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Fig. 16 Before removal of the first lining
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Shakyvamuni Triad and Sixteen Arhats

Treatment Report

Sétaro Yamaguchi
Bokunindo Co., Ltd.

I . Description and title of object

1. Title: Shakyamuni Triad and Sixteen Arhats

2. Collection: National Gallery of Australia

II. Treatment period and location

. Treatment period: June 13, 2007 - March 24 | 2008

. Treatment undertaken by: Bokunindo Co., Ltd., 1-4-4 Oiwa, Aoi-ku, Shizuoka-shi

o

IM. Structure of the cultural property

. Dimensions of the painting (¢cm)
Before treatment: Height: 115.0 Width: 60.1
After treatment:  Height: 115.9 Width: 60.5

(8]

. Original silk support of the painting
Warp thread: 60 double-strands per 3.03 cm, 32 denier
Weft thread: 70 double-strands per 3.03cm, 42 denier

3. Mounting
Before treatment (Color fig. 3 (1)-1)
+ Format: Hanging scroll
+ Mounting fabrics :
Chu mawashi (inner border): Gold brocade with a peony and arabesque pattern on a reddish brown
background
Soberi (outer border): Twill weave silk with a chrysanthemum and arabesque pattern on a purple
background
* Roller knobs: Gold plated roller knobs with lotus pattern
+ Storage box (two layers): Inner paulownia yaro box, black lacquered outer box

After treatment (Color fig. 3 (1)-2)
« Format: Hanging scroll
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« Mounting fabrics:
Chu mawashi: Gold brocade with a peony and arabesque pattern on a yellow-green background
Soberi: Twill weave silk with a vertical arabesque pattern on a brown background

« Roller knobs: Original knobs were reused

« Metal fittings: Newly prepared to match the roller knobs

« Bottom roller and top stave: Newly prepared

+ Hanging cords: Newly prepared

+ Storage box: Yaro box with a large paulownia roller clamp
[V. Condition of the painting before treatment

« The silk had deteriorated overall, and was missing in many areas. The overall surface had become like
powder.

+ Many small horizontal creases were found throughout the painting.

« Damage caused by what is presumably oxidation of the malachite green pigment was found at the
bottom portion of the painting. Minute horizontal creases, cracks, and areas of pigment loss were found
on the surface. In addition to the silk support of the painting, the first lining was also cracked in some
parts and in need of immediate replacement.

+ The deterioration of the paint layer was causing cracks and exfoliation of the pigments.

Mending had been done with silk during past treatments. However, because many types of silk were
haphazardly applied in an overlapping manner, these areas were visually distracting (see following
section VI). Moreover, although the inpainting had been applied to match the surrounding silk, its
color had darkened over time. The tips of the creases had cracked and their edges had deteriorated and
separated from the first lining.

+ The mounting fabric was soiled and joined in many places. Grime was found on the roller knobs.
V. Outline of treatment

I. Treatment process

1) Examination

« In addition to taking standard photographs, photomicrographs of the pigments, radiographs of the
painting, and infrared photographs were taken.

+ A map of damaged areas ol the painting was made. On the painting, different types of mending silk were
pasted on top of cach other in a complicated manner (Figs. 3-6). While some silk pieces could casily be
identified as old mending silk, some in others arcas had become bonded with the original silk support
of the painting and therefore difficult to distinguish. Therefore, a map of the silk support specifying the
areas of old mending silk, missing pigments, and losses was made before attaching the temporary facing.

« To document the pre-treatment condition of the pigments, their reflectance was measured using a

spectroscopic colorimeter.

2) Pre-treatment procedure

« To areas of separating, cracking or peeling of the paint layer from the first lining paper that could be seen
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by the naked eye, a solution of rabbit skin glue and seaweed glue was applied as an emergency measure
to ensure the safety of these areas during treatment.

3) Disassembly
* The top stave and bottom roller were removed. Purified water was sprayed onto the back side of the

mounting and the old lining papers were removed.

4) Cleaning

* As a preparatory measure, the fragility of the pigments and their solubility in water were tested before
the treatment.

