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Banana Trees

Conservation Report

T'adahiko Yagi
Yagi Beijyudou

Title: Banana Trees, pair of six-paneled byobu (folding screen)
Media: Colors and gold on paper

Collection: Honolulu Academy of Arts

Location of Treatment: Yagi Beijvudo

Period: June 2003-March 2004

Condition before treatment:

Dimensions
Painting Vertical 165.4cm Horizontal 516.0cm
Including the frame Vertical 184.8cm Horizontal 535, 6cm

Wooden lattice core  Vertical 180.2-180.3cm Horizontal 88.6 - 88 .9cm

Style Rokkyoku byaobu (folding screen with six panels)

Mounting fabric

Inner border Gold brocade with an arabesque pattern on a white background
Outer border Cloud and lotus patterns on light brown dowiri fabric

Frame Black lacquered frames

Metal fittings Arabesque designed round metal studs

Lining paper First lining, kazo paper

Urabari (backing) paper (paper for the reverse side of the byvobu) Vertical phoenix pattern

Damage

+ On the first and fourth panels of the right screen, there were stained areas that were probably

caused by water.

On the fifth and sixth panels of the right screen were elliptical cuts that appeared to have been

made by a blade. These areas had darkened and become detached from the base layers.

In-painting had been done during a previous treatment using several different types of pig-

ments.

+ Due to the screen’s substantial weight, the hinges and the bottom portion of the frame had been

damaged.
There was lifting and peeling in the adjoining areas of the inner and outer borders.
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- There was significant deterioration of the pigments in the inner portion of the paper hinges on
both the left and right screens.

Condition after treatment

Dimensions
Painting Vertical 165.5em Horizontal 517.4cm
Including frame Vertical 185.0cm Horizontal 538.4cm
Width of frame 2.0cm  Depth of frame 1.8cm
Wooden lattice core  Vertical 180.3cm Horizontal 88.9cm

Style Same as before treatment
Mounting fabric

Inner horder Gold brocade with peony and arabesque pattern on an ivory
background
Outer border Tatetsulkwri-zitkushi monenshii pattern on a yellow-green background speckled

with navy blue
Frame Black lacquered wooden [rame with matte finish (Takada Nanseido, Kyoto prefec-
ture)
Metal fittings  Reused the original
Replicas of metal fittings added later were newly made (one corner piece, three
“scattered” studs) (Akira Sakata, Kyoto prefecture)
Lining paper
First lining Kazo paper (Mino, Yahachiro Ota)
Subsidiary lining  Kazo paper (Mino, Yahachiro Ota)
Mending paper
Kongo-shi (mixed fiber paper) (Made by Iwano, [Echizen)
Paper hinges Antiqued and gilded forinoko paper (eggshell-colored handmade paper)

Paper for base layers

Honeshibari (first layer) Kazo paper (Tadao Shimizu, Gifu prefecture)
Dobari (second layer) Maniai paper (Made by Tanitoku, Najio)
Minokake (third layer) Kozo paper (Tadao Shimizu, Gifu prefecture)

Minoshibari (fourth layer)  Kazo paper (Mino, Yahachiro Ota)

Hinges Kazo paper (Mino, Kozo Furuta)
Uwauke Kaozo paper (Mino, Yahachiro Ota)
Shitauke Kazo paper (Mino, Yahachiro Ota)
Urabari (backing) paper Paired-sparrow pattern on light gray background (15.15cm size)

(Karacho, Kyoto prefecture)
Wooden lattice core White wood taken from Yoshino cedar (Takada Nanseido, Kyoto prefec-

ture)



Treatment process

1.
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Examination, writing a pre-treatment report
Examination was performed and a pre-treatment report completed before the treatment, and

photographs were taken.

. Disassembling

(1) The panels were separated and lightly moistened with water using an ebake brush and other

paintbrushes.
20 The inner and outer borders were removed, and the paintings and the backing fabric were

separated from the base layers.

. Pigment consolidation

The pigmented areas of the paintings were consolidated with water solution containing 195 rabbit

clue.

4. Cleaning

'rotective paper was placed on the front and back of the painting, and dampened with water. Then

thick paper was laid down to soak up the grime (Fig. 116)

. Repairing

1) After the paintings were dampened with water, old lining paper was removed.

20 The lining paper in some of the pigmented areas of the paintings had hardened due to the
oxidation of the malachite green. Also, lining paper attached during previous treatments two
or more times ago had not been completely removed. Remaining patches were carefully
removed with tweezers and knives as much as possible without harming the pigments.

3 Upon consultation with the director, it was decided that the old lining paper would not be

removed, and insect-damaged and lost arcas were mended by applying kongo-shi.

. Attaching linings to the paintings

The first lining and subsidiary lining were applied using kdzo paper.

. Creating the base structure of the bvaobu

(1) The lattice core was newly made using white wood taken from Yoshino cedar.

20 After applying a laver of wheat starch paste to the lattice core and letting it dry, honeshibari
was applied using kdzo paper, dobari was applied using with maniai paper, and minokake and
minoshibari were applied using kazo paper.

(3 Excess paper was removed from the edges. Hinges were attached. The shifauke and wwaitke

layers were applied using kazo paper.

. In-painting

Based on consultation with the director, the areas mended with paper were toned to match the base

color.

