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Fig. 1 Before treatment: Painting (oblique photograph) [Fig. 2 After treatment: Painting
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Fig. 7 Before treatment: Losses in the silk support Fig. 8 After treatment: Losses in the silk support
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Fig. 9 Before treatment: Grime that has accumulated Fig. 10 After treatment: Grime that has accumulated
over the years over the years
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Fig. 11 Before treatment: Foreign matter
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Fig. 13 Before treatment: Urazaishiki that
is exposed due to the loss of silk support
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support
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Fig. 14 After treatment: (razaishiki that is

exposed due to the loss of silk support
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IFig. 21 Before treatment: Shilting
of the painting support
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Fig. 23 Before treatment: Damage
to the joints of the silk support
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Fig. 25 Before treatment: Grime on the jikushu
that has accumulated over the years
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Fig. 22 After treatment: Shifting
of the painting support
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Fig, 29 Before treatment: Front surface Fig. 30 During treatment: After the removal of
the first lining
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Nehan (Nivvdia)
Conservation Treatment Report

Masayuki Sakata
Sakata Bokujudo

Title Nehan (Nirvapa)

Owner The Royal Museums of Fine Arts of Belgium
Collection number J.514

Media and format Color on silk, Hanging scroll

Treatment undertaken by Sakata Bokujudo

Masavuki Sakata, President
1144-1 Ono, Otsu, Shiga Prefecture, 5200525

Treatment period May 27, 2005 - March 23, 2006

1. Overview of damage and condition before treatment
+  Severe creases and cracks
Numerous inpainted areas (on the [irst lining, old silk inflills, and silk support)
- Flaking and lifting of the paint layer
+ Flaking and lifting of the silk support (The woazaishiki | painting on the reverse side of the
support] and the gold leaf on the reverse side of the support are exposed in some areas.)
Grime including stains and foreign matter (e.g. insect droppings, paper {iber)
+ Abrasion of the joints of the silk support
+  Displacement, shifting, and twisting of the silk support
+  Damage to the mounting fabric
Lifting of the lining paper caused by the weakening of the adhesive (starch paste) [rom age
- Exposed gold leaf on the reverse side of the support
« Exposed wrazaishiki
Inappropriate mends in the support
+ Damage to the mounting fabric caused by the decorative metal fittings
+ Grime including stains and foreign matter

+ Grime on the metal roller knobs that was accumulated over the years

2. Treatment proposal overview

Examination]
+ The extent of damage, the characteristics and fiber composition of the paper, the painting’s
configuration, etc. will be examined.

[Consolidation]



Conservation Treatment Report 103

+Areas where the paint layer is lifting or is in danger of lifting will be reinforced by applying a glue
solution and impregnating the laking layers. Highly concentrated water solutions will not be used
since they may contribute to the further flaking of the paint laver.

[Removal of formerly mended areas| *The proposal will be fully discussed and examined.

- Infills that are larger than the arcas of loss will be removed, as well as silk infills whose texture
and weave are incompatible to the silk support. In addition, a decision whether or not to remove
infills that have been inpainted will be made after consultation and examination.

[Mending |

+ The areas of loss will be mended using irradiated silk (See Glossary 1) that is similar in weave
and denier to the original silk support of the painting.

[Tnpainting of mended areas|

- Inpainting will be performed in the mended areas to match the base color of the painting without
taking additional steps such as retouching to maintain the overall balance of the image.

[Repair of creases|

- Creases will be reinforced and repaired by adhering reinforcement strips (Kozo paper cut into
strips 2-3 mm in width) [rom the verso after attaching the subsidiary lining.

[Removal of grime]

+ Grime will be removed with blotting paper using filtered water (See Glossary 2). Chemicals, etc.
will not be used for fear that they will lead to future damages or an acceleration of deterioration
caused by changes in any chemical that may remain alter cleaning.

[Removal of old lining paper and application of new lining / assembly |

- It is suspected that the paper linings are weakening with age, and therefore, all lining papers will
be removed. As there is marked damage, the “dry” hadaage method (See Glossary 3) will he
employed to safeguard the painting.

«  With reversibility in mind, a new lining will be attached using aged wheat starch paste (See
Glossary 4) and remounted into a hanging scroll.

