I/ S

TSI R

A DR TORREEIEIR 1 b
i L 72 ) —7 5 KXy
Wy 61.423




20

- . P
T DR N e I [ U S8 L

The Secret Five Bedhisattva <Before treatment? CAfter treatment>

o {
7 .

4 & :
G b Qaid)  fEng 10 R ErpE R Gride ek

9 hBRE

Kongo Salla (face area) <{Before treatment? CAfter treatment>




66

TR 7 A
(ESR

(Bk) 30l ARty 3
B Mtk

AR 5% N (N T 0% 2 A
i - 2 ) —7 T K i
Jip 0 61,423

WERE T+ Gtk Jehnty
)2 P39 6 1 ~ 1445 1
6 T3 9 - ST T MR SC A A7 S T 45— S i

1. PRI
1) i AHC FHETS.9em  H{63.6cm
fEtHOAL o AR #E70 0 #1180
FT=— 60§42
F 8 ME130.8em K78 4em
2) #HEN AREUIHAG T =0 W& TTh b,
=g @ =5k =4, — RS =4y, =oH s
3) s ST ek SO S
Wi A D 72 1T SCa
Fekk ACBRHLAY S
i TRk
4) & B il e, s s
AR EL B ST (5 40)
5) HLATHC JIL AT
RIS

~—

IRV INYY
AMCEMIZRUTIIEZZ L <L BT IS » TRR LI 058 %,

@O =

':5 °
H G DWER T IZHE S A LIS,
FORH R PR 96052 7 & D BRI o (2 i 20 2 C W b dL, RIGERAr & - 7o0Eiins db %,

90

Gt & %,

AWt Y 4R DB Z DD E A IRECORE T W2 Wl S S AL, i MliEE L S 4T

FHZPIAHNO BB I 3 Wi, Lba 2, Hicii- TREXH ), Bhuc k> TRET

© BEFOMT IS IZLRIOMREO LD S ) | R D 72O KRR L T, RELTv 205




Emfey 67

kb,

RPN L ISt T v ad,

[N Ea T Bl NS AN L v e | [

BEDFEF2KIZA LIS,

(SRR VNI

RRES AHC #HE78.3em 63 . 6em

L #EL63. 1em T8 . Gem

2) #EENX AL

3) £RR P o JEAE IR T A P PR S R
Ko AR A v e
i TREEE

- 2@ ®a9

S

IR
4) Wl AL, i S
5) it A (3 gL DY)
6) @i Wl A, S
M it

7) HiERR UWTRRER Y T VRS
FE2160K 2 A D
R 1A R A 160K
8) HEJTHL

ARHCHIL LA AT K Il 1 UL B R s
AHUHG AT | JEhEHC M. Wk AN | ML R KRR
FEPEHE | OEHNHC i W AN ASLLUL FEAN— R
R UEAC FREAL '/1\"54‘:_ _fT l_ 1 !;\_l)_- _’,\ 1@ BPH LT R

9) PRAFHT HIRRBHT - WS (R, T A )

3. 1RE¥E TR

1) W - alek
PSR D AKCOINTE 2 W - ok L, BRI HOWTH g7, €/ 20« A5 — ik
SRR ¢ X - SRS - UL X HRar .

@ AMOFE T, L X oK A e, ARG O ML, RPEIREE, Drav, IR BRI iR
FIF. 8L K D HUBE 2 ek L7z,

il 36 > WA
ARG T, WKL . 5% ~2.0% DK IZ TR LD & 17 - 72,
BRIl L7 B EE L 7o th, AR & ) AR I L 72,

®e >



40 WA O PR
Reusing of the roller rod
39 el ]

Reusing of the original initial lining

P o LT
SR i

o — R
Al

i
-

41 PrivkeEa iY 42 EHOMEH

Marks for crease reinforcement paper strips Seams in the silk painting support

Width of the previous crease reinforcement paper strips was The sewed seams of the painting silk support had been carefully
approximately 2mm. trimmed off in the previous restoration.




