Hery in |

National Ga

l

1

ane s Visit “Betore Treatmes

{ Emperor Nuanz

Vol

jutterfl

of I

Scvin

ent

1

Afier Treatn




M LRk oy [ e J

Rk L8 A s i

A S ] e
JFRE 77 8 7



Y L o [

1z BHL it

IIfF

G SIS B T
SHNEE - R UAEA

- REFEN

. &WF
1. %k
2. H¥
3. WHE - AT

L Nl A 1)
41118
7T N[l S

P S5t e

0. SEHENALE AL RIS E6 51
T EKI1943H 22 1
m MEIH

1. RtEAFR
2. SRy
V. {ERATRR

AERINVY
SRR BRI

fIR L
AN 12

AL R
AV NI/
HISE - KA A - KB

< EHN

Wk e SRR ISR OB A S, #ilE, WSS (S hTwiz,

CHERAT ISR & RO IR A A S DAY, WilE. WiFEATH S Tz,

C AHCIE I 5 AR, A 2 AUCREATIL TV DA%, MEHATER, ABELICER A L Twn s,
SRR EO D AR S L,

LG Y OREEUAEBEIT I WSS A S AL, MR G ETIE D it s hTwz,

ik AHE
Jige L2
(% iAdn)
. T,
e 5%
(Il 4z H.
PN
i
el Y
STHC AHCILEEAL
A LIEAL

i LEERE

fit 131.0cm fifi - 221.0cm
HE 147 Ocm fi 236.8cm  WiAd 1.7cm
41k 14
LA
L)
M HL R A D <
1 5 i

AT BT




THkY

TN
(F O EfE)

V. EEEIRR

ik

T
¥

i EHE
il
SLITHE

L
)

V. EIERE
P32dawsd

A OAREE - B o Fe & WALk L.

AHE

Vi o~ )i
(#kaA )

Jif:

i

Jif G L
N

N

S Y - ey
KIEH

AHUPLEERT
ACHEHE LT
PN S
/i ILEERT

it 131.0em i 2223em
it 147 9cm HE 239.1cm Lk 2

A1 g

ST (R 0 A

o N 4G S 4 - A AE S L B
b T A P R R

[ /N SRR S0 4

Ao b LG | & R L A - S A
At B O A1

HEHE KL B G (et )

it W ON VAN

BEAE CATHR /A )

FEAE (o A A )

PEAL (R AR )

HEE (R ARG )

F2 TR AU L (R g 955 )

D
ke ©
CEfET
FERED
ISR
TR
TETAED
i

HERE (R ACAAR R
M - v =T RO A CRIBROCY)
ML (A A
HEAC CorAC A (5 4e)
MM Coracicfa i)
FEAR CorA A B
HEME Cor A A )
HEMC Cor A A g

HURO G Y HGE 2 11— 72,

BHEEOEERE fT-/. 4 x5, FYHIL)

TR M 2R L. B, Ol B el X AL,

BEMSEOERE LT, KESELRNIROS 5 B4 5 S5l S 4, R b othika

LAy FTF A NRBER T2,
@Dz 720 . FEOERRD & 2 (87 2 L (L0 4 17 - /e

FHKHE S H oM L LEEDHE LS AT /2

@FEsN L., REKTRLETERL L2,

1 HFonIREIZ L7,

1.8cm

s PR

135

ROBRBAEE, RO TIHADTL S, MO EATLCTO 2 P L7zo ROHAA



136

SRR, # R ONEYS AT LI ILYERE % — vk L 2z RE e 2 i ki L 7z,

DFEFA20) =2 T efTolzth, HABREEEICH v E MRS EFIZ PNz & L
THlE ”/ni?'ﬁ‘{%é%f?*'/(‘ Lz
Faq 7)== 72k 5850 of, ITHEMIEZARG Lz & b 4R (M 16) % W
WP O e R LB 2 L 72