. >aper whose origin is known, such as where it was made and who made it will be used.

+ The lining paper will be dved and finished, and in so doing, attention will be given to ensure that
the lining matches the painting and the base color.

+ Since the old mounting fabric has deteriorated, new mounting materials will be used and the
painting will be mounted into a hanging scroll in a mounting style suitable for a Buddhist painting.

[Conservation Treatment Report |

« The report will record information such as the extent of damage, the treatment process, materials

used, new findings, and photographs.

Explanation of terms

1) Irradiated silk for mending: Silk made to match the original silk support of the painting (i.e. the
texture of the weave and denier) that is artificially aged by exposure to an electron beam. This
process is necessary in order to create balance between the strength of the painting support, which

had become fragile due to age, and the new silk infills.
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2) Filtered water: Water filtered with a granular-activated carbon and polypropylene filter (1u
diameter).

3) “Dry” hadaage method: A method of removing the first lining paper by applying a small amount
ol moisture locally. Hadaage is performed alter applying a temporary facing to the painting with
seaweed glue.

1) Aged wheat starch paste: Paste made by storing wheat starch paste in a cool and dark place for
approximately ten years. Due to its weak adhesive strength, the paste is indispensable for the

attachment of linings to flexible mounting fabrics.

3. Overview of process

(1) Examination before treatment (e.g. extent of damage, creation of a treatment record, pigments
used, photographic documentation)

(2)Removal of foreign matter (Grime that was attached to the surface of the painting was removed
in its dry state using a brush, etc.)

(3)Disassembling the mounting (The first lining paper was kept intact, and the rest of the old lining
paper was removed.)

() Test to determine the stability of pigments and consolidation

(5)Cleaning (Water soluble grime, etc. that was attached to the painting was removed by absorbing
it with blotting paper using filtered water.)

(6)Test to determine the stability of colored pigments and consolidation

(7)Removal of old first lining paper (*The “drv” hadaage method was adopted.)

(8)Removal of problematic old infill material (based on pre-consultation)

(9)Consolidation of wurazaishiki

(0Infilling of lost areas with irradiated mending silk (In arcas where the old infill material was
reused, the material was re-shaped to exactly match the shape of the lost area and then applied to
the loss.)

(IRemoval of temporary facing. Seaweed glue that was used to attach the temporary facing during
the dry removal process was removed with filtered water.

(12 Kozo paper was attached as the first lining using wheat starch paste (The lining paper was dyed
and finished and attention was given to the appearance of the design on the surface of the painting.).

(I3 azo paper (Misu paper) was attached as the subsidiary lining using aged wheat starch paste.

(M Reinforcement strips were attached and creases were mended.

(159The painting and mounting fabric were assembled in the form of a hanging scroll.

(INazo paper (Misu paper) was attached as the overall subsidiary lining using aged wheat starch
paste (two layers).

(INKozo paper (Uda paper) was attached as the final backing using aged wheat starch paste.

(I8Inpainting was applied to silk infills.

9 fikushee (roller knobs) and zakan (metal fittings) were reused following sufficient drying. Wooden
rollers, hassou (top wooden stave) and the cord were newly prepared and assembled into a hanging

scroll.
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@OPaulownia fulomaki socjike (roller clamp), paulownia yaron box, wrapping case, and wrapping

material were newly prepared.

@)Post-treatment examination was conducted, and the conservation treatment report was prepared.

4 . Material specifications: Before and after treatment

Before treatment

After treatment

—_—
'

'Specifications

Notes

Place:

Manulacturer

Format/style

Buddhist mounting

(Shinnogusa)

Buddhist mounting

(Shinnogusa)

1

Souberi
(overall

border)

Gold brocade with
Chinese [lower
pattern on a dark

blue background

Chu mewvashi
(outer border)
and fulai

(decorative

Gold brocade with
dharmachakra pat-
on white

tern a

background

Twill-weave silk with vine and
peony-arabesque pattern on an

indigo background

‘Natural
Ein(lign dye

'
'

Konmaru/
IHironobu

Textile

Gold brocade with vine and
lotus-Chinese [lower pattern on

a white background

a

metal fittings

strips)