fEARY 69

3) AHCDIEBL - flifrs

O AMDIIL, ¥ ORI TIAFORHCUZ DL WRIET 2 ) —= > 7 & 41> 72, PIHINON
BIic 7 ) —= 2 I T o I n vt ks L,

@ i & ) Al IS TIREATH 2 ME L, IR & B 2 il 3 2,

@ DL OREZ TOMEIRIZ AT TN Y 8] 200 ARAT - 72, TP Y 250 X (34584

HIZOM) AR5 ZidKBHZ L Bl Wk %L E v L) IR BRI S o D @i or & e i

R IERESETH S,

AHCORGGE, ik, W& ERE L7z,

YO A M P M PGk,

L% S bR M I RREC G ICTNET B 24T - 12,

FOLIET HACE ALtk (REATH 2 B X | AR AR DI S o v L) ISR T 2,

FRRC IS T IHT B 241 - 72,

AACOBT AL MegF b U 72 5 ir i 30 RAE 2 A4 Tl L 72,

DR 24772,

T

©e®ee e

PP R

AHCOMEIRIZ 5 S H L S & (O BRI #b = S L, 240064 < Abb¥ T, =Moot~
TNEED, WS E 20 =75 > F Xl Tk L Tir- 72,

@ JEHE P T S L PRI S i

@ bk IR L mn e A

@ o ikekE

e -

5) RN
kg - JEE - RERRIS I G2 RO, LTS SR LT B 24 R D 2 L7z,

6) fraiL
ARHE & RO WL %4772,

7) g
FRHC IS T T B A o 7

8) REULHT 2 Aoy

FRERE (RAYD) (2 THIHT L %17 - 72,
9) MY

LR D (3 A RIS AT - 72,

10) ik Y

28 2 MDD 247w, FehrZenzhi 4 L 72,
11) il 5 o s 2




70

43 FeAie LI O#ET AL A oo FE o H IR =

XA PR BIT kR b b
Vertical creases on the added silk sections (left and right)

Dotted lines indicate the silk seams.

Solid lines indicate the original lining of the three-piece silk painting surface.



ﬁ&ﬂli i (l 1 71

PO Gz IO 2. 72, Bl 3e b S BB o8 );
G U TR AT My 2D 22N b ED
P kA fFT e dr - 7z,

2) HhoHih R A
W, FEA, A BT L, TR 2 L) EAA R Ll oo iih
=tk Bz,

13) PrA7H 0 Wik

MR, A RERHT, P R WA T L7z,
il 12 BT 02 DU e B ORI 11 JEERC IS R s A 1 (AT
WLDFEL 2l L 72,

14) 5EM5 1
SR AEMETTEO N SR R AT - 72,

4. A PERIZ I S %

' 1) #Co LAk L7z ikt ) S 6 WT LM &
44 R 7o Lo i oA T NLEEHE 2 A LT /2
Sections of silk infill (l‘xi ‘%()J

2) WA EE 5 Tv A A RIS S o s

A S pdiag RS (1440),

3) JEDRGUEHUZ S B I IRHCIL I & A BRI i -
TARLLBNTWS (M41),
4) HERTI RGO Beihid & K KmifE L ) BRIZ L LREHEV > TRRIENTLRTW S,

5) AHCOBE R 845 o LA ] O£ BRI < Eeli S 0T 20 (1442,

6) SEHILTICOAEESA LS, WO GBI RS TH AL,

7) WA AAORE S - TH AR, A RO A LiLs, ZIUE = ‘Iﬂiﬂrfltd)‘I'l‘f‘U’/”f:;ﬁE (4t
12 2 REV T, 20kt H 28 2 212 L ) RICHIHCTADHET 2o 12) &Rt bo ki
bid (1%43),

8 ) g S HEDT AT LT AT 2 AU G 2 il A oM RS AT R 2 & O 1 22 LI RoRER
o7 ETHH LT W Td b Ao [TUREETIEGR] OB 3RS < LI &0 o R ILATER
FrdicipEa s kE L C LIS L RTATH S,



dba RMIEEAE (R fERu I5b  RWlEERE (A e
Kongo Salta (face area) Kongo Satta (face area)
Before treatment After treatment

A6a  MIEERE (Ris) e nn 460 ERIEHE i ek
Kongo Satta (chest area) Kongo Satla (chest area)

