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Fig. I Detail (Before treatment) Surface crack Fig. 2 Detail (After treatment)
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Fig. 3 Detail (Before treatment) Lifting at the paper joint Fig. 4 Detail (After treatment)
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Fig. 5 Detail (Before treatment) Surface crack Fig. 6 Detail (Afler treatment)
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Fig. 7 Detail (Before treatment) Surface crack Fig. 8 Detail (After treatment)
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Fig. 9 View using transmitted light from the reverse side (after disassembly)
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Birds and Flowers

Treatment Report

Yutaka Suzuki, Takahiro Nakamura
The Association for the Conservation of National Treasures, Kyushu Branch

I . Description and title of object

1. Title: Birds and Flowers

2. Artist: Hagetsu Tdsatsu

th B W

. Collection: National Gallery of Victoria, Australia
. Format and media: A pair of six-panel hyobu (folding screens), ink and color on paper

. Paper support: Bamboo paper; examined by Kochi Prefectural Paper Technology Center

II. Treatment period, conservator, etc.

1. Treatment period: June 13, 2007 — March 24, 2008

2. Treatment undertaken by:

The Association for the Conservation of National Treasures, Kyushu Branch

Branch director: Tokuichi Taguro

3. Location of treatment: Department of Conservation, Kyushu National Museum

4. Project managers: Yutaka Suzuki, Takahiro Nakamura

Il. Specifications, materials used, etc.

I. Format (Before and After treatment)

A pair of six-panel byobu (folding screens)

2. Dimensions (cm)
Painting:

Height:

Total width:

Width (panels 1 and 6):
Width (panels 2 to 5):
Overall

Height:

Before treatment After treatment

156.1
350.4
54.8
61.7

173.5

156.1
356.4
54.8
61.7

173.5
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Width: 375.6 375.6

3. Mounting materials
a. Before treatment
Outer border: Gold brocade with a bamboo and vine pattern on a light indigo background
Inner border: Gold brocade on a white background
Wooden lattice core: Cedar
Underpapering: Three types of paper in six layers; Kozo paper (scrap paper)
Hinges: Kozo paper
Mending paper: Bamboo paper
Backing paper, etc.: Kozo paper
Decorative backing paper: Karakami (a kind of decorative paper) with Enshii wachigai (intersecting
circles) pattern printed with mica on a gray pigment background
Front side of the hinges: Gold leaf paper
Outer wooden frames: Black lacquered frames
Metal ornaments: Corner fittings patterned with a copy from old Chinese brocade

Ornamental metal studs: Japanese plum blossom shaped studs

b. After treatment
Outer border: Gold brocade with a double-vine peony pattern on a yellow-green background (made by
Hironobu Textiles, Kyoto Prefecture)
Inner border: Wakuda gold brocade on a pale brown background (made by Hironobu Textiles)
Wooden lattice core: White cedar constructed with mitered corners and mortise and tenon joints (made
by Kuroda Kobo, Kyoto Prefecture)
Underpapering: Six types of paper in eight layers
Honeshibari : Kozo paper (Sekishii paper made by Nishida, Shimane Prefecture)
Débari: Mixed paper (tale and kaolin-loaded paper consisting of kdzo and Manila hemp made
by Ohkatsu, Kochi Prefecture)
Minokake (three layers): Kazo paper (Sekishii paper made by Nishida)
Minoshibari: Kozo paper (Sekishii paper made by Nishida)
Shitauke: Kozo paper (Sekishii paper made by Nishida)
Uwauke: Kozo paper (Mino paper made by Hasegawa, Gifu Prefecture)
Hinges: Heavy Kozo paper
Mending paper: Bamboo paper
First lining: Kazo paper (Mino paper made by Ota, Gifu Prefecture)
Decorative backing paper: Karakami paper) with 3 sun 2 bu (approx. 9.7 cm) width sparrow roundel
pattern printed with mica on a gray pigment background (made by Karachog,
Kyoto Prefecture)
Front side of the hinges: Sprinkled gold leaf paper (Gampi paper made by Tanino, Hyogo Prefecture)
Outer wooden frames: Black lacquered frames (made by Kuroda Kobo)
Metal ornaments: Original pieces were reused

Ornamental metal studs: Almost all original pieces were reused (one of them was newly prepared)
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Storage bag: Cotton (made by Hayami, Kyoto Prefecture)
IV. Condition before treatment

I. Large cracks caused by deterioration of the painting support were found on both the left and right
screens (Figs. 1,5, 7).

