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Fig. 18 Photomicrograph Base portion of the smoke coming out Fig. 19 Storage box
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Female Ghost

Treatment Report

Tomohide Kojima
Usami Shokakudo Co., Ltd..

[ . Title, etc.

1. Title, number of objects:

Female Ghost, color on silk (by Toyoharu Utagawa)
2. Collection:

National Gallery, Prague

II. Treatment period: June 5, 2006 - March 22, 2007

II. Media, format, and dimensions
1. Before treatment

The painting is color on silk, assembled in a hanging scroll (Ming style mounting) format.

Mounting fabrics:

Ming-style borders (Mincha): Donsu (damask weave) silk with a floral pattern on a pale indigo (asagi)
background

Chuberi (central border): Donsu (damask weave) silk with a paulownia and arabesque pattern on a navy
blue background

Futai © None

Souberi (outer border fabric surrounding the painting): Plain brown silk

Roller knobs: Red sandalwood bachi (plectrum)-shaped knobs

Storage box: None

Dimensions
Painting: Height ~ 102.2¢m, Width 27.8cm
Overall: Height 177.0cm, Width 35.0cm

2. After treatment
The painting was assembled in a san-dan (three-tiered) or Yamato-style mounting in a hanging scroll

format.

Mounting fabrics:
Ichimonyji, futai: Gold brocade with a small peony and arabesque pattern on a pale brown background
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Chuberi: Gold brocade with a floral pattern on a pale indigo (asagi) background
Souberi: Plain brown fabric

Roller knobs: New red sandalwood bachi (plectrum)-shaped knobs

Storage box: Paulownia yaro box (made by Ishizuka)

Large roller clamp: Paulownia roller clamp (made by Ishizuka)

Dimensions

Painting: Height — 102.2¢cm, Width 27.4cm

Overall: Height 182.4¢em, Width 38.8¢cm
V. Condition before treatment

Creases were found on the silk material. Many parts of the paint layer were missing along the horizontal
creases. The lost parts had been mended and inpainting had been applied as a temporary measure from
the reverse side of the painting. A quick-fix, enough to make it presentable, had also been done on the
mounting..

Following are discoveries made by National Research Institute for Cultural Properties, Tokyo

1. Brown stains were found on the surface of the painting. These stains appear to have been covered over

by some sort of substance.

2. There were many horizontal creases on the painting. These creases were particularly numerous in the

bottom portion.
3. Pigments for the ghost’s hair around the shoulders have flaked off.

4. Some of the vermillion pigment of the table and white chalk for the clothing around the center of the
painting had flaked off.

5. Some of the white pigments appear to have been applied from the reverse side of the painting

(ttrazaishiki).

6. The upper left and bottom portions of the Ming-style borders (Minchd) and the souberi (outer border

fabric surrounding the painting) have been replaced.
7. There was evidence which suggested that the firtai had been attached at the top of the souberi.
V. Treatment proposal

- Remove the old first lining, paper reinforcement strips, etc. and mend and remount the painting to restore
the damaged areas and prevent the painting from becoming even more fragile.
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- Remove the stains and replace the old mending silk with new silk, and apply new inpainting to these

areas.

- Since the old mounting fabric is significantly damaged and cannot be reused, replace all fabrics with
more suitable fabrics that enhance the appearance of the painting. Also, prepare new roller knobs, top and
bottom rollers, and hanging cords,

- Prepare a new roller clamp and paulownia yaro box for storage.

VI. Treatment process

1. Examination
- 4x5 photographs, damage details, and detailed sectional photographs were taken.

- Damaged areas were examined. A diagram mapping out the damaged areas was created. The stability of

the pigments was checked.

2. Dry cleaning

- Dust and other grime found attached to the surface of the painting were removed with brushes and
tweezers.

3. Consolidation of the paint layer before cleaning

- Prior to cleaning, the pigments were tested for stability and consolidated with a 2% solution of rabbit skin

glue where necessary.

4. Cleaning

- Moisture was applied to the painting to remove the old subsidiary lining. Distilled water was sprayed
onto the front surface of the painting. Grime that seeped through was absorbed by blotting paper placed
underneath.

- The painting was placed in between synthetic paper and blotting paper. It was lightly pressed and dried.

5. Temporary lining and consolidation of paint layer

- A temporary lining made of Sekishu paper was applied using seaweed glue After letting it dry for a day,

the painting was dried and flattened by attaching it to a karibari.

- Painted areas were consolidated by applying rabbit skin glue twice: once with a 2% solution, and once

with a 1.5% solution.
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6. Preparing mending silk
- The weave of the silk support of the painting was checked with a microscope. Silk that matched the
texture and appearance of the original was prepared. It was irradiated to make it consistent with the
brittleness of the support.
- The silk was dyed with vasha, soaked in dye mordant, and rinsed with water.
7. Temporary facing
- A temporary facing was applied to the painting in preparation to remove the old linings using the dry
hadaage method. Two layers of rayon paper placed in different directions were attached to the front side
of the painting with seaweed glue. The painting was dried on a felt blanket. On a later day, another layer of
facing made of Sekishu paper was attached using seaweed glue and wheat starch paste and the painting was
dried on a karibari.

