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Fig. 1 Before treatment Cracked areas mended with tape Fig. 2 After treatment
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Fig. 3 Before treatment Cracks in the painting Fig. 4 After treatment
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Fig. 5 Before treatment Area in which a large piece of mending paper Fig. 6 After treatment
had been applied
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Fig. 7 Before treatment Fig. 8  After treatment (Resins were removed with ethanol)
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Fig. 9 Belore treatment Fig. 10 After treatment  (Resins were removed with DMF)
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Fig. 11 Fiber of the painting  photomicrograph IFig. 12 Fiber of the painting (dyed with C-stain solution)
photomicrograph
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Fig. 13 Fragments of the painting found during disassembly
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Fig. 14 Before treatment  An area which a piece of the painting was Fig. 15 After treatment  The missing fragment was returned to its
missing. Inpainting had been applied directly onto the lining original location

paper.
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Peacocks under a Pine Tree

Treatment Report

Bokunindo Co., Ltd
Sotaro Yamaguchi

I . Description and title of object

1. Title Peacocks under a Pine Tree

2. Artist Unknown

3. Collection Art Gallery of Greater Victoria, Canada

4. Format and media A six paneled screen, colors and gold on paper

I . Treatment period, conservator, etc.

1. Treatment period June 2008 — March 2009
2. Treatment undertaken by Bokunindo Co., Ltd. (1-4-4 Oiwa, Aoi-ku, Shizuoka-city)

Director: Sotaro Yamaguchi
IT . Structure of the cultural property

I. Format A six paneled screen, both before and after treatment
2. Dimensions (¢cm)
Before treatment Painting © Height 197.2  Width 361.5
" Including the frame © Height 216.2  Width 380.5
After treatment Mounting © Height 198.2  Width 364.4
Including the frame © Height 217.4  Width 383.6
*The dimensions of the screen after the treatment are greater since portions of the painting at the top and
bottom that had been hidden by the border fabric were uncovered and extra marginal spaces were added at the

left and right sides of cach pancl as a way (o protect the thickly layered paint.

3. Mounting fabric
Before treatment
Inner border: gold brocade with a reddish brown background
Border: gold brocade with a yellow-green background
Frame: black lacquered frame

Metal ornaments: plain corner metal fittings and studs




After treatment
Inner border: gold brocade with peony, lotus and arabesque pattern with a reddish brown background
Border: gold brocade with peony and arabesque pattern on light indigo background
Frame: black lacquered frames

Metal ornaments: corner metal fittings with cherry blossom motif, and studs

4. Materials used
Mending paper: gampi paper (Produced in Najio, Hyogo Prefecture)
Reinforcement strips: Mino paper (Made by Ota; Mino, Gifu Prefecture)
Dye: yasha (Purchased from Nakamura-cho Shoten, Kyoto Prefecture)
Pigments used for toning:
aibou (indigo sticks), youkou (carmine), touou (gamboge) (Purchased from Hokado, Kyoto Prefecture)
sumi ink (Purchased from Kobaien, Nara Prefecture)
gold (Purchased from Hara Shoten, Kyoto Prefecture)
Paste:
Wheat starch paste (700g of wheat starch paste dissolved in 2 liters of water, cooked over high heat for 20
minutes, and cooled overnight before use. Made by Nagata Sangyo, Corp.)
Seaweed paste (Salt is removed from 7g of seaweed by rinsing with water. 700cc of water is added and cooked
for 15 minutes until the seaweed is dissolved. The liquid is then filtered through a double layer of gauze and
cooled. Made in South Korea)
First lining: Mino paper (Made by Ota; Mino, Gifu Prefecture)
Subsidiary lining: Mino paper (Made by Ota; Mino, Gifu Prefecture)
Wooden core structure: white cedar constructed with mitered corners and tenon/mortise joints (Made by Kuroda,
Kyoto Prefecture)
Underlining papers:
Honeshibari: kozo paper (Yame, Fukuoka Prefecture)
Doubari: maniai paper (Ino, Kochi Prefecture)
Minokake: kazo paper (Yame, Fukuoka Prefecture)
Minoshibari: kazo paper (Yame, Fukuoka Prefecture)
Uwautke: Sekishu paper (Shimane Prefecture)
Shitauke: Sekishu paper (Shimane Prefecture)
Hinges: Kurotani paper
Hinge cover: Kurotani paper
Frame: Rou-iro black lacquered frames (Made by Kuroda, Kyoto Prefecture)
Decorative backing paper: Karakami paper with 4-sun (12.12cm) suzumegata (sparrow roundel pattern) printed
with sumi ink on brown paper (Made by Karacho, Kyoto Prefecture)
Metal ornaments: Cherry blossom patterned metal fittings (Made by Saburd Ishino, Kyoto Prefecture)