2. There were many losses in the painting support and parts of the image had been redrawn on many of the
old mending papers.

3. The joints of the support of the painting were lifting (Fig. 3), and grime and dust was found throughout
to the painting.

4. The glue binder had weakened in the paint layer. Pigments were powdering, peeling, and flaking in
many places.

5. In the worn areas of the karakami paper on the reverse side, patterns printed with sumi ink could be
seen showing through. This indicates that in a past treatment the karakami on the reverse side was not
replaced but was painted over using pigment the color of the current base on which patterns were printed
with mica using a stencil.

6. One of the metal studs attached to this piece was different in shape from the rest.
V. Treatment plan

I. The old first lining will not be replaced (see Notes below). Therefore, only one additional layer of first
lining (hadaura) will be applied.

2. The old mending papers will not be removed (see Notes below).

3. Water will not be used for cleaning (see Notes below).

4. Areas which are cracked or torn will be reinforced from the back side using kozo paper.

5. The wooden core’s outer wooden frames, border fabrics, and karakami paper on the back side will be
newly prepared.

6. The single metal stud that is different from the rest will be replaced with a newly prepared one. The
other metal fittings will be cleaned and reused.

VI. Treatment process

I. Pre-treatment examination
Photographs were taken and the pre-treatment condition of the hyéhu, including damages and
measurements, were examined and recorded.

2. Consolidation of the paint layer
Pigments that were in danger of flaking during disassembly were consolidated with a 2-3 % solution of
animal skin glue.

3. Disassembly

The metal ornaments, outer frames, and border fabrics were removed and the paintings were separated
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from the old wooden lattice cores.

4. Consolidation of the paint layer
A 3% solution of animal skin glue and seaweed glue was applied to areas with flaking pigments which

were then weighted.

5. Examination under transmitted light
The condition of the painting, old mending paper, and inpainting was examined using transmitted light (See
Fig. 9).

6. Removal of linings
A minimal amount of moisture was applied to the reverse side and all linings were removed.

7. Removal of old mending papers
Upon consultation with the art repository and director, and based on the examination results, it was decided
that the old mending papers would not be removed, with the exception of those in the area around the

hinges which were severely damaged and therefore needed replacing.

8. Mending
After examining the painting support material, bamboo paper with the same qualities as the painting was
selected and applied as infill paper to the missing areas from the reverse side. Tears and cracks in the

painting were reinforced with kozo paper.

9. First lining
Kézo paper was applied as a first lining with wheat starch paste (hereafter referred to as shinnori). Since
the old first lining was left attached, only one layer of first lining was applied. Afterwards, the painting was

attached and dried thoroughly on a karibari flat board.

10. Consolidation of the paint layer

To areas of the paint layer which were in need of another consolidation treatment, a 2-3 % mixed solution
of animal skin glue and seaweed glue was applied. Areas in which the paint layer was flaking were
examined and a solution of 3 % animal skin glue and seaweed glue was applied to these places deemed in

need of further consolidation. These areas were then weighted to set the consolidated paint layer.

I'1. Toning

The infills were toned to match the base color of the painting. These areas were left to dry completely.

12. Preparing new wooden cores
The wooden lattice cores were constructed with white cedar with mitered corners and mortise and tenon
joints. To these cores, six types of papers were applied in eight layers. Hinges were attached to assemble

the panels into a byobu format.
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13. Preparing border fabrics

With the supervisor and the owner, various pattern sizes and colors were tested on the computer to see
which fabrics best matched the painting. The options were presented to the art repository to make the final
decisions. Based on the decisions, new border fabrics were prepared. The first lining made of kdzo paper

was applied to the newly woven fabric with shinnori and dried thoroughly on a karibari board.

14. Uwabari
To the wooden lattice cores assembled into a hvabu form, karakami paper was attached to the backside,
and paintings were attached to the front side. Border fabrics were attached around the paintings and newly

prepared hinge papers were pasted onto the front side of the hinges.

15. Finishing
Newly prepared outer frames, the original metal ornaments, and almost all original ornamental metal studs
(with the exception of one which did not match the others and therefore was newly prepared) were reused

and attached to complete the hyabu.

16. Storage bag

A new storage bag was prepared.

