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The Arrival of the Sowthern Barbarians <Before treatment> Left screen, fifth and sixth panels
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PPaint was peeling on account of the coating substance and the lining of the painting was exposed

. ~% 0

4 PNV R, e RIS 35
(After treatment>



24

2 A o PR
PR

(B = T L
SIS )

{4 MCACI Lt o 2 AR B Sl AL
WOl 864/860 R FANWENLY T LA - F A - LA Ay
el T CEHLEAE
] E
(W PRCI29E 6 H ~ PR 1445 3 HoR
M Uegir A M BP0 13- 9 O[] PR i A i s

PR >k

Ik
At Ity
(LT it 153.8cm fit 357, 6cm #E  153.5em f{ 357.6cm
B A Mt 170.0cm fif 374.9cm #E - 170.0em R 375, 6em
LB 1.5em YR 1.5em
by #iE 166.7em A 61.9em #E 166.7em B{ 61.9em (F5hi)

I 1k /5 B i
U i b RS

Kt Wi SERCE
LE SIS fiy R
& H Mty CEscm R sk
HATHHC JJLeHC  REAC
SN DA Ryl &genEn

il

1. Mg eks LR, A, SR, BSL XMoo —F 4 » ZP3TEN, ZhHHKETY
MDLEDTHVWHIRER LHLS,

L DI —TF 4 ZONEE RSN BB OREE, IO b Rl W b i, T LTw A,

. BROEEORICEE L SAEEE LN TW 5,

. ARMURHEB RO Az, B 2 A L T e Wi S T v b,

. AR T B,

. KikOMHED AL L TRz . RT3,

(=2 T 52 TR - S B ]




fEB 25

7. BHADW DS AN T 48005008 ) Bz W 5L s,
8. Emp->TEM (F 6 =2H) O TR LTwS
9. AHHhA, R 72 L) I2hHTw b,

ERZR DRI
B

A Hidle
27 ] #E 153, 6cm it 359.1cm #E  153.6cm i 359.1cm
L7 it 171.8cm fiig 376.9em it 171.8cm it 376.9em
BB 1. 7em WiAZ  1.8em YLE 1.7em WiAZ 1. 8em
R it 168.5cm g 62.1cm it 168.5em il 62.1em (%)

B fis BRG] & ] &
FH Ak I TR L RN RO
P SN | Al V2 N w0 |
[F S 4 5 CHEnCHl RS
WA ) RO S AR
& A LT
RIRA D W& — BT CROlHE SR E—)
SHIHHC DLUEHC  FEHC (Rl )
REGEHC  AEHC (RSIEUE )
IESS FEA D HERHC (A ITIE g Ing)
AREDR S CURL D ATRED o ST, SIS 2, Waf, PRI, RSHNT. BFIEY)

A\

LU HINIHC (Hy g0 ﬁ'.':r'ﬂ' i)
HRED . SEHN MINTHE (R BN fif efad)
TS 2 HUTIAG (B 0L fil J'"i!_l)
N T HEHE  CRBaIINY A i)

RREIMT, BRI RS (RN A L)
MDA BURER  URKEC G S5 HASED
RBERD CERILET )
R BHRKIAZER SO B GOt iEDEY)

RS TR

1. @ - sk
1) AMOIRIEZ A - iChk L, BRI 0 TULHRGE & 17 - 72,
2) =7 4 ¥ 7O B AGSUEMBFRATIZ R W Tirb i, £OMK I —F 1 » 72 BRET B U
SLTTR F /'E'{,UHT-’S kb bz,
LRI & 2 AR R O BR L (3, SRR AT I v T 4O SR BIFSE i O f8 o AT



