X 1.2cm
Jiro TAKAMATSU Point No.16 String and lacquer on wood board
TR 1935|1990 |(»~F=v7 [IKEW] FRHBEWE G 19584 1958 XIFUINNS—T VU 45.0 X 38.6cm
Tetsumi KUDO Happening “Anti-Art” Mimatsu Shobo Gallery, Tokyo, 1958 Gelatin silver print on wood
AVEEFHOHBR I 19614 1961 ¥IFINS=F YU+ M 45.0 X 35.6cm
Portrait of Impotence Philosopher, Tokyo, 1961 Gelatin silver print on wood
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Eldwe 4 1919|1988  |f#fh 62-303 1962 HIA M. ANV 103.0 X 72.6 cm
Insik QUAC Work 62-303 Glass and oil on panel
fiE5162-701 1962 # AR KL T, s A 455 x 181.5cm
Work 62-701 Glass, newspaper, paint on panel
(163 K] c1962-63 | FFA M, S Av 19.0 X 27.0 X 2.5cm
[Work 63 Vermilion] Glass and oil on panel
(63 ) c1962-63 | #FA M, S Av 19.0 X 27.0 X 2.5 cm
[Work 63 Black] Glass and oil on panel
63 ] c1962-63 | #FA M, ~Av 19.0 X 27.0 X 2.5 cm
[Work 63 White] Glass and oil on panel
Work 1963 FTA 61.0 X 61.0 cm
Glass
Untitled 1967 AIHE 82.0 X 82.0 cm
Japanese paper
BT 1936 Work 62-45 1962 . KBLE ) 182.0 X 136.0 cm
Yukihisa ISOBE Oil and marble powder on board
A 1935 (2020 | wv—vvh c.1963 ITAMATHT 79.7 X 107.5 X 9.0 cm
Mokuma KIKUHATA Roulette (zF2v, <vx R gHe M A)
Mixed media (Enamel, paint, wooden pulley,
wire, pencil and paper on wood)
ZARE M 1938 [1978 |EAR 1972 TNIZVL 70.0 X 43.0 X 13.0 cm
Tomio MIKI Aluminum
FENMELE 1936 (2010 |HUAEWE LTSN T4y riy 1958-59 2 AV M FARY  ERSNIIARR. 166.0 x 107.7 X
Shusaku ARAKAWA Einstein Between Matter's Structure and Faintest Sound RY L 2TV KK (B(DA)  ARF 21.0cm
Cclnent, cotton, ny[on, P(linted cotton,
polyester cloth and wood chips in woodenbox
i ) 2 1936 (2023 |gvzosv—v 1965 A G, R zFvy K wa—7 L Fosa 2200 % 130.0 %
Michio FUKUOKA Pink Balloon Paint on plaster, polyethylen, wood, rope, leather |52.0 cm
and canvas
4 TN =LHAET | Yozo Hamaguchi and Keiko Minami
W= 1909 (2000 | % 1951 EVA AN 8.7 X 10.7 cm
Yozo HAMAGUCHI Canal Mezzotint on paper
24 VI AR 1954 EVA AN i 28.8 X 28.7 cm
Spanish Oil Bottle Mezzotint on paper
ITY— 1954 VAN 28.8 x 28.8 cm
Gypsies Mezzotint on paper
RY DR 1956 HT=ATF VA 18.3 X 18.4cm
Roofs of Paris Color mezzotint on paper
RELLREILVEY 1957 AIF M 29.4 X 344 cm
Pitcher, Grapes and Lemon Mezzotint on paper
E a4 1960 VAN i 29.5 X 443 cm
Cabbage Mezzotint on paper
1403{6A13 1966 HT7—=ATF M 52.3 X 244 cm
Fourteen Cherries Color mezzotint on paper
AT 1911 2004 |[3¢AHEK] 1954 Ty Fv7 273 X 21.2cm
Keiko MINAMI [Owl and Woman] Etching on paper
H 1954 Ty Fv7 32.7 X 242 cm
Moon Etching on paper
BIA 1954 Ty Fv7 39.2 X 29.1cm
Tree Etching on paper
B TOkS's 1957 ZyFVT K 29.6 X 29.3 cm
Shephered Etching on paper
TFHoA 1958 Ty Fv7 MK 29.0 X 29.0 cm
Tree of Peace Etching on paper
220y 1961 Ty Fv7 M 39.0 X 28.2cm
Two Towns Etching on paper
2ANDH LT 1967 Ty Fv7 MK 34.0 X 29.5 cm
Two Girls and Flowers Etching on paper
ANYDREM MR RO HE 325 X 252 cm
Roof in Paris n.d. Papercut on paper
B33 53| HEERY |77y va # 30.5 X 46.0 cm
[Woman, Bird and Scenery] n.d. Gouache on paper
5. [7vF-727vav | DBLRHG | The “Anti-Action” Perspective
i 5 4 1929 AvbTXaiav—vav 1958 W, sz 162.0 X 390.0 cm
Yayoi KUSAMA Net Accumulation Qil on canvas
H T 1932|2005 | HuskM 1965-69 C=— VR TIIN F YA 3315 X 245.5cm
Atsuko TANAKA Gate of Hell Vinyl paint and acrylic on canvas
13 (1) 1956 rvay fi 110.0 x 77.0 cm
Untitled(1) Crayon, paper
118 (2) 1956 rvay fi 110.0 x 77.0 cm
Untitled(2) Crayon, paper
R (3) 1956 rvay 110.0 X 77.0 cm
Untitled(3) Crayon, paper
R (9 1956 rvay i 110.0 X 77.0 cm
Untitled(4) Crayon, paper
1638 (5) 1956 rvay fi 110.0 x 77.0 cm
Untitled(5) Crayon, paper
115 (6) 1956 rvay #i 110.0 x 77.0 cm
Untitled(6) Crayon, paper
10 (7) 1956 svay i 110.0 X 77.0cm
Untitled(7) Crayon, paper
R (9) 1956 K. 7vay i 110.0 X 77.0 cm
Untitled(9) Watercolor, crayon, paper