Before treatment After treatment



-3
e

file AL

AN () 47b  MEWI (RE)  fEemi
Man Kongo
After treatment

47a
Man Kongo
jefore treatment

U

= .
48a R i e 48D A o)
Ai Kongo (head area)
After treatment

Ai Kongo (head area)
Before treatment



74

49a RGN (D e
Yoku Kongo (head area)
Before treatment

S0 HHEME (A e
Lotus stand (lotus petals)
Before treatment

s
AAANNROTEa T
AR ITIIE

o ¥l

A9 ERAGRW b g
Yoku Kongo (head area)
After treatment

50b  lHEME A e
Lotus stand (lotus petals)
After treatment



MERR 75

V\ t{ 5, 0y
Sla it & Mo ol St Gamo o T 51b  iEd X R e ikEi GLAo I
Comparison of gold pigment and cut gold-leaf Comparison of gold pigment and cut gold-leaf
Gold pigment (patterns on the scarfl of the Yoku Kongo) Cut gold-leaf (veins on the lotus petal)

52 MUFAf (1)

Verso painting (overall view)

03 MEFE{L CHRMIEENE i)
Verso painting (face area of the Kongo Satta)



76

Sda  FEROOILE (e L 54b  HERAO ILRE Ohdmosii  w
Comparison of verso painting (head area of the Shoki Kongo) Comparison of verso painting (head area of the Shoke Kongo)
Recto painting Verso painting

L i

S5 UERALO A

(BRI M) Fopstn 55b SR L G ERoni R n
Comparison of zerso painting (legs of the Man Kongo) Comparison of verso painting (legs of the Man Kongo)

Recto painting Verso painting



“The Secret Five Bodhisattva”

Conservation Report

SUZUKI Yutaka and LIN Huang Sheng
Usami Shokakudo Co., Ltd

“The Secret Five Bodhisattva” (Gohimitsu Bosalsi) Hanging scroll, color on silk
Accession Number 61.423
Cleveland Museum of Art
Conservation Studio Usami Shokakudo Co. Ltd.
Restoration Period June, 2001 — May, 2002
Location Mounting Room, No.l
The Conservation Center for Cultural Properties
Kyoto National Museum
527 Chayamachi, Higashivama-ku, Kyoto
1. Condition before treatment
1) Dimensions
Painting H 78.9 em W 63.6 cm
Structure of silk support: warp: average thread width 60 denier; 23 threads/cm
Weft: average thread width 42 denier; 60 threads/cm
Mounting H 130.8 e W 78.4 em
2) Type of Mounting Painting is color on silk and mounted in double-surround Buddhist style
mounting (bulsuga hyvogie)
The silk support is made up of three pieces joined together and measuring
in width, left to right: 11 cm, 47 c¢cm, and 12 cm.
3) Mounting fabric Futai Gold brocade with design of paulownia on green ground
Chuberi Gold brocade with design of chrysanthemum and nested lozenge
pattern on navy ground
Soberi Gold brocade with design of chrysanthemum on faded vermillion
ground
Suji (narrow borders) pale yellow plain-weave silk (shike)
4) Metal fittings Roller knobs: Gilt bronze with lotus patterns
Hanging rod metal fittings
Hanging ring nails and hanging rod fittings (later addition)
5) Linings First lining (hadawra)
Subsidiary lining (mashiura)
Final backing (soura)
6) Condition of damage

(D Horizontal creases were observed throughout the painting and some sections were missing along



78

@

these creases.
Silk infills of a previous restoration were observed in the principle image, on the metal parts of

the necklace, as well as in other areas. Traces of toning were observed in several sections.