Sttji T’E;E] En: on
white background

SJikushe and | Gold plated metal

roller knobs with

lotus - arabesque

pattern

Hussou and

Cedar upper stave

Plain fabric on a violet back-;

around

Yasha dye

'

Hironobhu

Textile

Gold plated metal roller knobs

with lotus-arabesque pattern

Reused

'

'

'
'

Cleaning:
Yokoyama

Studio

Cedar upper stave and bottom

‘New

Hayami Shoten

paper, Center paper:  Thick:

Kazo paper

netkajilo and bottom roller || roller ‘
(eoarijik) 1
Futlsa N N/A _ Habulae silk New Sakata Bokujudo
En‘ug‘v box Cardboard Paulownia futomaki soejik ;m(l? New Yusai Maeda
paulownia verou box !
Wrapping case|| N/A Outer lining:  Shibuwhiki - kozo New Sakata Bokujudo
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Dimensions before and after treatment  (cm)
Before treatment After treatment
QOverall dimensions Length 235.5 % Width 141.7 Length 250.1* Width 144 .8
Painting dimensions Length 156.5 % Width 116.6 Length 159.1 > Width 116.7
Mounting dimensions Before treatment After treatment
Souberi:  Top 38.2 43.7
Bottom 15.4 22.1
-
Side 10.2 12,1
Cler meavashi: Top 15.7 16.1
- Eﬂl t;);11 77?74 - 7.9 V _ _
7 Mawashi | 1.5 1.5
Fulal ] 6.1
Sttji: Inne?i [ 0.25 - 0.3 -
.()utcr 0.25 0.3 o
_I’mltmn roller length -_1?)3.1 o 154.5 N
Roller diameter 4.6 4.4
Length of visible por- N -
tion of roller ’ £

Materials used

Type

Material quality and name

First lining

Kazo paper (Tosa-kozo paper)

i
Crease

reinforcement strips

Kazo paper (Mino paper)

Subsidiary lining

Kozo paper (Misu paper)

Place: Manufacturer

Kochi Prefecture: Toshio Inoue

Gifu Prefecture: Yahachirou Outa

Nara Prefecture: Shoichi Uekubo

Overall lining

Kozo paper (Misu paper)

Nara Prefecture: Shoichi Uekubo

Final backing

Kazo paper (Uda paper)

Nara Prefecture: Hiroyuki Fukunishi

Silk infill

Warp thread: 21 denier, 60 lines per 3
cm, double-strand
Weft thread: 14 denier, 120 lines per 3
cm, double-strand

Kyoto: Hironobu Textile

Wheat starch paste

Nakamura Seiko

Adhesive

Aged wheat starch paste

Nakamura Seiko and Sakata
Bokujudo
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5. Areas of damage and treatment details

()Areas of loss and formerly mended areas

[Condition |

Areas of loss

«  Lifting of the silk support due to marked crease damage and cracks

«  Lifting of the silk support accompanying the weakening of glue due to age

Formerly mended areas

- Inpainting directly on the first lining

+ Inpainting on the silk infills (e.g. lacial expressions of Duddha’s disciples, body expressions of
animals)

« Overpainting on the silk support

[Treatment |

Areas of loss

+Areas of loss were filled in with silk following the removal of the old first lining paper.

+ Inpainting was applied to the newly mended areas.

Formerly mended areas

« Detailed records were kept on the inpainted areas of the old first lining and old silk infills.

+ With the basic policy to respect the original design of the painting, the old infill materials were
removed.

» Unsuitable old silk infills (inpainted mends, areas where an inappropriate infilling method was
employed or poor quality materials) were removed.
» Inpainted areas of the old first lining were removed, taking into account the adverse effects

that keeping the first lining paper intact in select areas would have on the painting in terms of
conservation.

« Areas of the Sekvamuni were left in place with the original support. (See notes)

(2)Grime including age stains and foreign matter

[Condition

- Grime due to foreign matter (e.g. insect droppings, grime on paper {iber surface) was confirmed.

+ Grime had accumulated over the years over the entire painting.

[ Treatment |

- Foreign matter was physically removed while confirming with a magnilying glass.

« After confirming the pigment condition, water soluble grime was removed by absorbing it with
blotting paper using filtered water.

