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165 EE Hi EEE e

LR E RS L* ak bk L* ax b* A Ex(ab)
4 {8 33.85 0.77 9.49 32.73 1.66 10.31 1.65
1 mExEDE 36.03 6.12 15.14 38.17 6.49 15.59 222
14 & E O 29.51 -0.50 7.41 28.80 -1.22 6.25 1.54
28 ELNZE 26.95 1.02 431 25.31 0.36 2.21 2.75
30 EHEIT. BT TLSENS 28.40 2.39 4.31 2568 2.13 3.77 279
46 sAfiDib{L & 49.11 5.84 27.89 49.97 6.02 29.11 1.50
49 F(THof-H %k 32.84 7.08 9.92 34.29 7.60 12.19 2.74
51 ik 32.75 2.30 9.53 33.09 1.88 10.58 1.18
57 %A 53.67 528 30.80 52.80 5.38 29.85 1.29
59 HEiDYHR> 44.13 4.60 20.00 44.40 432 19.08 1.00
63 27.56 1.59 4.37 26.21 0.89 3.23 1.90
69 18 54.86 481 30.16 52.99 457 28.86 2.29
73 HBA 31.31 3.60 8.94 29.73 3.09 8.59 1.70
83 &Ik 5551 5.09 31.32 54.36 542 31.56 1.22
93 1L 30.53 -2.00 3.50 29.54 -2.01 408 1.15
97 F 55.84 4.89 31.89 55.29 5.00 31.85 0.56
103 7R 57.24 5.37 30.70 58.77 4.80 32.72 2.60
113 RO 38.67 3.43 16.47 40.14 3.48 19.55 3.41
118 & 29.74 3.20 8.47 28.25 2.87 6.70 2.34
131 & 59.95 462 33.77 60.73 4.48 34.68 1.21
133 1L 30.23 -2.68 3.36 28.80 -2.59 4.38 1.76
136 5 $FDERS 37.02 -4.77 12.32 35.86 -3.60 12.68 1.69
139 8 HEBDE S 45.53 7.71 22.86 4537 8.45 22.75 0.77
140 DR 39.38 4.95 18.50 39.31 4.37 18.76 0.64
156 T FDEE 41.83 6.84 20.97 4181 7.40 19.37 1.70
157 EFDERIR 35.96 6.66 13.85 33.90 6.96 13.03 2.24
167 &FDXRAR 39.88 8.11 16.66 37.71 7.75 14.64 2.99
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[X155 £ X456 1EPE{
Before treatment. After treatment.

[457 i m i [X58 &0 %
Before treatment, After treatment.
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59 fEMG, B ERD LOFTHiZLTH S

Before treatment. The gold paint was thickly reapplied.

[460  wlifii% “‘IJ; i, T2 200G (E, X
SIS EIRAIED A LT WA S, BN
T & u . EDEFHRLA,

After mending. Because there was a thick layer of gold

paint in the area around the wrist that was mended in

the past, it was difficult to remove, and therefore was

left untouched.

[461 0
Before treatment,

[62 w5, 50 S Il 20k,
After mending. Previous mending around
the fingertips was left untouched.



(LR

[¥63  fEmi X64 it B SIHHiH 2L 5
Before treatment. After mending. Former mending job is left

around the cheek area.

65  ArhR T, ARHCEENIC P EOMA W L7 66 SEif o YRR I
Infrared photograph. Lines of a rough \iu te h were Tound Reverse side, infrared photograph.
on the reverse side of the painting.

BAGT i s YR 0L [468
Reverse side, infrared photograph. Reverse

M AT
snh'. infrared photograph.
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69 s PR
Infrared photograph.

BAT0 ARG SN PR P TIELT TR 2 Ttz
Infrared photograph. In natural light, the right side of the head had
looked transparent.
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Horizon. A photomicrograph was

taken.
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Morning glow. (Point1) Photomicrograph = 25 magnification Morning glow (Pointl) Photomicrograph, transmitted
light = 25 magnification
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P74 ey GRA > b 2) WIS =25 75 e (K4 > b 2) WilERSI EEE <25
Sea. (Point2) Photomicrograph, transmitted light % 25 mag-

Sea. (Point2) Photomicrograph < 25 magnification
nification



(76 750 WEE GRA > b 3) SRy <25 (77 2 W GR A > b 3 SEER L B <25
Dark sky. (Point3) Photomicrograph < 25 magnification Dark sky. (Point3) Photomicrograph, transmitted light

<25 magnification

78 il PSR 479 4L

SN

Metal {ittings, before treatment. Metal fittings, before treatment.