+ To stabilize the pigments before the wet treatment process, the entire paint layer was consolidated with a
solution of rabbit skin glue. The painting was laid down flat and purified water was applied to the front
surface using a sprayer to adjust the volume. Water and grime were absorbed with blotting paper on the

back side.

5) Consolidation of the paint layer

* After cleaning, the paint layer was consolidated using a rabbit skin glue solution. To prevent instability
of the paint layer caused by shrinkage of the painting that may occur during consolidation or dampening
during lining removal, the painting was consistently kept stretched on karibari during the treatment
process to keep its expansion and contraction to a minimum, and the condition of the painting was

constantly checked to ensure it was not under excessive tension.

6) Removal of the first lining

+ The first lining was removed using the “dry” hadaage method.

* The front surface was covered for protection with a temporary facing of rayon paper which was attached
using fimori (seaweed paste). The first lining was removed by applying small amounts of water gradually

to lining papers to weaken the adhesion of the glue and to soften the paper fiber.

.

The removal of the first lining was performed with utmost care, as the applications of wrazaishiki and

gold leal were found on the back side of the painting.

7) Removal of the old mending silk

+ Mending silk had been applied during past treatment. However, because many types of silk were pasted
in complicated layers, they were hard to distinguish from the painting, and therefore utmost care was
needed for this step.

« It was decided that all of the old mending silk would be replaced. The mending silk was removed a little
at a time by applying small amounts of water onto the reverse side to weaken the adhesion of the glue
between the silk support of the painting and the mending silk.

Mending silk was also found in the area around the body of the figure colored with gold. Inpainting had
been applied using the same color gold as that found in the surrounding area. As the mending silk pieces
were applied in a manner that caused large areas of overlap, and since the weave of the mending silk was
much more fine than that of the original support of the painting, all of them were to be removed.
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8) Mending silk

» Mending silk made of irradiated silk was applied to the missing areas.

« Silk with the same weave as that of the original silk support of the painting was used as mending silk.

- Mending silk pieces were made by using a photograph printed out to the same size as the actual painting
as reference, and cutting out irradiated silk in the same shapes as that of the missing areas of the
painting.

« The cut-out irradiated silk picces were attached to the missing parts of the painting.

- To prevent a small portion around the perimeter form being hidden by the fabric mounting and allow the

entire painting image to be visible, extra fabric made of irradiated silk was added to all four sides.

9) First lining

- In order to select a lining paper whose color would make the painting appear most attractive, two kinds
of Mino papers for the first lining, dyed in sumi ink and yasha, and two kinds of Misu papers dyed with
sumi ink were prepared. Using different combinations of these four different colored papers, temporary
linings were applied in certain parts of the painting. Based on consultation with the project manager, the
color that best suited the painting was sclected.

« The paper selected for the new first lining was Mino paper dyed with sumi ink and yasha, and thoroughly
rinsed with water.

« To avoid having a paper-joint fall at the center of the painting. a large-size Mino paper was selected.

+ Wheat starch paste was used as the adhesive.

10) Subsidiary lining

+ Many samples of papers dyed in different colors were compared to select a Misu paper that was dyed a
suitable shade

« Aged wheat starch paste (paste made by ageing wheat starch paste below ground level for approximately

ten years) was used as the adhesive.

1 1) Reinforcement strips

- Reinforcement strips were applied to horizontal creases after the application of the subsidiary lining,
As the number of places that required reinforcement strips were quite numerous, there was a possibility
that the water needed for the application of reinforcement strips may cause excessive expansion and
contraction of the painting. Therefore, it was decided that the painting would first be dried on a karibari

and reinforcement strips would be applied afterwards..

12) New mounting fabric

- New mounting fabrics were selected through consultation with the owner and the project manager.

« The roller knobs were cleaned for reuse.

« The old mounting fabrics were reassembled in the form of a hanging scroll mounting so that it could be

compared side-by-side with the newly treated mounting.

13) Assembly

-+ A mixture of wheat starch paste and aged paste was used to assemble the parts into a Buddhist-style
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hanging scroll.

