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45 AHCIHCIIIE D F FEENIL T R L Tw g, A6 Il
WL i) Same as 4h alter treatinent

Initial lining paper on the painting is generally still attached, but has
areas that resemble fish scales. Before treatment

FRIZAL 48 W] e 49 W AT
Same as 47 Regular photograph Same as 47 Infrared photograph

There were many missing sections on the
silk background. There is a particularly
large missing section on the left robe of
Bosatsu, X-ray photograph
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50 ACOIMIZIN Tem ¢ SV DN THIAM S L, A
There was a piece of repair silk in about lem in width on the back of the painting.
Infrared photograph

51 [l A oh

Same as 50 Infrared photograph

52-1 Wkt & I AL B 2 B TSI B A S 4L d, 52-2 Tl
Pigments made of oyster shell powder (gofin) on the neck and the left
hand were flaking
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531 sy =
A E R '

The sections depicting the lotus pedestal and the jewels were blackened from  53-2 il

staining and light exposure. Infrared photograph Same as 531

AN AriE s IRBIMHZL I M H TS,

SA-1 |l iR

Same as 531 Regular photograph 54-2 Iui
Same as 532 Regular photograph

55 SHEDEBIZHBESEL TV S,
Cut gold leaf on the halo had peel.



56-1 EANEGIZRONL I HHVTL S, 56-2 In]

Brown staining on the face. Same as 56-1

57 IAESPAEIE(E. ML BiE N 2 BERk. SR MER, BRRL X Bl
Weid, (BesAlibMolin L)

Added drawings and other repairs were discovered in some areas, especially around the

gold patterning (kindei gaki) on the robe, brushwork on the folds of the robe, and on the

Buddhist staff (shakwa). (Drawing on the Buddhist staff viewed from the back)

58 hiYfE - fE1E
Added drawings + repair

flsmm e
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59 AGHC - IHILEC - TR IR LT 4.

Removing the painting, the old back lining paper, and repair silk

i Fy 2

60 AEEOPF AL MEGG AL L 22 2 i RS & AL THling L 72,

Crease reinforcement paper strips were affixed to the weakened and ereased sections of the painting,

e
61 @il R 62 fERH:

Metal ornament, before restoration After restoration



“Ksitigarbha (Jizo Dosatsu)”

Conservation report

LIN Huan-shen
Usami Shokaku-do, Co.

Painting title: “Ksitigarbha (Jizo Bosatsu)” hanging scroll, ink and color on silk

Collection: The British Museum

Acquisition No.: J. 18. haiu filn N9 16. 31-33

Conservator: Usami Shokaku-do, Co.

Period: July 2002 —March 2003

Location: 527 Chaya-machi, Higashivama-ku, Kyoto-shi, Kvoto National Museum, Department of

Conservation for Cultural Properties, Conservation Room 1

Condition before restoration (I€ig. 13)
Dimensions: Painting — Vertical 94.5cm; Horizontal 38.2c¢m
Constitution of fabric of the painting:
Number of threads: Warp: average thread width 50 denier; 23 threads/cm
Weft: average thread width 21 denier; 14 threads/cm
Mounting: V. 172.1ecm  H. 55.6c¢m
Mounting format: Color on silk, mounted in the “butsu-hivoge” (Buddhist) style
Mounting fabrics: No filal (decorative fabric strips)
Middle mount border: shirochaji hanamon karakusa inkin (gold design in a flower and ivy pattern
on a pale brown background)
Overall mount border: konji fuji ni volsudegwmo kinvan (gold threaded design in a wisteria and
four-armed cloud pattern on dark blue background)
Fish roe pattern blue-green suji
Metal ornaments: roller knob —gold knob with a fretwork pattern
Hanging rod: inserted ring later addition, the right side is missing
Condition of damage
[Format]
1) The overall mounting was stiff and had a tendency to self close.
2) At the sections with horizontal creases, the adhesive on the back paper had weakened.
[silk ground]
1) Initial lining paper on the painting was generally attached but loose areas resembling fish scales
existed. (Fig. 45, 16)
2) Overall silk surface had vellowed from aging.
3) There were numerous creases, and the peaks of those creases had damage.

4) There were many missing areas of the silk background. There was a particularly large missing
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section on the left robe of Bosatsu. (Fig. 47~49)

5) A piece of silk of approximately lem in width affixed during a previous restoration on the
backside of the painting was revealed in the X-ray and infrared photography. (Fig. 50, 51)

6) There was mould covering many areas of the painting.

[Laver of pigments]

1) Pigment of oyster shell powder (gofun) on the neck and the left hand of the figure were lost.
(Fig. 52)

2) The sections depicting the lotus pedestal and the jewels were blackened [rom staining and
exposure to light. (Fig. 53, 54)

3) Gold pigment on the halo had peeled. (FFig. bb)

4) There was mould, wearing, and soiling on parts of the painting. In particular, there was brown
staining on the face. (Fig. 56)

[Repair silk]

1) There were repaired silk segments alfixed to damaged sections of the silk background.