(3 Exfoliation of cut gold-leaf was observed on the lotus pedestal.
@) Damage was observed in many areas painted with azurite, such as areas around the circular
mandorla and hair. There were traces of repair in these missing areas.
(%) Fine creases and folds were particularly evident in the white areas of the circular mandorla, and
peeling was observed along the creases. These sections had potential danger of further peeling
from abrasion.
() Previous toning in the azurite had altered the color and this pigment discoloration caused abrasion
of the silk surface and flaking in some areas.
(7) Mounting fabrics were worn.
® Roller knobs and roller rod were too small in diameter relative to the size of mounting.
O Lifting and separation of the final backing paper was evident overall.
2. Condition after treatment
1) Dimensions Painting H 78.3 cm W 63.6 c¢m
Mounting H 163.1 ecm W 78.6 cm

2) Mounting format  Double-surround Buddhist style mounting (bulsuga hyvogu)

3) Mounting fabric Chuberi and fulai: Gold brocade with design of peony among double-ivy
arabesque on navy ground
Soberi: Kava twill-weave with clouds (umo-tasuki) and treasures
(takara-zukushi) design on brown ground
Suyi: (thin borders) pale yellow plain-weave silk (shike)
Hanging rod metal fittings

1) Roller knobs  gilt bronze with lotus patterns

5) Cords tricolor, mixed weave hanging and wrapping cords (fakuboku)

6) Metal fittings Roller knobs: Gilt bronze with lotus patterns

zakan (hanging ring nails)
7) Infill silk Union Infill Silk Sample Book, No.45
Warp: average thread width 21 denier; 20 two-ply threads/cm
Weflt: average thread width 31 denier; 53 1-ply threads/cm
8) Linings
First Thin Mino paper Kazo Made by Hasegawa Satod
lining hi, Gifu Prefecture

(painting)




Overall lining

(mounting)

Final backing

Misu paper

Cleveland Museum of Art Conservation Report

Kozo mixed

with gofun

Subsidiary Misu paper Kozo mixed Made by Konfu Kazuo,
lining with gofun Nara Prefecture
(painting)

Made by Konfu Kazuo,
Nara Prefecture

Vegetable-dyed

paper

Ud

Kaozo mixed

with white clay

Made by Fukunishi
Hiroyuki, Nara

79

Prefecture

9)

Storage box: yaro-style box made of paulownia; roller clamp made of paulownia (made by Maeda

Yusai, Kyoto)

3.
1)

Treatment process

Examination and documentation

(D Examined and documented the condition of the painting before restoration. Photo-documented the

@

@

state of damage with monochrome, color, infrared, x-ray, photomicrography, and pigment x-ray
fluorescence analysis photography.

The following points were documented: dimensions of the painting, types and location of damages,
structure of painting silk, flaking pigment, creases, splitting, worn or lost areas, inpainting, and

abrasions.

Dismantling
Before dismantling the hanging scroll, a 1.5%-2.0% solution of deer skin glue was applied to
prevent pigment exfoliation.

The painting was removed from the mounting fabric after the pigment was stabilized.

Repair and restoration of the painting

Removal of stains and soiling on the painting was completed to within acceptable parameters to
protect the painting silk support. Measures were taken to prevent soiling to cluster in the white
areas of the circular mandorla during cleaning.

A temporary protective lining was applied from the recto of the painting with seaweed paste, in
order to protect the pigment layer and sections decorated with cut gold-leaf.

To remove all layers and until the final backing was applied, the “indirect damping process” was
used. This process uses the least possible amount of water to accomplish the work and is effective
in protecting the pigment layer and especially those white areas of gofuen and cut-gold leaf,

Subsidiary lining, crease reinforcement paper strips, and first lining were removed from the

painting.
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(%) The wverso of the painting was examined and photo-documented.
() The first lining was applied with thin Mino paper (ink-dyed) of color tone matched to the painting,
(M After applying the new first lining, the temporary protective lining and seaweed paste was

carefully removed from the front of the painting.

The subsidiary lining was applied with Misu paper.
@ Creased areas and fragile areas were reinforced with reinforcement paper strips.
(10 The painting was then temporarily stretch dried on the drying board.

1D Silk infills were applied.

4) Selection of mounting fabric

—~,

Several pieces of fabric with patterns and colors that matched the subject matter of the painting
were prepared and assembled into three mounting samples. Selection was made in consultation
with the Cleveland Art Museum.

(2) Fitai and chaberi: gold brocade with design of peony among double-ivy arabesque on navy ground
(3) Soberi: Kova twill-weave with umo-tasuki and fakara-zukushi design on brown ground

) Suji: pale vellow shike-weave

5) Coordination of mounting fabrics
After the chiberi, fitai, and soberi were toned to achieve an aged appearance; first lining and

subsidiary linings were applied on the mounting, and the silk fabrics were dried on the drying board.