O = KB Z K5 it | Collection of Osaka Nakanoshima Museum of Art
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K3k 1923|2001 |FFiHETGUTAIPHOTOGRAPH 1956-1957] &Y 1956 XIFVINN=T )/} 31.5 X 20.7 cm
Kiyoji OTSUJI H e T CRESUIRD Gelatin silver print
Atsuko Tanaka, Denkifuku (Electric dress) from Portfolio
"Gutai Photograph 1956-1957"
HHHEIGUTAI PHOTOGRAPH 1956-1957] &Y 1956 CITFVINN=F YU} 31.5 X 20.7 cm
R BT CRE AU Gelatin silver print
Atsuko Tanaka, Denkifuku (Electric dress) from Portfolio
"Gutai Photograph 1956-1957"
HIAETGUTAI PHOTOGRAPH 1956-19571 &Y 1956 KIFVINN=T )/} 31.4 X 20.6 cm
H T GRS Gelatin silver print
Atsuko Tanaka, Denkifuku (Electric dress) from Portfolio
"Gutai Photograph 1956-1957"
HHHE[GUTAI PHOTOGRAPH 1956-1957] &Y 1957 CIFVINAR=T )} 20.6 X 31.3cm
H 37 A IR Gelatin silver print
Atsuko Tanaka, Butai Fuku (Fantastic garments for the
stage) from Portfolio "Gutai Photograph 1956-1957"
HIAETGUTAI PHOTOGRAPH 1956-19571 &Y 1957 CIFVINN=T )/} 20.6 X 31.4cm
T BB D Gelatin silver print
Atsuko Tanaka, Butai Fuku (Fantastic garments for the
stage) from Portfolio "Gutai Photograph 1956-1957"
FHHEIGUTAI PHOTOGRAPH 1956-19571 &Y 1957 CITFVINN=F YU} 20.7 X 31.4cm
H TS H IR Gelatin silver print
Atsuko Tanaka, Butai Fuku (Fantastic garments for the
stage) from Portfolio "Gutai Photograph 1956-1957"
W H T 1927 1997 |Work 10 1963 W, sz 145.3 X 97.6 cm
Hideko FUKUSHIMA Oil on canvas
JaTr v Iy Fav 1925 1992 |BEE 1L 1966 WM. sz 55.0 X 46.5 cm
Joan MITCHELL Vista IT Qil on canvas
TR IR # ik 1924|1966 | [#fi2 Dt ] ¥l &) 1956 u—ryeta K 194.0 x 130.3 cm
Saori AKUTAGAWA From a Myth “The Birth of Gods” Batik on cotton cloth
(MADOKORO)
HE25E L+ 1928 (2015 |#E c.1955 AL 165.5 X 89.5 cm
Fujiko SHIRAGA Untitled Japanese paper
11iF 2 25 1925 [2019 |Work 1960 W, =FAv, s 165.0 X 131.0 cm
Tsuruko YAMAZAKI Oil and enamel on canvas
LoriT 1939 L 1966 WE. 7V %, F@AFa—n 130.0 % 130.0 cm
Kumiko IMANAKA Red and Yellow Oil, tinplate and styrofoam
H#BeF 1933 (2024 |¥=F&xrn/3ab 1950s WF. 7277 v F AR 182.8 X 183.2 cm
Mitsuko TABE Yamato Takeru no Mikoto Oil and asphalt on wooden panel
LR 1923|2015 |[fE&h R 1960 Wk, sz 130.0 X 194.0 cm
Kinuko EMI Work R Oil on canvas
v T 1913 2015 |Microcosm VII 1961 WF. 52 130.5 X 162.0 cm
Tazuko TANAKA Oil on canvas
Microcosm IX 1961 WF. 52 130.5 X 162.0 cm
Qil on canvas
HET 1929 |2014 |fEdh 1958 WF. 52 90.5 X 116.5 cm
Aiko MIYAWAKI Work 5 Qil on canvas
R 1961 WF. Hvo52 73.5 X 117.5 cm
Work Qil on canvas
i 1961 WF. Hvo52 96.0 X 96.0 cm
Work Qil on canvas
N—=ATHY 1926 (2013 |68 (S.317. By, hFBIIB C I HE R LB D LY H (c.1965 S B SR 208.4 x 208.0 x
Ruth ASAWA YAMZ R Sk 2L RV YO Copper weld wire 35.0cm
Untitled (S.317, Wall-Mounted Tied-Wire, Open-Center,
Five-Pointed Star with Overlapping Branches)
i W ek (FH) 1938 ZYFVA Ry I A 1963/90 #. ey RH 8.0 X 15.6 X 15.0cm
Mieko(Chieko) SHIOMI Endless Box Paper, nylon and wooden box
HMD & 65 1940 1969 |1 1966-67 WM. a7 =2, Hvosa 162.0 X 130.0 cm
Akirako TAHATA Work Oil and collage on canvas
i 1967-68 WM. sz 130.0 X 162.0 cm
Work Oil on canvas
i 1967-68 WM. sz 162.0 X 130.0 cm
Work Oil on canvas
i 1967-68 WM. sz 145.0 X 112.0 cm
Work Oil on canvas
BARAT 1940 B 505 1963 zvay Av7 KECHE, I, A ~=YH  |130.8 X 97.2cm
Kikuko MORIMOTO A Benevolent Opposite Dream Crayon, ink, watercolor, mineral pigment, oil, and
pencil on plywood
s 1963 Wk, 7vay e Bk KB, =% 183.4 x 138.4cm
Transformation Oil, crayon, pencil, pigment and watercolor on
plywood
ZxFFT T 1930 2002 |7#nEAY 1977 TPV REEE, AT, T TAF 97 384 % 220 X 12.0cm
Niki de SAINT PHALLE Adam and Eve Acrylic, colored pencil, pastel and plastic
Hh%ET 1929 (2014 [9250 1981 AT VVAARF—IV FAXT R
Aiko MIYAWAKI Utsurohi; A Moment of Movement Stainless steel Dimensions variable

