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Hie Sanno Sairei-Zu

Treatment Report

Yutaka Suzuki, Takahiro Nakamura
The Association for the Conservation of National Treasures, Kyushu Branch

I . Description and title of object

1. Title: Hie Sanno Sairei-Zu
. Artist: Unknown

o

. Collection: The Museum of Fine Arts, Houston, U. S. A.

. Format and media: A Pair of six-panel hyabu (folding screens), color and gold on paper

ho B W

. Paper support: Clay-loaded Gampi paper (analyzed by Kochi Prefectural Paper Technology Center)
II. Treatment period, conservator, etc.

I. Treatment period: June 13, 2007 — March 24, 2008

2. Treatment undertaken by:

The Association for the Conservation of National Treasures, Kyushu Branch

Branch director: Tokuichi Taguro

3. Location of treatment: Department of Conservation, Kyushu National Museum

4. Project managers: Yutaka Suzuki, Takahiro Nakamura

[ll. Specifications and materials used before and after treatment

1. Format (Before and After treatment)

A pair of six-panel byobu (folding screens)

2. Dimensions (cm)

Painting: Before treatment  After treatment
Height: 152.0 151.8

Width: 346.4 348.2

Width (panels 1 and 6): 53.2 53.5

Width (panels 2 to 5): 60.0 60.3

Overall

Height: 168.2 168.8
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Width: 364.2 365.6

3. Mounting materials
a. Before treatment
Outer border: Twill weave silk with reeds and waterfowls pattern on a navy blue background
Inner border: Gold brocade on a white background
Wooden lattice core: Cedar
Underpapering: Three types of paper in six layers
Kozo paper (scrap paper)
Hinges: Kozo paper
Mending paper: Maniai paper
Lining papers: Kozo paper
Backing paper: Karakami (a kind of decorative paper) with a sparrow roundel pattern printed in sumi ink
on a tan background
Front side of the hinges: Gold leaf paper
Outer frames: Black lacquered frames
Metal ornaments: Arabesque-patterned corner fittings

Ornamental metal studs: Shippa (interlinked circles) patterned studs

b. After treatment
Outer border: Gold brocade with a flower and rabbit pattern on an indigo background (made by
Hironobu Textiles, Kyoto Prefecture)
Inner border: Wakuda gold brocade with a pale brown background (made by Hironobu Textiles)
Wooden lattice core: Constructed using white cedar with mitered corners and mortise and tenon joints
(made by Kuroda Kobo, Kyoto Prefecture)
Underpapering: Six types of paper in eight layers
Honeshibari: Kozo paper (Sekishii paper made by Nishida, Shimane Prefecture)
Dabari: Mixed paper (tale and kaolin-loaded paper consisting of kdzo and Manila hemp made
by Ohkatsu, Kochi Prefecture)
Minokake (three layers): Kozo paper (Sekishii paper made by Nishida)
Minoshibari: Kozo paper (Sekishii paper made by Nishida)
Shitaike: Kazo paper (Sekishii paper made by Nishida)
Uwaitke: Kazo paper (Mino paper made by Hasegawa, Gifu Prefecture)
Hinges: Heavy kazo paper
Mending paper: Gampi paper
First lining: Kozo paper (Mino paper made by Ota, Gifu Prefecture)
Decorative backing paper: Karakami paper with a 3 sun 2 bu (approx. 9.7cm) width sparrow-roundel
pattern printed with mica on a gray pigment background (made by Karacho,
Kyoto Prefecture)
Front side of the hinges: Gold leaf paper (Gampi paper made by Tanino, Hyogo Prefecture)
Outer frames: Black lacquered frames (made by Kuroda Kobo)

Ornamental metal fittings: Original pieces were reused



Ornamental metal studs: Original pieces were reused
Storage bag: Cotton (made by Hayami, Kyoto Prefecture)

[V. Condition before treatment

I. Grime and dust were found throughout the paintings.

2. Many cracks were found both on the painting support and the paint layer. (Figs. 1, 3, 5)

3. Losses had been infilled using gold leaf mending papers in many areas throughout the piece.

4. Colors had been applied over the mended areas with what appears to be gold pigment. Overpainting had
been applied to the painting. (Fig. 7)

5. Insect damage was found. In the areas around the hinges in particular, there was insect damage that
extended into the wooden lattice core. (Fig. 7)

6. The wooden lattice cores were warped.

7. The inner portion of the hinges had separated due to abrasion, and some of the pigments used for
inpainting had transferred.

8. The pigment binder had weakened throughout the paint layer.

9. Many arcas painted with dark blue pigment were exfoliating.

10. Misalignment, scratches, peeling and cracking areas, and insect damage were found on the karakami
paper on the reverse side.

I'l. The border fabrics were damaged in many arcas.

