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X-ray photograph 1




X-ray photograph 2
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Photograph taken using transmitted light
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After the removal of the first lining
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Before the inpainting was applied

fE LA

99




100

8. AMCE LR
AHC L S 2 I & ) 5’1~L BRI L Ao 7,
SRUHC TP T2 i L, — I 2 47 - 710
MWU%\Twmuf%kM@mL\&-&Zwmwm%w%ﬂwto
9. bl AL 1
FGHT AR CLF—HD ., i, w2, Bl 29 L 722, (X1
PO IZHEMER:, R & DA L. W E . MORGH . AT HERIT 5 R O 5L 1 2 47 5 72,
10, PRAFHTO WM
MR R0 AT . TSI G 2 908 L 7z o, Rl Sl <o i 2 90 L 72 (1412)
11, S8 YU

dx5%/708 - ‘-T_‘:/ ch7—=7 A jl/l\fil'll;J'!/fL’?l"')f;o

V. SEINEETHLEX

IS L DSFIURRE 2 Bz L2 b 225 RO RAE & AN 2 2250 VDAL - 727285 S 7
(COEMOERAAT A DT LHWT X 5, F2e, 200 HOWHIILIA L 1F 2 12 fEmpeq
Ze DAL, WEMEICR AR LN R AR L DS L b LD

o WLSEHCER 22 8% 1 SR A DSHER 2 HL. AR IS L - T RO F LV)L, AR Ze < D ERC SEF ()3l S
NWCW5 2 EDbhroiz,

s MRS R TV 205, PERFETBIS L 72 L S AREOR RS iz 22, R HIb L
THMLHZTWDBDIE L7,

+ P 2 MR D BRI 25 & L7z ko 2280 (3, KIS & o THEMIE T 5 L oo, ’jfj/:\ ZHLD ER
itz B G WM % FHRO K % B < 720128 1) A 47 2 T

< WO REHDY 5 BEEAD D HIL - HIOM & LIS TH ) . AR H & ny s < i f‘wn}/tﬂ:f; T
W72,

< MRS O 1, i 80K 2V A A2

ik 1008421 < 2 AR



s 101

BT i

Metal roller knobs

P12 A B

Paulownia yaro box




102

Gathering of Deilies

Conservation Treatment Report

Haruki Fujioka
Koeido Corporation

Title Gatherving of Deilies

Collection Museum fiir Ostasiatische Kunst, Koln
Registration number A.30

Treatment undertaken by Koeido Corporation  Haruki Fujioka, President

79 Kamigawara-cho, Shimogamo, Sakyo-ku, Kyoto
Treatment date EY 2004
LLocation Conservation Center for Cultural Properties,

527 Chaya-cho, Higashiyama-ku, Kyoto

I . Condition before treatment

Dimensions

Painting Height 78.2cm Width 38.1cm
Overall Height 156.5cm Width  56.3cm
Format Hanging scroll (Two-tiered Buddhist mounting)

Mounting fabric
Chut mawashi - Gold brocade with phoenix and floral pattern on a brown backeround
Joge Brocade with circular dragon and peony patterns on a brown back-
ground
First lining
Subsidiary lining

IFinal backing

[Extent of damage

Although the piece is made in the form of a hanging scroll, it appears to have been stored without
the upper and lower rods in place. The silk support has become hardened, and because there are
many small cracks and losses throughout the painting, the former first lining is exposed in many
places.

Also, because the silk infills have only been applied as a temporary measure, it can be speculated
that many parts of the silk support suffered abrasion, lifted away from the surface and were lost.
Previous silk infilling had been done using five types of silk of different textures and colors that do
not match the texture of the original silk support, so the overall image lacks consistency and causes

visual distraction when viewing the painting.
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The paint layer has not lifted away from the surface, nor have any of the pigments turned into
powder form. However, the areas painted in rvokusho (malachite green) have drastically deteriorat-

ed due to oxidation and much of the pigment has flaked away.

I. Condition after treatment (IFig. 1)

Dimensions

Painting Height 78.3cm  Width 38.2cm

Overall Height 165.5cm Width 57.3cm

Format Hanging scroll  (Two-tiered Buddhist mounting)
Mounting

Chu mawashi — Higashivama gold brocade with a small diamond pattern on a faded

vermillion background (made by Hironobu Textile)

Joge Srown twill-weave silk with fobigumo pattern (made by Hironobu
Textile)

Jikushu Metal roller knobs

Uwamaki silk

Cord

First lining Thin Mino paper (made by Yusei Miyamoto)

Subsidiary lining Thin Mino paper (made by Shoichi Uekubo)

Overall lining Misu paper (made by Shoichi Uekubo)

Final backing Uda paper (made by Hiroyuki Fukunishi)

Storage box Paulownia yaro box (made by Yusai Maeda)

Large roller clamp  Paulownia fulomaki socjiku (roller clamp)

. Treatment process
1. Examination, documentation
There were extensive areas where the silk support had lifted from the first lining, and taking
photographs under such circumstances could have caused serious damage to the silk support.
Therefore, the silk was secured with seaweed glue. Then, the extent of damages of the painting was
documented by taking x-ray photographs, infrared photographs, and photographs using transmitted

light. (Fig. 2-7)

2. Disassembling the mounting
A knife was inserted at the suji from the front to separate the painting and the chu mawashi
(inner border) from the rest of the mounting, and the painting and the c/ut mawashi were stretch

~dried on karibari.