14) Overall lining
* To adjust the overall thickness of the mounting, two layers of overall lining made of Misu paper were
attached.

+ Aged wheat starch paste was used as the adhesive.

I5) Application of the final backing
+ The final backing made of Uda paper was attached with aged wheat starch paste.

* After the application of the final backing, the piece was attached and dried on a karibari.

10) Toning

+ Areas of mending silk were toned lightly.

I'7) Drying on karibari

+ The painting was turned over, reattached to the karibari, and thoroughly dried.

18) Finishing

* A new bottom roller, top stave, cords, metal fittings, and habuta-e¢ silk wrapping were prepared.
* The gold plated roller knobs were cleaned and reused.

* The hanging scroll was completed.

* A new one-layer yaro box with a large paulownia roller clamp was prepared.

+ A folding paper chitsu box was made.
VI. Findings, etc.

I. Old mending silk
+ Old mending silk had been applied onto the backside in complicated layers (Figs. 3, 4, S, 6).

2. Structure of the lining papers (Fig. 7)

1) Cross-section of the lining papars

* Because this painting had a large number of horizontal creases, many reinforcement strips had been
applied.

2) Condition of the old first lining

+ Different first linings attached to the area around the body of the figure (area colored with gold pigment)

was different from that on the other parts of the painting. (Figs. 8, 9, 10)

3. Appearance of the painting at cach process

1) Before removal of the final backing (Fig. 13)

2) Before removal of the overall lining (Fig. 14)

3) Before removal of the reinforcement strips (Fig. 15)
4) Before removal of the first lining (Fig. 16)



5) Reverse side after the removal of the first lining (Fig. 17)
6) Urazaishiki (Fig. 18)

VI. Materials and their use in each process

Name

Painting

—

Chit

mawashi

Soberi

Mending silk

First lining

Subsidiary
lining

Reinforcement

strips

Fabric

Fabric

Materials

[rradiated silk

Funori (seaweed paste),

wheat starch paste

Mino paper

Wheat starch paste

Misu paper

Aged wheat starch paste

Mino paper

Wheat starch paste

Gold brocade with a peony
and arabesque pattern on a

yellow-green background

Twill weave silk with an
arabesque pattern on a

brown background
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Usage

Dyed with yasha, fixed with mordant, and
rinsed with water

Warp thread: 60 double strands per 3.03
cm, 21 denir

Welft thread: 70 double-strands per 3.03

cm, 42 denir

Funori: wheat starch paste = 1:1 PH 6-7

Dyed with yasha, fixed with mordant,
rinsed with water, then dyed with sumi ink
Thickness: 0.085 mm

Viscosity: 15.0 pa.S PH 6-7

Dyed with sumi ink
Thickness: 0.08 mm

Viscosity: 77.1 mpa.S PH 6-7

Dyed with sumi ink
Thickness: 0.085 mm |

Viscosity: 8.5 pa.S PH 6-7

Dyed with vasha, fixed with mordant, and |

rinsed with water

Dyed with yasha, fixed with mordant, and

rinsed with water
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Backing
papers
for Chii
mawashi
and

Saberi

Overall

Material

Paper

Silk

VII. Materials used

First lining

Subsidiary
lining

Overall lining
(first layer)

Overall lining

(second layer)

Final backing

Uwamaki

Classification

Mino paper

Mino paper

Misu paper

Misu paper

Misu paper

Uda paper

Mino, Gifu

Misu paper

Uda paper

Y oshino, Nara

Yoshino, Nara

Wheat starch paste

Dyed with sumi ink
Thickness: 0.08 mm

Aged wheat starch paste

Aged wheat starch paste

Aged wheat starch paste

Aged wheat starch paste

Manufacturer/distributor

Viscosity: 18.8 pa.SPH 6 ~ 7

Undyed
Thickness: 0.15 mm

Viscosity: 45.0 mpa.S PH 6-7

Undyed
Thickness: 0.10 mm

Viscosity: 50.4 mpa.S PH 6-7

Undyed
Thickness: 0.085 mm

Viscosity: 42.0 mpa.S PH 6-7

Dyed with vasha and rinsed with water

Thickness: 0.13 mm

Viscosity : 55.8 mpa.S PH 6-7

Thickness: 0.15 mm

Mending silk
Mounting fabric

Kyoto
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Made by Nagata Sangyo, 700g of wheat starch is dissolved in 2 liters
Wheat starch Co., Lid. of water and cooked over high heat for 20

minutes. It is cooled overnight before use.