26

=72,
2. Wk JERE o0 fiit A
1) WSRO —F 4 v ZRlETX b A2 TRE L2, MRL, BET sz,
2) RWHMICE I 252 TR AL 72,
3. DR —TF 4 o T
1) 2=74 »7DH LIS HEMENT, ZO 06T FrRi@ USRS TEAGL, 2—T 1>
71 Z ARSI I S TR L7z, #EMOBSICi E ~ /oo —7 4 > ZHlOIEBrziZ, 7T
N R G EAE R R REATT L S Ly SSRGS IR D B L, {ERELT 2 i D K L TET 5 72,
2) =T 4 7RO LT L. 820 BoRIEEE T~k iE#10% GRh) 2iEAL, JELZL
THE LD 72,
3) =74 7RRER. TIRER L% (R 20 LAEILD %47 - 72,
4, AHCOI FRL
1) AHC, W) #CE P sk L7z,
5. AHto ik
1) AHUTHROM RIS TR WD 2454 IHETHBHCE R L7,
2) AHCO R TE L OTETF AL RS T Y 7oA 0 HEHHE A v, HiACA L2,
3) AHOHUEDF Ll iz (3 A 4T whism L7z, (1 ab)
6. RBHOMIN
A B I HYEAS L <L R 2 il b B S TR L 2,
7. AU
< B O RERCTRIBILIST 5, W B & L,
8. KEHNUEITL
C RWREFWTHR L, B2 CHRTRITE & L1,
9. SN D DR
<R & el b, SSAE ) DR R R ICE L 72,
HEHCIC T 2 M T H 2 8 2 70 - PRt (SR TROBE &40 D A A, G ) JC& R L 72,
10, JEHLRE oy T ek
M T AR, RRORE R L 22,
CHIIECIS TR D . M (SomEE), SIS 24 L, #0642 LTI & L, KEREIC T F 8N,
FASHMT, #FIRD & L7,
11, AHE, RBER, W) MUY AL
AT PO R IS AHRT L R, KR AR JAA, BRI ) MU IR D AATS,
12, #3& 1
< AHUIE D AA TR, AEITIEARER 1 % GEELL) % &40 LAEILOEi1- 72,
13, iz
< AT FIBEINC Lz, ot R T 1,
14, b EWF

. 4‘5&4\‘ RN ZIN AL EIT 2, AR REED ZTH L7,
WIFEORIAIBLE ) D bR WML, BECAHT 5 L CHIl L 72

15, PRAEEEDHTH



sy 27

158 ARHOMEL, ol temm (s =5
ARG, HiLS

Cracks on the painting, peeling of the pigments

<Before treatment? Right screen, third panel

Cracks and curling of painted surface.
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<After treatment?
Gampi paper mixed with kozo was added to form repair paper for the back of the damaged sections of the
painting. Sections with cracks were strengthened by thin Mino paper
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Removing the coating substance

(Before treatment?> Left screen, second panel

A stain caused by the substance on the nose of the painted figure in the center.
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{After treatment>

As much as possible, this substance was removed. After cleaning, the surface appears brighter than before,
and the lines can be seen clearly.
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¢(Before treatment> Left screen, third panel

Paint was peeling on account of the coating substance and the lining of the painting was exposed.
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Previous toning of sections of peeled areas
{Before treatment? Right screen, second panel
Toning completed from earlier restoration work in watercolor in areas of peeling.
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¢During treatment> Transmitted light was used to (]:)cumult the density of the painted surface after the
original first lining paper was removed. The paint used at the toned sections appears brighter than other
sections on account of density differences in varying levels of light.
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(Before treatment> Right screen, third panel <After treatment? After removal of the original first
lining paper, transmitted light
Lines other than those visible in the painting are seen
under the curtain (zoren) in the image.
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Right screen, first panel

Jecause colored areas hidden under the original mounting f{abrics showed severe damage, new mounting fabrics were placed according to
the original position without widening the painting
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{Before treatment> Distorted metal pieces. The
hinged parts separating from the frame can be
attributed to the application of the coating
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substance in an earlier restoration.
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<During treatment> Hogo paper was used for under-papering in the original lining.
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{During treatment> When original mounting fabrics were removed, traces of another mounting appeared.
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<During treatment> Metal pieces straightened
and affixed to the frame. Hinged parts were
relined with new gild paper that was artificially
aged for effect.
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“The Arrival of the Southern Barbarians”