5 HhA & AR A AL 7z
Mk 1) cm"ﬂm.,[;’u“ N Hi kL 72

6IAHCIE V2 5% - 7B 1N Fofe 0 & B di L7y ARMKO FIZWAGHE & o Tl LR 2 W35 L AR
DAL WIS TR s
ARAZEHB 220D A B~ o Qe A S DL S oz, b— 3 L HUT G L7z Le
MHLRICHELERL L7

(DHEATIIHMS ™ LT S A BRG o s LA 2 17 72,
FrAl L 2o fe R L B 3% i A, RAR D A 5 AU 2040 (IR R o6 A I L. 458
LI Tl 2 A L 72

SARMCRLAC O MAEHLE BT 2 FTv (BRI HOE R 2 > ¥ — 12 K &), Z ok LI Wlifs#K %
PR, gefm 1t L,
A T D 2 LD D . BAR S R0, i o 2 L s, Ao &
WA % 2 & & HIE L TSR N - BB K ! AN L 7
et I CAXRARO R O RE L /i or % Lt & L7z

Oy iE, TR0 . e . 3HCEE . B SR AN A RSO CTERE 1 Nl R
i1 I”lO)Ill 2, FEEh 2o,
Mok O b2 MM Gk & I L. 2 b E ez dio Mgl Ul S oz i L7z,

a0 Ay r” JH P & 2R A o Lo PR TR TS T B & A7 - 720
Kot IS A R L. MRS - BRI L 22,
IDAHE A i LR Tl L, $EATR O R & 10 & & TAMO NGO BR L & 17 720 B3~ & i
TRz P, B T I O ARASHGHE X H ofliE, B - 2CREITOAIE 2 Tru, WIS T
5 Hif_
ST EAEHR MR A v DLEST B Eodziid . FEo G 2 & S8 H R o ;&
[ & el F L AR T 12,

A2 2 FT S THERRIS THE L ST S 2400, Ol D el 2 11 72,

I3 FoR D & L2 FHUCARC E B2 U5 D A A2,

A% % k- 72,
It b IH Sl ) - 72,

A5 72 VAR A fli L - (T c i % 17 - 1o
AR La)f)wf Bt £ 2 — 27 L-CMeiltn d L, RIGHEO BT & 5 18RI L -
Till%e L

ruaﬁ"»-'au;t'l‘-i%if’i”ffjii"z%<E L. ffJ L LWL SRR B L7,
b afr-7t, RN 2 fro 2z,

BT EFN -7,

AN FH 0 A 4% % bl L 72,

AEREGE T ER L 720

A

Qorig - Wi



Ry 187

M2 s [T R
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Fig. 4 After treatment
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Fig. 5 Afier cleaning Fig. 6 Afier attaching the painting to the papered wooden core
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Fig. 7 First panel: after removal of the old lirst
lining (reverse side)
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Fig. 9 Third panel: after removal of the old first
lining (reverse side)
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Fig. 8 Second panel: after removal of the old
first lining (reverse side)
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Fig. 16 First panel: fibers attached to the surface
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Fig. 17 First panel: inpainting before treatment
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Fig. 19 Third panel: before treatment
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Fig. I8 First panel: inpainting aller treatment

(4200 453 08 i
Fig. 20 Third panel: after treatment



Scene of Butterfly and Emperor Xuanzong 's Visit

Treatment Report

Kazumi Mikami, Takehisa Oyagi, Masato Mizuno
Katsura Bunkazai Shurikoubou, Ltd.