[481 il fEnpd;
Metal fittings, after treatment.

H80 i &gz ) —=v L1,
Metal fittings, after treatment. Have been cleaned.

(482 il (ERRfR, Wi RO A i B 7S - 12,
7 & RERC TR & K 2 i L 2z,

Metal fittings, after treatment. They were made in such a way that

the side and top parts could be removed. The sides and top were

joined from the inside with kozo paper.
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X183 f&aHi X184 {&REf%
Before treatment. After treatment.

[486
After treatment.

87 i [4]58
Before treatment. After treatment.
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Before treatment.

[2190 {51y i 151
During treatment, radiography.
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[<191 WL SERS 2% o 4t i [92 ILREER D5 % o M oA TR 0
Reverse side after removal of first lining. Reverse side after removal of first lining,

infrared photograph.
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K93 NLEER o Sfi &Y B94  wliA Lo i
Reverse side after removal of first lining, Reverse side after mending.

radiography.
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Before toning.
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IEleven-headed Kannon (Ekadasamukha)

Conservation Report

Sotaro Yamaguchi
Yamaguchi Bokujindo,Ltd.

| . Description and title of object

1. Title, number of objects Eleven-headed Kannon (Ekadasamukha), one hanging scroll
2. Collection Asian Art Museum of San Francisco

I. Period and location
1. Period EY2003
2. Location Yamaguchi Bokujindo, Ltd.
5-8-5 Sakae-machi, Yaizu-shi, Shizuoka Prefecture

. The structure of the cultural property

1. Dimensions

treatment | width 46.8 cm
Aflter Height 157.1 em <
treatment | width 47.1 cm

during the lining process, and silk material was added.

2. Silk support of the painting
Warp threads: 21 denier, 60 pairs with weflt threads overlapping every two warp threads
Weft threads: 21 denier 14 denier
Thread density: 120 per 3.03 cm

(There are irregularities, and therefore it is not even throughout)

3. Mounting 1
Before treatment
a. Format Hanging scroll

b. Materials used for mounting

Before Height 155.7 cm X The size of the scroll after treatment is larger than before

treatment. This is because the scroll was flattened out

Souberi (outer framing fabric surrounding the painting): Reddish-brown, cloud patterned

twill weave fabric.
Jikushu (knobs of bottom roller): Lotus patterned gold tips.

Box: Single-layer storage box with a large paulownia roller clamp.



PR

Before treatment: Dimensions of the mounting After treatment: Dimensions of the mounting
PR 628em i s 63.3 cm —
7y 7y
|
|
|
i
41.5em | 418 cm ‘
v h 4
The materials
flanking the
26.9 ci oin
painting were
patch on both
sides.
Painting 25.6 cm Painting
H155.7cm>W46.8cm H157.1em*W47.1em
ST 2 ™
8.0cm 8.2 cm
A 2
224 cm 22.3 cm
h 4
L ] [ ]
R | > < >
67.7cm 68.0 cm

After treatment
a. Format Hanging scroll
b. Materials used for mounting
Souberi: Reddish-brown, cloud patterned twill weave fabric (newly made)
Jikushu: The original is reused.
Metal fittings: Newly made to match the jikushu.
Wooden roller, cord: Newly made.

Box: The original is reused.
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Spectroscopic colorimeter, measurement results ~ Comparison: AE*(ab)