6) Assembly

Painting and mounting fabric were assembled.

7) Overall lining

The overall lining was applied with Misu paper.

8) Final backing and stretch drying on the drying board (face-out)

The final backing was applied with vegetable-dyed Uda paper.

9) Verso Rubbing (urazurt)

The verso of the scroll was rubbed with rubbing beads and it was then attached to the drying board
face-in.

10) Stretch drying

Thorough stretch drying was done twice (»ecto and verso) on the drying board.

11) Exchange of roller knobs

New roller knobs were used. In accordance with restoration policy regarding cultural properties
abroad, hanging rod fittings (hashibami) were not applied for danger of damaging the rod.

12) Completion of mounting

After applying the new roller rod, hanging rod, and hanging and wrapping cords, the painting was
completed as a hanging scroll in the Buddhist mounting style format as before.

13) Production of new storage box
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A roller clamp made of paulownia, yaro-style storage box made of paulownia, and plain-weave silk

wrapper (kabutae) were newly made.

Folding case and box cover (diagonal lattice-patterned shibugami made with thick Mino paper) were

prepared for the storage box.

14) Photo-documentation of the finished product

Overall and detail photographs documenting the conditions before and after treatment were taken.

6)

7)

8)

Matters of special note on the treatment

As was clear from the manner in which previous crease reinforcement paper strips were cut, it
appears that the old first lining was maintained during a previous restoration (Fig.39).

Traces of earlier restorations could be observed from the two paste tabs that remained on the
roller rod (Fig.40).

Previous crease reinforcement paper strips on the old subsidiary lining were placed according to
black and red ink line marks (Fig.41).

In a previous restoration, silk infills were applied to missing areas from the back and were
covering areas larger than the actual losses.

The sewed seams of the silk support of the painting had been carefully trimmed and removed in
a previous restoration (IFig.42).

Cut gold-leaf could be observed only on the lotus stand; other gold lines were applied in gold
pigment.

Vertical folds (two on right and one the left) were observed along the seams on the left and right
sides of the painting. These folds most likely suggest original stages of the three-piece silk painting
surface (twill-weaved fabric was applied to the verso, and rolling the painting along the seam
caused the vertical folds to appear on the painting surface) (Fig.43).

The vertical folds concentrated in the center of the painting were caused from the nature of the
hanging scroll, as frictions from rolling the painting on a thin roller rod and pressures from the
tying cord make the central areas prone to damage. In the case of the Gohimitsu Bosatsu, the
blackening was caused from the removal of verso painting along with the initial backing in a

previous restoration. (TS, JL, and JP)
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“The Secret Five Bodhisattva”

X-ray Fluorescence Analysis

HAYAKAWA Yasuhiro
National Research Institute for Cultural Properties, Tokyo

1. Outline of the analysis

The painting materials used in “The Secret Five Bodhisattva™ in the collection of the Cleveland
Museum of Art were analyzed non-destructively by a portable X-ray fluorescence spectrometer. The
instrument SEA200, developed by Seiko Instruments Inc., was used. It was set for 100 sec measuring
per 1 point using a primary X-ray beam with a ¢2mm at 50kV « 100gA. The present analysis was
carried out atmospherically. As a result, the light elements, i.e. Al or Si, or those below were difficult
to detect.

2. Analytical results

Sixteen positions of distinctive color were selected and measured. Analytical results are shown in
the table below. The table values indicate the net intensity of the fluorescence X-ray signal, minus the
background. The ratios of X-ray intensity between elements do not correspond with the concentration
ratios because each element has a different sensitivity to X-ray analysis.

Small amounts of Ca, Fe, and Cu were detected at almost all positions measured. Since these
elements are occasionally found in white clay, it is likely that was applied to the overall surface as
a ground layer. For red-colored areas, large amounts of Pb were found in areas No.l and 4, and Hg
in areas No. 10 and 11. This suggests the use of different pigment material (most likely cinnabar in
the latter areas). In the white-colored areas, large amounts of Pb were detected in areas No.7, 14, and
15, suggesting the use of Pb-included white pigment material such as white lead. Relatively large
amounts of Pb were also detected from vellow-colored areas (No.§, 9) but the intensity was nearly the
same as the white-colored areas (No.7). It is probable that undetected organic dyes were used. Large
amounts of Cu were detected in the green (No.12) and blue (No.16) areas, suggesting the use of pigment
materials containing Cu as the major component, such as Malachite and Azurite.