1. Title, etc.
I. Title: Seene of Butterfly and Emperor Xuanzong's Visit, color and gold on paper
2. Number of objects: Four-panel folding screen

3. Collection: National Gallery, Prague
II. Treatment period: June 5, 2006 - March 22, 2007

Il. Treatment undertaken by
I. Name of company: Katsura Bunkazai Shurikoubou, Ltd.
President: Takehisa Oyagi
2. Conservators: Kazumi Mikami, Takehisa Oyagi, Masato Mizuno

IV. Condition before treatment
Extent of damage
- Flaking arcas were found on areas painted in malachite green, ultramarine blue, vermillion, and white.
Many of these areas had been overpainted during a previous restoration treatment.
- There was significant damage around the hinges which was overpainted.
- The painting on each panel is composed of five sheets of paper attached vertically and two sheets of paper
attached horizontally. The papers are separating at the joints and cracks were found in the paint layer.
- Deterioration due to aging was found overall.
- Many old mends were found in the karakami (*Chinese style paper”) used as backing paper, and all the

hinges had been replaced.

Dimensions

Painting

Height: 131.0cm  Width: 221.0cm
Bvabu (including frames)

Height: 147.0cm  Width: 236.8cm Depth of frame:1.7cm
Format: Byobu (Four-panel screen)

Mounting:

Outer frames: Black lacquered frames with rounded edges

(Metal fittings: none)
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Outer border: Gold brocade with an warva (dragons among clouds) pattern on a navy blue background
Inner border: Gold brocade with a white background
Backing paper: Karakami paper with yiisoku (ancient court-style weave) pattern printed with mica on light

indigo background

Linings
First lining of the painting
First lining of the outer border

First lining of the inner border

Underlining paper on the wooden core
Ukekake

(Other layers were not disassembled)

V. Condition after treatment
Dimensions
Painting
Height: 131.0cm  Width: 222.3cm
Byabu (including frames)
Height: 147.9cm  Width: 239.1cm
Depth of frame: [.8cm

Format: Byvobhu (Four-panel screen)

Mounting:

Outer frames: Black rou-iro frames with mitered corners

Metal fittings: Antiqued chrysanthemum and paulownia corner fittings, chrysanthemum studs

Outer border: Gold brocade with a double-vine peony and arabesque pattern on a navy blue background
Inner border: Gold brocade with a small peony and arabesque pattern on a white background
Decorative backing paper and paper covering back hinges: karakami with an Enshu-style shippo
(overlapping circles) pattern printed with mica on a white background

Front portion of the hinges: dyed rorinoko (eggshell-colored handmade paper) with sprinkled gold leaf’
Mending paper: Mixed fiber kozo/gampi paper (made by Katsura Bunkazai Shurikoubou, Ltd.)
Reinforcement paper: Kozo paper (made by Yahachiro Ota)

Lining papers:

First lining of painting Kozo paper (made by Yahachirg Ota)

Second lining of painting Kozo paper (made by Tomonobu Mivamoto)
First lining of the outer border Kozo paper (made by Tomonobu Miyamoto)
First lining of the inner border Kozo paper (made by Tomonobu Miyamoto)

Wooden core: white cedar constructed with mitered corners and tenon and mortise joints (made by Takada
Nanseido)

Under-lining:

Honeshibari Kazo paper (made by Tomonobu Miyamoto)
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Doubari Mixed fiber kozo/manila hemp paper containing filler material (made by
Yoshifumi Okatsu)
Minokake Kaozo paper (made by Tomonobu Miyamoto)
Minoshibari Kozo paper (made by Tomonobu Miyamoto)
Uwaiike Kaozo paper (made by Tomonobu Miyamoto)
Shitauke Kaozo paper (made by Tomonobu Miyamoto)
Ukeshibari Kozo paper (made by Tomonobu Miyamoto)
Hinges Kaozo paper (made by Tomonobu Miyamoto)

VI. Details of treatment

Treatment specifications

(1) The condition of the hvabu and the extent of damages were examined, recorded, and photographed.
Pre-treatment photographs were taken (4=5, digital).

A diagram mapping out the damaged areas was created.

Watercolor paint and a glossy substance were found as evidence of a past treatment. Patch-testing and

close observations were conducted to investigate the properties of these materials.

(21 In preparation for disassembling the bvahu, arcas in danger of flaking were treated. Adhesive was

applied to loosened joints of the support of the painting and the paint layer was consolidated.