8. Removal of old lining

- From the reverse side of the painting, which is already covered with a temporary lining on the front,

water and seaweed glue solution was applied a little at a time to remove the old lining.
9. Mending with silk

- Mending silk that was dyed with yasha, soaked in dye mordant, and rinsed with water was applied from

the reverse side of the painting to mend the lost areas of the support.
10. Consolidation of the paint layer on the back side of the painting

- To reinforce the wrazaishiki, a solution of 2% rabbit skin glue as applied to the reverse side of the

painting where pigments had been applied.
I'1. Examination from the back side

- After the linings were removed and the reverse side of the painting and its urazaishiki layer had been

exposed, photographs were taken for documentation purposes.
12. Removal of the temporary facing and seaweed glue

- After the painting was thoroughly dampened, the paper and rayon paper used as temporary facings were

removed.

- Seaweed glue used to attach the temporary facing was removed using blotting paper and other means.
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13. Application of the first lining

- The first lining was attached by applying wheat starch paste onto thin Mino paper (2.8 monme (10.5 g),
no cresol, made by Hasegawa).

- Starch and seaweed glue were removed from the front of the painting using “Kay Dry” (lint-free tissue

made by Nippon Paper Crecia Co., Ltd.).
14. Application of a subsidiary lining to the painting

- A subsidiary lining made with Misu paper (made by Kazuo Konbu) was attached using aged wheat starch

paste.
15. Reinforcement strips

- Using transmitted light and raking light, reinforcement strips made with narrow strips of thin Mino paper

were applied.
16. Inpainting

- Inpainting was performed after applying a solution containing animal skin glue and alum onto the

mending silk.

17. Preparation of the mounting fabric

- A first lining of Mino paper was applied to the selected mounting fabrics with wheat starch paste.

- A subsidiary lining of’ Misu paper was applied with aged wheat starch paste. While selecting different
weights of Misu paper, care was taken to consider the resulting thickness and stiffness of the fabrics so that
they match that of the painting. Ichimonji and chuberi fabrics were lined with one subsidiary lining, while
the souberi was lined with two.

18. Application of a second subsidiary lining for the painting

The thickness and stiffness of the painting and fabrics were adjusted. Two more subsidiary linings ol Misu

paper were applied.
19. Assembling

- The painting and mounting fabrics to which subsidiary linings had been applied to balance

their different thicknesses and flexibility were removed from karibari and assembled together.
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20, Overall lining

- An overall lining made of Misu paper (made by Kazuo Konbu) was attached using aged wheat starch

paste,
21. Final backing

- A final backing made of Uda paper (made by Hiroyuki Fukunishi) was attached using aged wheat starch

paste.
22. Drying and flattening the painting on a karibari
- The assembled piece was dampened and dried face-up (omorebari).

- It was removed from karibari and then rubbed with glass beads on the verso to impart flexibility (wrazuri).

Then the painting was dried face-down on a karibari (wrabari)..

23. Second inpainting

- A final inpainting was performed while the scroll was drying face-up.
24. Finishing

- Red sandalwood bachi (plectrum-shaped) knobs were attached to the bottom roller made of white cedar.

Top stave, metal fittings, and hanging cords were attached to the scroll.

25. Photo-documentation, comparison with pretreatment condition

- Official photographs (4x5), photographs of the damaged areas, and sectional photographs were taken.
- The treated scroll was compared and checked with the photographs taken before treatment.

26. Preparation of a storage box

- A paulownia yaro box and large roller clamp were made (by Ishizuka). A paper box cover with a clasp
and lid was prepared and covered with Hakusan tsumugi (silk fabric). The scroll was stored inside the box.

VI. Treatment record
Damages on the painting

1. Flaking of pigments
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Flaking of pigments was particularly prominent in the areas of the ghost’s shoulders and hair. As the
Making was concentrated only in this area, it was assumed that only the pigments applied around the
shoulders were prone to exfoliation. There was some loss of pigment around the vermillion table that was
presumably caused by creases created in the past.

2. Creases in the painting

There were some creases throughout the painting. Many creases were found particularly in the bottom

portion of the painting. No reinforcement strips were applied during the previous treatment.

3. Stains and grime

Brown stains were found in scattered areas in the unpainted parts of the painting. The fact that there were
no stains on the old first lining indicates that the silk support of the painting was stained in the past. A
whitish substance had been applied over these stains, presumably to make the stains less noticeable.

Past treatments

1. Inpainting

A thin layer of some unidentifiable substance had been applied over the stains found on the painting. It was

probably applied to make the stains less noticeable.
2. First lining

Since there were no stains on the old first lining, the first lining is believed to have been replaced during a

past treatment. The paper used appears to be similar to gasen-shi..

