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attached 1o the le ¢ ol the face, treatment Mending silk with additional drawing was not

removed as its removal would alter the impression of the artwork.

Fig. 8 Before treatment > § g 1AV

from the first lining. Fig. 9 Afier treatment  Old lining pape > removed and new ones
were attached. The silk support of the painting is fixed.
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Fig. 10 Before treatment  Stains were found in large areas. Fig. 11 Afier treatment By cleaning and attaching a temporary
the stains were made less noticeable
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Fig. 16 After treatment New mending silk was applied and toned.
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Descent of Amitabha Tricad

Treatment Report

Masaki Handa
Handa Kyusei-do, Co., Ltd

Registration number: RJIP401

Title: Descent of Amitabha Triad
Media: Color on silk

Period: Muromachi Period (15th century)
Collection: Museum Rietberg, Switzerland
Treatment undertaken by: Handa Kyusei-do, Co., Ltd.
Treatment period: June 5, 2006 — March 25, 2008
Location of treatment: 13 - 9 Ueno Park, Taito-ku, Tokyo

Conservation Room, Tokyo National Museum

I . Condition before treatment

Dimensions

Painting: Height: 151.8 cm * Width: 88.4 cm

Outer frame: Height: 167.5 ¢cm x Width: 93.6 cm

Format: The painting is adhered to fabric that is stretched on a frame. Some of the old silk

mounting remains.
Mounting fabrics: Chit mawashi (inner border): Gold brocade with a paulownia and arabesque pattern on
a brown background
Kosuji (narrow silk edging strips): Innerside: solid reddish-brown plain-weave silk
Outerside: solid golden-brown plain-weave silk
Takuboku (hanging cords): None
Mount structure:  Hemp fabric adhered to a wooden lattice core
Backing paper:  Brown paper
Lining: First lining: dyed kozo paper
Subsidiary linings: Misu paper (three layers)
Final backing: Uda paper
Mending silk: Present
Reinforcement strips: Present
Storage box: None

Other: There are seven labels attached to the reverse side of the frame.

Damages, etc.

« There was significant flaking and missing pigment throughout the painting (Fig. 3).
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* Urazaishiki was found on the front surface of the old first lining in areas where the support silk was

flaking or missing and had become part of the image of the painting (Fig. 4).

+ There were horizontal creases and cracks in the silk support. Many areas could be found where the silk

support and pigment layer were peeling and flaking.

* Mending silk that does not match the character of the silk support of the painting was found in many

places (Figs. 5, 14).

+ Large patches of mending silk with overpaint could be found (Fig. 6).

* The silk support of the painting had been shifted out of its original position in some areas.

* The painting had separated in some parts from the first lining (Fig. 8).

* A stain that appears to have been caused by water was found (Fig. 10).

+ Damage due to abrasion was found on the surface of the painting (Fig. 12).

* The painting, along with a portion of its old mounting, had been attached to canvas, and the canvas was

nailed to a wooden frame (Figs. 17, 18).

IT. Condition after treatment

Dimensions
Painting:
Mounting:
FFormat:

Mounting fabrics:

Roller knobs:

Metal fittings:
Cords:

Linings:

Mending strips:
Storage box:

Height: 152.4 ¢cm =< Width: 89.0 cm
Height: 259.1 em = Width: 110.3 ¢cm

Hanging scroll mounted in a Buddhist-style nidan (two-tiered) mounting

Chit mawashi (inner border): Gold brocade with a double-vine lotus flower and
arabesque pattern on a yellow-green background (made by Yoichi Nakajima, Tokyo)
Fiitai (decorative fabric strips): Same as above

Saji (outer border) : Twill weave silk with a Chinese floral pattern on a brown background

Kosuji (narrow silk edging strips): solid reddish-brown plain weave silk

Gold plated roller knobs with a lotus flower pattern on a nanako (small dots)
background (made by Miyairi Kagami, Nagano Prefecture)

Gold plated lotus flower shaped pieces (same as above)

Takuboku hanging cords

First lining: Thin Mino paper (made by Satoshi Hasegawa, Gifu Prefecture, processed
by Handa Kyuseido Co., Ltd.), dyed in yvasha and sumi ink

Subsidiary lining: Misu paper (made by Shoichi Uekubo, Nara Prefecture)

Overall lining: Misu paper (made by Shoichi Uekubo)

Final backing: Uda paper (made by Yukihiro Fukunishi, Nara Prefecture) dyed with
plant dye.

Mending silk: Two kinds of artificially irradiated silk dyed with yasha and sumi
(processed by Handa Kyuseido Co., Ltd.)

Thin Mino paper in two different weights (made by Satoshi Hasegawa)

Paulownia roller clamp, paulownia inro box (made by Jutaro Osaka Studio, Tokyo)
Chitsu (Outer folding fabric cover made of acid-free paper)
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II. Treatment process

1. Examination and documentation

The condition before treatment, such as dimensions and damaged areas were recorded. The condition of
the artwork was photo-documented in detail using a 4x5 reversal film (for the entire piece), digital camera
(for details) and infrared photography. The locations of damaged areas were also recorded.