(3) The outer frames were taken off and the fabric was removed by dampening them with water, The byabu

was separated into individual panels.

During removal of the fabric, pigments were found underneath the fabric, revealing that a part of the

painting had been hidden underneath.

The fabric was removed while leaving some of the first lining still attached to the painting in areas where

the paper was strongly adhered or the paint layer was unstable.

(1) A 1% rabbit skin glue solution was applied as a preventative consolidation measure to areas that

appeared unable to withstand the wet cleaning process.

After removing dust through dry cleaning, fibers and other materials believed to have become attached to
the painting during a past treatment (Fig. 16) were carefully removed so as not to damage the surface.

(5) The painting was removed [rom the wooden core.

The uke papers were removed from the back of the paintings.
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() After removing the old under-lining papers remaining on the backside of the painting, blotting paper
was laid underneath the painting and purified water was sprayed onto the surface. Grime from the painting

was removed by allowing it to be absorbed by the blotting paper.

As a large amount of grime seeped out into the water, there was concern that it may create stains in the
paint layer. To prevent this, the grime was removed from the front as well by blotting the front surface with

a sheet of rayon paper.
(7) Areas on the paint layer in which the adhesion had weakened were consolidated.

A 3% rabbit skin glue solution was applied to areas in which the pigments had powdered and a 5% rabbit
skin glue solution was applied to areas that had split into layers. Seaweed glue was added to these solutions

when deemed necessary.

(8) The fiber content of the support of the painting was analyzed (by Kochi Prefectural Paper Technology

Center). Based on the findings, mending papers were created and dyed.

It was found that the support of the painting was made of gampi paper. As there were large cracks and
other damages on each panel, a mixed liber gampi/kizo paper was used as mending paper in order to

balance the tension between the painting and the new mends.
The mending paper was dyed to match the areas of the paint layer that had flaked ofT.

(9) Underlining papers were applied in the following order to the wooden core: 1) honeshibari: 2) doubari: 3)
three layers of minokake: 4) minoshibari; 5) hinges: 6) ukekake (two layers: one shitauke and one nwauke):

and 7) ukeshibari.

For the doubari, doubari maniai-shi was used. For all other layers, kozo paper in thickness that matched

the purpose of each layer was used.

(10) Fabrics were selected together with the director and owner. They were lined with kézo paper using

wheat starch paste.

Diluted sumi ink was used to give the outer borders an antique look. For the inner borders, sumi and yasha

were used.

(1D To remove the first lining of the painting, the painting was dampened with purified water to allow the
adhesive to absorb the water and swell. After removing selected mending papers, joints of the painting
and damaged or missing parts of the painting that needed mending were infilled and a new first lining was
attached.

Wheat starch paste was used to attach the first lining. The painting was then dried by pressing to prevent
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damage to the paint layer caused by the shrinkage of the support.

12) The second lining made of kozo paper was attached with wheat starch paste and the painting was dried
on flat panels.

13 The painting and karakami were attached to the papered wooden cores.

(14 The fabrics for outer and inner borders were attached.

They were prepared and attached exactly in the same positions as the old borders.
(1% Inpainting was applied to areas to which new mending papers were applied.

The new infills were toned to match the base color of the old papers. Their shading was adjusted according

to the tones around the missing areas so that they would blend in.

(16 The outer frames are black row-iro frames with mitered corners. New corner metal fittings and studs

were prepared.
The frames were attached. The metal fittings were treated to give them an antique look.

' The hinges were attached.

=

A new cotton storage bag was prepared.

9 A treatment report was compiled.

20 Inspection and photography
A final inspection was conducted. After-treatment documentation was performed and photographs were
taken (4x5, digital).

