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Fig. 3 Before treatment. The silk is not aligned around Fig. 4 During treatment. Photograph taken using
the lost areas of the silk support. transmitted light. Areas of loss and misalignment of the

silk support are conlirmed.
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FFig. 5 After treatment. The misalignment of the silk
was corrected as much as possible. Silk infills and
inpainting  were applied to lost areas and visual
harmony was restored.
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FFig. 7 Before treatment. Infrared photograph. Lines that
cannot  be confirmed at visible wavelengths  were
confirmed with infrared photography.
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Fig. 9 When correcting the weave of the silk, the lines
were restored to their proper places while referring to
infrared images.
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Fig. 6 Before treatment. Black and white photograph.
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Fig. 8 Alter treatment. Black and white photograph.
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Fig. 10 Before treatment
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[Fig. 11 During treatment. Removal of the old first
lining. The lost areas of the silk support had been
inpainted and/or infilled.
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Fig. 13 Front surface. Flesh of Buddhist figures; wrezail-

shiki.
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Fig. 12 After treatment. The old first lining was
removed and the painting was restored to its original
form. After the new linings were applied, efforts were
made to ereate visual unity by applying silk infills using
irradiated silk and inpainting the fills,
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Fig. 14 lu verse side. Flesh of Buddhist (igures: wruwzal-
shieki, Layers of brownish pigments believed to be
wrazaishiki were found in areas such as the waterfront,
{lame, palace, and the flesh of the Buddhist figures.
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Two Rivevs and a« While Puth
Conservation Treatment Report

Masaki Handa [
[Handa Kyuseido Co., Litd J

Registration number 56,182

Title Two Rivers and a White Path

Media Color on silk, framed panel

Time period Kamakura period (14th century)

Collection Seattle Art Museum

Treatment undertaken by Handa Kyuseido Co., Lid

Treatment period June 2005 - March 2006

Location of treatment Conservation Studio, Tokyo National Museum

13-9 Ueno Park, Taito-ku, Tokyo

* Condition before treatment

Dimensions

Painting Height 82.0cm  Width 39.7cm
Overall Height  162.4cm Width  57.5cm
IFormat Mounted on a framed panel. (The ik bou [bottom wooden roller| and

hassorn [top wooden stave| of the hanging scroll are detached and the scroll
is mounted on a wooden lattice core and [ramed.)

Mounting fabric Chu mnawashi (outer border) : Gold brocade with (fakarazikushi and {lying
dragon patterns on a light brown background
Souji: Cloud and mmonava patterns on a light brown hackground

Kosujl (narrow side strips) : Indigo blue, no pattern

Outer frame Wood and acrylic

Inner framework Wooden lattice

Verso paper Kokimoegi paper

Paper covering Kazo paper, double-layered

the inner framework

Lining First lining: Kazo paper
Subsidiary lining: Kaze paper
Overall lining: Kozo paper

Final backing: Kazo paper

Silk used for mending N/A
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Crease reinforcement paper Kazo paper

Storage box

Damage

N/A

« Portions of the silk support are torn or lost all along the horizontal cracks, which are believed to

have been formed when the hanging scroll was made.

+ Pigments have flaked off. In particular, the white areas show considerable loss of pigment.

+ The silk support of the painting has a number of large areas of loss. Silk infills have not been

applied. Black pigment has been applied directly onto the first lining in order to make the losses less

noticeable. Some colors and outlines have also been added to parts of the painting.

- There is notable damage to the silk around the losses in parts of the top portion of the painting.

