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(45 fEnpes [ 3 fenpis [ 1 ey
[Fig. b: Alter treatment. [Fig. 3: After treatment. Fig. 1: After treatment,

46 i 4 42 e
Fig. 6: Before treatment. Fig. 4: Before treatment. Fig. 2: Before treatment.
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Fig. 11: After treatment. Fig. 9 Aflter treatment. Fig. 7: Alter treatment.

P12 s [410 M [ 3]
Fig. 12: Before treatment. [Fig. 10: Before treatment. Fig. 8 Beflore treatment.
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‘g, 170 After treatment. “ig. 150 After treatment. Y. 130 After treatment.
Fig. 17: Alter treatment Fig. 15: Alter treatment Fig. 13: After treatment
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Fig. 18 Before treatment. Fig. 16: Before treatment. Fig. 14: Before treatment.
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Fig. 23: After treatment, Fig. 21: After treatment. Fig. 19: After treatment, ‘
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Fig. 24: Before treatment. Fig. 22: Before treatment. FFig. 20: Before treatment.
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Fig. 27 After treatment.
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Fig. 28: Before treatment.
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IFig. 29: Sixth panel on the right screen, seen from the  K725W 2 2%
front Glluminated with soft transmitted light) Fig. 30: Observation under transmitted light: The roof of a

black-trimmed house sitting at an angle can be seen.

[431

FEFAIR 2 ] L 7z

Fig. 31: Wooden lattice cores made of white cedar were newly
prepared.

FFig. 32: Mortise and tenon joint Fig. 33: Mitered joint structure

33 Pl bk
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[X134 HEDILY & KX : YT, FHDDEEA TR (435 fifi 0 4 A i L2

2 i Fig. 35; New metal ornamental (ittings were prepared.
Fig. 34: The outer frames were made slightly thicker to

prevent the inner crosspieces of the core from protrud-

ing.
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The areas that appear thinned out are those

=3

Fig. 37:
which the surface had split into layers, fallen off, and
then covered with inpainting (fourth panel of the right
screen) .

[¥136  fifli ) 4L & A ZI D (i
Fig. 36: Metal ornamental fittings
were attached to the outer frames.
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Fig. 38; There is a mixture of previously treated areas
that are split into layers, areas with mending paper, and
areas with lining, all covered by previous inpainting
(fourth panel of the right screen).
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Keiraku-zu Byabu
Conservation Treatment Report

Sotaro Yamaguchi
Yamaguchi Bokunindo Co., Ltd.

Description and title of object

Title, number of objects: Neiraku-zue Bvabue, Pair of six-panel folding screens

[ g% —_—

Collection: The Royal Museums of Fine Arts Belgium

3. Collection number: ].3292

[}

Treatment period, etc.

Treatment period: FY 2005

0o =

Location: Yamaguchi Bokunindo Co., Ltd.

5-8-5 Sakae-machi, Yaizu-shi, Shizuoka

[. Structure of the cultural property
Dimensions of the painting

See diagram; Folding screen dimensions before and after treatment.

2. Mounting

Before treatment

a. Format: Pair of six-panel screens

b. Materials used for mounting

Outer border: Gold brocade with floral pattern on a peacock-blue background

Inner border: Silver brocade with paulownia and arabesque patterns on a very light brown back-
ground

Outer wooden {rame: Black lacquered frame with mitered corners

Reverse side of the screens: Two Kinds of suzunicgale (sparrow roundel pattern), one on a vellow
green background, one on a light blue background.

Metal fittings: “Scattered” ornamental studs

Box: none

After treatment

a. Format: Pair of six-panel screens

b. New materials used for mounting

Outer border: Gold brocade with Hownganji peony pattern on a lavender background

Inner border: Gold brocade with peony and arabesque pattern on a very light brown background
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Outer wooden [rame: Rou-iro black lacquered frames with mitered corners

Reverse side of the screens: Karagami (“Chinese style paper™) with Enshi wachigai (intersecting
circles) pattern (pattern printed with mica mixed with gray ink on gray colored surface)
“Scattered” ornamental metal studs: Peony and arabesque patterns

Box: Acid-free paper box

V. Condition before treatment

The screens were darkened overall with soot. The third and fourth panels on both left and right
screens were particularly soiled. The level of deterioration of these third and fourth panels was far
advanced.

There were large losses due o insect damage and many tears were visible. In addition, the aging and
oxidation of the malachite green pigment have caused the support of the painting to lift and split into
layers, It was observed that the losses in the painting had been treated in the past. However, there
were areas where losses were compensated with mending paper and others that were not. Due to the
deterioration of the starch paste used, edges of the missing arcas were lifting and in great danger of
further damage, There were running cracks in the paper support. Areas painted with malachite green
were badly cracked, causing pieces of the paintings to lift, and were in great danger of falling off.
In the damaged arcas of the painting, the mending paper, lining, and lifted areas showed heavy
inpainting. Much of these areas had been painted over with colors that stood out from the surrounding
areas, causing the images to look extremely unnatural.