12. The outer wooden frames had been repaired.
V. Treatment plan

I. The first lining will be replaced.

2. Only the old mending papers applied on the reverse side that are visually distracting will be removed.
The ones applied to the front surface will not be removed.

3. Some of the inpainting applied to the painting has become discolored. Attempt will be made to remove
the discolored pigments without causing any damage to the painting (sce Notes below).

4. Top priority will be placed on maintaining the present visual impression of the painting and therefore,
water will not be used for cleaning.

5. Cracked or torn areas will be reinforced from the reverse side using kozo paper.

6. The pigments of the discolored old inpainting will be examined using an x-ray fluorescence analysis
unit (see Notes below).

7. New wooden lattice cores, outer wooden frames, border fabrics, and karakami paper (sparrow roundel
pattern) for the reverse side will be prepared

8. All metal fittings will be cleaned and reused.
VI. Treatment process

1. Pre-treatment examination

Photographs were taken and the condition of the byobu was examined. Damages and measurements were
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recorded. Pigments were examined using an x-ray fluorescence analysis unit.

2. Consolidation of the paint layer ,
Pigments that were in danger of flaking during disassembly were consolidated with a 1-3% solution of

animal skin glue.

3. Disassembly
The metal ornaments, outer frames, and border fabrics were removed and the paintings were separated

from the old wooden lattice cores.

4. Consolidation of the paint layer
A 1-3% solution of animal skin glue and scaweed glue was applied to areas of the paint layer in need
of consolidation. A 3% mixed solution of animal skin glue and seaweed glue was applied to arcas with

flaking pigments, which were then weighted.

5. Removal of the old lining

A minimal amount of moisture was applied to the reverse side and all linings were removed.

6. Removal of old mending papers

Only mending papers that were applied to the reverse side around the hinges were removed.

7. Mending
After examination of the support of the painting, gampi paper with similar qualities as the painting was
selected and applied as infill paper to the missing areas from the reverse side. Tears and cracks in the

painting were reinforced with kozo paper.

8. First lining
Kézo paper was applied as a first lining with wheat starch paste. Afterwards. the painting was attached

and dried on a karibari Nat board.

9. Consolidation of the paint layer
To areas of the paint layer which were in need of another consolidation treatment, a 2-3 % mixed
solution of animal skin glue and seaweed glue was applied. Areas in which the paint layer was flaking
were analyzed and a solution of 3 % animal skin glue and seaweed glue was applied to these areas which
were deemed in need of further consolidation. These areas were then weighted to set the consolidated

paint layer and thoroughly dried.

10. Toning

The infills were toned to match the base color of the paintings. These areas were left to dry completely.

11. Newly prepared hvabu structure

New wooden latice cores were constructed using white cedar with mitered corners and mortise and tenon
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joints. Six types of papers were applied in eight layers to the cores. Hinges were attached to assemble the

panels into a hyobu format.

12. Preparing border fabrics (for outer and inner borders)
Various border fabric combinations were considered by the conservators along with the owner and the
supervisor. Various pattern sizes and colors were tested on the computer to help decide which fabrics
best matched the paintings. A lining of kozo paper was applied to the new border fabrics using wheat

starch paste. They were then dried completely on karibari flat board.

I3. Uwabari
To the lattice wooden cores assembled into a hyabu form, karakami paper was attached to the backside,
and paintings were attached to the front side. Border fabrics were attached around the paintings and

newly prepared hinge papers were pasted onto the front side of the hinges.

14. Finishing
Newly prepared outer frames, metal ornaments, and ornamental metal studs were attached to complete

the byobu.

I5. Storage bag

A new storage bag was prepared.

16. Documentation
After-treatment photographs were taken, documentation was completed, and the piece was stored in the

cotton storage bag.
VI. Notes

I. The overpainting applied to the painting could not be removed. Upon consultation with the owner
and the supervisor, it was decided that, the mending papers in these areas would not be removed since
replacing the old mending paper on which the overpaint had been applied would make the area visually
distracting. However, since the mending papers in the areas around the hinges were severely damaged,

they were replaced.

2. Writing was found on the underpapering layers of every panel.

3. Using an x-ray fluorescence analysis machine, six areas treated with gold (four areas on the painting,
one area on the front side of the hinges, and one area on the border fabric) were examined (Details of the

analysis have been omitted for this report). Copper was the dominant element detected in the retouched

painting areas.