2) There were several areas of repaired sillk infill that did not match the original silk background.

[Toning)

1) Back lining paper exposed through the damaged areas of silk were toned in an earlier restoration.

2) Added drawings and other repairs were discovered in some areas, especially in the gold pattern
(kindei gaki) on the robe, brushwork on the folds of the robe, and on the Buddhist staff (shakuwja).
(Fig. b7, 58)

Condition after restoration (IFig. 41)
Measurements:
Painting: V. 959¢m  H. 38.2cm
With mounting: V. 174.9cm 1. 55.2cm
Mounting format: butsu-hvogu (Buddhist) mounting format
Mounting fabrics:
middle mount border - falai (decorative fabric strips) middle-sized peony and double vine
pattern in gold thread on a purple background
sobert (over all mount border) omui Kova brown silk, fish roe pattern blue-green suji
Roller knob: Original reused
Rope: takiboku style weave (3-colored mixed weave No. 30)
Metal ornaments: zakan (Inserted ring)
Repair silk: Usami Shokaku-do repair silk sample catalogue No. 235
Warp: average thread width 14 denier; 20 two-ply treads/cm
Weft: average thread width 21 denier; 33 1-ply treads/cm
Back lining paper:
First lining paper: Thin Mino paper, kozo
Subsidiary lining paper: Misu paper, kozo with gofun (oyster shell powders)

Middle lining paper for the mount: Misu paper, kdzo with gofun
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Overall lining paper: Vegetable dyed Uda paper, kozo with white clay

Storage hox: Paulownia box and paulownia roller clamp Made by Maeda Yusai, Kyoto)

Treatment process:

1. Examination and documentation

@

@

The painting was examined and condition documented. Damaged areas were photographed (in
monochrome, color, infrared, and X-ray).

Dimensions ol the painting were recorded and damaged sections more closely examined. This
included the constitution of the silk background, the recording of the location and condition of

peeling, creasing, cracking, breaking, wearing, and rubbing.

2. Dismantling the hanging scroll.

@

The painting was removed {rom the mounting fabric.

3. Restoration and repair of the painting

@

Consolidation

After confirming the stability of pigments, a 1.5% ~2.0% solution of deer-skin glue was used to
seal the peeling sections only when required.

Cleaning

The thin layer of the [irst back lining paper was remaoved.

A layer of blotter paper was laid under the painting. Water was then sprayed over the surface of
the painting and this cleaning process was repeated while monitoring the condition of the stains on
each occasion.

Soiled areas and stains were cleaned without further stressing the silk background.

The cleaning process was closely controlled in order to avoid damaging or losing white pigment
on the facial area.

Removing previously restored work (Fig. 59)

From the front of the painting, a temporary lining was affixed using lhunori (seaweed paste) in
order to protect the layer of pigments.

Using the kanshiki-ha (dry) method, the existing previous lining paper, repaired silk segments, were
removed.

While checking for any discoloration from behind, the previous lining paper was carefully
removed.

First back lining

A lining was affixed using thin mino paper (dyed with black ink to match the tone of the painting).
A new [irst back lining paper was affixed, and the temporary lining and Juenori (seaweed paste)
was separated from the surface of the painting.

Subsidiary back lining was affixed using misie paper.

Crease reinforcement paper strips were affixed to weakened and creased sections of the painting.
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(Fig. 60)

Another temporary lining was affixed.

' Repair silk was affixed

Mounting fabrics were adjusted

Middle mount horder, the fitai, and overall mount horder were toned to antique hues; first lining
and subsidiary lining were affixed; then they were dried on karibari (dryving) board.

Assembling the mounting

The painting and the mounting fabrics were assembled.

» Overall lining

Final was affixed using misu paper.

[<inal lining and temporary lining

Overall back lining was alflixed using wda paper (dved with vegetable dve).

Toning

IFor repairing and toning the large missing section on the left side of the robe, a curator at the
British Museum with the restorer and research staff at the National Research Institute for
Cultural Properties, Tokyo decided on appropriate processes.

Uvazuri (polishing the back of the painting with glass head)

Urazuri was conducted during the remounting process.

) The painting was dried thoroughly on a drying board. Doing this process it was attached face-in,

then removed and re-attached face-out.

Temporary linings were affixed from both front and back and thoroughly dried.

) Changing the roller knob (Fig. 61, 62)

The original roller knob was reused. Following conservation policy, the original fueshibaimi was not
reattached given a possible risk of further damage to the wood surface.