One of the edges of the inner portion of the paper hinges had been cut in a straight line and was
repaired with a strip of paper.

The image was oul of alignment at the hinges.

The panels needed to be handled with care as the hinges were damaged.

There was extensive insect damage, losses, and {raved arcas in the mounting fabric.

Many cracks, dents, and scratches were found on the [rames.

Most of the metal ornaments were missing.

The screens did not come in a box.

V. Outline of treatment

. Treatment plan

Since the entire piece was badly soiled with soot, cleaning  (susudashi) was performed. The soot was
to be removed by applying blotter paper (suilori gami) dampened with water on the reverse side,
sprayving the front surface with purified water, and pulling the discoloration from underneath using a
suction table. However, because the paint laver and the material used [or support were fragile due to
deterioration, this treatment was performed after confirming the stability of the surface by con-
solidating the pigments and tentatively fixing the lifted parts of the painting. Through this process of
soot removal, the grime that was particularly prominent on the third and fourth panels was removed
in order to even out the overall antique look of the screens. There was fear that when the paintings

were dampened during the cleaning process, the moisture and the following drying would cause
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expansion and shrinkage, causing damage to the paint layer. To prevent this from happening, a
temporary lining was to be applied immediately following the cleaning while the painting was still
wet, after which the painting would be attached and dried on karibari. This would keep the pigment
from destabilizing due to shrinkage taking place during the drying process. In doing so, the condition
of the paintings and tension were checked and adjusted to make sure they would not be overstretched.
The material used [or the support was prone to split into layers due to advanced deterioration. A large
area of the painting had split into layers during removal of the lining in a past treatment. Therefore,
it was difficult to determine which part was the old mending paper, which part was the lining, or
whether the original surface alone was missing. Therefore, a map of the damaged areas was to be
created to help determine whether or not the certain inpainted areas could be removed. This decision
was reached by holding consultations with the director and the owner.

In places where the images do not align correctly from panel to panel, adjustments will be made when
reattaching them to make sure the overall painting is in alignment.

One entire inner edge at the inner portion with paper hinges was cut off in a straight line and was
repaired with a strip of paper. Therefore, this area was to be made so that a 3 mm margin would be

left on the inner portion of the paper hinges after the treatment.

2 . Treatment specifications

- Consolidate the areas where the pigment has lifted and is in danger of flaking off. Insert adhesive
agents such as seaweed glue, animal skin ¢lue, and wheat starch paste where the support of the
painting is lifting.

In addition to taking the standard photographs, also take photomicrographs of pigments, radio-
graphs of the main painting, and infrared photographs.

To confirm that the colors of the pigments before and after the treatment remain the same, measure
the reflectance of the pigments before treatment using a spectroscopic colorimeter. Report the
measurement results to the director.

Examine the screen to determine its measurements and damaged arcas, and record the findings.

Create a detailed map of damaged areas.

Examine changes in the quality of the pigments by testing arcas with a small amount of water before
treatment to determine whether the paint layer will be able to tolerate wet treatment.

Treat and consolidate the paint layer with rabbit skin glue solution to prevent flaking. Since there
are many areas in which the application of paint is thick, apply animal skin glue while using a suction
table so that the consolidant will penetrate sufficiently.

Remove grime by applying a blotter paper (suifori gammi) dampened with water on the reverse side
and spray the front surface with purified water while pulling the discoloration from underneath using
a suction table.

Apply a temporary lining immediately after cleaning while the painting is still wet to protect the
pigment layer and dry on karibari. Repeat the process of cleaning as long as the screens can tolerate,
and adjust and even out the antique look so that all six panels look visually cohesive.

Decide whether or not to remove the old mending paper and inpainting by first checking the map
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of damaged areas and then consulting with the director and owner. After consultation, it was
determined that such removal would be difficult since almost all of the areas in the paintings in
question had lifted and were previously inpainted. Therelore, it was decided that all of these areas
would be left as is. Additionally, it was decided that the areas mended with paper which could be
removed would also be left untouched, as they were covered with detailed inpainting.

Construct new wooden lattice cores (white cedar constructed with mitered corners and tenon and
mortise joints) and outer frames (Kou-{ro black lacquered frames).

Apply eight layers of paper to the wooden lattice cores. (6 processes: honceshibari, doubari, minokake
(three layers), minoshibari, shitauke, and wwoanke) .

Use new metal ornamental fittings, mounting fabric, and for the reverse side of the screen, karageaimni
(“Chinese stvle paper™).

Prepare new storage bags and acid-[ree paper boxes.

3. Treatment process
. The screens were brought into the studio and photographs were taken of them before treatment
(under natural light, transmitted light, raking light, and infrared).