- *Chemicals were not used for fear that they will lead to future damages or an acceleration of

deterioration caused by changes in any chemical that may remain aflter cleaning.

(3)Crease damage
[Condition|
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Marked horizontal creases had formed.
Creased areas had lifted with the advancement of damage over time.

+ The central part of the painting had twisted, presumably due to distortion of the wooden rollers,
and had caused damage.

[ Treatment |

- Silk infills were applied to cracks caused by creasing as well as to the surrounding losses in the
silk support.
After the subsidiary lining was attached, the areas damaged by creasing were mended with
reinforcement strips attached from the reverse side.

- The thickness of each lining paper was considered in making the hanging scroll.
The effects of creases caused by folds were mitigated by preparing a new fulomaki socjikie and
increasing the diameter of the roller.

- Wooden rollers made of Japanese cedar were prepared and fitted.

(DFlaking and lifting of the paint layer

[ Condition ]

+ The glue binder of the paint layer had weakened due to age and had resulted in the flaking and
lifting of the paint layer.

- The paint layer had lifted along with the silk support due to yvears of abrasion.

+ Areas where the wrazaishiki was exposed due to losses of the silk support were confirmed.

- Pigment had been flaking (particularly azurite and malachite).

[ Treatment |

« Paint was consolidated with a water solution consisting of rabbit skin glue (3%).

*To respect the original, inpainting was not applied to areas where silk infill was not newly applied

(e.g. areas where only the paint had lifted).

(5)Shifting, overlapping and displacement of the painting support

Condition |

«  Parts of the painting had shifted or overlapped due to damage incurred during the former
treatment, damage from creasing, etc.

[Treatment |

« The silk support was returned to its original position upon confirming the proper location by
referring to the image of the painting.

+  Silk support fragments whose location could not be determined from the image were kept at their

present location.

(6)Damage to the adjoining areas of the silk support
[Condition]

+ Losses of the joints of the silk support were marked from the effect of yvears of abrasion.
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| Treatment |
+  Lost areas were filled in with silk following the removal of the old first lining paper.

+ Inpainting was applied to the newly mended areas.

Joints of the silk support and record of dimensions

120 ki 143 ki 122kt

s
36.3cm 43.3em 37cm

(7)Damage to the mounting, ete.

[Condition]

+ Grime and damage from age were confirmed on the surface layers.

+  There were areas of the mounting fabric with damage that was mended in a former treatiment,
and infill materials of various sizes had been attached.

+ The mounting fabric was cracking from the damage caused by the decorative metal [ittings and
was in perilous condition.

+ Grime on the jikushie that had accumulated over the years was marked.

[Treatment |

- Mounting fabric was newly prepared.

+ Decorative metal [ittings were not reused since they may cause further damage.

+ The jikushu were cleaned and reused.

6. Notes

1. Nakajiku (bottom wooden roller)

The nakajiku was made of half-cylindrical wooden rollers. The rollers were joined by wooden nails
and scrap paper. The vear “Enpou 4 (Western calendar: 1674)7 was written on the scrap paper in
Suni.

On the newly prepared nakajilu, an outline of the treatment record was written in swmi. The sunii

note was lined and stored in a storage box.



110

2. Findings from removing the first lining

[Condition of the old first lining]

- The oxidation degradation of the first lining paper was extensive.

- Gold leaf was observed on the reverse side of the joints.

+ The pattern of Sakyamuni's robe was overpainted.

« The joints of the first lining papers were thick.

« The center portion of Sakvamuni’s face had been treated. (% See notes)

+ The gold leafl for the verso infills had been haphazardly applied from the back side.

'Condition of the wwhaku (metal leaf ground) |

Gold leal was observed at the joints of the old first lining paper. Gold leaf was also scattered on the
reverse side of the first lining paper. Furthermore, based on observations that gold leal had been
sloppily pressed from the reverse side, in a way in which the gold leal is not in alignment with the
design, there is a high probability that wralkn had been applied during the former treatment.

4. Concerning the retouching of the image ol Salkvamaeni
‘Condition before treatment |

Retouching, overpainting, ete. were confirmed on most parts of the face and body of the Sakvanmuni.
In particular, areas of the face had been largely filled in with silk, and lines for the face had been
drawn on the original silk support. From the surface it was difficult to confirm which were the
original and which were the mended areas.