Before treatment After treatment Comparison
Measured location number L* g% b* I* a* b* AE*(ab)
4 Area mended with silk 33.85 0.77 9.49 32.73 1.66 10.31 1.65
Il Bird on the painted
mounting 36.03 6.12 15.14 38.17 6.49 15.59 2.22
14 Base of the painted
mounting 29.51 -0.50 7.41 28.80 -1.22 6.25 1.54
28 Dark sky 26.95 1.02 4.31 2531 0.36 221 2,75
30 Morning glow,
transparent area 28.40 2.39 4.31 25.68 2.13 3.77 2.79
46 Kebutsu (a small
Buddhist image attached to
a larger image) on the head, 49.11 5.84 27.89 49.97 6.02 29.11 1.50
49 Lotus held in hand 32.84 7.08 9.92 34.29 7.60 12.19 2.74
51 Halo 32.75 2.30 9.53 33.09 1.88 10.58 1.18
57 Forehead 53.67 5.28 30.80 52.80 5.38 29.85 1.29
59 Ribbon next to the ear 44.13 4.60 20.00 44.40 432 19.08 1.00
63 Waves 27.56 1.59 4.37 26.21 0.89 333 1.90
69 Cheek 54.86 4.81 30.16 52.99 4.57 28.86 2.29
73 Inside the halo 31.31 3.60 8.94 2993 3.09 8.59 1.70
83 Clothing 55.51 5.09 31.32 54.36 542 31.56 1.22
93 Mountain 30.53 -2.00 3.50 29.54 -2.01 4.08 1.15
97 Hand 55.84 4.89 31.89 55.29 5.00 31.85 0.56
103 Clothing 57.24 537 30.70 58.77 4.80 32.72 2.60
113 Thin silk ribbon 38.67 3.43 16.47 40.14 3.48 19.55 3.41
118 Rock 29.74 3.20 8.47 28.25 2.87 6.70 2.34
131 Foot 59.95 4.62 33.77 60.73 448 34.68 1.21
133 Mountain 30.23 -2.68 3.36 28.80 -2.59 4.38 1.76
136 Green part of the lotus 37.02 -4.77 12.32 35.86 -3.60 12.68 1.69
139 Pink part of the lotus 45.53 7.71 22.86 4537 8.45 22.75 0.77
140 Thin silk ribbon 39.38 4.95 18.50 39.31 437 18.76 0.64
156 Attendant's face 41.83 6.84 20.97 41.81 7.40 19.37 1.70
157 Attendant's clothing 35.96 6.06 13.85 33.90 6.96 13.03 2.24
167 Attendant's clothing 39.88 8.11 16.66 3771 715 14.64 2.99

Light source: C 2°

Colorimetric device CM-2600d

Base color system: spectral reflectance
(measures rate at which SCI-UV is cut)

V. Condition of the painting before treatment

There was a large horizontal crease at the foot of the Eleven-headed Kannon. The tip of the
crease was cracked and partially peeling. Also, in the bottom portion of the painted
mounting, the paint was peeling away from the silk support of the painting and in danger
of flaking off.

The entire body of the Kannon was painted with a thick layer of gold paint and also by
urazaishiki (paint applied from the reverse side). The paint for this area was significantly
thicker compared to the surrounding background, so that from the side, the body portion
could be seen bulging from the surface.

The silk infills and the in-painting added during the past treatment were extremely precise,
and blended naturally into the painting. However, areas that were missing were treated by
intentionally painting over them (for example, chipped areas that were green were filled with
green paint, while brown portions were painted with brown paint, and areas with lost lines were

fixed by adding thin lines), making it difficult to determine which part made up the original
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painting. Chipped areas of gold were also filled with a thick layer of gold paint.

Before treatment, the material on the right side of the painting had been attached in such
a way that the bottom portion overlapped with the painting, making it uneven. Moreover,
the mounting material on either side of the painting was found patched in one place at
around 25 cm [rom the top.

The roller knobs were soiled.

V. Outline of treatment

1. Treatment plan

This treatment focused on the major crease at the foot of the Kannon, the areas where paint
was flaking off, the difficulty in deciphering which parts made up the original painting due
to the precise nature of past treatment, and the patching done on the mounting material on
either side of the painting.

Overall, the painting hung well and did not have any major damages and therefore could
have been treated without changing the first layer of backing. However, for this treatment,
the in-painting that had been added during a former treatment also needed to be removed,
as well as some additional mending and toning. Therefore, it was decided that a thorough
treatment would be carried out that involved replacing the first lining.

The previous conservation treatment was done recently, and irradiated silk was used for
mending. Since the mending was done in a detailed and precise manner, and the paste used
is still new and therefore strongly adhesive, much care was needed in removing it. Normally,
the removal of the silk used in a former mending treatment is done gradually by adding a
small amount of water to one section at a time, after a facing has been applied and the first
lining removed. Due to the difference in strength and thickness between the original silk
thread and that used for mending, water can be added to allow only the silk used for
mending to be removed. Also, because the silk used for mending is placed over a larger area
than the lost part of the original painting, it can usually be removed by adding water to the
mended layer only, without affecting the overlapping portions of the original painting.
However, in this particular case, irradiated silk, which is as brittle as the original material,
was used and applied without overlapping. Therefore, even when water was placed only on
the parts added for mending, a small amount of water would seep through to the original
layer. In addition, because the adhesiveness of the glue used for mending had not yet
weakened, the edges of the two layers could not be separated. To attempt to remove the
mended portion ran the risk of taking away parts of the original painting. This problem was
found mainly in the mending of small missing spots. Therefore, priority was placed on
protecting the original painting, and the removal operation was carried out without touching
those areas.

