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2.1. Restoration Report

Handa Kyuseido Co., Ltd.

2.1.1. Data

Title Birds and Flowers of the Four Seasons by Kano Shoei
Period 16th century, Muromachi period
Owner Brooklyn Museum (United States of America)

Inventory number — 83.183.1, 83.183.2

Media and Format A pair of six-panel folding screens, color on paper with gold leaf

2.1.2. Restoration Data

Duration May 28, 2009 — March 25, 2011
Contractor Handa Kyuseido Co., Ltd.
Place Conservation Studio, Tokyo National Museum

2.1.3. Condition before Restoration
Damage
<Painting>

* There were large cracks on the painting, causing it to become lifted from the lining over extended arcas.

= Areas where the painting had become lifted were abraded due to contact with the surface facing it when
the screens were folded shut.

= The thickness of the infill paper, which had been applied on the reverse sides of the cracks, could be felt
through the surface of the painting.

* Infill paper had been adhered to the front and reverse sides of the cracks on the painting, with retouching
covering both the painting and the infill paper.

« In the case of folding screens, the usual procedure is to affix the two ends of a painting so that they
extend beyond the folding edges. However, in this work, the painting does not extend beyond the folding
edges, having been cut short of that section.

« The paint layer had flaked off due to weakened adhesion. Flaking was particularly marked for rokusho
green pigments and gofun white pigments as well as the raised areas at the edges of the gold clouds.
These were at risk of even further flaking due to the lifting and cracking of the painting.

« Areas where the paint layer had flaked off had been retouched significantly in past restorations, with
overpainting observed in many places.

= Paper with gold leaf had been infilled along the contours of the clouds where the raised portion of the
gold clouds had flaked off, with gold powder scattered over the infill paper and painting. Some parts of
this infill paper had lifted and become abraded.

« Age-induced accretion was observed over the entire painting, with stains believed to have been caused
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by water or molds. A particularly large number of water stains were observed around the valley folds.

= Infill paper had been adhered to missing areas, with retouching applied.

* The joints of the painting had become lifted.

<Mounting >

» The opposing surfaces of the panels came into contact with each other when the screens were folded

shut, causing abrasion.

* The urushi lacquer of the wooden frame was applied thinly, allowing the grain to be visible on the sides

between panels.

* The border had sustained insect damage and had been repaired. Lifting was seen in some places.

= Fabrics had been butt jointed for the border and inner border.

* The corner fittings and studs were not matching.

See .la, C2.2.1a, C2.2.2a, Table 2.1, Table 2.2, Fig. 2.2(1)a and Fig. 2.2(2)a.

2.1
(h

(4

(6)

-4. Restoration Process
Documentation and investigation before restoration

» The conditions before restoration, including dimensions and damage, were documented. Detailed
photographs were taken using a 4x5 reversal film camera (entire work) and digital cameras (entire work
and details) for visible light photography and infrared photography. Documentation and examination

were also performed during the process ol restoration.

A patch test using water was performed to discover how firmly the pigments were attached and how the

accretion had moved in order to determine the order of steps and methods of treatment to be taken.

Removal of white molds
White mold growth on the surface was removed by using a soft-bristled brush and vacuuming.
Consolidation of the paint layer

« Areas in which paint layer was lifting were adhered by applying a mixture of a 5 % at weight ratio
aqueous solution of animal glue and seaweed paste with a paintbrush, and lightly pressing the layer
down.

» Areas in which infill paper with gold leafl that had been adhered onto the clouds had peeled were re-
adhered by applying, with a paintbrush. a mixture of an aqueous solution of animal glue and wheat
starch paste.

Disassembly

* The panels were separated by cutting the hinges.

* After removing the metal fittings, outer wooden frame, hinge covers and mounting fabric, the painting
was removed from the wooden lattice core (Fig. 2.1(1)).

Cleaning

* Accretion on the painting was removed by applying room-temperature filtered water mixed with a
small amount of seaweed paste and allowing it to be absorbed with blotting paper through facing paper.

» Water used throughout the restoration process was filtered by 3M Purification fiber-wound water filter
with pores 0.5 um in diameter and granular activated carbon cartridge filter to remove water-insoluble
impurities and to adsorb dissolved gases and organic matter, respectively.