3. Examination of the paint
The condition of each paint layer was tested using a small amount of water under a microscope,

and the results were documented and photographed. Moreover, the potential migration of stains and
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grime was tested using a small amount of moisture. The surface was consolidated where necessary

using a glue solution.

N

. Mending the painting

Moisture was applied using filtered water from the reverse side of the painting to remove the final
backing. Then, the painting was cleaned by spraying filtered water onto the front surface using a
spray pump.

After the cleaning was completed, glue was applied to places in which the silk support had lifted
again, and paint was consolidated using a glue solution where necessary. After the surface dried, the
paint was checked to see if it was stabilized properly. Consolidation was repeated to necessary
areas and then the painting was given sufficient time to dry completely. The original location of two
of the detached pieces of paint could be determined based on their shapes and colors. These pieces

were cleaned and returned to their original places.

After photographs were taken using transmitted light, three layers of temporary facing (one sheet
of protective paper and two sheets of kozo paper) were applied to the surface of the painting using

seaweed glue. It was then dried on a karibari for a while to stabilize the surface. (Fig. 8)

After the temporary facing dried, a small amount of moisture was applied from the reverse side
of the screen to remove the former subsidiary and first linings using the dry removal method. After
removal, photomicrographs were taken of the wrazaishiki (painting on the reverse side of the support) .
(Fig. 9)

The former silk infills were completely removed and the losses were mended with new silk infills
using irradiated silk, which was applied from the reverse side. Inpainting was completed to the

newly mended areas to match the base color of the painting. (Fig. 10)

. Replacing the lining papers

(42}

Upon consultation with the owner and project supervisor, the first lining was changed from the
former black color to paper colored with a dye that included a touch of brown. This first lining was
applied after the temporary facing was removed. Then, Misu paper was attached as the first
subsidiary lining. Areas of the painting where there were many creases were examined using raking
light and transmitted light, and were treated by attaching reinforcement strips to the back of the
creases. Afterwards, the second subsidiary lining was applied and the painting was dried on a

karibari.

6. Selecting the mounting fabric
Upon consultation with the owner and the project supervisor regarding what fabrics to use, gold
brocade with a faded vermillion background was selected for the chu mawashi, and brown aya (twill

-weave silk) fabric was chosen for the joge.
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7. Preparing the mounting fabric
Mino paper and Misu paper were used for the first lining and subsidiary lining respectively. The

fabrics were then dried on a karibari.

8. Joining the painting and the mounting fabric
The painting and mounting fabric were removed from the karibari, and were assembled as a two
tier Buddhist mounting.
The overall lining was attached using Misu paper and was dried on a karibari.
After folding over the edges, the final backing was lined using Uda paper. The painting was dried

on a karibari twice—first facing outward and then facing inward (Photographs 29, 30, 31)

9. Finishing the scroll
New wwamaki silk (fabric attached to the reverse side of the scroll), roller rods (a set of top and
bottom), cord, wrapping material, and metal roller knobs were prepared. (Fig. 11)
After the scroll had fully dried, it was removed from the drying board, and finished by trimming the
excess paper margins, attaching the top wooden stave and bottom roller and Sfulai (decorative strips

at the top), metal fittings, and cord.

10. Making a new storage box
A new paulownia yara box and futomaki soejiku (with silk cord) were prepared. A new inner box
and a four-way folding box made of decorative paper treated with persimmon juice were prepared.

(Fig. 12)

11. Photographing the artwork after the completion of treatment

Photographs were taken using 4x5 monochromatic positive film and color film.

V. Miscellaneous findings during this treatment

When the reinforcement strips on the former first lining were removed, there were two sets of
markings that indicated where to apply reinforcement strips. Therefore, it can be speculated that
treatment was conducted at least twice in the past. Moreover, it is assumed that one of the
treatments was done without changing the first lining, and this probably caused the lifting of the
silk support before the current treatment.

Urazaishiki was found upon removal of the first lining. Upon examination, it was found that white

pigment was used for the wazaishiki regardless of the colors being used on the front side of the

painting.

The areas with solid color appear black, but when they were examined using a magnifying glass,
particles of paint could be observed, indicating that the black appearance was due to deterioration
of the paint pigment caused by oxidation.