17. Documentation

After-treatment photographs were taken, documentation was completed, and the screens were stored.

VI. Notes

. Writing was found on the underpapering layers of every panel.

2. The following findings were made as a result of the examination:

a. There were large losses in the first panel of the right screen, the second panel of the left screen, and
around the perimeter of cach panel of the left screen. Seen before treatment, mending papers found on
the panels were relatively well blended with the painting. They did not stand out as their colors and
texture are very similar. It would be impossible to remove these papers and apply new infill papers that
are less visible than the original ones.

b. A tree has been drawn on the mending paper found in between the first and second panels of the right
screen. Other images redrawn on mending paper include a falcon’s tail on the third panel of the right
screen; a rock on the fourth panel of the right screen; a heron on the sixth panel of the right screen; a
pheasant’s tail, a rock, and a mound of dirt on the second panel of the left screen; leaves, a mound of
dirt, and a rock on the fifth panel of the left screen; and branches and a rock on the sixth panel of the
left screen. If the mending papers with additional drawing were removed, the original visual flow of the

painting would be interrupted. Therefore, the mending papers cannot be removed.

e

In the area above the pheasant’s tail, a rock and a mound of dirt on the second panel of the left screen,
the edges of the mending papers are difficult to distinguish from the painting, and therefore, it is

impossible to remove them.
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d. On the first panel of the right screen are mending papers applied from the front side. These areas also
cannot be removed, as doing so would reveal the area which had been covered by the mending paper,
making the damaged area stand out even more.

3. These discoveries make clear that these panels have extensive and numerous damaged areas, and that
treatment had been performed in the past to make these damages less noticeable. For this treatment, it
was decided through consultations with the owner and director that the old mending papers would not
be removed, in order to avoid making the damages more noticeable and because it is difficult to find
the boundaries between the mending papers and the painting. Moreover, it was decided that cleaning
with purified water would not be carried out during this treatment, since it could possibly create greater
contrast in color between the painting and the mending papers. Similarly, the old first lining will not be
removed since water cannot be used for its removal. The support of the painting has become quite thin
and fragile, and the irregularity caused during the removal of the first lining could possibly affect the

surface of the painting. Therefore the removal of the old first lining cannot be carried out.

Translated by Amy McCaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Birds and Flowers

Description of Artwork

Minoru Watada
National Research Institute for Cultural Properties, Tokyo

This piece is currently in the form of a pair of six-paneled hyobu screen.

On the right screen are scenes of a hawk caching a rabbit, another hawk chasing after two herons, and
three mandarin ducks hiding in the grass, which is all surrounded by a towering peach tree, camellias and
lotus flowers. The season is the end of spring or beginning of summer. Although a great deal of the paint
pigments have peeled off, the application of color is precise and the sumi ink technique used displays good
workmanship. The composition, in which most of the components weigh heavily on the right side of the
screen, but in which the left side is also given some consideration, shows the great skills of an experienced
painter.

The right screen was made by joining four rows of a little less than 49 cm-wide paper. The papers on
the first through third panels also have vertical joints, while the papers on the fourth through sixth panels
have none. What is more, the second piece of paper {rom the top on the third panel does not have a vertical
joint, and there are many irregular shaped mending papers of different kinds covering large arcas. These
observations tell us that the screen may have had a complicated history. It may have had a great deal of
inpainting applied as well, although this cannot be determined for sure.

The left screen displays a hawk chasing after a pheasant as its central image, surrounded by other birds
such as swallows, herons, sparrows, and the great tit. As for plants, the first panel shows rose marrows and
dry reeds, while on panels two through six are dandelions, azaleas, peonies, iris tectorum (?), roses (?7),
high mallows, and thunberg lilies. While the first panel shows an autumn scene, the other panels show late
spring/early summer scenes. A combination of this sort is not uncommon. Compared to the right screen, the
color palette is amateurish and flat (notice the significant difference in the depiction of the hawks and herons
that are depicted in both screens), the ink lines are awkward, and the tone of sumi ink is monotonous. The
composition is scattered, lacking rhythm in the grouping of motifs. Because the small birds, other than the
pheasant being chased by the hawk, display no sense of tension and appear rather peaceful, the content of
the painting lacks unity. This format which can be considered “amateurish” is common among the majority
of Sesshii School hyabu screens of birds and flowers. Perhaps it was widely appreciated as a traditional style
brought down from a pre-Kand School period.