Translated by Amy McCaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Hie Sanno Sairei-Zu

Description of Artwork

Tomoko Emura
National Research Institute for Cultural Properties, Tokyo

The Sanno festival at the Hiyoshi Taisha Shrine is depicted on a gold background across this pair of
six-paneled byvobu screens. The Hiyoshi Taisha Shrine, which is located in Sakamaoto at the eastern base
ol Mount Hiei, is the head shrine of the 3,800 Hie or Sanno Shrines that exist all over Japan, and it has
developed as the tutelary shrine for Enryakuji temple. The Sannd Festival is believed to date back to the
10th year of the Enryaku Period (791) when Emperor Kammu had two portable shrines contributed and held
a ceremony to carry a divine spirit (shinko) in them to Karasaki. In the second year of the Genki Period (1571),
Oda Nobunaga attacked Mount Hiei, burning down all the pavilions and treasures of the Hiyoshi Taisha
Shrine and causing a temporary halt of the festivals. However, with the support of the Toyotomi clan, the
shrine architecture was rebuilt and the Sannd festival was newly reorganized and developed into the form
we know today.

Paintings of the Hie Sannd Sairei-Zu which currently exist are of the revived form of the festival held in
the carly part of Edo Period, and are often of a combination of scenes from the Gion Festival or the Kamo
no kurabeuma-zu (Horse race at Kamigamo shrine). A mikoshi (portable shrine) procession taking place
amid a great number of onlookers runs across the left and right screens. The left screen shows a large image
of Lake Biwa. Across the right screen runs a stone fence called anoshu-zumi, and the mikoshi shrines move
forward led by seven shimme (horses sacred to God) across the Hiyoshi no Banba (Hiyoshi riding ground).
Along the roadside are people of all ages watching the procession. In a booth set up for parade-viewing
are Buddhist monks with their page boys. The temple painted to the left side of a torii (shrine gate) at the
center of the right screen is believed to be Shigain-monzeki, a stately structure complete with a karamon (a
gate with a cusped gable). Including Shigain, Sakamoto is full of remote houses called satobo, which were
inhabited by old monks who had completed their rigorous Buddhist practices on Mount Hiei. Therefore, the
houses shown in this painting are believed to be the numerous safobd houses.

At the top center of the right screen is a conspicuously large image of Toshogu Shrine. Toshoga of
Sakamoto was built in the ninth year of the Gen’na Period (1623) as a branch of the Hiyoshi Taisha Shrine
by the priest Tenkai, with the blessing of the Tokugawa government. It is a typical construction of gongen-
zukuri, a complex roof style of shrine architecture, made up of a worship hall and a main sanctuary, and
surrounded by a karamon and sukashibei (see-through fence). On either side of the white gravel path
leading to the shrine are two garden lanterns adorned with the crests of wild ginger trefoil of the Tokugawa
clan. The temple grounds are filled with many visitors. Soon after its construction, the Sakamoto T6shogi
Shrine was remodeled in the eleventh year of the Kan’ei Period (1634) to the form which exists today.
While the current shrine building of Toshogu is covered with a copper roof, the original roofing is believed
to have been made of cypress bark. The Toshogt Shrine structure depicted in this painting has roofing that
appears to be made of cypress bark similar to that of the Hiyoshi Taisha Shrine pavilions, and therefore, it is
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presumed to be that of before the reconstruction.

At the top center of the left screen is the main hall, worshiper’s hall, and two-storied gate of what is
believed to be the West main shrine of the Hiyoshi Taisha Shrine, which is crowded with visitors. Four
portable mikoshi shrines, carried by mikoshi bearers and escorted by a large number of armor-clad shrine’s
servants, exit the gate and parade toward Lake Biwa. At the bottom is the townscape of Shimosakamoto
along Hokkoku Street, which that stretches across both screens, and an ox and horse can be seen carrying
large loads on their backs. Each mikoshi is placed on one of two boats tied side by side at the shore of
Shichihon Yanagi (seven willows) and headed out off the coast of Karasaki. The curtained houseboat at the
bottom of the fifth panel on the left screen is the offering boat. The two mikoshi reach this boat to receive
the Awazu no goku (votive offering at Awazu). In this section, people are breaking out in excitement as the
festival reaches its climax.

This painting shows numerous landmarks that differ greatly from their actual geographical location. This
is believed to have been done to incorporate many popular landmarks and temples into the limited space of
the screen. The large bridge of Seta is shown at the bottom of the sixth panel on the left screen across which
people and horses carrying large baggage walk. Above the bridge is Zeze Castle surrounded by gold clouds.
If the images on these screens are to be determined solely based on their forms and not their locations, the
mountain at the upper right corner of the left screen 1s Mount Hiei and the buildings are that of Enryakuji
Temple. The large temple with a Deva gate on the fifth and the sixth panels of the right screen can be
presumed to be Onjoji Temple. This artwork has characteristics of a Meisho-e (paintings of noted places),
which places greater priority on including subjects of great interest with less regard to accuracy of location.

Judging from the style, it is believed to have been painted around the latter half of the 17th century.

Translated by Amy McCaleb (Urban Connections).
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