+ Additional documentation was completed at each stage during the treatment process.

+ Patch tests were performed to test the adhesion of the pigments and susceptibility to staining in order to

determine a proper course of treatment.

2. Detaching the painting

+ The painting was removed from the wooden frame, along with the hemp lining.

3. Consolidation of the paint layer and cleaning
« A 0.5 % cow skin glue solution was applied to consolidate the paint layer in areas where the silk support
of the painting and pigments were deemed sound. The grime that surfaced during this process was

removed with blotting paper.

4. Consolidation of the paint layer

+ A 0.5-3.0 % (w/v) cow skin glue solution was applied to consolidate the paint layer in areas where the
pigments were peeling or unstable,

+ A 0.5-1.0 % cow skin glue solution was applied to consolidate the paint layer in arcas where the
urazaishiki was exposed while being careful not to alter the color tone..

- Consolidation of the paint layer was done by thoroughly considering all treatment methods and possible
types and concentrations of animal skin glue before making a selection and adjustment. Applications
were made while checking the condition of the pigments. At each step, consolidation was repeated when

deemed necessary and the consolidated paint layer was dried completely.

5. Removal of the hemp cloth

« Hemp cloth was removed from the reverse side of the painting,.

6. Removal of the old lining and reinforcement strips

+ Room-temperature filtered water was applied to the reverse side with a brush to soften the adhesive and
remove the final backing, subsidiary lining, and reinforcement strips.

+ The reinforcement strips had been applied after the application of the first lining and the three subsidiary

linings.

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

absorbing dissolved gas and organic matter.
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7. Protection of the pigments
« Synthetic paper was pasted on using seaweed glue to protect the pigmented areas and areas in which the

urazaishiki was exposed.

8. Cleaning
* Room-temperature filtered water was carefully sprayed onto the entire surface of the painting. Grime

from the painting was removed with blotting paper that was placed underneath.

9. Temporary facing
+ To protect the silk support and pigment layer during subsequent removal of the old first lining, a

temporary facing made of synthetic paper and kozo paper was attached to the front with seaweed glue.

10. Removal of the old first lining

+ Old first lining was removed by applying room-temperature filtered water locally from the back to soften
the fiber of the paper.

+ For the purpose of keeping the urazaishiki, the fiber on the front side of the first lining to which the

wrazaishiki had transferred to were not removed.

I'1. Removal of old mending silk
+ Based on consultation with the project manager, all mending silk was removed with the exception of
areas in which removal of the mending silk would cause the overall impression of the piece to change

greatly (Figs. 6, 7).

12. Application of the new first lining

* A new first lining made of thin Mino paper was attached to the painting using wheat starch paste.

+ To preserve the harmony of the image and prevent the boundaries of the urazaishiki and new lining
paper from being visually distracting, the color of the first lining was adjusted using plant dye and sumi
ink.

* The color of the new first lining was decided through consultation with the owner and the project
manager.

+ To attach the lining papers, shinnori (wheat starch paste made from nama-fir (wet wheat starch) and

Surunori (aged wheat starch paste)) was used.

13. Removal of the temporary facing
» After the piece was completely dry, the temporary facing and secaweed glue were removed.

14. Mending silk (Fig. 16)

+ Irradiated silk patches (similar in character to the silk support of the painting) that were already cut to fit
the shapes of the losses in the painting support were attached while positioning them to match the weave
of the painting.

« The color of the irradiated silk was adjusted by dyeing it with plant dye and sumi ink.
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15. Application of the first layer of the subsidiary lining

« The first layer of subsidiary lining made with Misu paper was attached with aged wheat starch paste.

16. Reinforcement strips
« Reinforcement strips made by cutting Mino paper into thin strips were attached to the backside of the
areas damaged by creases.

+ The thickness of the reinforcement strips was adjusted according to the depth of the creases.

17. Attachment of the second layer of the subsidiary lining
« The second layer of subsidiary lining made of Misu paper was attached to the backside using aged wheat

starch paste and the painting was dried thoroughly on a karibari.

18. Selection and adjustment of the mounting fabrics

« Through consultation with the owner and the project manager, and by taking into consideration the
subject matter and historical context of the painting, mounting fabrics that were suitable for this piece
were selected and prepared. Using plant dye, they were given an antiquated look to match the painting,

« To the newly prepared mounting fabrics, a first lining made of thin Mino paper was attached using wheat

starch paste, and a subsidiary lining made of Misu paper was attached using aged wheat starch paste.

19. Tachiawase, kiritsugi
+ The painting and mounting fabrics were aligned and cut (tachiawase), and joined together (kiritsugi)

using wheat starch paste.

20. Attachment of the overall lining

+ An overall lining made of Misu paper was attached using aged wheat starch paste.