Storage bag: Cotton (unbleached, starch removed)
IV . Condition before treatment

* Metal hinges were set on the screen. The way in which they were attached was incorrect and made the screens
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fold the wrong way. This caused damages to the screen, particularly on the first and sixth panels which were

exposed for a long period of time.

The wooden core structure was warped due to expanding and shrinking of the wood as well as aging. This caused

the four corners of the frame to buckle, and the surface of the painting to ripple.

Many cracks and large tears were found throughout the artwork. The cracks were temporarily fixed with paper
reinforcement strips and adhesive inserted into these arcas. Some of the torn arcas were pasted over with large
pieces of gold paper. The injection of adhesive in some arcas was done carelessly. This caused the paper to pull,
creating ripples on the surrounding surface, which were rubbing against the surface of the opposite panel, causing

pigments to flake.

Areas of large tears were treated with synthetic glue injected through the tears onto the inside of the wooden core

structure and covered by attaching adhesive tape to the front surface. (Fig. 1,3,5)

Pigments were flaking and rubbing off throughout the entire painting. The deterioration was especially severe in

arcas painted in malachite green pigment. The support paper was also critically damaged due to the oxidation of

the malachite green pigment which caused the paper to chip off in small flakes. In some of the areas in which pine

needles are depicted, the adhesiveness of the base paint had weakened and become separated from the surface in

some areas.

- Mending paper had been attached onto the painting during the past restorations. Inpainting was applied onto the
mending papers and was extending into the surrounding areas.

* The surface appeared glossy, as if resin had been applied.

- Grime was found throughout the artwork, causing a darkening appearance.

* The border fabric was severely damaged.

+ Grime and tears were found on the karakami on the reverse side of the byobu.

+ The frame was damaged, and the metal fittings were missing.

V. Outline of treatment process
1. Pre-treatment examination

+ Photographs were taken and the pre-treatment condition was documented.

+ A diagram mapping the damaged areas on the painting was drawn up. Various forms of damages and traces of
past restorations found on the surface of the painting were indicated on a map in an easy-to-see manner. The
map was used as reference during the subsequent work of remedying such arcas.

* The colors of the pigments on the painting were measured using a spectroscopic colorimeter and recorded.

2. Pre-treatment procedure

- Pigments that had lifted, cracked, or flaked off of the support paper were temporarily fixed by applying a

mixture of rabbit skin glue and seaweed paste to ensure their stability during the treatment.
3. Cleaning

* The surface of the painting was severely soiled by soot. The surface grime was removed using eraser powder

with a particular focus on the gold lcaf arcas.
4. Disassembly

* The hinges had already been removed when the screen was delivered.

* The frames were removed.

+ The painting was detached from the wooden core structure.

+ In the process of removing the painting from the wooden core structure, several fragments of the painting were
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found in between the painting and the core structure (Fig. 1). Upon determining their original locations based
on the traces left on the painting and the condition of the pigments, the fragments were reattached to those
locations.

* All the old underlining papers attached to the reverse side of the painting were removed.

5. Examination

* In order to decide on what method(s) to use to remove the resin, synthetic adhesive and inpainting applied onto
the front surface, a partial removal test was conducted under the guidance of the National Research Institute for
Cultural Properties, Tokyo. After testing the reactions of six substances, which were water, ethanol, cthyl
acetate, acetone, tetrahydrofuran (THF), and dimethylformamide (DMF), in each location, the most suitable

substance for each removal was determined.

6. Cleaning (removal of resin, synthetic adhesive and old inpainting)

* Various types of resin and synthetic adhesive had been applied. They were removed a little at a time using
solvents of the above six substances. Cotton-tipped swabs and absorbent cotton were used for the removal. For
arcas with a heavy layer of adhesive, pieces of absorbent cotton soaked in solvent were laid down and allowed

to saturate and dissolve the adhesive.