* Condition after treatment

Dimensions
Painting

Overall

Format

Mounting fabric

Jikushu (roller knobs)

Zagane (metal fittings)
Cord

Lining

Height 82.2cm  Width  39.8cm

Height  161.0cm Width 54 .4em

Hanging scroll, two-tiered Buddhist mounting

Chit meawashi: Gold brocade with lotus and arabesque patterns on a mocgi
(yellow green) background

Fular (decorative strips) : Same as above

Souji: Lotus and hanakuidori patterns on a brown background
Gold-plated metal roller knobs with lotus pattern (Made by Kagami
Mivairi)

Lotus-shaped gold-plated metal

Takuboki cord

First lining: Thin Mino paper, dyed with vasha and simi (Made by Satoshi
Hasegawa, Gifu)

(Processed by Handa Kyuseido Co., Lid)

First subsidiary lining: Misu paper, dved with vasha (Made by Shoichi
Uekubo, Nara)

(Processed by Handa Kyuseido Co., Ltd)

Second subsidiary lining: Misie paper, second time (Made by Shoichi
Uekubo, Nara)

Overall lining: Misu paper (Made by Shoichi Uekubo, Nara)

Final backing: Uda paper, dved with plant derived dye (Made by Hiroyuki Fukunishi, Nara)

Silk used for mending

[rradiated silk, dyed with oak and simi (Processed by Handa Kyuseido Co.,

Lic)

Crease reinforcement paper

Thin Mino paper (Made by Satoshi Hasegawa, Gifu)
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Storage hox Paulownia roller clamp, paulownia o box (Made by Jutaro Osaka

Studio, Tokyo)

Cloth covered case made of acid free paper

Treatment process:

1

.

.

.

-

. Examination, documentation

The condition of the artwork before treatment including the dimensions and damages were record-
ed. The condition of the painting was documented in detail using 4x5 reversal [ilm (for the overall
image), 35mm negative film, digital camera (for details of certain parts), stereo microscope (for
pigment analysis), and infrared photography. Also, the location of damages was recorded and
photographs were taken during the treatment process when necessary.

‘atch tests were done to examine the strength of adhesion of the pigments to the support and the

possibility of stain migration in order to determine an appropriate course ol treatment.

. Disassembling the frame
The frame was disassembled and the painting, along with the mounting fabric that had been cut and

attached to it, was detached from the wooden lattice frame.

. Consolidation
A solution of 1% (by weight [hereinafter the same notation!) cow hide glue was applied to the
colored areas. After the painting was dry, a solution of 3% cow hide glue was reapplied and the

pigments were consolidated.

. Disassembling the mounting

The painting and the pieces of mounting fabric were detached.

. Consolidation and removal ol discoloration

While applying a solution of 1-32% cow hide glue, excess moisture and discoloration were absorbed
with blotters through a protective facing.

During each step of the treatment process, the condition of the pigments was checked, Consolidation

was repeated when necessary., and the painting was fully dried cach time.

. Removal of old lining paper

The old final backing, overall lining, and subsidiary lining were removed by applying filtered, room
-temperature water from the reverse side using a fwke brush and lightly moistening the lining
papers to reactivate the starch paste.

The filtered water used throughout the treatment process was prepared using 0.5 diameter
MicroWynd filter and granular activated carbon cartridge filter made by CUNO Inc., which

removes iron and chlorine by absorbing dissolved gas and organic matter.
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7. Adjusting the weave of the silk

In some areas of the upper portion of the painting, the silk support was displaced, causing lines of
the image to be misaligned. Although these areas were not visible under normal lighting conditions,
their displacement was confirmed with infrared photography. These areas were detached together
with the old first lining of the silk support. The displaced areas of silk support were restored to their

proper places while referring to the infrared images.

The repositioning of areas of the silk support that were grossly misaligned was kept within a

reasonable scope. The silk support was moved in consultation with the treatment supervisor.

%

. Applying a temporary facing

A temporary facing was applied in order to protect the silk support and painted areas of the

painting during the process of removing the old first lining.

A temporary facing paper made of synthetic material (kasenshi) and Kozo paper were applied to

the front surface using seaweed paste.

The materials used for the old first lining were removed by locally applying a very minimal amount

of filtered, room-temperature water from the reverse side and gradually peeling them off.

. Application of new first lining

Thin Mino paper was attached with wheat starch paste to the painting as the new first lining.

The color of the new first lining was adjusted using plant dyes and sumi in order to make the image
as readable as possible without changing the mood of the painting.