Consolidation of the paint layer
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* The paint layer was consolidated by applying 0.5 to 2 % aqueous solutions of animal glue from the
surface (Fig. 2.1(2)).

* Rokusho pigments were consolidated by applying 1 to 3 % aqueous solutions of animal glue.

* The type and concentration of the glue as well as the treatment method were selected based on careful
consideration, and the treatment was repeated in parts until full adhesion was confirmed. Sulficient,
time was given to allow sure the glue to fully dry.

(7) Removal of the old infill paper
The old infill paper, which had been applied from the front, was removed (Fig. 2.1(3)).
(8) Facing the pigments
Synthetic fiber paper was applied provisionally with seaweed paste to areas in danger of cracking or
flaking in order to ensure that the removal of the lining papers would be performed safely (Fig. 2.1(4)).
(9) Fiber furnish analysis
To help in the selection of infill paper, an extremely small amount of fiber was removed from the
reverse side of the painting and sent to the Kochi Prefectural Paper Technology Center to have the
paper examined. Results showed that the paper of the painting was made of gampi.
(10) Removal of the old fitkurogami (underlining paper) and the remaining old lining

* The painting did not have a lining, but some of the old lining from earlier restorations, which had
presumably been peeled off insufficiently. had remained.

* The fukurogami and remains of the old lining which had adhered to the reverse sides of the painting
were removed by moistening the painting with room-temperature filtered water applied from the
reverse sides.

(1'1) Removal of the old infill paper and the old reinforcement paper

* Infill paper and reinforcement paper which had been applied from the reverse sides were removed (Fig.
2.1(5)).

* Out of the old infill paper and reinforcement paper on which retouching had been done, those that were
allowed to remain, upon consultation with relevant parties, were adjusted to minimize overlapping with
the painting (See 2.1.6. Notes).

(12) Infill

* Out of several types of gampi paper similar in texture to that of the painting, paper was selected based
on the results of the fiber furnish analysis. The selected gampi paper was then dyed with vegetable dye
and adjusted so that the hues would harmonize with those of the painting.

« Infill paper, cut slightly larger than the missing areas of the painting, were water cut around the
periphery and applied so that they slightly overlapped the edges of the missing areas (Fig. 2.1(6)).

* To allow the painting to wrap around to the sides of the wooden lattice core, new margin paper was
added to both ends of the painting.

(13) Reinforcement of the cracked areas
The cracked areas were drawn together and reinforced by applying water-cut kozo paper from the
reverse sides using wheat starch paste.
(14) Application of paste into joints
Wheat starch paste was applied to adhere areas of the joints which had lifted.
(15) Application of the new first lining
Wheat starch paste was used to apply thin mino paper as the new first lining (Fig. 2.1(7), Fig. 2.1(8)).
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(16) Application of the second lining

Wheat starch paste was used to apply kozo paper as the second lining.
(17) Inpainting

Areas to which infill paper had been applied were inpainted to match the base color of the painting.
(18) Preparation of the wooden lattice core

= Japanese cedar was used to make a new wooden lattice core and Japanese cypress was used for the
wooden frame. Miter joints were used for the lattice core. The frame was secured into the lattice core
with mortise-and-tenon joints.

* Honeshibari, minokake and mino-osae made with hosokawa paper were applied to the new wooden
lattice core. Paper hinges were applied to join the panels into a six-panel folding screen. Fukirokake
using kozo paper was applied to it twice, to construct a sturdy core (Fig. 2.1(9)).

(19) Preparation of the mounting fabric
Mounting fabric was newly prepared out of material more appropriate for the work. A first lining was
applied using kozo paper and wheat starch paste.

(20) Preparation of the decorative backing paper
Decorative backing paper was prepared by applying lining made of kozo paper to a piece of dyed kozo
paper, and by printing patterns on it using persimmon-coated paper stencil (Fig. 2.1(10)).

(21) Finishing

* The painting, inner border, border, decorative backing paper and hinge covers were affixed to the
wooden lattice core (Fig. 2.1(11), Fig. 2.1(12)).

» The wooden frame and metal fittings were alfixed.