Several unpainted portions of the silk support that appeared to be clouded over with a white film

were dissolved with water, but because the white film could not be completely removed with
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water, it can be assumed that starch-based glue had been applied in order to prevent the silk
support from being lost.
+ Five different kinds of silk of varying textures and colors had been used for mending in the past,
so the overall image lacked consistency and this caused distraction in viewing the artwork.
+ Density of the silk used for mending:
Horizontal threads 80 lines per 3 c¢cm, double-strand, 42 denier

Vertical threads 100 lines per 3 c¢m, double-strand, 42 denier
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Gathering of Deilies

Description of Artwork

Tetsuei Tsuda
National Research Institute for Cultural Properties, Tokyo

This painting depicts, against a dark blue background, the following composition: in the bottom
(front) row is an offering desk (an incense burner and a pair of vases are placed atop a table cloth)
positioned over a carpet flanked by two standing images, Ksitigarbha (right) and Acalanatha (left) ;
in the middle row are three seated images of Buddha, Shakamuni (center), Amita (right), and Bhai
sajya-guru-vaidurya-prabha (left) ;in the top (back) row are two sitting bodhisattvas. One of them
is Avalokitesvara (left), and the name of the other is unknown. In the upper center part of the
painting is a heavenly cover. This vertical arrangement of the images of the deities is a result of
depicting in two dimensions a three-dimensional composition of figures as viewed from above. Of the
items and figures in this painting, the carpet, the offering desk, Acalanatha, and Ksitigarbha of the
bottom (front) row, and the heavenly cover at the top center are painted in vivid colors. By contrast,
the Buddhas and bodhisattvas of the central and top (back) rows are painted mainly in gold. Judging
from the way in which the Buddhas and bodhisattvas are sitting on pedestals covered by skirts, the
way in which the hair of the Buddhas, which are a combination of nikkei (hemispherical protuberance)
and their own hair, are flattened and undulating at their roots, and the way in which gold paint and
foil are used in the clothing, it can be speculated that this painting was created around mid-fourteenth
century (the Nanbokucho period).

What is particularly noteworthy about this painting is its unusual arrangement of figures. To place
Buddhas, bodhisattvas, and vidyaraja on a dark blue background is similar to the characteristic of the
Shinto mandara. Some deem the three Buddhas in the central row as the three main gods of Hiesanno
Shinto, or the three original Buddhas of the seven gods of Hiesanno shinto shrine. However, it is also
true that the image lacks definitive factors. For example, Acalanatha is actually not one of the
original Buddhas of the seven gods of Hiessanno Shinto shrine. That is why this painting was given

»

the title “Gathering of Deities.” The point that must once again be taken notice of is the bodhisattva
whose name is unknown who is positioned at the uppermost right hand side. His right arm is bent at
the elbow and the hand is holding a lotus branch at the chest. His left hand is in a shokuchi-in position
(earth-touching mudra) placed in front of the knee. If one is to consider the fact that a similar sitting
bodhisattva is found among the Five-Deities Mandara in the collection of the Konzanji Temple in
Kyoto, this figure could be said to be Maitreya. Although Maitreya is usually depicted as a Buddha,
one should recognize the need for visual balance to match his counterpart in this painting, Avalo-
kiteSvara, who is depicted as a bodhisattva. Taking this into consideration, not only the positioning
of figures on a dark blue background, but also their composition is in keeping with the Eleven-Deities

Mandara found at the Tokyo National Museum, Jingo-ji of Kagawa prefecture, and Aburahi Shrine
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of Shiga prefecture. The Eleven-Deities Mandara includes Acalanatha and Kgitigarbha in the very
bottom row, and in the upper rows are three Shakamuni figures, three Amita figures, Mahavairocana,
Maitreya bodisattva, and Bhaigajya-guru-vaidurya-prabha. The fact that the seven figures shown in
Gathering of Deities are all found in the Eleven-Deities Mandara is presumably not a coincidence. The
Eleven-Deities Mandara is assumed to have been created to incorporate the concept of the Buddhist
memorial service for mourning, which is held once every seven days during the 49 days after a person’
s death, and the concept of the deities who were given Buddhist identities as the Ten Kings of hell who
preside over the gates of the underworld and assign souls to heaven or hell within a period of three
years after a person’s death. However, based on the fact that this painting is composed of seven
deities, it could be assumed that it was created by collecting principal images of the deities, each of
which was used once every seven days during the 49 days of the Buddhist memorial service for
mourning. As such, it is considered that the aforementioned Shinto mandara was used as reference in

determining the arrangement of the deities in this painting.

Reference:

Takeda, Kazuaki, “On the formation of the Thirteen Buddhist Divinity: Development from Eleven-Deities
Mandara”, THE MIKKYO BUNKA vol.169, Wakayama, The Esoteric Buddhist Society, Koyasan University,
1990.
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