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Unkoku Toeki, Dao Yuanming and Lin Hejing (Before treatment?  (Museum fiir Kunst und Gewerbe, Hamburg)
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Unkoku Toeki, “Dao Yuanming and Lin Heijing™

Conservation report

HANDA Masaki
Handa Kyusei-do, Co., Ltd

Title of the painting: “Dao Yuanming and Lin Heijing” by Unkoku Toeki

Conservator:
Period:

Location:

Yair of six-panel folding screens, ink and color on paper

Acquisition No. 1971, 13ab Museum fiir Kunst und Gewerbe, Hamburg
Handa Kyusei-do Co., Ltd.

June, 2002 — end of March, 2003

13-9 Ueno Park, Taito-ku, Tokyo, Conservation Room, Tokyo National

Museum

1. Condition before restoration (Fig. 15)

1) Dimensions and materials

Painting:
With Frame:
Frame:

Wood lattice core:

Mounting format:

Mounting fabrics:

Frame:

Metal ornaments:

Lining paper:

<{Right screen> <Left screen>

V. 155.9¢m H. 360.6cm V. 155.7cm H. 361.0cm

V. 171.0cm H. 376.6em V. 171.0cm H. 378.8cm

Depth 1.8cm (each screen)

V. 167.3cm H. 62.1cm (each panel)

Six-panel folding screens

Narrow mount border: Nandoji kinsha (gold thread on greenish-blue back-
ground)

Wide mount border: Chaji sokamon kinvan (a plant and flower pattern in gold
thread on brown backeground)

Square shape

Sokamon kakukanagu (a square metal ornament with a plant and flower pattern),
okagala bvo (nails in shape of cherry blossom)

Kaozo paper

Final backing paper: Gubikizome suzioncgata kivazuri (painted background with a mica printed

2) Damage

sparrow pattern)

e re many instances of insect damage throughout the entire painting. Especiz on the
1 There were many instan [ insect damage th hout the ent iinting. Especially on th

areas around the inner hinge sections, rough and aged surface of the original paper was

appeared.

. Toni cte ‘ing previous restorations was added to sections containing ins :
2. Toning conducted during previou toration Ided t ti 1taining insect damage

affecting the quality of the painting.



3. Drawings could be seen on the infill paper of previous restorations.

4. There was soiling over the entirety of the painted surface.

5. Traces of previous restorations were noticeable. There was also damage caused by wear on the

surface.

6. There were many cracks and insect holes. And added paper was flaiking due to the weakening

of the adhesive. (Fig. 77, 78)

|

Flaking occurred along the paper joints: the first paper joint from the top on the 5" panel of the

right side screen; and the first paper joint from the top on the 4™, 5™ and 6" panels of the left

side screen.

8. On the right screen, parts of the mounting fabrics were flaking.

9. On the left screen, under-papering at the bottom of the mounting fabric was loosened on by

moisture damage

10. 1 square metal ornament, 1 rod, and 7 nails were missing.

2. Condition after the restoration (Fig. 16)

1) Dimensions and materials

Painting:
With frame:

Frame:

Wood lattice core:

Mounting format:

Mounting fabrics:

Frame:

Metal ornament:

Lining paper:

Infill paper:

Under papering:

<{Right screen? {Leflt screen>

V. 155.9cm H. 360.9cm V. 155.9cm H. 362.4cm
V. 171.8cm H. 377.5cm V. 171.8cm H. 379.4cm

Depth 1.8¢m, thickness 2.0cm (each screen)

V. 168.1cm H. 62.1cm V. 168.1cm H. 62.4cm (each panel)
Six-panel folding screens

Narrow mount border: Hanadaji botan Karakusamon kinsha (peony and ara-
besque in gold thread on indigo-blue background)

Wide mount border: Shirochaji botan Karakusamon ginvan (silver brocade with
design of peony arabesque on white-brown background)

Square frame (by Yamagishi Mitsuo, Tokyo), black lacquer finish (by Hasegawa
Susumu, Tokyo)

Originals are reused, except 1 square metal ornament, 1 rod, and 7 nails are
reproduced (by Okumura Kiminori, Tokyo)

First lining paper: Senshi (made in China)

Subsidiary lining paper (first layer): Kazo paper (made in Yame, Fukuoka
prefecture)