The color of the new first lining was decided after consultation with the owner and the treatment
SUPETrVISOr.

- For all of the application of linings, namafie (fresh wheat starch paste) was used.

10, Removal of the temporary facing

« After the lining was dry, the temporary facing and seaweed paste were removed.

= Due to the cleaning effect of the seaweed paste and the removing of moisture including grime when
attaching the temporary facing, some of the grime that accumulated over the vears over the entire

face of the painting was transferred to the facing paper and removed.

11, Silk infills

- From the [ront surface, irradiated silk that had been cut into the shape of the lost areas was [itted
into the losses of the silk support as well as the entire perimeter of the painting. The weave of the
fills and the added silk margins were attached to align with the weave of the painting’s silk support.

+ Irradiated silk, which has similar properties to the original silk support., was dyed with plant dyes

and swmi to match the base color of the painting, and used for mending.

12, Application of [irst subsidiary lining

« Misu paper was applied as the first subsidiary lining using aged wheat starch paste.
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« Using plant dves, the color of the subsidiary lining was adjusted so as not to dramatically change

the mood of the painting.

13, Crease reinforcement
+ Thinly cut strips of thin Mino paper were applied from the back to strengthen the areas which were

cracked or creased when the hanging scroll was originally mounted.

14, Application of second subsidiary lining
= Misu paper was applied as a second subsidiary lining using aged wheat starch paste. The painting

was then dried on a karibari.

15, Selecting and adjusting the mounting fabric

« Upon consultation with the owner and the treatment supervisor, new mounting fabric that was
suitable for the painting was selected and prepared, keeping in mind the theme and period of the
painting.

+ For the new mounting fabric, thin Mino paper was used for the first lining and applied using wheat

starch paste. For the subsidiary lining, Misu paper was applied using aged wheat starch paste.

16. Joining

+ The painting and the mounting fabric were cut and joined together using wheat starch paste.

17. Overall lining

= Misu paper was applied as an overall lining using aged wheat starch paste.

18, Final backing
« Udn paper and wwamaki silk were applied with aged wheat starch paste as a final backing.
« Kaeshi-bari (the process of polishing the reverse side with wax and drying on karibari) was

repeated several times and the piece was fully dried.

19, Inpainting

= Inpainting was completed in areas mended with silk to match the base color of the painting.

20, Finishing

« Fulai (decorative strips) were sewn on, the jiku bou (bottom wooden roller) was carved to size,
and new jikushie (roller knobs) were attached.

= The kakejikue (hanging scroll) was completed by attaching the fassowe (top wooden stave), jikie bou,

Julai, kan (metal rings), zagane (metal fittings), and cord.

21, Storage

- To prevent creases and to ensure safe handling of the scroll, a new paulownia roller clamp was
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attached. The scroll was wrapped in febitac-silk wrapping and stored in a newly prepared storage

hox.

The storage box consists of a paulownia 7zro box (to maintain a stable interior environment) as
well as a cloth covered case made of acid-free paper to prevent damage to the box and entry of

dust.

22, Post-treatment documentation and photography
+ A report was compiled by photographing the completed seroll and documenting such information

as the dimensions of the scroll alter treatment.

Miscellaneous findings during this treatment
- Pieces of mounting fabric were found as well as linings and areas of the silk support that were lost
due to cracks and creases, which suggests that the work was previously a hanging scroll.

In this treatment, the framed painting was re-mounted into a hanging scroll.

Lines believed to be sumid lines were confirmed in the upper surface of the painting by infrared
photography.

When re-aligning the displaced silk, infrared images were used to restore the silk to their proper
places since their placement could not be determined by viewing the painting’s image under normal
lighting conditions.

The displaced areas were re-aligned so far as their original positions could be conlirmed, and the

condition of the painting was restored. (Fig. 3-5)

Many infilled and inpainted areas were found in the first lining of the lost areas of the silk support.
(Fig. 10-12)

The old first lining with the old infills and inpainting was removed and the painting was restored
Lo its original form.