Areas that required additional mending were toned and received no additional treatment.
While the material used for mounting was antique and had a certain charm, because the

arcas on either side of the painting were patched, it was replaced with a new reddish-brown,
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cloud patterned twill weave fabric similar to the original.

2. Treatment specifications

Apply animal glue to the bottom portion of the painted mounting that is highly in danger of
peeling off in order to stop the peeling.

In addition to taking the standard photographs, also take photomicrographs of paint
particles, radiographs of the main painting, and infrared photographs.

To ensure that the coloration of the paint before and after the treatment remains the same,
measure the colors before treatment using a spectroscopic colorimeter. Report the measure-
ment results to the director.

[Examine the piece to determine its measurements and damaged areas, and record the
findings.

Examine changes in the quality of the pigment made by a small amount of water before
treatment to determine whether the paint layer will be able to tolerate the water used for
treatment.

Clean using a dry, soft, thin brush to remove dust and grime.

Treat and consolidate the paint layer with rabbit glue solution to prevent peeling.

In order to remove the soot that is found on the entire surface, treat it with a small amount
of water.

Apply a temporary facing to the painting. Then, remove the first lining, using the dry
removal method, with a small amount of water.

Remove the silk infills from the previous treatment, based on decisions made with the
director. However, areas in which the paste used in the previous treatment is still new and
strongly adhesive, and any attempt to remove it could damage the original silk painting
surface, should be left untouched.

Add new silk material to the top, bottom, left, and right edges of the painting. Make sure
the widths of the painted mounting show evenly on the left and right sides. The top and
bottom portions should be added without covering up the painting.

Cut the infill silk to the same size as the parts missing in the painting. Fit the silk pieces into
the missing parts of the painting so that the edges meet without overlap.

Prepare a large-sized sheet of Mino paper without joints for the first lining, and apply it to
the back.

In order to select the best color for lining paper to make the surface of the painting look the
most attractive, prepare two types of sumi and yasha-dyed Mino paper used for the lining,
and two types of sumi-dyed Misu paper for the subsidiary lining. Temporarily apply the
four types of paper to different portions of the back, and consult with the director to decide
on the color that best suits the painting.

Since the gold paint used for the Kannon is extremely thick, in order to adjust the thickness
so that it balances out with the rest of the painting, the paper used for the subsidiary lining

will be removed, except for portions of the Kannon body, where a thin layer of paper for the
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subsidiary lining will be left.

After attaching the subsidiary lining, reinforce the cracked areas by applying paper rein-
forcement strips. Since there are quite a few places that need reinforcement, and there is a
possibility that the expanding and contracting of the paper caused by the water used for the
process may affect the painting, the painting is first stretched before the paper reinforce-
ment strips are added.

Tone the silk infills,

After the overall lining is added, again remove the paper, leaving a thin layer where the
Kannon is located, in order to adjust the thickness.

Select new mounting material upon consultation with the director.

Clean and use the original roller knobs.

Replace the zagane pieces (metal washers) with new ones, based on severity of their condition.
Use a new cord, top and bottom rollers and habutae-silk wrapping.

Use the original paulownia roller and single-layer storage box.

After treatment is completed, take photographs so that comparisons may be made with the
condition of the piece before treatment.

After treatment is completed, submit samples of paper, silk, mounting material, cord, etc.
that were used.

The old mounting material is put back together into the original form to keep as reference.

3. Treatment process

1.
2.
3

g

2o 3@

12.
13:

14.

Photographs were taken before treatment.

Paint and silk that was peeling back were temporarily reattached with paste.

A diagram that mapped out the damaged area was created so that the condition of the
painting could be determined at a glance.

Top and bottom rollers were removed from the mounting.

The painting was separated from the mounting material.

Using a brush, dust found on the surface of the painting was removed.

Using a spectroscopic colorimeter, the colors on the painting were measured.

The condition of the paint was recorded by taking photomicrographs.

Soot was removed with a damp piece of paper placed on the front surface, and a small amount

of water added from the reverse side.

. A water solution with 29 rabbit glue was applied twice to prevent chipping of paint.
11.

A small amount of water was sprayed onto the entire surface of the mounting in order to
soften the paste, and the former final backing, overall lining, subsidiary lining and reinforce-
ment strips were removed.