3. Assembling

During a previous assembly of the different parts of the scroll, no part of the support of the painting was
overlapped with the mounting fabric. Normally, the mounting fabric is placed so that it covers the edges of
the painting by about 2-3 mm.

4. Mounting

The bottom roller is made to match the fabric of the mounting. Plain fabric is pasted onto both ends of
the rollers. The type of metal fittings and hanging also indicates that the mounting was prepared with the
Chinese style format in mind. The roller knobs are believed to have been attached after the mounting had

been completed.

While there is evidence of the existence of furai, they were located about 2.1¢m to the right of their normal
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position, and there are no traces of futai found on the uwamaki silk. These findings point to the possibility
that the scroll was disassembled once and remounted into the present format.

5. Temporary treatment

A quick-fix treatment had been performed on the reverse side of the mounting. Lined silk had been
attached directly onto the lost parts of the fabric and painting. Also, creased areas had been treated with
reinforcement strips. The entire bottom portion of the souberi had been replaced.

Miscellancous

- New mending silk: Weave data

Warp thread: 31 denier, 65 lines per 3cm

Weft thread: 21 denier, 120 lines per 3em, triple-strand

Condition after treatment

- After treatment, the painting no longer has any creases. and remounting the painting with more suitable

fabrics has enhanced its appearance. The painting appears more elegant and harmonious overall.

- The stains in the paintings stand out more than they did before the treatment. This is because the
substance believed to be old inpainting that had been applied on top of the stains was removed with
the moisture used during the treatment process. However, because the inpainting was very uneven and

unsightly, these areas look cleaner after the treatment.

- The edge stain at the bottom left hand side of the table in the painting was removed. The stain was

presumably made after the previous treatment.

V. Project manager

Tomohide Kojima

IX. Samples of materials used for treatment

1.First lining Thin Mino Mino, Gifu Prefecture Made by
paper Hasegawa
2.1st subsidiary lining Misu paper Yoshino, Nara Prefecture  Made by Konbu

3.2nd subsidiary lining  Misu paper Yoshino, Nara Prefecture  Made by Konbu
4.3rd subsidiary lining Misu paper  Yoshino, Nara Prefecture  Made by Konbu

5.0verall lining Misu paper Yoshino, Nara Prefecture  Made by Konbu
6.Final backing Uda paper Yoshino, Nara Prefecture  Made by

Fukunishi
7.Silk used for mending  Nishijin, Kyoto Prefecture Made by

Hironobu
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Textiles
8.Mounting fabric Nishijin, Kyoto Prefecture
9.Uwamatki silk (attached to the reverse side of the scroll to provide protection and decoration when rolled)
Nishijin, Kyoto Prefecture
10.Hanging cord Nishijin, Kyoto Prefecture

Translated by Amy McCaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Artist unknown. Kangonko. Zenshoan Temple, Yanaka, Tokyo..



Female Ghost by Tovoharu Utagawa

Description of Artwork

Jun Shioya
National Research Institute for Cultural Properties, Tokyo

The image of a beautiful woman in white kimono emerging out of smoke rising from the incense is taken
from the legend Hangonko. In it, Emperor Wu of Han Dynasty conjures up images of his late Consort Li
by burning incense. Although the ghost is dressed in Japanese kimono, the Chinese-style vermillion table
suggests the image’s link to the legend.

On the bottom left-hand side of the screen is the inscription “Ichiryusai Uagawa Toyoharu ga™ (painted
by Toyoharu Utagawa of Ichiryusai”). which indicates that this painting was created by Toyoharu Utagawa
(1735-1814), the founder of the Utagawa School. The delicate and sober strokes in his handwriting are the
same as those in the bijin-ga (portrait of a beautiful woman) which he drew often. From the end ol Meiwa
era through Anei era (1770s), Toyoharu devotes himsell to creating uki-e¢ (“perspective prints™), which
was a western style painting method using one point perspective. From Tenmei period (1781-89) onwards,

however, he becomes dedicated to creating his ukiyo-e paintings.

There is a painting very similar to this stored at Zenshoan Temple in Yanaka, Tokyo. It is entitled
Kangonko, and its creator is unknown. While there are differences in the peripheral props—for example,
Kangonko shows a gold-trimmed, black lacquered table—the images of the beautiful women floating out of
the smoke in the two paintings are almost identical. To make a more detailed comparison, however, in the
Kangonko, the ends of the tousled hair that flows down the woman’s back is omitted. Also, the ohaguro that
can be seen in the woman’s mouth of the painting at the National Gallery in Prague appears to merely be the
outline of the mouth in Kangonko. These points prove that the painting at the National Gallery in Prague is

created earlier than the one at Zenshoan and is superior in quality.

Translated by Amy McCaleb (Urban Connections).