Cooked wheat starch paste is poured in a

Aged wheat . )

Homemade lidded jar and stored underground.
starch paste ;

Paste Made in 1997.

Salt is removed from 7 g of seaweed by

rinsing with water.

) 700 cc of water is added and it 1s cooked

Seaweed paste | Made in Korea X . . .
‘ for 15 minutes until the seaweed dissolves.

It is filtered with a double-layered gauze

and cooled.

aibou (indigo-

sticks), youkou

Materials : Kyoto
(carmine), fouou

for infills

) (gamboge)
toning —
Sumi ink Nara
Materl'als Yasha Kyoto
for dying
backing ‘
Sumi ink | Nara

papers

* Spectroscopic colorimeter measurement charts for before and after treatment have been omitted from this

report.

Translated by Amy McCaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Shakyamuni Triad and Sixteen Arhats

Description of Artwork

Tetsuei Tsuda
National Research Institute for Cultural Properties, Tokyo

This painting shows Shakyamuni Buddha at the center, flanked by Samantabhardra-bodhisattva on his
right sitting on a white elephant, and Manjusri- bodhisattva on his left, sitting on a blue lion. These three
figures, who are all in a sitting pose, together form the Shakyamuni triad. To the left and right of the triad
are sixteen Arhats, Vasuh, Laksmi, Shensha Dajiang, and the Chinese monk Xuanzang-sanzang, all of
whom are shown standing.

The sixteen Arhats, all wearing armor and expressing their wrath, are said to be protectors of the Buddhist
sutra scrolls Borejing and those who have them. Additionally, to the left and right side in the front row are
the red flesh-colored and demonic Shensha Dajiang and the Chinese monk Xuanzang-sanzang dressed as a
traveler carrying Borejing on his wooden backpack. The figures are derived from a legend in which Shensha
Dajiang appears before Xuanzang-sanzang, who is travelling through the desert carrying the sutra scrolls
back to China from India, and promises him protection. Seeing that the deities included in this painting are
all related to Borejing, it is presumed to be an image that was hung at a Daihan 'nya-e, at which the monks
read out loud at a sitting the entire volume of Borejing.

This is a prototype for other compositions of Shakyamuni triad and Sixteen Arhats. Shakyamuni Buddha
and the two flanking bodhisattvas, Samantabhardra and Manjusri, are all painted in gold to differentiate
them from the rest of the deities. Additionally, a canopy is placed above the head of Shakyamuni Buddha.
A round halo encircles his head and his body sits within another round halo that could be taken for a moon
circle. His dress is depicted in the mokake style, in which the lower part of his robe hangs over an elevated
lotus pedestal. The use of the mokake style, as well as the shape of the pedestal, the way in which the
Samantabhardra-bodhisattva holds a long lotus stem and Manjusri-bodhisattva holds an abbot’s baton, and
the image of &i (life energy) rising from the corals placed within a gold bowl atop an offering stand shown
in the bottom forefront, all indicate that this is possibly a so-called “Song-mode™ style painting. Incidentally,
Shakyamuni-Buddha holds his right hand in front of his chest with his palm facing front and his ring and
little fingers bent while the others are extended. His left hand sits on his knee, palm up, and his thumb and
middle fingers are bent. It is a somewhat unusual mudra for the Shakyamuni-Buddha.

Taking into consideration the coloring technique used on the faces of the Shakyamuni triad, the coronet
of the two bodhisattva’s and the style of gold lines on the sixteen Arhats’s armor, this painting is thought to

have been created in the latter half or end of the 14th century.

Translated by Amy McCaleb (Urban Connections).
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