2. Areas with flaking pigment and lifting support material that were in danger of detaching during
treatment were temporarily fixed with adhesive agents such as seaweed glue, animal skin glue, and
wheat starch paste.

3. The sereen was separated into individual panels.

4. A diagram mapping the damaged areas was created so that the condition of the painting could
be determined at a glance.

5. Dust was removed from the surface of the paintings with a brush (dry ¢leaning).

6. The colors of the painting were measured using a spectroscopic colorimeter.

7. The condition of the pigments was recorded by taking photomicrographs.

. Panels were disassembled and paintings were removed from the old wooden lattice cores.

9, Paintings were temporarily attached to karibari by applying hervieami (paper applied along the
borders of a painting) to the four sides. Pigment was consolidated with rabbit skin glue solution. The
paintings were allowed to dry for about ten days.

10, Paintings were flattened using moisture minimal enough to keep rom soaking through to the
front. All backing papers except for the first lining and an additional layer of paper immediately
attached to it were removed.

11. Moistened blotter paper was applied to the reverse side of the paintings to absorb the grime on
the surface. A temporary lining was applied to the paintings while it was still damp and then dried
on karibari in order to minimize the amount of shrinkage.

12, A small amount of water was sprayved over the entire back surface of the paintings and linings
were removed up to the first lining. Previously inpainted areas were left untouched.

13, Protective paper was applied as a temporary lining. The paintings were dried on karibari.

14, The condition of the old mending paper and inpainting, and the possibility and necessity of their

removal were discussed with the director and owner. As a result, a decision was made not to remove
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them.

15. Prepared mending paper was applied to missing areas with a mixture of seaweed glue and
wheat starch paste.

16, Immediately following the application of the mending paper, a first lining of vasha-dyed Mino
paper was attached using wheat starch paste. :

17. Immediately following the application of the first lining, the paintings were dried on karibeare.

18. A subsidiary lining of Mino paper was applied using wheat starch paste and the paintings were
dried with karibari immediately.

19. New black lacquered outer frames and wooden lattice cores were prepared.  Eight layers of
paper (involving six processes) were applied to the wooden core.

20, Hinges were attached to the papered core.

21. New karagami (“Chinese style paper”) designed for the reverse side ol the screens were
prepared and applied to the back surface of the papered cores.

22, The paintings were attached to the papered cores.

23. A lining was applied to newly prepared border fabrics, which was attached to the papered cores.

24, Outer frames were attached.

Before Treatment (cm)

246 B o |
4.2 1.5 45 a5 415 a2
07
1.5
4] 84.0
After Treatment (cm)
-db S —— — - — — - —
a2 41 5/ :-u 5 41,5 4.5 a2
| 0.7
15
] 84.0
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25,

outer frames.

26, Storage bags and acid-free paper boxes were newly prepared, and the screens were placed

inside them.

27. Photographs were taken to allow the treated sereens to be compared with the state they were

in before treatment.

4. Materials and their usage at ecach process

Corner pieces and “scattered” ornamental metal studs were newly prepared and attached to the

—NZIIHL‘ Material Method of use
} l’;limingi o First lining Mino paper Dyed with vasha, sn;Tkt'(l ini(lryc mnl"(l;tnl.
and rinsed with water,
Thickness: 0. 10mm.
Wlwﬁ szu*vh Water: wheat starch paste ratio=3 . 5
paste pH6-7
“Ewm . Mf'm)_p;u_wr - Thickness: l).ll?mm.i -
lining Wheat starch \\-"au-r? wheat starch paste ratio=3 15
paste pH6 -7
Mending Maniai-shi . Dyed with _\Tr.r.s'.!'z.f;. soaked in dve mordant,
paper and rinsed with water.
Thickness: (.06 mm.
S(‘HW(‘(F glue i Seaweed glue : \;l;‘;F ;lzirci‘irpzlsl e ratio
and wheat 1:1
starch paste pH6-7
Under- | honeshibari Kozo paper Thickness: 0. ].":mlI B -
lining (first layer)
paper minokeake
applied to | (third laver)
the honeshibari
wooden (first layer)
lattice doubari | Maniai-shi Thickness: 0. 14mm. i
cores (second layer)
wwanke Sekishu paper Thickness: 0.08mm. .
shilake o Sw!cz'.s‘Tm p’aper_ ’l‘hic_kno_ssz 0. 10mm.