(22) Documentation
Documentation was executed and photographs were taken.
(23) Compiling a report

Documentation and photographs were organized and a report was compiled.

2.1.5. Condition after Restoration
The folding screens were finished in a pair of six-panel format as before restoration. See C2.1b, C2.2.1b,

(C2.2.2b, Table 2.3, Table 2.4, Fig. 2.2(1)b and Fig. 2.2(2)b.

2.1.6. Notes
» There was retouching of arcas where the paint layer had flaked off and the original paper had become
exposed; there was also overpainting over the original pigment. As these retouches were difficult to
remove and their removal carried the risk of damaging the original pigment, it was decided to leave the

retouched areas as they were upon consultation with relevant parties.

The cracked areas had infill paper applied from the reverse sides, with retouching of the gourd vine
extending over both the painting and the infill paper. In addition, the unevenness caused by the thickness
of the infill paper could be felt through to the surface of the painting. However, removing this infill
paper would have caused the retouching on the painting to remain in an unnatural manner. Therefore,
upon consultation with relevant parties, it was decided to leave the infill paper and retouching as they
were. Since the infill paper was larger than the cracked areas and was subject to abrasion, it was trimmed

and water cut in order to minimize overlap with the painting and its thickness was reduced.
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= Infill paper with gold leaf was applied to areas where the raised portions of the gold clouds had flaked
off, and gold powder was sprinkled over the painting and infill paper. Removing the infill paper would
expose the raised gofun white layer at areas of flaking, and also expose the areas where gold powder
had not been applied. It was feared that these would change the impression of the work and compromise
its artistic coherence. In addition, removal of the infill paper posed the danger of damaging the original
gold leaf and/or raised areas. Therefore, upon consultation with relevant parties, it was decided not to
remove the infill paper but to leave it as it was.

Retouching was observed on the infill paper used on missing areas in each of the panels. These were
small and their removal was not likely to change the impression of the painting. Furthermore, some
of the infill paper contained wood pulp, possibly affecting the painting. For these reasons, upon
consultation with relevant parties, it was decided to remove all of them with the exception of one arca on

the second panel of the right hand screen.

The infill paper used on the second panel of the right hand screen was large, and its removal had the
possibility of compromising the artistic coherence of the work. In addition, the infill paper in question
was gampi paper, which is similar in quality to that of the painting, and was believed to be from a
restoration performed at an early period. These were the reasons for deciding not to remove this picce of
infill paper.

* The picture hidden beneath the valley fold was brought out and the painting was enlarged.
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2.2. Description of the Artwork

Minoru Watada
National Research Institute for Cultural Properties. Tokyo

The artwork is a pair of full-sized folding screens. rather large in dimension, with five lengths of paper of
36 cm in width pasted. The squares of gold leaf applied to the surface are about 11 ¢m on each side. There is
some degree of retouching, especially at places where the surface paper had torn in the past (the gourd vine
on the third panel of the left screen is almost entirely repainted). There is also powdered gold leaf scattered
over the entire surface of the areas where the raised gofun layer had peeled off at the edges of the gold
clouds. However, these modifications have compromised neither the original taste of the painting nor the
strokes of the original brush.

On the lower outer section of each screen, vermilion rsubo-in (urn-shaped stamp) reading * 1"/ (Naonobu)”
“an be observed faintly. This, as well as the characteristic rendering of steep rocks and the modeling of trees
and rocks, shows without a doubt that the work is that of Kano Shoei Naonobu (1519 — 1592). Shoei was
the third son of Kano Motonobu (1477 — 1559) and the father of Kano Eitoku (1543 — 1590). Although he
tends to be eclipsed by his father, who represents artists of the end of the Muromachi period, and his son,
who represents those of the Momoyama period, Shoei nevertheless is one of the most important painters
in Japanese art history who actually lived through the transitional stage between the Muromachi and
Momoyama periods. This work is important as it is a referential example by Shoei of a large-scale rendition
of birds and flowers against a gold background, which is on a par with Birds and Flowers of the Four
Seasons (attributed to Kano Eitoku, Hakutsuru Fine Art Museum) and Flowers, Birds and Insects of the
Four Seasons (Agency for Cultural Affairs). The painter’s attitude, which is relatively faithful to the style
ol Motonobu, appears to suggest this work to be from a relatively early period in this artist’s carcer. The
composition is spacious, avoiding excessive cramming of motifs. This is unique among the several works of
birds and flowers against a gold background which are known to remain from the Muromachi period. The
clean, graceful appearance of this work is somewhat close to Shoei’s ink painting with water color of Birds
and Flowers of Four Seasons (Yamaguchi Prefectural Museum of Art).