21. Attachment of the final backing
+ A final backing made with Uda paper and wwamaki silk was attached using aged wheat starch paste.
 Kaeshibari was performed several times and the painting was dried thoroughly.
Kaeshibari is the process in which the painting is dried on a karibari, then detached and a thin
application of wax is applied to the verso. The verso is polished with glass beads and the painting is once

again attached to a karibari.

22. Toning

+ Toning that matched the ground color of the painting was applied to the mending silk.

23. Finishing
+ A new bottom roller and top stave were carved and roller knobs were attached to them.
+ The piece was completed by attaching a top stave, a bottom wooden roller, fitai, metal fittings, and

hanging cords.

24. Storage (Fig. 19)



130

+ For the purpose of preventing creases and promoting safer handling, a new paulownia roller clamp was
prepared and utilized.

+ The scroll was wrapped in a Aabuta-e¢ silk wrapping and placed in a new storage box.

* To keep the storage box airtight, a paulownia inro box was made. For damage prevention and dust

control, a new fabric-covered folding chitsu box made with acid-free paper was prepared.
25. After-treatment record and photo-documentation
* The finished scroll was photographed and dimensions, etc., of the treated scroll were recorded to compile

a report.

IV. Miscellaneous findings during this treatment

Because this painting exhibited the kind of creases and losses characteristic of a painting mounted in the
hanging scroll format, and Misu and Uda papers were used as lining papers, it was determined that this
painting had formerly been mounted as a hanging scroll. The owner requested that during this treatment,

the painting, which is currently attached to a frame, be assembled once again as a hanging scroll.

A picce of the silk support of the painting with lines drawn on it, which is presumed to have been moved
from a different location, was found at the top area of the Buddha figure’s halo. Because its original
position cannot be determined, it was decided through consultation with the project manager that it

would remain in its current position.

.

Mending silk that does not match in color, weave, or size had been applied to the losses in the painting
support causing the painting to appear visually displeasing (Fig. 14). A large piece of mending silk
with inpainting had been attached to a portion of the image in the painting that includes the body of
the Buddha (Fig. 6). Upon consultation with the project manager, it was decided that the old mending
silk would be removed, with the exception of those areas whose removal could potentially cause great

change to the overall impression of the painting. (Fig. 7).

Application of gold pigment for the bodies of the Buddha figure and kvaji (attendant figures) was thicker
compared to the application of pigment in the background. To allow for better storage and viewing,
irradiated silk with a slightly denser weave than the silk support of the painting was used as mending
silk.

Application of urazaishiki was confirmed (Fig. 15).

Urazaishiki was found in many parts of the front surface of the first lining showing through the losses of
the silk support of the painting. To protect the urazaishiki, a thin layer of the fiber of the old first lining
was kept. Mending silk made of irradiated silk with a similar composition as the silk support that would

allow the wrazaishiki to show through the silk weave was selected and applied to the front surface.

Translated by Amy McCaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Descent of Amitabha Triad

Description of Artwork

Gen’ichiro Katsuki
National Research Institute for Cultural Properties, Tokyo

This painting depicts a scene in which Amitabha, Avalokitesvara and Mahasthamaprapta are descending
on white clouds to welcome departed souls to the Pure Land.

The background of the triad is covered with ultramarine blue to show that the scene is in space. Areas
around the lotus flowers on which the three bodhisattvas stand are colored in white, signifying that they are
standing on clouds.

The aureole around the head of Amitabha consists of two large rings and lines of gold radiating outward
from the center. Amitabha is standing on a lotus flower, facing forward with his right hand raised in front of
his chest and left hand hanging by his side. His body and vesture shine in gold.

The standing bodhisattva who holds a pedestal is Avalokitesvara and the bodhisattva with hands clasped
in prayer is Mahasthamaprapta. Both of their aureoles are shown in large circular shapes around their heads.
They both stand straight, wearing coronets on their heads. Long, thin sashes with five-colored banner-like
pieces of cloth attached to the ends hang from their chests. Their bodies and vestures also glow in gold.

The triad in this painting are shown standing as they descend. Such an expression is considered the most
important aspect of this iconography.

The illustrated biography of Honen Shonin stored at Chion’in provides clues regarding this hanging scroll
in which the triad are shown standing. The death bed images in the illustrated biography show members of
Honen’s religious order awaiting the moment of death in prayer in front of hanging scrolls of the standing
Amitabha or the holy triad descending from space. The backgrounds of all of these scrolls seem to have
been covered with ultramarine blue. The size of the scrolls is varied.

The death bed images in the illustrated biography of Haonen Shénin indicate that this painting is one of
the larger paintings created at the time. It was presumably designed and used for a similar purpose as the
hanging scrolls found in the death bed images of the illustrated biography.

As such, this painting can be positioned as one created based on the subject of the Jodo sect (Pure Land
Buddhism) which was founded by Honen and disseminated throughout medieval Japan.

Translated by Amy McCaleb (Urban Connections).
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