The temporary lacing was applied to the painting using seaweed glue and rayon paper.
The former first lining was removed by gradually dampening the back side with a brush using
the "dry method.”

Old silk infills were removed.
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15

16.

18.
19.
20.

29

30

. Irradiated silk was cut to the same size as the missing parts and applied to the painting. Also,

silk material was added to the top, bottom, left, and right edges.

Papers to be used for the first layer of backing were partially and temporarily attached in
order to select the best possible color.

. The vasha and sumi-dyed Mino paper was attached with wheat starch paste as the first

lining.

New mounting material was used and szmi-dyed Mino paper was attached as the first lining.
The rayon paper used for the temporary facing of the painting was removed.

Subsidiary lining was attached to the painting and mounting using undyed Misu paper and

aged wheat starch paste.

. The subsidiary lining paper at the body of the Kannon was removed in order to balance out
the thickness, leaving a thin layer.

. Paper reinforcement strips were added to the horizontal cracks in the painting.

. Parts were assembled to create the mounting.

. An overall lining was applied to the entire mounting with Misu paper and aged wheat
starch.

Yasha-dyed Uda paper was attached as the final overall lining using aged wheat starch paste.

. The mounting was stretched and dried on karibari.

. Toning was done in the infill areas.

. The original roller knobs were cleaned to be reused. New top and bottom rollers, cord, and
metal fittings were added to complete the hanging scroll.

. New habutae-silk wrapping material was made and placed in the original single-layer
storage box.

. After the treatment was completed, photographs were taken.

2. Materials and their usage at each process

Name Material Method of use
Painting First lining Mino paper Dyed with yasha, soaked in dye mordant, rinsed,
then dyed with sumi. Thickness: (.08 mm.
Wheat starch Water: wheat starch paste = 3:7
paste Viscosity: 11.0 Pa.s pH 6-7
Subsidiary Misu paper Thickness: (0.1 mm
lining Aged wheat starch|Viscosity: 22.1 mPa.s pH 6-7
paste Water changed 5 times.
Silk used for Irradiated silk Warp threads: 21 denier, 60 pairs with weft
mending threads overlapping every two warp
threads Weft threads 21 denier x 14 denier
Density: 120 per 3.03 cm
Amount of electron irradiation: 2100 kGy
Seaweed paste, Seaweed paste: wheat starch paste 1:1
wheat starch paste
Overall lining Misu paper Thickness: 0.05 mm

Aged wheat starch | Viscosity: 30.5 mPa.s pH 6
paste Water changed 5 times.
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Souberi

the painting)

(outer framing
fabric surrounding

First layer of
lining

Mino paper

Wheat starch paste

Dyed with yasha, soaked in dye mordant
and rinsed in water.
Thickness: .07 mm

Water: wheat starch paste — 2.5 Viscos-

ity:16.0 Pa.s

Subsidiary
lining

Misu paper

Thickness: (.11 mm

Aged wheat starch
paste

Viscosity: 22.1 mPa.s pH 6-7
Water changed 5 times.

Second lining

Misu paper

Thickness: 0.11 mm

Aged wheat starch
paste

Viscosity: 30.5 mPa.s pll 6
Water changed 5 times.

For both the Paper Mino paper Thickness: 0.07 mm
pamtlg}g and r?pforcement Wheat starch paste | Water: wheat starch paste — 1:1
morn _lnlg e Viscosity: 2.1 Pas
materia ol 67
Final backing Uda paper Dyed with vasha, rinsed in water.
Thickness: 0.13 mm
Aged wheat starch| Viscosity: 31.0 mPa.s pll 6-7
paste Water changed b times.
Name Material Method of use

the painting

Outer fabric surrounding

Reddish-brown, cloud patterned
twill weave fabric

Dyed in purplish red, dyed with vesha,
soaked in dye mordant, rinsed in water.

Uwamaki silk (on the
reverse side of the scroll)

Light indigo plain weave silk

Dyed with vasha, rinsed in water.

3. Materials used

gvo, Corp.

Material Classification Manufacturer/distributor
Paper Mino paper Mino, Gifu Prefecture
Misu paper 7 Yoshino, Nara Prefecture
Uda paper Yoshino, Nara Prefecture
Silk Silk support for painting | Kyoto
Mounting material
Paste Wheat starch Made by Nagata San- | 700 g of wheat slzzr::h is dissolved in 2

liters of water and cooked over high
heat for 20 minutes. It is cooled over-
night before use.

Aged paste

Homemade

Cooked wheat starch is poured in a jar
and stored underground.
Made in 1995.