Conservation Report

HANDA Masaki
Handa Kyuseido Co., Ltd

Painting Title Painting in colors on gilt paper
“The Arrival of the Southern Barbarians”
Pair of six-panel folding screens

Inv. # 864/865, Museu Nacional de Soares dos Reis Oporto, Portugal

Conservation Studio Handa Kyuseido Co., Ltd.
HANDA Masaki

Conservation Period June 2000 - End of March 2002

Conservation Place 13-9 Ueno Park, Taito-ku, Tokyo

Conservation Room, Tokyo National Museum

Condition before Treatment

Dimensions

{Right Screen> {Left Screen>
Painting Length: 153.8cm Width: 357.6cm L: 153.5cm W: 357.6cm
With Frame L: 170.0cm W: 374.9cm L: 170.0cm W: 375.6cm
Frame width W: 1.5c¢m W: 1.5em

Wood Lattice Core (each panel)
L: 166.7cm W: 61.9cm L: 166.7cm W: 61.9cm

Format Six-panel folding screen

Mounting Fabrics Narrow mount border: chaji shippomon ginran (a seven-jewel pattern in

silver thread on brown background)

Wide mount border: aiji aoimon kinran (a hollyhock pattern in gold

thread on indigo blue background)

Frame Square corner frame

Metal Ornaments Baichiku shippamon kakukanagu (a square metal ornament with plum,

bamboo, and seven-jewel patterns), marubyo (round nail)
Lining Paper (painting) Hadaeragami (first lining paper) kozogami (paper mulberry)
Final Backing Paper (screen) Gubikizome suzumegata (a stencil dyed sparrow pattern)

Damages

1. Overall surface, mounting fabrics, frames, metal ornaments, and hinged parts were coated with an

unknown substance. The substance added a gloss that was not originally intended.

2. The coating was furthering damage to the object, causing the painted surface to peel and the
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hinged portions to separate from the frame.

3. Gold pigment not consistent with the original had been added along the edges of the gold-leafed
cloud patterns in an earlier restoration.

4. Pigment colors inconsistent with those used in the original painting were used in damaged sections,

as well as on undamaged areas.

There were numerous cracks on the painted surface.

Fabrics of the wide mount border were peeling and turning powdery from ageing.

Loosening of the latticework was causing abrasion on an area on final backing paper.

One round nail was missing from the left side (third from the bottom) of the left screen.

L0 jog 51 oy N

The painting was warped, and the surface uneven.

Condition after Treatment

Dimensions

{Right Screen> {Left Screen>
Painting L: 153.6em W: 359.1cm L: 153.6ecm  W: 359.1cm
With Frame L: 171.8cm  W: 376.9cin L: 171.8cm  W: 376.9cm
Frame: W: 1.7em Thickness: 1.8cm W: L.bcm Thickness: 1.8cm

Wood Lattice Core (each panel)
L: 168.5cm W: 62.1cm L: 168.5cm W: 62.1cm

Format Same as before

Mounting Fabrics Narrow mount borders: chaji fulae Isurubolan kavakusamon kinran (a
double peony arabesque pattern in gold thread on brown background)
Wide mount borders: mocgiji hitoe (surubolanmon kinvan (a single peony

pattern in gold thread on yellow green background)

Frame Rectangular shape (YAMAGISHI Mitsuo, Tokyo)
Black lacquering (HASEGAWA Susumu, Tokyo)
Metal Ornaments Originals were reused, except:

One replica made to substitute the missing round nail (IZUMI Ry®oichi,
Tokyo)

Back Lining Paper Hadawragami (first lining paper) kozogami (paper mulberry) (Product of
Yame City, Fukuoka Prefecture)
Mashiuragami (subsidiary lining paper) kazogami (paper mulberry) (Prod-
uct of Yame City, Fukuoka Prefecture)