The adhesive found throughout the reverse side of the painting was extremely hard, and the pre-treatment
testing determined that to try to dissolve it with a solvent would create a stain. Therefore, the adhesive was

removed using a knife.

Regarding the old inpainting, only the portions that had extended beyond the mending papers and onto the

surface of the painting was removed with a cotton swab soaked in solvent.

7. Cleaning (removal of soot)

* As a preparatory step before cleaning, the pigments” degree of deterioration and resistance to water were tested.
The results found that the surface layer of pigment had separated from the base layer in the areas of pine
needles (malachite green). While synthetic resin had been applied onto the surface of the painting, it did not

affect the absorbency of these areas. Further, a partial testing found that the painting was severely soiled.

To effectively clean away the soot, purified water was sprayed onto the surface and allowed to seep through

and be absorbed by a blotter paper placed underneath.

8. Consolidation of the paint layer

* The entire paint layer was consolidated using rabbit skin glue solution. To prevent the moisture added in the
process from causing the painting to shrink and the paint layer to become destabilized, the painting was
stretched on a karibari throughout the process as a way to keep any form of expansion or contraction to a
minimum. The condition of the painting was checked and adjusted constantly to make sure it did not become

over-taught.

To treat the areas painted in malachite green in which the pigment had lifted, a mixture of seaweed glue and
rabbit glue skin was injected with a syringe from the opening of the lifted areas, which were then covered and

pressed down with a weight to allow them to set.

9. Removal of the first lining

* The base paper of the painting had darkened and split into thin strips due to oxidation caused by the malachite
green pigment. Moreover, because of the overall deterioration of the painting, the boundary between the lining
and the support paper of the painting had become difficult to determine.

* To ensure safe removal of the first lining, the “dry” hadaage method was selected to be used. This method

allows the lining to be removed a little at a time while protecting the pigments on the surface.
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+ A temporary facing made of synthetic paper was applied with seaweed paste to protect the front surface of the
painting. The first lining was removed by applying small amounts of water at a time to weakening the
adhesiveness of the glue and loosening the fiber of the paper.

10. Removal of the old mending paper

* The decision was made to remove all of the old mending paper. The mending paper was removed a little at a
time by applying small amounts of water from the reverse side to weaken the adhesion between the painting
and the mending papers.

11. Mending paper (Fig. 6)

* The fiber of the support paper of the painting was analyzed to determine its material.

- Based on the findings of the analysis, gampi paper dyed in yasha and rinsed in water was prepared to be used
as mending paper.

+ The mending paper was cut to match the shapes of the missing areas in the painting with as little amount of
overlap as possible. These pieces were pasted on from the reverse side of the painting using a wheat starch
paste (water/starch ratio: 1:1, pH 6-7).

12. Mending of cracks (Fig. 2,4)

* To mend the cracked areas of the painting, great care was taken to make sure the images were perfectly
aligned. Narrow strips of Mino paper were applied from the reverse side to fortify the cracked areas. After the
application of the first lining, another round of Mino paper strips were attached to the same arcas.

13. First lining

+ Unstained Mino paper was applied as the new first lining.

* For adhesive, wheat starch paste (water/starch ratio: 5:3, pH 6-7) was used.
14. Subsidiary lining

* To adjust the thickness and increase strength, a second layer of lining (subsidiary lining) was applied. For this,
00, unstained Mino paper was used.

* For adhesive, wheat starch paste (water/starch ratio: 5:3, pH 6-7) was used.

15. New border fabric, ete.

- Upon consultation with the Art Gallery of Greater Victoria and National Research Institute for Cultural

Properties, Tokyo, new mounting fabric, frame, metal ornaments and karakami paper were selected:

16. Wooden core structure

=

* For the new wooden core structure of white cedar constructed with mitered corners and tenon and mortise
joints was newly prepared. Because the screen is large, chikarako (thicker wood) was inserted into some of the
kumiko (grid structure) to heighten their durability. Because the paint is applied in heavy layers, the structure
was made slightly thicker than usual.