Miscellaneous findings during this report

- The fiber of the support of the painting was gampi (according to Kochi Prefectural Paper Technology
Center). (Fig. 11)

- Rough sketches made with sumi ink were discovered from the reverse side of the painting, which showed
a different design than that of the painting seen from the front. Also from the reverse side, the nature of the
original images and mended areas could be observed. Inpainting was found at the bottom portion of the
hinge in between the first and second panels, but the surface was covered with gold leaf. Rough sketches
made in sumi ink that cannot be seen from the front were found at the bottom portions of the second and
third panels. (Fig. 12)
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- Evidences of multiple past treatments (assemblies) were found.

- Parts of the painting were found hidden underneath the old border fabric (a strip of fabric that is pasted
onto the painting) (Fig. 13). However, many of these areas hidden under the border fabrics were either
missing, were treated multiple times in the past, or were damaged from having fabric pasted onto them. As
these damages were deemed too visually distracting to expose, the matter was consulted with the director
and the painting was prepared in the same way it was assembled before treatment. For this latest treatment,
thin kdzo paper was attached in a fukurobari style (method in which paste is only applied onto areas along
the four edges of the sheet, leaving the center unpasted). The reduction in attached surface area is expected

to mediate tension and lessen the likelihood of future damage.

- Underneath the old border fabric parts or traces of old inner border (Fig. 14) and lines made with sumi ink
were discovered. The dimensions of the original painting are assumed to have been around 3 centimeters
larger, both vertically and horizontally, than the present.

- Large mended areas of the painting treated with old overpaint, except those with excess layers of mending
paper, were left as is. The first lining with no mends, areas in which the inpainting was applied onto the
first lining, and those areas with inpainting that did not match the colors or material of the painting were
removed and replaced. Gold mending papers applied to losses in the gilded background were reused, while

areas of excess overlap were removed.

- Underneath the fabric on the first and second panels were numbers written in Chinese characters.
However, these were not inscriptions made on the support of the painting, but writing on the lining during

a past treatment. Like the mending papers, these areas were lefi as is.

- The shape of the gold clouds that stretch across the third and fourth panels are believed to have been

altered with inpainting (Fig. 15).

- Since flaking of the paint layer was found in many areas, the pigments were consolidated using animal
skin glue solution with added scaweed glue. As many of the areas with flaking pigment were not noticeable

from the front surface, extensive care will be required in maintaining the hyobu in the future.

Past treatments
- Some of the mending papers that were used to mend large areas in the painting were not removed. These
were made of material believed to be doro maniai-shi (gampi paper with filler material). They were split

into many layers.

- Fibers that may have become attached during a past treatment (Fig. 16) appeared to be paint brush hair

and rayon. They were removed as much as was possible without damaging the painting surface.

- A first lining from the previous treatment and several linings attached during a past treatment were found

on the first panel.
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- Flakes of pigments were found on the reverse side of the painting, upon removal of the linings on the
fourth panel,

- A layer of adhesive was discovered in one area upon removal of the fabric on the second panel.

- Two types ol inpainting were found through close observation and testing with a cotton-tipped swab.

The paint for the first type is believed to be made of material similar to that used on the painting (powdered
mineral pigments), while highly water-soluble paint is used for the second type of inpainting, which has
a different look compared to the original painting or the first type of inpainting. While the first type is

applied mostly on to mending papers, the second type is found all over the painting as well as on the

mending papers.

Translated by Amy McCaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Scene of Butterfly and Emperor Xuanzong's Visit

Description of Artwork

Minoru Watada
National Research Institute for Cultural Properties, Tokyo

This is a four-paneled byobu. It was made by joining five rows of 33-34 centimeter-wide paper. The
papers on the top row are extremely narrow, and the overall size is somewhat smaller than that of the usual
Byobu.