Infill Paper Gampi paper mixed with kiozo (Kato Hitomi, Ishikawa Prefecture)

Under-Papering Japanese terms for processes used (from inner to outer layers): hone-
shibari, minokake, minoosae, cholsugai, shilafukurokake, wwafukurokake,
herishitabari
Chotsugai Hosokawa paper (Fukushima Yoshimichi, Saitama Prefecture)
Honeshibari, minokake Hosokawa paper (Fukushima Yoshimichi,

Saitama Prefecture)
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Minoosae Hosokawa paper (Fukushima Yoshimichi, Saitama Prefecture)
Shitafukurokake kozo paper (Product of Yame City, Fukuoka Prefecture)
Uefukurokake, herishitabari kozo paper (Product of Yame City, Fukuoka

Prefecture)

Final Backing Paper Nezumifi suzumegala (a sparrow pattern on gray background)

Somekozogami Dyed kozo paper (Yoshida Yasuki, Toyama Prefecture)

Katazuri Stencil print (Handa Kyuseido)

Wood Lattice Core Kanzai Akitasugi shirvola tomeshiage (polished white Akita cedar (place

name) with mitered joints) (Yamagishi Mitsuo, Tokyo)

Treatment Process

L

(52

Examination and Documentation

1) Examined and documented the condition of the painting. Condition of damage was photogra-
phed.

2) Staff from the Tokyo National Research Institute of Cultural Properties conducted analysis of
constituents of the coating substance. Based on the result of this analysis, acetone was chosen
for its removal. Chemical cleaning of the synthetic resin paint was conducted under supervision
at the Tokyo National Research Institute of Cultural Properties.

Dismantling the folding screens.

1) After removing the coating on the deoze (back of the hinge), the screens were dismantled and
panels separated.

2) The front mounting fabrics were slightly dampened and removed.

Pigment consolidation and cleaning of the coating

1) A protective lining of paper was placed onto the sections covered with the coating substance.
Acetone was applied to the painting through this protective lining paper using cotton swabs.
The lining paper absorbed the coating, thereby cleaning the painting surface. Coating residue
along the ends of the lining paper was cleaned by rolling acetone-saturated cotton swabs
directly on the surface of the painting, allowing absorption by the swabs. This process was
repeated twice.

2) Conducted simultaneously with the cleaning process, a 10% aqueous solution of cow glue
(weight percentage) was injected into the sections showing pigment exfoliation. Pressure was
added to seal and fix peeling.

3) After cleaning the coating, a 1095 aqueous solution of cow glue (weight percentage) was applied
over the pigments to prevent further peeling.

Removal of the painting
The painting and the final backing paper were removed from the wood lattice core (shitajibone).

Treatment of the painting

1) The painting and lining paper were separated through a dampening process using room
temperature purified water.

2) Using gampi paper mixed with kozo and dyed with yasha (dye from alder cones) as repair paper,
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painting damage and material damage in areas near hinges was repaired. Thin Mino type paper
(zsuminogami) was added to support sections of significant damage.

Selecting mounting fabrics
The original mounting fabrics showed severe damage. After discussion among conservators and
supervisory staff, new gold threaded mounting fabrics were made.

Lining of the painting
New first-lining (kadawrawechi) and subsidiary-linings (mashiurauchi) were applied using kazo
paper with fresh wheat starch paste.

Lining of the mounting fabrics
New mounting fabrics were made with gold thread and lined with kdzo paper using fresh wheat
starch paste.

Making of the final backing paper
After discussion with the conservators and supervisory staff, a sparrow pattern design
(suzumegata) was chosen for the final backing paper. The pattern was printed using shibugata
stencils onto dyed-kozo paper lined twice with additional kdzo paper.

Making of the wooden lattice core frame for the folding screens

1) Japanese cedar wood was used to make the lattice core and frame.