On this screen are papers, having a maximum width of 57 cm, which are joined in three tiers. Both the
size and manner in which the papers are joined differ from those of the right screen. Furthermore, a different
piece of paper is attached less than 2.5 cm from the top. Around two-thirds from the top of the second
panel is a later attachment (although it is mixed with the original paper in a patchwork-like manner). The
one-third at the bottom of the panel, which is presumably the original, has been intentionally cut along the
outline of the rocks, and the paper at the end of the pheasant’s tail beyond the rocks was applied later. This
evidence shows that the left panel has likely endured a history more complicated than that of the right panel.
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Taking into consideration the aforementioned matter regarding the seasons, it must be assumed that of the
pair, the first panel of the left screen depicting a late fall/carly winter scene was forced into the composition
to go with the five panels on the right side which show late spring/early summer scenes. However, this
is inexplicable, as the images on the first and second panels are connected quite well. While some later
manipulation such as inpainting is detected, none of the images can be clearly pointed out as having been
added later.

Either way, it must be concluded that the left and right screens were originally separate pieces of work.
It is presumed that at some point in the past, the two paintings of different origins were paired up for
some reason, and paper was added to the top portion of the left screen in order to make the screens the

same height. However, it seems there were several other steps taken before and after these paintings were

combined to form the current format. As such, it is difficult not only to imagine the original appearance of

either painting, but also to clearly pick out the areas which existed as part of the original painting without
uncertainty. It is unclear as to what took place after the paintings were paired up. To give them yet another
treatment by removing some of the old mending papers (which can be considered unsightly) and adding
new ones would only further enhance the confusion that already exists. This is why the goal of the latest
treatment was to maintain the external look as it had been found.

On the first panel of the left screen of this hyobu, there are inscriptions *
Tenshd™ and “(one square-shaped seal, characters unknown) Wrote by Hagetsu Tosatsu from Giiyo area,
60 years old (‘Tasatsu’ in red characters, one square-shaped seal), Yuge (written seal mark)”. The painting
attracted a great deal of attention as the inscription indicates that it was painted by Hagetsu Tosatsu (secular
surname: Yuge) who is from Osumi District (part of the present day Kagoshima Prefecture) in the third year
of the Tensho period (1575) when he was 60 years old. However, the date and the signature are not aligned
and differ in the shading of sumi ink and letter size. Therefore, it is assumed that the respective parts of the
inscription were not written around the same time, nor were they written by the same hand. Judging from its
position, the date was probably added in later. Therefore, the left screen cannot be accepted as having been
painted in 1575. It can only be said that it was painted in that year or sometime before then.

Regarding the question of whether the signature is genuine, the fact that it ends with the kanji characters '
2, which mean “wrote this,” arouses suspicion. This is because the artist’s signature on paintings is usually
signed using the characters [4.2 (“painted this™), or -2 (“depicted this™). It is also unusual to use a stamp on
the beginning of the inscription and to add one’s secular surname and a written seal mark after another stamp
at the end of the inscription. The location of these being at the right edge of the left screen is also unusual.
However, the composition and color scheme of the left screen have the characteristics of a Sesshii School
painting, and therefore, it is almost certain that it was painted by a regional Sesshii School painter around
mid-16th century. But whether or not the painter was actually Tosatsu is a matter requiring further careful
consideration. At present, we must be satisfied with saying that it could possibly, with some reservation, be

considered an example of Tosatsu’s work.

Around the area along the left side of the inscription on the first panel of the left screen, a trace of a
straight line drawn with sumi ink that extended from the top to the bottom of the hyobu and was later
scratched off can be detected. Examined under a transmitted light from the reverse side, the painting seems
to be intact. Someone may have drawn the line with the intention of separating the signature from the

painting and later quickly abandoned the plan. The left screen may have faced the danger of having a false

A day in June, third year of
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seal stating that it was “painted by Sesshii” added onto it.

The right screen, on the other hand, is likely to have been created by a painter who had undergone
rigorous training in Kyoto. Judging from the style in which the rocks are rendered, this painting was most
probably painted by a non-Sesshti School painter, although this cannot be stated with certainty, as Sesshi
School painters lived in Kyoto as well. Since it shows surprisingly little influence of the Kand School style
which gained great popularity in 16th century Kyoto, it is believed to have been painted around the same

time as, or perhaps slightly before, the left screen.

Reference:
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