Twelve women and one child are playing in the garden. All of them are wearing Chinese-style clothing.
The women are holding in their hands various autumn plants, such as rose mallow, chrysanthemum,
Japanese pampas grass, hagi (bush clover), ominaeshi (golden lace). and boneset. The woman at the viewer’s
far left is pulling a cart of flowers. The woman walking in front of her appears to be handing out llowers.
The woman on the far right is carrying a pole from which flower baskets hang. In her forefront are a child
and a woman who seem to be playing with plants scattered on the ground. In the background is a curb that
lead to the water of a lake. Part of the curb is shielded with a railing, on the other side of which are pine and
maple trees, and beyond the trees, a part of a building can be seen. Judging from the decorative pattern on

the railing, the building indeed does seem not to be a Japanese-style structure.

At present, this painting would most appropriately be called 7a-bijin-zu (“Painting ol Beautiful Chinese
Women”). However, there are other paintings which are very similar to this. They are Byvobu of Flower
Battle and Butterfly and Emperor Xuanzong's Visit of MOA Museum of Art, and a privately owned hyabu
with the same title, which includes a screen titled Butterfly and Emperor Xuanzong’s Visit. Both of these
paintings depict a scene in which Emperor Xuanzong of Tang Dynasty has the princesses each hold a flower
as he releases a butterfly to see whose flower it will fly to. Whomever the butterfly flies to, the emperor is
to go and visit her in her room. In both of these paintings, women hold various autumn plants in an autumn
garden. It is highly probable that this hyabu is also depicting the same scene. Although the original story
actually takes place in the spring, the season was presumably changed to autumn to create a contrast against
the Flower Battle scene, in which court ladies are engaging in a mock fight holding peonies in their hands.
As such, it is likely that this fourth-paneled hvabu was originally paired with another screen that depicted
a spring image, and judging from the other examples, the spring image was most likely of a Flower Battle
scene. That would mean that this screen was meant to be on the left side of the pair. Although at the present
composition of the image appears as if it was designed to be placed on the right panel. there perhaps used
to be two more screens that continued the image further to the left. They may have included an image of
Emperor Xuanzong about to fly the butterfly, which would balance out the overall image.

A large piece of mending paper is found attached on each of the joints in between the panels. This finding

indicates that they could have been attached to repair a major damage it suffered in the past. Since there



are some papers joined vertically on each panel, it is possible that the painting was originally not mounted
in a byobu format. On the other hand, however, there is no evidence that indicate that its length has being
drastically shortened, and therefore, it most likely had always been a rather small hyobu. The amateurish
look of the rocks is all due to inpainting done over mending paper. Almost the entire surface of the lake has
been repainted, and the patterns on the figures’ clothing were touched up a great deal with later inpainting.
It is particularly regretful that the faces of women have been painted in with white, low-grade paint and their
facial features were redrawn with clumsy lines. The faces of the woman on the third panel holding the rose
mallow and the child on the first panel have been left untouched for some reason, looking grimy and grayish
as a result. This must be what all the other faces looked like before being treated. But. there is no guarantee

that these two faces were not touched up during any of the past several treatments.

Upon a close look at the finishing of the gold clouds, one sees that the edges of the surfaces covered with
gold leaf are made to plump up slightly using whitish orange pigments, which is coated over with kindei
(gold pigment mixed with animal skin glue). This method, which is used to bring out the color of gold, is
often seen in paintings created by formal members of the Kano School of the Momoyama period, and hardly
ever seen in works produced after the 17th century. This feature, in addition to the flowing, graceful rhythm
created by the shapes of the gold clouds, the elongated and detailed rendering of the maple and pine, and
the surprisingly smart, resilient lines in the figures” faces indicate that the painter was very likely someone
who had fully acquired the techniques of the Kand School. While only partial assumptions can be made due
to the extensive application of inpainting, judging from the way the hands and feet of the figures are drawn
extremely small, and the shapes of the gently flowing clusters of pine needles that stretch out horizontally
in an exaggerated manner, the painter is quite possibly someone in close proximity to Kand Mitsunobu

(1565-1608). The estimated period of creation should be around the end of 16th century.

Translated by Amy McCaleb (Urban Connections).