Assembling the hanging scroll

The Neakajifre (middle roller), hvagi (framing wood), and a cord were newly made, and the hanging
scroll was assembled in the style of Bulsu-lvoou.

Making a new storage box

A new paulownia roller clamp, a paulownia box, and a silk cover were made for the painting.
A new paulownia box, paper folding box, and a box made with shibugami (thick mino paper coated
with persimmon juice) with diagonal pattern inside lid cover were made.

Photographing the completed work

Photographs of the painting before and after restoration were conducted.

Facts and other issues learned from this treatment:

@

Drawings and other repairs were found in some areas, especially for the gold pattern (kindei galki)

on the robe, brushwork on the folds of the robe, and on the Buddhist staff (shakieo).

(Translated by Joseph Loh, Miwako Tezuka and Regina Belard.)



=~
o

S e
(B f it it

IR & HIII e
[ Nt

[ R ke ] <o [l ¥ pE A RS ] 1203, St B o UL ) A% 2 & Vi ¥ ik o Y Ill't
TOMALOBINNZEAL, SNEOGAZ W L2805 T 5 WpkTh 5 Ll it T 4, WIE - Wi
AT E L ICRBDEE HODI,

HAZ B 2 N i om0, P OP I PIBR PR L 2o AR A LR L 2 2 2400k X
Vo L7 TN CHTINC 3 2 &l « ML L7 < 0 LA Z D 2 THTIE LR (19T &
b

AL, [HE ] 2SIt M Th ), AT, LTI ERE D LWy — 4
AL — Ak L 72 (782 - T Ay iR oy iz an b SIREEITEfm S Th S,
Bl ET, eeicim s THEM S, H& FFTsivoicy L, i bsdao =0 Ho L9 i i
LIS L

DT ARG DONOHTETFOWEFEOIZ L - TE D, SOOI L 2SR 2 LAEIRe 4 B |

D L, O3, Bty W < I ARSI, F oA TSRO 7 h 6 L e B il ¢ b‘Li‘
nai¥, '3|"”~'-0’)}€'JE COROEDS W S A, —CpizkS ez g gk aris e, K14 0 b4 -Ty

o BIMOEHIZIEA LY i 2 it odiihs . MDD RS W E - Wi s Ty S

Lf:?’ﬁf;‘C\I'xlfS{z\ PO Y S PINT A 5 RO I3 ETH L EH LT LD,

L ik
FTRGRGRE T HOs S 0% (R 1 RIS 00« BRLOGAT < (g = 5ifs TAE s AR 0 is | 8 (A4
Azl HOHEH AL, 19804

T Bt THb =k ] (1A XEii2394)) 45 304, 198641

41 Detail



Ksitigarbha (Jizo Bosatsu)
Description

KATSUKI Gen' ichiro
National Research Institute for Cultural Properties, Tokyo

According to the Buddhist texts Daijo laisha jizo jitrin-kva and Jizo bosalsu hongan-kya, Jizo
Bosatsu (Ksitigarbha) is thought to appear during the period of absence of Buddha —the period lasting
[rom the death of Shaka (gzik_\'amuni) to the arrival of Miroku Bosatsu (Maitreva). It is also believed
that Jizo Bosatsu saves people suffering in the six stages of reincarnation (rokudi no rin'ne,
parivrtta), Throughout history, commoners in China, Korea, and Japan particularly revered Jizo
Bosatsu.

Images of Jizo Bosatsu in Japan became widespread after the middle of the Heian period when
there was a belief that the Buddhist world was coming to an end (mappo shisa, saddharma-vipralopa)
and in the rise in the popularity of the Pure Land sect (jodo shisd). As a result, many examples of
painted and sculpted Jizo icons date from the Kamakura period are extant.

This painting shows Jizo as a monk, [ollowing an iconography described in Jurin-kvo. In general,
it follows the standard iconography common to objects produced after the mid-Teian period. This
include attributes such the figure holding a Buddhist staff (sheakaejo, kKhalkkhara) in his right hand and
a jewel on his left. Fach foot stands on a lotus pedestal and his body is depicted frontally. His oval
face is long and turned slightly to left. His eyes are narrow and sharp with their ends slightly raised
and they contrast powerfully with his crescent-moon shaped eyebrows.

The Jizo's body has been colored with thickly applied pigments, and reddish orange outlines can
be seen along the moderate ink lines over this painted area. In addition, Terigiome (a bright highlight-
ing technique characteristic of many religious paintings of this time) has been thinly applied to his
[ace, and his right hand is painted thickly in plain color, indicating a certain consideration for a sense
of volume. The tightly closed lips have been colored in red, adding a measure of emphasis. There are
lines of a thick gold pigment (kindei) on the head of the Buddhist staff while the halo is outlined with
cut-gold pieces and strips.

Considering these stylistic and technical details, this painting can probably be dated to the

mid-thirteenth century.
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