Table Analytical results of painting materials of “the Secret Five Bodhisattva”

No. Position measured Color X-ray intensity (cps)
Calcium Iron Copper Gold Mercury Lead
- o (Ca-Ka) (Fe-Ka) (Cu-Ka) (Au-Lg) (Hg-Lg) (Pb-Lg)

1 Central image : chest Light tan 33 2.7 78.2
2 Central image : five-pronged vajra bell Gold 13.5 3.9 4.7 4.8 2.3
3 Lotus : pulp Brown 9.6 4.7 75.7 6.4
4 Lotus ! stamen Red 1.5 4.4 104.0
5 Lotus petal White 3.4 4.2 20.0 35.3
6 Lotus petal : gold lines Gaold 1.4 2.0 13.0 5.5 71.7
7 Yellow Bodhisattva : mandorla White 0.2 3.4 3.5 52.8
8 Yellow Bodhisattva © cheek Yellow 0.2 3.7 2.2 58.6
9 Yellow Bodhisattva . scarf Yellow 0.1 13.1 4.2 2.7 53.6
100 Red Bodhisattva © cheek Red 5.8 3.0 4.9 21.8 12.6
11 Red Bodhisattva  scarf Red 5,1 4.2 4.9 11.2 11.3 9.1
12 Green Bodhisattva : cheek Green 3.5 4.8 139.3 0.4 14.6
13 Green Bodhisattva © crown belt Blue 1.6 2.3 3.2 69.8
14 Base line White 0.3 145.7 115.6
15 Circular mandorla White 0.1 128.7
16 Background Blue 10.3 7.9 168.8 6.7

(The author and JL)
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“The Secret Five Bodhisattva”

Description

TSUDA Tetsuei
National Research Institute for Cultural Properties, Tokyo

The Gohimitsu Bosatsu is one of the mandalas based on Fuku’s (Sk | Amoghavajra) translation of
the Rishu-kyo (Sk © Adhyarthaatika-prajiiaparamita-sutra) and Kishu-shaku. This hanging scroll con-
sists of three pieces of silk. It depicts a large white lunar ring in the center, with open spaces covered
in azurite pigment. The pictorial field is demarcated with three lines of white, red, and white. Inside
the lunar ring, a flame-fringed double circular mandorla provides the backdrop for the Kongo Satta
(Sk: Vajrasattva), which is depicted in the center, and the Four Kongo-Bosalsit (Shi Kongo-Bosalsit)
surrounding him. The Kongo Satta holds a five-pronged vajra vara in his right hand in front of his chest
and a five-pronged vajra bell in his left. He sits in the lotus position. The Kongo-Bosatsu are shown
with halos. The red-bodied Yoku-kongo, seated in front of the Kongo Safta’s right knee, sits holds
arrows in both hands. The white-bodied Shoku-Kongo holds on to the Kongo-sattas right shoulder. The
green-bodied Ai-Kongo, behind Kongo Satla’s left shoulder, holds a banner of Makatsu-gvo. The
yellow-bodied Man-Kongo sits in front of Kongo Satla’s left knee, with hands in a kongo-ken position.
Each has a scarf that drapes over their upper body and a waist cloth and an inner garment cover their
lower bodies. Each wears a crown of the five Buddhas and other adornments consisting of armlets,
bracelets, and necklaces. The Kongo Safta further wears a “jewel string”.

Thick pigments together with the verso painting create a colorful and vivid effect. Gold foil was
applied from the back behind the crowns, armlets, bracelets, and necklaces. Azurite was used for the
Kongo Satta and gold paint for the Four Kongo-bosatsu in the patterns on the garments of the
bodhisattvas. Cut gold-leaf decoration was apparently reserved strictly for the veins of the petals on
the lotus pedestal, and used sparingly. The painting can be dated most likely to the thirteenth-century.
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