Subsidiary lining paper (second layer): Kagzo paper (made in Yame, Fukuoka
prefecture)

Chikushi (bamboo paper made in China)

Hinges: Hosokawa paper (by Fukushima Yoshimichi , Saitama prefecture)
Honeshibari: Hosokawa paper (by Fukushima Yoshimichi , Saitama prefecture)

Minokake: Kazo paper (made in Yame, Fukuoka prefecture)
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Minoosae: Kazo paper (made in Yame, Fukuoka prefecture)

Shimofukwrogake, wwafukirokake: Kozo paper (made in Yame, Fukuoka prefec-
ture)

Fuchishitabari: Kozo paper (made in Yame, Fukuoka prefecture)

Final backing paper: Sokaishoku suziomegata swmizuri somekozogami (kozo paper with a ink printed
sparrow pattern on dyed green gray background by Yoshida Yasuki, Toyama
prefecture, stencil printed by Handa Kyuseido)

Wood lattice core:  Kanzai: Akitasugi shivota tomeshiage (polished white Akita cedar with mitered

joints by Yamagishi Mitsuo, Tokyo)

2) Treatment process
1. Examination and documentation

- Examined and documented the object condition. Damaged areas were photographed.

LS

Dismantling of folding screens
- Frame was removed and each panel dismantled.

+ Mounting fabric was lightly moistened and removed.
3. Pigment consolidation
+ 19 (weight comparison) solution of animal glue was applied to the pigments in order to seal the

flaking.

4. Removing the painting from the wooden lattice core

The painting and the final back lining paper were separated from the wood lattice core.

5. Repairing the painting

The painting was slightly moistened with room temperature purified water, and separated from

the lining paper.

All infill, except those that significantly affecting the appearance of the painting, were removed.
(Fig. 79, 80, 81)
The painting was moistened with room temperature purified water, and the soiling was removed

with blotter paper.

Infill paper made of dved chikushi (bamboo paper) to match the tone of the painting was affixed

to damaged sections of the painting.

Thin mino paper was added from backside of the painting surface to reinforce the sections with

creases.

6. Selecting the mounting fabric

The existing mount fabric was severely damaged. After consultation among conservators and

those related to the project, both the narrow mount border and the wide mount border were
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10.

14.

15.

.

re-produced with gold thread fabric and silver thread fabric.

Lining of the painting

The paper of the painting was thinning and becoming weak. So, selecting the appropriate type of
paper (especially concerning fiber content) for the first lining was of critical importance. Through
discussion, it was decided that senshi was to be used for the first lining. Sheets of senshi were

alfixed with wheal starch paste, and the subsidiary lining was affixed using kozo paper.

Lining of the mounting fabric

Kozo paper was affixed to line the newly made mounting fabric with wheat starch paste.

Making the final lining paper
After discussion, a sparrow pattern was selected for the final back lining paper. Dyved kazo paper
was initially lined with another layer of kozo paper. The pattern was then printed on it using

shibugala (stencil made of shibugami) to make the final back lining paper.

Making the groundwork of the folding screens

A new wood lattice core with mitered joints was constructed in cedar while a new frame was
made from cypress.

Kozo paper was used for the honeshibari, minokake (three layers), and minoosae, and the six-panel
folding screens were connected by adding paper hinges. Kazo paper was also used to finish the

shimofukurokake, wwafukurokake, and fuchishitabari.

Attaching the painting, the mounting fabrics, and the final backing paper

+ The painting, a narrow mount border, and a wide mount horder, were affixed and the final

backing paper was lined on the back side.

Toning

« Toning with a basic color was added onto the new infill paper affixed during restoration.

.

Completion
The frame was assembled and all the metal ornaments affixed. The frame was coated with black
lacquer. A square metal ornament, rod, and nails were reproduced and artificially aged to replace

the missing ones. (Fig. 82, 83)

Making a new cloth storage bag

A new storage back was made from cotton fabric.

The completed work was then photographed
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3) Facts and other issues learned from this treatment

1. There were three sheets of paper on each panel. Each sheet was first lined and then joined with
the next sheet. During restoration, the joints were separated, and after the first lining was removed,

the three sheets were joined together, and then a first layer of lining was added.