The subject can be understood to be birds and flowers of the four seasons in the broad sense. The right
screen centers around pine trees and a brace of golden pheasants, with small birds such as woodpeckers,
mandarin ducks and bush warblers arranged amongst aronia, roses, blackberry lily, dayflower, water
hyacinth and lotus. In the water are sweetfish. The time of year is from spring to fall. On the left screen,
willow branches swaying in the breeze and egrets dominate the scene, with small birds such as swallows
and skylarks flitting amongst gourds, pumpkins, melons, arrowhead, water lilies, eggplant, day lilies and
pears. The season is spring going on summer. On each screen float majestic, gold clouds, while in the space
beyond, imposing mountains tower in the distance. The mottle of the distant mountains on the left screen
are whiter than those on the right screen, perhaps suggesting the difference in season. However, the scasons
do not seem to be depicted as transitioning sequentially as in conventional illustrations of birds and flowers
in four seasons; it is unusual in that the peony and cotton rose, which represent spring and fall respectively,
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are missing in this painting. It is intriguing motifs such as gourds and sweetfish, which are usually drawn
only in ink, are included that in their stead. The flexibility of such appropriation of motifs as well as the
confusion of species of birds and flowers (frequently, birds and flowers are given appearances that are not

found in real life) can be said to be characteristic of Shoei’s work.
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Table 2.1 RS

KAl i

Painting

N RS

5T
Dimensions, before restoration
il fif
Height ™ width (™
{ 158.4 358.6
nght screen ’
itk 158.4 358.7
Left screen it *
it 174.7 375.4
Right screen ’ o
174.8 3754

Painting with mounting fede

Left screen

Table 2.2

L 2]

Format and mounting materials, before restoration

21

Format

1)

)\ £ AL
Mounting fabric

1IL.

1T
]!mbus'

F i

W()()dLIl I.Llllu. core.

ok

Frame

/\l[

52

Metal fittings
WG D)
Decorative backing

ST H
Lining paper

filifs

Infill paper

Gl 1AL

A pair of \l\ |mm[ ioltlml_ screens

/P 1Jm{Lh“fn$£ﬁEHﬂ
Inner border : gold brocade with an arabesque flower pattern on a light brown

background

B B Ay

Border : gold brocade with flower and fusenryo circle pattern on a navy background
Gt
Paper with gold leaf

R A

dp;ll‘ILSC LL(LII‘

W R R G
Gold- plalul savagata (mtuloul\mg SW d'allka'») lozenge pattern qiudq
AT Pl }TII/\ il 4

Ornamulml Il‘IL1d| studs : gold-plated cherry blossom-shaped studs

NJL X ’“‘L ¢

sparrow roundel pattern on a light brown bdtkynund

.muwnmmwﬁﬂﬁm (FE) A% ->Twn 3

Nonc. Pl‘LVlOUb]y dppll(.d lll‘lll'llz. paper (kozo) remaining pdrlmlly

mm¢nm WL 7OUEH. M e LMY 2L T DA,

i K2 #E.

Infill paper of missing areas : mixed paper of kozo and wood plup; mixed paper of
kozo, bamboo, straw and wood plup : gampi paper; paper with gold leaf

OALEA R ek, MR, MEREAC

Remiorcemem paper for cracks : bamboo paper, kozo paper, gampi paper

FiY
Underlining paper

AN . SRR SOR, SIS A, M. ST 2 0 MEEC CRRENGT ¢ BGNA0)
Honeshibari, minokake, mino-osae, hinges and fukurokake : kozo paper (minokake
kozo wastepaper)
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Dimensions, after restoration
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EN NI RER
Painting

ek

Painting with mounting

it

Right screen
k%

Left screen
{1t

Right screen
it

Left screen

it
He ight

158.8

158.8

(cm)