- To prevent the pigments from flaking off due to vibration caused during assembly the frames, the decision was
made to employ the fokko (wooden tenon and mortise joint) rather than the conventional double-pointed metal
nail in attaching the frames.

- Eight layers of under-lining involving six processes were applied onto the core structure.

- Because the structure is large and heavy, paper that is thicker than what is normally used was selected for the
hinges.

- Because the pigments on the painting are applied in heavy layers and the painting itself is thicker than usual,
margin was left for the hinges.

+ Because on the old structure, a great amount of pigments around the inner portion of the hinges was flaking off
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due to abrasion, the new core structure was designed to include greater marginal spaces on both the left and
right sides as a way to protect the pigments.
17. Toning
+ Areas in which new mending papers were applied were toned slightly.
18. Finishing
+ The painting and the new mounting fabrics were attached to the wooden core structure.
+ The frames were attached, after which metal ornaments were attached.
* The hinges were attached.

+ A storage bag was made with a unbleached cotton material.

VM. Notes

I. Removal of resins, adhesive agent, adhesive tape, etc.

Under the direction of National Rescarch Institute for Cultural Properties, Tokyo, a trail removal of the resin,
adhesive agent and adhesive tape found on the surface of the painting was conducted using solvents containing the
following six substances.

a. Solvents used:

Purified water

Ethanol

Ethyl acetate

Acetone

Tetrahydrofuran (THF)
Dimethylformamide (DMF)

b. Removal method

Removal was done by pressing and rolling a cotton-tipped swab soaked in a solvent against the necessary area.

For arcas in which the adhesion was strong, an absorbent cotton soaked in a solvent was placed over them to

loosen the adhesion.

Each removal was done by selecting the most suitable solvent for that particular area. The type of solvent used

for each area was recorded for future reference.

Substances that did not react to the solvents and were therefore difficult to remove were scraped off in thin
layers with a knife.

¢. Results

Almost all of the resins, adhesive agents and adhesive tape found throughout the front surface of the painting
were successfully removed.

* The areas with substances that could not be removed with solvents nor a knife were left as is.
2. Removal of adhesive agents on the reverse side (Fig. 7-10)

* A thick layer of adhesive agent was found applied on the reverse side of the areas with large tears.

+ Based on observation, the adhesive agent is presumed to have been injected from the front side toward the

inside of the tear.
* The adhesive agent covered quite a large area.
* The test results showed that when the adhesive agent is loosened using an organic solvent, the moisture of the

solvent created stains on the painting. As such, the decision was made to remove the adhesive agent with a
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knife.

- The test also found that adding water also caused the grime around the adhesive agent to dissolve and stain.
Therefore, the decision was made to carry out the cleaning processes (e.g., overall removal of soot) after
removing all of the adhesive agents.

3. Paper fiber analysis (Shishikura Paper Lab, Fig. 11, 12)

- Water absorption is slow. Because the fiber is short, thin, and bound to each other very tightly, complete fiber
dispersion would be difficult.

* The paper being used is a severely oxidized gampi. All of the fiber has deteriorated and shortened to under 0.2
mm. The dosa (alum/animal gelatin sizing), presumably applied in the past, has agglutinated due to the acid.
For these reasons, it would be particularly difficult to defibrate.

* The small extrancous yellow particles found in a C-stain solution photograph is presumed to be discolored rice
powder. Violet colored non-fiberous cells characteristic of gampi paper were also found.

4. Discovery of broken fragments (Fig. 13-15)

* When removing the painting from the wooden core structure, several fragments of the painting were found in
between the painting and the core structure. The original locations of the fragments were determined based on
traces on the painting and characteristics of the pigments, and the found fragments were returned to these
locations.

5. Grime on the painting

- A great deal of grime had been attached to the painting and soot covered the entire surface. To remedy this, the
painting was cleaned by spraying purified water onto the front surface to let the grime seep through the
painting and be absorbed by a blotting paper placed underncath. As a result of the cleaning, the painting
brightened and the colors became clearer. The difference in the tone of the colors compared to before the
treatment was determined using a spectroscopic colorimeter and recorded.