Seaweed paste

Made in South Korea

Salt is removed from 7 g of funori
seaweed by rinsing with water. 700 cc
of water is added and it is cooked for 15
minutes until the seaweed dissolves. It
is filtered with a double-layered gauze
and cooled.

Pigment used
for repairing

Aibon (indigo sticks),
voukou (carmine),
towou (gamboge)

Kvoto
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Paint used for | Swmi ink Nara

repairing

Dye Yasha, purplish red | Kyoto

Dve Sumi ink Nara

Roller Kyoto Diameter: 30 mm

Loops Kyoto Newly made to match the roller.
Cord for Kyoto Combination of three colors.
hanging

V. New discoveries, etc.

1. An inscription on the roller
An inscription was found on the bottom roller indicating that the scroll had undergone treat-
ment in the fall of 1976.

2. Previous inpainting
In the silk material that was used to mend the body area of the Kannon painted in gold, a thick
layer of additional gold paint had been applied. To attempt to remove it ran the risk of
damaging the original painting, and therefore the area was left untouched. (Images 59-64)

3. Lines used to create a rough sketch were found on the reverse side of the painting.

(Images 65-68)

4. Transparent areas
Parts of the horizon and the halo looked sheer, as if the wurazaishiki had been lost.
Photographs were taken to keep a record of the condition. (Images 69-76)
Infrared photography taken before treatment shows that an image resembling a mountain had
been drawn in the area where the halo had faded.
In the horizon area, a photomicrograph taken from the reverse side showed that almost no
paint remained.

b. The original gold roller knobs were reused. (Image 78-82)

Translated by Amy Mccaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Eleven-headed Kannon (Ekadasamukha)

Description of artwork

TSUDA Tetsuei
National Research Institute for Cultural Properties, Tokyo

This painting shows an eleven-headed Kannon depicted at the center in gold standing on two green
lotus pedestals, one for each foot, atop a rock with large waves beating against it. In the background
is a cliff covered with moss, thick growths of trees here and there, flowers in bloom, and a waterfall
that cascades straight down in a thin line from a gap in the cliff. The overall tone of the piece is green
with a mixture of light blue.

Other than the light blue hair and white waistcloth, the Kannon is painted in gold, with its body
outlined in light red, while the zujamen (overhead (aces), kebuelsu (transformed Buddha image), ornaments
(crown, main portion of the chest ornament, and upper and lower arm rings), and kunji (vase) held in the
hand are outlined in black. On the clothing are elaborate patterns of mesh, manji (swastika), asa-no

ha (repeating six-sided geometric design that resembles the leaves of the hemp plant), and danka (floral
pattern) made of cut gold leaf. The right hand is open and angles down slightly, with palm facing
upward. The left arm is bent, and in the hand is a kunji that holds a red lotus flower, held at the chest.
There is a gold halo around the head with thirteen rays radiating outward.

Water that streams down from the waterfall undulates and splashes underfoot. Red lotus petals
float on the water and a bowing daji (child) stands among them with joining of the palms of his hands
together, worshipping the Kannon. This scene most likely reflects the anecdote of the chapter
Nyithokkaibon found in Kegonkya (the Garland Sutra), which is a tale of Zenzai Dowji’s visit to Fudaraku
(Potalaka), an island-mountain paradise inhabited by Kannon Bosatsi. The scenery of the waterfall and
cliff covered with trees is probably taken from the passage, “Within the rocky valley to the west, there
is water overflowing from a spring, dense growth of trees, fragrance of flowers in the air, and Kannon
Bosalsu stayed atop a diamond seat.” In addition, the painting shows trees above the cliff with small,
white flowers and leaves that are turning color. This was seemingly taken [rom Kegonkyvo- Tangenki,
(volume 19) or Erin-Ongi (last volume), which describe Fudaraku, the home of Kannon Bosatsu, as
having gleaming trees and trees with fragrant white flowers.

The ability to paint a scene with such unbroken strokes shows the artists high level of skills, the
characteristic of which hints that the work was created as early as the Kamakura period. However,
taking into consideration the golden gradation on the edge of the rocks, that the picture is framed with
a band of manji patterns drawn in gold lines, and the use of painted mounting (a design of lotus blossoms
and arabesque patterns outlined with gold leaf, and two flying birds on a base color of rust green mixed with
light blue) at the top and bottom, the piece can be assumed to originate from around the beginning of
the 14th century.

Translated by Amy Mccaleb (Urban Connections).