176.8

176.8

i

Width

360.8

360.4

378.6

378.6

(cm)

87
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Table 2.4 Format and mounting materials, after restoration
T 61l 1A
Format A pair of six-panel folding screens
iR ARl R A
— Inner border : gold brocade with rakara-zukushi (treasure-filled) pattern on a light
S brown backgrmmd

Moummg fabric

IN B |

Border : gold brocade with flower and fusenrvo circle pattern on a navy background

:["F“j R ”1[
Hinges P:
(11 (20 lM\lL. AT QLR AL - Jg0)

Wooden lattice core
ok

Frame

Gz 1

Metal fittings

J'ip'mesc LLd'ﬂ' (made hy Yamagishi Fine Art W(mdwm king gllldl() Tokyo)

FEI (SR T - s
Flat- Ld;,c.d (made .hy_ Yamagishi Fine Art Woodworking Studio, Tokyo)
MR (ERA ATREL - ARgE)

& oalud with reddish black urushi (LanuuLd by Ryoji /\l‘lokd K.m‘lg\wa pulullm)

”ﬁ ; ”_:

AN RS CRATIR - Bs)
Gold- pldlul with flower and arabesque pattern on a basket weave background (made
by Koshiro [zumi, lokyo)

i

DO M AR G (RS LR - e
Ornamental metal studs : Round, gold-plated wuh an arabesque pattern on a basket
weave background (made by Koshiro Izumi, Tol\yo)

Sl

Decorative backing paper

GULAE AL O A%, oG (R THZRBE - i, B D CRITLT)

Paper with sparrow-roundel pattern printed with Chinese ink on a grey background
(dyed paper made by Yasuki Yoshida, Toyama prefecture; pattern printed by Handa
Kyu&udo ( 0., Ltd. )

ST H
Lining paper

WLAEHT 5 ¢ et (REZR I - M)
First lining : thin mino paper (made by Satoshi Hasegawa, Gifu prefecture)
WHEFT S G G TH SRk - i)

Second lining : kozo paper (made by Yoshiaki Mizota, Fukuoka prefecture)

filifis
Infill paper

A MEREAE e CIEERE - 40010 . Seeoln L CRIUGEED)
Gampi paper dyed with vasha (paper made by Hitomi Kato, Ishikawa prefecture ;

dyLd hy Hd]ldd Kyusudn ( 0.1 ld )

G (JEA I - W)
1hm mino paper (made by Satoshi Hasegawa, Gifu

ﬁ'(lll’ﬂ“ Jj U
Reinforcement paper for cracks :
prefecture)

Fife 1)
Underlining paper

F )
hosokawa paper (made by Yoshimichi Fukushima, Saitama

B L W MR R R - K

Hrme,sl".'r'bcu'i, hinges :
prefecture)

PN I RSl - )
Minokake : hosokawa paper ( madt. hy Yo&.hlmichi Fukushima, Saitama prefecture)

FE S 0 MITRE (e Ryt - B )
Mino-osae : hosokawa paper (made by Yoshimichi Fukushima, Saitama prefecture)

FREHNT M (R Rl - KR
Shitabukurokake : kozo paper (made by Yoshimichi Fukushima, Saitama prefecture)

AR RERR (R SRR - B R)

Uwabukurokake : kozo paper (made by Yoshimichi Fukushima, Saitama prefecture)
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(11 Disassembling (2) #{& 114 Consolidating the paint layer

V|

30 e GNP 2 Removing the infill paper with gold leat 1) #5514

Facing the pigments

- - -

Removing the old mll paper 6 RLEE  Applying new infill paper

(6) 1l %

Fig. 2.1 A58 R Restoration process
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7V EATE (1) Lining (1) (8) 9475 (2) Lining (2)

[

000 JENSHCIE B Preparing the decorative backing paper

(10 ASHERE D 3A 2 Affixing the painting (12 JEOGHEUE YD JA e Applying the backing paper

Fig. 2.1 5% I'#f Restoration process
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a £ Before restoration b 1% Afier restoration

Fig. 2.2(1)  Jei#C  Backing paper

a 5 Belore restoration b5 Aller restoration

Fig, 2.202) 4L Jé7F  Metal fittings and hinge cover