2) Under-papering: the process of honeshibari, minokake (sanbenmino), minoosae was completed
with Hosokawa paper. Paper hinges joined six panels to form a screen, and kdzo paper was used
for shitafukurokake, wwafikurokake, and fuchishitabari,

Attaching the painting, mounting fabrics, and the final backing paper
The painting and the mounting fabrics were pasted and fixed onto the front side of the folding
screens. The back of the screens was finished with the final backing paper.

Pigment Consolidation
After the paintings were repaired and applied to the panels, a 1% aqueous solution of cow glue
(weight percentage) was thoroughly applied to the surface to seal and prevent peeling.

Inpainting
Toning of appropriate coloring was applied to the sections where new repair paper material
was used.

Finishing
An edge frame of black lacquer was made, and it and the set of metal ornaments were affixed.
An artificially aged replica was made to replace the missing round nail.

Remaking the storage cloth
A new storage cloth was made with cotton fabric.

Tiie completed work was then photographed.

Facts and other issues learned from this treatment:

1.

The Tokyo National Research Institute of Cultural Properties conducted an analysis of constitu-
ents of the substance coating the surface of the painting. Based on the result of this analysis,
acetone was chosen for removal of the coating. (See HAYAKAWA Noriko, pp.39-41)
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1

Kochi Prefectural Center for Paper Technology (Kachikenritsu kamisangvogijutsu sentd) was
commissioned to conduct a fiber analysis of the paper used in the screen. The result showed that
the paper comprised of approximately 859 gampi, and 15% mitsumata with traces of white clay
(doroiri). (See OKAWA, pp.42-44).

The gold clouds depicted in the image were outlined with pigments added during a previous
restoration. Pigment analysis conduced at the Tokyo National Research Institute of Cultural
Properties detected copper, lead, and other elements. (See HAYAKAWA and MIURA, pp.45-46)
The substance coating the screen produced glossiness and was causing peeling to occur on the
surface of the painting and weakening the hinges on the back frame. When the coating was
removed, the painting became brighter and painted lines were seen more clearly. (Fig. 16a-d)

In an earlier restoration, sections of lost painted areas had been toned with water-color paint (Fig.
17a, b).

X-ray analysis revealed lines on the third panel of the right screen that do not appear on the
painted surface. (Iig. 18a,b)

A number of lines and colored areas were found when the mounting fabric was removed. However,
due to extent of damage, the replacement mounting fabric was placed according to the position of
the original fabric. (Fig. 19a-c¢)

When the painting and the mounting fabrics were separated from the original wood lattice core,
there was traces of another painting, earlier mounting fabric, and backing paper that had been
removed. (Fig. 20)

Hogoshi (recycled) paper was used for under-papering in the original lining. (Fig. 21)

. Distortions in the corner metal pieces (kadokanagu) were adjusted, and the middle metal piece that

had been attached upside down reaffixed correctly. The missing round nail was replaced with an
artificially aged replica. (Fig. 22a, b)
(MT, JL, and JP)
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Sample 2

“The Arrival of the Southern Barbarians” Paint applied later on the surface Sample is a thin film Dissolved in acetone
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“The Arrival of the Southern Barbarians”

FT-IR Analysis Report

HAYAKAWA Noriko
National Research Institute for Cultural Properties, Tokyo

This is the material analysis report that was conducted during the restoration of “The Arrival of the
Southern Barbarians” that is currently in the collection of Museu Nacional de Soares dos Reis Oporto,

Portugal.

Sample 1. Dark brown paint particle sampled from the surface of the supporting structure (front side
of the screen) under the painting (insoluble in solvent)

Sample 2. Pale yellow paint applied on the surface of the painting (dissolved in acetone)

Analyzer: FT-IR8700 (Shimadzu co. Ltd.)