Retouching had been carefully done by the method of applying white pigment as the base. — Heakuoshi
(making a design by applying gold, silver, or colored leal with glue) —» sengaki (drawing outlines),
in contrast with other areas which have been retouched.

tems considered |

Usnally, old infill materials are removed as they are believed to be unsuitable for conservation.

However, it was necessary to hold consultations and give careful consideration whether or not to

remove the formerly mended areas of Sekvamuni’s face an important element to the composition

of the painting. It was made clear that the removal of the old infill materials would cause large

portions of Sakyamuni’s [ace to be lost.

(DBecause both the original silk support and silk infills have been inpainted by the same restorer, the
removal of the old infill materials would cause major portions of the face to he lost, such as the eyes
and nose. As a result, only the retouched areas of the original silk support would remain. (Only a
portion of the inpainted areas would be lost.)

(2)Areas of Sakyvamuni's face had been retouched in a careful manner, clearly in contrast with other
areas of the bodhisattvas and animals.

(3)The old silk infills that had been applied to parts of the face are thicker than the original silk
support, and imbalance of support strength is a concern. Although this could lead to damages such
as creases and abrasion, treatment from the verso (e.g. removal of the areas overlapping with the
original by champfering) can eliminate any problems that may arise with respect to the conserva-

tion of the painting.
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[Treatment |

As a result of the consultations with the painting's owner and treatment supervisor, it was decided
that the inpainting and overpainting of the Swkvanueni image will be kept in selected areas and
allowed to remain with the original support. Treatment such as the removal of the overlapping areas
of the old silk infills and original silk support and the champfering of thick areas were undertaken

from the verso.

Translated by Jennifer Takigawa (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Nehan (Nivedaga)
Description of Artwork

Genichiro Katsuki
National Research Institute for Cultural Properties, Tokyo

This is an iconography of the death of Buddha under §ile trees, otherwise known as an image of
Nirvaga. The expanse at the topmost area of the painting shows heaven and earthly sky in indigo blue.
In the heavens, at the center of the very top portion of the screen, is a full moon. On the left side, on
the border of heaven and the sky are Buddha's mother Mava and her two maids flying in on a cloud.
Maya is wiping her tears on her sleeve, while the maid who sits at the very back is offering a sashiba,
a ceremonial fan with a long handle. While much of the paint around the maid sitting immediately
behind Mava has chipped off, she presumably was offering an umbrella. Under the sky is an expanse

of water. White paint is used to express the undulation and splashing of the water current.

At the center of the screen is a bed, upon which Buddha is lying sideways with his head on his right
arm. [1is bed is surrounded by eight Sila trees. Two different methods are used to paint the sala trees.
The leaves and fruit are outlined in white for some, while others have no outlines and bear fruit
painted in blue. Bodhisattvas, fhachibusiue (the eight kinds of gods), and disciples surround the
reclining Buddha. Figures and the way in which they are depicted that draw particular attention are
Asura with three faces and many arms who appears as a male/female couple standing behind the
reclining Buddha; a Kyitigarbha standing in front of Buddha holding a sacred gem and a stall with
metal rings attached to the top; and Nagaraje at the bottom left-hand side, surrounded by black clouds

as if a halo. At the bottom of the screen is a gathering of many animals,

Judging by the image’s composition, one would have difficulty interpreting the image based on one
particular Buddhist sutra. For example, the image of the reclining Buddha closely resembles that
which is described in the Baifazu translation of Butsuhatsee naion-kvo. However, some of his features,
such as the fact that he does not have both of his arms bent at the elbows, are not faithful to thissutra.
Moreover, while the gathering of animals is mentioned in the 40th volume of the Dharma- ralsa
translation of the Mahaparinireagasulra, they are not depicted exactly as described in the text. Based
on these points, it is perhaps most appropriate to assume that the image was composed based on many

different scriptures that explain the Nirvapa.

If this image is to be positioned somewhere within the development of Niveayga images found in Japan,
it is possibly modeled after the Niroapa scene of sougen-ga (Chinese painting of the Song and Yuan

dynasties), while at the same time influenced by teachings ol Japan's Pure Land Faith.
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