Inner border fab-
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‘LVlLrl hod of use

Name Material
Outer border | Gold brocade with Hongangi | Dyed with vasha, soaked in dye mor-
fabric peony pattern on a lavender | dant, and rinsed with water.

background

Gold brocade with peony and

Dyed with vasha, soaked in dye mor-

ric arabesque pattern on a white- | dant, and rinsed with water.

brown background

Paper hinges Gilded torinoko paper (egg-

shell - colored handmade

paper)

Kavaganii Karagami  with  FEnshie  wa-

(“Chinese style | cligai (intersecting circles)
paper™) pattern (pattern printed with

for the back side | mica mixed with gray ink on

gray colored surface)

of the screens

5. Materials used

Material Classification | Manufacturer/distributor
Paper Mino paper F.l\'_li:_m. Gifu [’n:fic.cturei
Muaniai-shi Najio, Hyogo Prefecture o :
7\'{"!'30 ;);.1[1‘1‘ : K.\'n!ni
Sekishu paper - Shimane Prefecture
Paste Wheat starch Made by Nagata Sangyo, | 700g of wheat Tt:m_h is dissolved in 2

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

night before use.

Aged paste Homemade Cooked wheat starch paste is poured in
a jar and stored underground.

Macde in 1995.

Seaweed glue Made inguth Korea Salt is removed [rom 7g ol seaweed
elue by rinsing with water.

700 cc of water is added and it is cooked
for 15 minutes until the scaweed dis-
solves, It is filtered with a double layer

of gauze and cooled.

Pigment|aibou (indigo| Kyoto
used for|sticks), youkou
inpainting (carmine),

{owoun

(gamboge)




Pigment|Sumiink Nara

used for

inpainting

Dye Yasha Kvoto

Gold Made by Hirose, Kvoto | Gold brocade with peony and arabesque

brocade pattern on a very light background.
Gold brocade with Honganji peony pat-
tern on a lavender background

Base Made by Kuroda, Kyvoto White wood cedar, constructed with

structure; mitered corners and mortise and tenon

wooden lat- joints

tice core

()_ul(-r E‘il_mc Made by Il’u}ud:!. K?’ulu Kowivo black lacquered ft'}unvs
[T,H."H?f{ ni Made by Karacho, Kvoto lru'r.'gr.'l;i \\_'ilh Fnshu u'm'._’n:wi (inter-
for the back secting circles) pattern (pattern
side of the printed with mica mixed with gray ink
screens on gray colored surface)

VI. Additional notes

1. After removal of the lining for the painting, under transmitted light, a preliminary sketch that
differs from the current painting was observed (sixth panel of the right screen).

2. Construction of the wooden lattice core

Cores made of white cedar were newly prepared. The outer frames were made slightly thicker to
prevent the inner crosspieces from protruding.

3. New metal ornamental [ittings were prepared.

4. Observation under transmitted light

There were large areas on the paintings that were torn or missing due to insect damage. In addition,
because of damage caused by deterioration and oxidation, the painting support had split into layvers,
the top of which had peeled off. Previous inpainting had been applied to the old mending paper, lining,
and painting surface that had split into lavers, and therefore they had become indistinguishable from

one another.

(Color measurement charts for before and after treatment have been omitted for this report.)

Translated by Amy McCaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Keiraku -z Bvobu

Description of Artwork

Jun Shioya
National Research Institute for Cultural Properties, Tokyo

The Keiraluw-zue Byabu is currently being described at the Royal Museums of Fine Arts of Belgium as
a matching pair of six-screen bvabie. However when the two panels are compared, the figures on the
right are painted in a natural, freeform manner, while those on the left seem rigid and unrefined. The
two sides also show very little sense of continuity in their overall composition, giving the impression
that they were originally created separately. On the tablet that hangs on the gate of the shrine at the
right edge of the right panel is the inscription, “Kansin-in." This lets us know that the shrine is the
Gion (Yasaka) Shrine, and therefore the river and bridee seen in the image are Kamo River and
(Gojo-Ohashi Bridge. The Gion Shrine is also found on other paintings such as those on the Nakich

Ralgai-zn Byobu (Funaki-bon) and Higashivama Kilano  Yurake zi Bvobie of Choen-ji Temple.
Their motifs of the pine forest that encircle the temple grounds and the tea house next to the gate are
similar to those of the Kezraku-zu Byabu, but the scenery in the Keivaku-zu Bvobu has been simplified,
leaving out all buildings except {or the main shrine. The left panel is most likely a view of Kyoto.
While the composition involves mainly of sceneries of the ¢ity, the foreground also shows the interior
of a mansion. In the bottom right hand side of the screen are images of youngsters playing hoard
games and tug - of -war using wooden pillows, which bear close resemblance to those of Teinal
Yorako-zu, a collection at Honolulu Academy of Arts and at Hida Takayama Inro Museum. Both
panels were presumably created sometime after the late 17th century by wachic-shi (painters not

connected to the court or shogunate) who maintained the style of previous paintings.
[ would like to express my gratitude to Ms, Mutsumi Kadowalki, a research associate at the Center
for Inter-Cultural Studies and Education, Josai International University, for her assistance in provid-

ing this artwork’s description.

Translated by Amy McCaleb (Urban Connections).