Translated by Amy McCaleb (Urban Connections), edited by OKA Yasuhiro and Regina Belard
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Peacocks under a Pine Tree

Description of Artwork

Tomoko Emura
National Research Institute for Cultural Properties, Tokyo

A pine tree and male and female peafowls are depicted on a gold background on a nearly two-meter tall six-
paneled screen. Both pine trees and peafowls are classic motifs often used to symbolize perpetual youth, longevity,
nobility, and wealth. On the left side of the screen is a peacock unfurling his magnificent fan, flaunting his gallantry.
Facing him is a peahen crouching under the pine tree. By the side of the peahen grow delicate flowers such as
dandelion, violet, and horsetail, while around the pine tree are red Chinese rose blossoms. Each feather on both
peafowls is depicted realistically using gradational colors, and drawn decoratively with fine gold lines. The tail
feathers of the peacock are painted alternately in gold and black lines, creating a sense of dynamic vitality. The
image of male and female peafowls facing cach other is found in earlier works such as Birds and Flowers of the Four
Seasons (Hakutsuru Fine Art Musecum) presumably painted by Kano Motonobu in 1549, and Birds and Flowers of
the Four Seasons (Osaka Municipal Museum of Art) by Kano Soshu believed to have been created in the late 16th
century. In this artwork, the beak of the male is closed while that of the female is open, showing that the two are
calling and responding.

From the space in between the gold clouds and gold land shows through a deep blue surface of water. Lines
showing ripples on the water can be seen, although they have faded extremely. At the upper right corner of the
screen is a glimpse of the trunk and branch of a pine tree, signifying that the space of this painting stretches even
further upward and to the right. The roots of the pine tree are exposed through the surface of the ground, showing
that it is a tree of significant age. Showing its trunk tapering toward the tip creates a sense of space around it opening
up. Times had passed since the composition containing a very large tree was popularized by Kano Eitoku during the
Momoyama Period in the late 16th century, and the format seen in this painting is now organized in a more refined,
elegant manner. While the style in which the pine needles are rendered in this painting is similar to that of Pine Trees
(Keishun-in, Myoshinji Temple) by Kano Sansetsu believed to have been painted in 1631, this painting can be
considered more stylized in its manner of painting, characterized by such points as the slight rigidity of the branches,
the rendering style of the tree bark and the moss painted in dots. Taking into account the fact that Kano Eino’s Birds
and Flowers of Spring and Summer (Suntory Muscum of Art) believed to have been painted in the late 17th century
also has a pair of birds next to which dandelions and violets bloom, one can presume that this screen was also
painted around the same time. Also, a remnant of what is believed to be a round shaped shubun-style seal (a seal in
which the characters are engraved in the positive so that the letters appear in the color of the vermilion ink) is found
at the bottom left corner. However, this area was terribly damaged by a hole that reached as far as the core structure.
Although the surface was successfully recovered to a stabilized condition during this treatment process, the scal has
remained undecipherable. As such, the painter of this artwork remains unknown.

According to the records at the Art Gallery of Greater Victoria, this artwork was formerly part of a pair of the Nijo
Castle peacock screens by Kano Sanraku, which was later acquired by Frank Lloyd Wright through Yamanaka & Co.
However, it is now stored as a single screen, and the whereabouts of the other screen is unknown. Remnants of
papers joined vertically are found at the center of the second, fifth, and sixth panels, which indicate that the format of

the piece has been changed from what it was in the original. For a gold-decorated folding screen of the late 17th
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century, this artwork is an extraordinarily large. While sliding doors of over two meters in height can be found in
some massive structures and temples such as the Nijo Castle and Nishi Hongwanji Temple, this artwork does not
have any remnants of a door pull. It is possible that this artwork originally designed for a toko-haritsuke (painting on
the wall of an alcove) was later made into a screen. However, if this were the case, no explanation can be made for
the vertical paper joints found on some of the panels. Therefore, at present, the original format of this artwork
remains unknown.

In this way, the background regarding the making of this artwork is still uncertain. However, the piece can be
positioned as a large-scale bird and flower painting on a gold screen that hints of shoheiga (sliding door, screen and
partition paintings) style of the early modern period, while at the same time, the subtle expression of the pellucid
peafowl feathers and delicate expressions of the flowering plants is considered as an example of a sophisticated
painting style of the 17th century art.

Translated by Amy McCaleb (Urban Connections)
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