After the new linings and silk infills were applied, inpainting was completed to match the base color

of the painting and efforts were made to maintain the harmony of the entire piece.

Lavers of brownish pigments believed to be wwzaishild (painting on the reverse side of the support)
were found in areas such as the walterfront, (lame, palace, and the [lesh of the Buddhist figures.
However, there were areas where the damage was so severe that it was difficult to confirm its

presence. (Fig. 13, 14)

Translated by Jennifer Kitagawa (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Two Rivers and a White Path
Description of Artwork

Tetsuei Tsuda
National Research Institute for Cultural Properties, Tokyo

This painting is among the many depictions of “ Niga- Bvakudo (Two Rivers and a White Path)”
an image that is referred to in the parable in the fourth volume of the Kannuovouwju-kvousho
(Commentary on the Kannuervouju-Fkvo) written by Chinese monk Shan-tao. The painting is believed

to have been created at the end of the 13th century or the beginning of the 14th century.

The composition of the painting can broadly be divided into three parts: top, middle, and bottom.
At the top of the painting is a small depiction of the Pavilion in the Pure Land. At the left and right
bottom corners of the painting are two houses in which people are indulging in poetry, gageku music
and drinking, and {rom which {lames are blazing from the edge of the eaves. The houses undoubtedly
represent the “burning house in this Shaba world” in the “East bank” in the parable. In between the
two houses is an illustration of an unruly horse along with the jehu that is unable to get control of it,
which are symbolizing the uncontrollable greed in this world. A monkey is painted at the edge of the

eave of the house to the right, but what it represents is unclear.

The middle section is a right diagonal composition. Depicted is a large river which flows between
this Shaba world and the other world of Buddha and Bodhisattva, and in the center is a narrow white
path leading across the river from this Shaba world to the other world. With this white path as the
dividing line, to the right of the large river is a river of water and to the left of it is a river of fire.
In this Shaba world, a band of warriors, a band of wild beasts, and poisonous snakes are approaching
and cornering a monk from three directions toward the white path. This likely corresponds to the
passage in the parable that “There are many bandits and fierce beasts, and seeing that the monk is
alone, they vie with one another in trying to kill him,” as well as the passage that “The bandits and
fierce beasts are gradually coming toward him. If he tries to run away to the North or South, fierce
beasts and poisonous vermin will race toward him.” Therefore, the bottom section of the painting with
the band of fierce beasts represents the South, the upper section of the painting with the poisonous
snakes represents the North, and naturally, the other world with a depiction of Buddha and Bod-
hisattva represents the West bank. Incidentally, the painting depicts a married couple in the river of
water living affluently and surrounded by riches and treasures, and a man hitting a woman in the river
of fire. It can be said that this represents the passage in the parable that likens the two rivers of water
and fire as follows: “The love and happiness of people are vain like water, and hate is comparable to

fire.”
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Standing on the narrow white path between the two rivers of water and fire is a monk. It is believed
that he is the same monk who is being pursued by bandits, wild heasts and poisonous vermin on the
bank of this world. His image is depicted using the i dowzee method (a method used to show
successive events in a single painting, capturing different actions over time). It can be said that the
tathagata standing facing the monk in the other world represents “Amitabha Tathagata, who is
calling the monk from the West bank.”

In the pond to the right of Amitabha Tathagata, who, by the white path in the other world, is
standing in the direction of the monk, are two bodhisattvas that are bathing the monk. In the top left
hand corner is a depiction of a bodhisattva that is facing the Amitabha triad, which are seated next
to three bodhisattvas playving musical instruments. Both are believed to be representing the process
ol a monk becoming a resident in the Pure Land. If one considers that the Amitabha Tathagata in the
center of the Amitabha triad has his hands in the jou-/n (meditation mudra) position, whereas in
many of the other paintings of Niga- Bvakido he has his arms crossed in front of his chest with hands
in the seppou—in (preaching mudra) position, this painting may be presenting ideas which are unique

to this painting.
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