Method of Analysis: FT-IR (Fouriere Transfer Infrared Spectroscopy) analysis

Results: Shown in Figures 23 and 24

Analytical Results

The spectrum of Sample 1 (Figure 23) shows large absorption bands centering at 1020cm ',

1600cm ™', and 1430cm'. And, it is thought that the absorption band that centers at 3300cm " is
assigned as hydroxyl group. This spectrum resembles that of aged urushi. Sample 1 also resembles
wrushi in its appearance, and that it cannot be diluted in solution. Fundamentally, the identification
of such an organic material should not be based on some analytical method. However, it is suggested
that Sample 1 is urushi based on its appearance and spectrum.

The area where Sample 1 was sampled does not correspond with that of the painting composition.
It can be presumed that the supporting structure had been reused for this painting.

In the spectrum of Sample 2 (Figure 24), absorption bands centering at 1620cm ' and 1515cm !
were assigned as amide I and amide II respectively. In addition, given that absorption is sharper than
the O-H group, the absorption band centered at 3260cm ' is assigned to the N-I group. In addition,
it dissolved in acetone, Sample 2 is likely to be polyamide. Polyamide resins, such as nylon, are often
used in restorations conducted in western countries. So, it is thought that Sample 2 is a material used

previous restoration work in western countries.
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After distilled water was added to the slide, the fibers of the sample were spread with tweezers and
heat-dried for observation,

The mixture is of gampi and mitsumata.

The compositional ratio of the specimen is roughly estimated to being gampi 85% and milswmata 15%.
Those stained in yellowish olive green are mifsumata fibers.

The particles visible in these images are of white clay and its ratio to the fiber is rather high.
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In order to distinguish the fibers, a C staining solution was added to the specimen. The paper fiber was then
spread and covered with glass for analysis.

(Left) White clay attached on the surface of the fiber.
(Right) Those appearing vellowish olive green are mitswmata plant fibers,
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A sodium hydroxide solution that swells moniliform aspects of mitsiomata plant fiber was added to the fiber.
The slide was then covered with a cover glass for observation.

(Left) Moniliform aspects of Mitswmata fibers fully swelled by a solution of 17.5% sodium hydroxide
(Right) Mitswmata partially expanded
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“The Arrival of the Southern Barbarians”

Results of Paper Analysis

OKAWA Akinori
Kochi Prefectural Paper Technology Center

Preparation for microscopic analysis

A specimen of paper from the object was divided into three and prepared for three different analyses.

1. To observe the fiber sample, a drop of distilled water was added to a piece of paper before the
fibers were placed. The sample was then heat-dried and spread with tweezers for observation.

2. To observe the dye coloration of fiber sample, a C type staining solution was added to the
specimen. It was then spread and covered with glass for observation. [C type staining solution
colors fibers differently following their original plants. (JIS-P-, Japanese Industrial Standard Paper
section T-4010s-74 Fiber Analysis of Paper and Paperboard)]

3. To observe fiber moniliform patterning, a sodium hydroxide solution was added. The slide was

then covered for observation. The solution swells mitsumata plant fibers.

Results of microscopic observation

The paper consists of a mixture of two types of fiber. One is in a flat or tubular shape that has
knots in places, with wider sections being translucent. The other has a middle section that is over
twice in width than other sections. The top end is rounded and with a lower translucency than when
compared to the first type of fiber.

C staining solution colors the first type of fiber from olive green to bluish tone, and the second
showed olive green. The first fiber shows overall expansion while the second resulted in moniliform
swelling when a solution of sodium hydroxide (17.5%) is added.

Based on these results, as given the characteristics regarding fiber thickness and length, the first
fiber is identified as gampi and the second as milsumata.

The composition of the fiber is approximately 85% gampi and 159 milsumeala, although the ratio
can only be an estimate given the small size of sampling. In addition, particles found on or dispersed
around the fiber were presumed to being white clay. They were not affected by the C staining solution.

From these results, the paper can probably be identified as being maniaigami paper.

There are variations of maniaigami paper: kisuki maniaigami that is made from mixture of pure
gampi and clay, and maniaigami paper made from mixture of gampi, koshi paper (reused paper), and
clay. Occasionally maniaigami paper that is occasionally contains fibers other than gampi.