. Selecting fabric and backing paper

Upon consultation with the director and the Honolulu Academy of Arts, it was decided that new
fabric with Tualetsukuri-zukushi monenshit pattern on yellow-green background speckled with navy
blue would be used for the outer border, and new fabric of gold brocade with a peony and arabesque

pattern on an ivory background would be used for the inner border. Also, paper with a paired-
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sparrow pattern on light grey background (15.15cm size) was selected to be used as hacking paper
for the byabu.
10. Attaching material for backing
The inner and outer fabric borders were given an aged look by dying them with vasha and then kazo
paper lining was applied.
11. Attaching backing paper, painting, and fabric
(D Taking balance into consideration, kozo paper was applied to the papered core, both on the side
of the painting and on the reverse side of the core. This would be regarded as the subsidiary
lining of the paper.
2 Backing paper was attached over the base layers in strips.
3> The painting and the inner and outer borders were attached.
12. Attaching frames and metal [ittings
@ A black lacquered wooden frame with matte finish was newly made to use as the outer frame.
@ Metal parts that were added later were replaced with new ones, and original metal {ittings were
cleaned.
3 The outer frame and metal fittings were attached.
13.  Finishing
Antiqued and gilded lorinoko was attached to the front side of the hinges, and wrabari paper was
attached to the backside of the hinges.
14. Creating a new storage bag
A new cotton storage bag was made.
15. Photographing the artwork after the completion of the treatment

Miscellaneous findings during this treatment

= The shading on the front and back sides of the banana leaves, and the treated areas (areas
retouched with paint, etc.) look sharper and clearer compared to before treatment (Fig. 117~
122).

- Under the backing paper applied in a previous treatment, an even older backing paper was
found. Also, patches of plaster and scrap paper were found to have been used in various parts
of the backing on the painting. These discoveries indicate that the last treatment was done only
as an emergency measure (Fig. 123, 124).

- During a treatment done prior to the last one, backing paper, instead of mending paper, was
applied directly to cover the missing parts of the painting and retouched (Fig. 125).

«  Lining which was applied several treatments ago was [ound attached to some of the pigmented
areas of the painting due to the oxidation of the malachite green. In contrast, the gold areas of
the painting only had one layer of lining. This lack of balance was likely to have been the cause

of the cracks lfound on the painting (Fig 126).

Translated by Amy Mccaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Buletin, Summer 1993.



Description of artwork 125

Banana Tree

Description of artwork

SUZUKI Hiroyuki
National Research Institute for Cultural Properties, Tokyo

In this pair of bvabu, the right screen contains one full banana tree, while the left screen shows one
fully grown and one younger banana tree, both painted on a gold leal background. These paintings
show no distinction between the gold ground (kinji) and gold clouds (kin’un), nor does it contain a
background or scenery. The fact that the height of the paintings is 165.5 centimeters in relation to
each panel’s 89-centimeter width suggests that their top and bottom portions have been cut away, and
that they had initially been created as bvabu screens ol considerable size. Since there are no traces of
door pulls and judging from the composition of the images, it can be assumed that these paintings had
been designed for dyabu from the beginning and were not converted from fuswma or wall paintings.

While banana trees are an unusual subject for a screen painting, they are found painted on fusuma
(sliding door panels) at Ryoanji Temple in Kyoto, which serves as useful reference. This set of
Jusuma was located in Seigen-in, a sub-temple of Ryoanji Temple, which was built in 1606 by
Hosokawa Yasai (1534-1610) and his son Sansai (1564-1645). When the hdjo or abbot’s quarters of
Ryadanji burned down in 1797, the building of Seigen-in was moved to the place where the old hajo of
Ryoanji used to stand to be used as a temporary hdajo. It became the official kadjd of Ryoanji in later
years. The paintings on the interior walls of the kajg were documented in Akisato Rito’s guidebook
Mivako Rinsen Meisho Zue ov Hlustrated Guide o Famous Gardens in Kvolo, which was published in
1799. These fusuma were removed [rom Ryoanji in 1895 and exhibited in Osaka Castle in the fall of
1933 to commemorate the 350" anniversary of the castle’s construction. There are twelve panels to
the Ryoanji Banana Trees fuswma, which are believed to have decorated the Ehaisiu-no-ma (monks’
or disciples’ room) located in the northwest part of the figjo. The photographs of these fusumea in
Tsuchida Kyoson's article in Tove Bijulsu indicate that the overall set depicted the four seasons and
included a snow scene. The fusima are similar to the bvobu paintings introduced here in that they both
show an image ol banana trees that {ill up the entire painting. However, the differences are that the
Jusuma include scenery and images of brushwood fencing, and show distinction between the gold
clouds and the gold ground. The Metropolitan Museum of Art recently attracted public attention by
gaining possession of Chinese Inmomortals, an interior wall painting from the haja, and part of Four
Elegant Accomplishments, paintings from the Danna-no-ma (patron’s room). Since these pieces
show the style of Kano school, which was developed by Kano Eitoku, it is assumed that the Banana
Trees of the 12-paneled fuswma are also the works of the Kano school, created around the time that
Seigen-in was built. The specific creator of the paintings in the Honolulu Academy of Arts has not
yet been determined, and it is at the moment simply considered an example of Kano school art painted

in the mid-17" century.
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