H R | Permanent Installation

=)/ =)—= 1901 |1980 |Hi¥ 1949 Tavx R 174.0 X 48.0 X
Marino MARINI Dancer Bronze, polychromed 42.0 cm

NY)— LT 1898 [1986 |F47-xzv¥ 1961/76 Tavx 358.0 X 140.0 x
Henry MOORE Large Standing Figure: Knife Edge Bronze 120.0 cm

FVIF K= a— K — 1898 [1976 |mvFv 1962 TNI=YL AF =N Tl 450.0 X 990.0 cm
Alexander CALDER London Painted sheet aluminium and steel rod

Jarveim 1893|1983 |#EHO%V 1969 Fg i (64040 500.0 X 1200.0 cm
Joan MIRO Innocent Laughter Ceramic tiles (640 pieces)

RIRAJCEE 1936 [1998 |3 1977 FIYN TN A 300.0 X 1245.0 cm
Jiro TAKAMATSU Shadow Acrylic on canvas

ZH LA 1969 Fa—Yy7 2006 ] FAXWLE
Yoshihiro SUDA Tulip Painted on wood Dimensions variable
=7V K—2 1968 [ANYAR XY §:4 2015-16 Tuvx, # 233.0 % 283.0 %

Mark MANDERS

Dry Clay Head

Painted bronze

155.0 cm