(MT and JL)
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“The Arrival of the Southern Barbarians”
Results of Fluorescent X-ray Spectroscopy Analysis
of Cotton Swabs Used for Cleaning

HAYAKAWA Yasuhiro and MIURA Sadatoshi
National Research Institute for Cultural Properties, Tokyo

Client: Department of Conservation, department manager Masuda Katsuhiko (now retired)

Sample for Analysis: Cotton swabs used for cleaning gold sections on the folding screens. Total 3

samples

Method: Fluorescent X-ray spectroscopy analysis (XRF)
Analyzer: Seiko Instruments Inc. Micro-element Monitor SEAS230E
Condition: Mo Tube, 45k Vx28~44mA (automatic setting) x 100 sec, X-ray beam diameter ¢

2mm, in atmospheric air.

Results: Results of chemical composition by XRIF

Main elements (minor elements) Cu-Zn concentration ratio
Sample 1 Cu, Zn Cu75-7Zn25 (wt.%)
Sample 2 Cu, Zn (Fe,Ca) Cu86—Znl4d (wt.2)
Sample 3 Cu, Zn (Fe,Au) Cu83-7Znl7 (wt.%)

(MT and JL)
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“The Arrival of the Southern Barbarians”

Description

SUZUKI Hiroyuki
National Research Institute for Cultural Properties, Tokyo

“Namban Screens” is a term commonly used to describe one genre of golden folding screens. There
are approximately seventy known screens of this type extant from the end of sixteenth and the
beginning of the seventeenth-centuries. From an art historical perspective, namban screens are divided
into three distinct types according to the appearance of motifs and the nature of pictorial composition.
The first tvpe is read beginning from the left screen that shows a European merchant ship arriving
in a Japanese port. The imagery continues to the right screen that features a depiction of Europeans
ashore and walking though the streets of a port town. The second type has a left screen with a
European merchant ship leaving a foreign port, and a right screen that depicts both the arrival of the
ship to Japan and the town scene. As a result, this type combines and compresses the pictorial motifs
of the first type into a single screen. The third type of namban screens can be categorized as those
which have any other form of compositional arrangement. The most common example of this third
type has an imagined landscape of a foreign country on the left screen, and the arrival of the merchant
ship and the town scene on right screen, as in the second type. Recent scholarship has argued that the
version presently in the Museum of the Imperial Household Collection (Sannomaru Shozokan) as the
prototype for the genre of namban screens. The pair of screens belonging to the Museu Nacional de
Soares dos Reis is clearly characteristic of the first type of namban screens.

The term namban or “southern barbarians” originated in China where foreigners who lived south
of China were regarded as barbaric. In reality, they were the Portuguese who, around the month of
June of each year, arrived to Japan on galleons, riding with the south winds via Macao. They brought
with them to Japan various Chinese goods such as raw silk obtained in Canton markets. In return, they
made enormous profit trading in Japanese silver. Another reason for the Europeans traveling to Japan
was for the purpose of spreading Christianity, an endeavor led by Jesuit missionaries. On the upper

‘

right corner of the right screen we can see the depiction of the “namban temple” - or Christian church
- and Jesuit missionaries in their hooded black robes with coarse ropes around their waists. Motifs
found in namban screens often include exotic foreign animals such as western dogs and Arabian
horses. The pair of screens restored in this project depicts a white horse on the fifth panel of the right
screen. In addition, the sixth panel of the same screen shows a man using an abacus, an unusual motif
not seen in other examples of namban screens.

It is believed that the production of namban screens began at the latest after 1593 (second year of
the Bunraku era). When Tokugawa leyasu enforced the prohibition against Christianity in 1614, both
the demand and the production of namban screens appears to have diminished. Information about the
artist, the patron, or date of production of the pair of screens restored in this project is unknown.

However, it is an exemplary work that embodies all the characteristics of namban screens from the
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Momoyama period.
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