2. Prior to this restoration, there was only one laver of lining, and the damaged sections of the
painting were reinforced from backside by strips of paper. In addition, previous reinforcing was
completed by pasting card stock on the first lining paper. All panels at their edges had numerous

areas ol insect damage. (Fig. 84, 85)
3. Conservators, after consultation, decided that all old infill paper, except for those affixed near the
inner hinge of the 6™ panel of the left screen, and those significantly affecting the appearance the

painting, were removed.

4. Fiber analysis was conducted by the Kochi Prefectural Paper Technology Center. The result

revealed that the material was made from bamboo fibers. (Fig. 86)

(Translated by Joseph Loh, Miwako Tezuka and Regina Belard.)
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Unkoku Toeki, “Dao Yuanming and Lin Heijing”

Description

WATADA Minoru
National Research Institute for Cultural Properties, Tokyo

The right side screen depicts a recluse sitting outside in front of a standing screen with two
attendants behind. The chrysanthemum blooming in the flower garden suggests that the recluse is no
other than Dao Yuanming (365-427), who favored this flower. The large pine trees also help to
identify this subject by connoting to the phrase “Pine and chrysanthemum” from the famous poem
“Homecoming Ode”. The ¢in (Chinese zither) in front of the recluse and the books placed behind the
standing screen also make reference to a phrase from the poem, “consoling myself with the gin and
books”. However, the gin depicted in this painting has strings, contradicting the legend that Dao
Yuanming could play the instrument string-less. The left side screen shows another recluse in his hut
arranging plum blossoms and camellias in a vase, and his attendant standing outside with a tray. From
the plum trees surrounding his hut and the crane flying towards the attendant, the recluse is identified
as Lin Heijing (967-1028) who was called the man with “Plum Wife and Crane Children” because of
his unwillingness to marry and his passion for cultivating plum trees and rearing cranes. Dao
Yuanming and Lin Heijing are both celebrated Chinese recluses, and they have been a beloved theme
for painting in Japan since medieval times. The dark ink strokes and the vivid colors of the
chrysanthemum and other elements contrast well with the white blank space. The painting creates a
refreshing yet sophisticated composition that would have satisfied the tastes of the warrior class
during the early Edo period.

The painter of this work, Unkoku Toeki (1591-1644), was the second-generation head of the
Unkoku family. They were a warrior family that served the Mori clan that ruled the region of Suo
and Nagato (presently Yamaguchi prefecture). The first head of the family, Togan, claimed himself
as “Unkoku III,” while Toeki identified himsell as “Sesshu IV”. Toeki inherited the studio of Sesshu
(ca. 1420-1502/6) named Unkoku-an, as well as the Sessha painting, “Landscape in Four Seasons”
(presently in the collection of the Mori Museum). He is considered an important painter who influen-
ced the interpretation of the Sesshu style in the early Edo period.

Each screen has a sign and seals: a sign reading “Painted by Sesshu IV Unkoku Toeki” with the
kanji character “f0” abbreviated to resemble “ho” in a katakana letter; an intaglio seal of a gourd
shape with a square mouth reading “Unkoku”; and a reliel square seal reading “Toeki” that has shows
damage on the top center. From these seals, this work can be dated to approximately the middle of
the 1630s. It is well organized, in a relatively plain composition, and has slightly gentler brushwork
when compared to his other works that also have the square relief seal reading “hokkva”. This
tendency can be seen in other paintings that have the same set of a sign and seals as this screen, such
as "Landscape” (Saizen-in Temple, Wakayama prefecture) and "Eight Views of Xiao and Xiang”

(Kitano Tenmangu Shrine, Kyoto). It cannot be determined at this time whether these differences in
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style should be considered as a shift in Toeki’'s own style or from the result of the involvement of his
workshop. The difference of this “slightly gentler” style is, indeed, extremely subtle, and the work
itself certainly shows the standard quality of Toeki’s own hand. Toeki's brushwork in the latter half
of 1620s tends to be thick and flowing while his brushwork in the late 1630s is rather thin and hard.
Therefore, it can be considered that this work was produced by Toeki who had been shifting his style
from the latter half of 1620s” to the late 1630s". In addition, there are a few examples of Toeki's work
in this style where figures are painted in this scale, resulting in a work that can be considered

extremely important.
Reference:
Unkolae Toeki and followers of Sesshue in the firvst half of the 17" Century, Exh. cat. Yamaguchi: The

Yamaguchi Prefectural Museum of Art, 2001.

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





