(=1 i (5655)  Before treatment (Detail)

(=1 ey (5647 Before treatment (Detail)

(31— 1 &8 (i657)  Before treatment (Detail)
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=2 EffE (AD  After reatment (Detail of the same area)

Pefiife (Il/e)  After treatment (Detail of the same arci)

20 e ([l AD After treatment (Detail of the same area)
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=1 sl (FE5r)  Before treatment (Detail)

Gl ERET (M9 Before treatment (Detail)

G)—1 RO (54%7)  Before treatment (Detail)
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=2 fefife (WA After reatment (Detail of the same arca)

(=2 Ed# (a A After treatment (Detail of the same arca)

G2 PEREE (AT Aler treatment (Detail of the same area)
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| B0 S TG L 7o AR R
During treatment: Condition of the painting observed under a transmitted light

(712 s B R AT R AT AR DI A & g L 2

During treatment: Thickness was added to the areas in which a layer of the paper had been peeled away to adjust the overall

thickness



2 mj g 27

81= 1 PEAT AT & AU LAY al-2 PERTE  APATERE 2 L, THERT B Al 25 <
Betore treatment: Extrancous matter and creases on the painting WAz AT Lo RIE L 2B L7
During treatment: The extrancous matter was removed and the

painting which was folded backwards was fixed and returned 1o

its original form.

=1 P After treatment (=2 g0l During treatment

01=3 MELH  BSFTHUSAT L Tu s ARG A sl iz L 2
After treatment: Fragments of the painting that had gotten attached to a lining paper were returned to theiroriginal locations,
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Fig. I Before treatment

RN T
Fig. 2 Afier treatment
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Fig. 3 Before treatment Cracks Fig. 4 After treatment These areas were reinforced using mending
paper

[5 eGP 6 Wil HIM SRR & T ARG I A % e L
Fig. 5 Before treatment Creases PR THi R A {7 72
Fig, 6 After treatment Thickness was added to the areas in which a
layer of the paper had been peeled away to adjust the overall
thickness. Then the area was fortified with reinforcement strips.

7 PN (AT B8 e SRR L2

Fig. 7 Before treatment Extrancous matter Fig. 8 After treatment The extrancous matter was removed,
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(49 fEMHE BRETE &do 2

Fig. 9 After treatment Extraneous matter that could not be removed.

B0 A A 508G Sl S
Fig. 10 Photomicrograph of an extrancous matter magnified by 50
times,

211 pEpirh RO

Fig. 11 During treatment Traces of treatment at the end of the scroll.

12 AHERS L A e

Fig. 12 Chinese numeral inscribed on the corner of the painting
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Treatment Report

Shokakudo Co., Ltd.
Atsushi Sawada

Description and title of object

1. Title

=]

(5]

4. Format and media

. Artist

. Collection

Mushi-no-Utaawase (Poetry Contest of Insects)
Unknown
Museco Nazionale d’Arte Orientale di Roma, [taly

Hand scroll, colors on paper

I. Treatment period, conservator, etc

1. Treatment period

June 3, 2008- March 25, 2009

2. Treatment undertaken by

3. Location of treatment

Ir.

Shokakudo Co., Ltd. (3-99-1-101 Honmachi, Higashiyama-ku, Kyoto-shi, Kyoto )
Director: Yutaka Suzuki

Person in charge of treatment: Atsushi Sawada

The Conservation Center for Cultural Properties, Kyoto National Museum (527 Chaya-

machi, Higashiyama-ku, Kyoto city, Kyoto)

Structure of the cultural property

1. Format: Hand scroll, both before and after treatment

2. Dimensions (cm)

a. Before treatment

Painting: Height 17.3, Width 623.3 / Entire scroll: Height 17.0, Width 639.3

(Breakdown)
End paper
First sheet
Second sheet
Third sheet
Fourth sheet
Fifth sheet
Sixth sheet

Seventh sheet

Height  Width
17.2 16.4
17.1 90.3
17.1 90.5
17.1 90.6
17.1 90.5
17.3 93.7
17.3 94.1
17.3 81.0



b. After treatment

Painting: Height 17.3, Width 696.0 / Entire scroll: Height 17.7, Width 750.6

(Breakdown) Height (including supplementary paper)Width
End paper 7 ) 232
Interval paper 17.1 (17.6) 24.4
First sheet 17.1 (17.6) 90.8
Second sheet 17.1 (17.6) 90.6
Interval paper 17.1 (17.6) 24.5
Third sheet (former fourth sheet) 17.1 (17.6) 90.8
Fourth sheet (former third sheet) 17.1 (17.6) 90.8
Fifth sheet 17.2 (17.6) 94.5
Sixth sheet 17.3 (17.6) 94.8
Seventh sheet 17.3 (17.6) 04.6
Roller paper 17.6 22.7

3. Mounting fabric

d.

b.

Before treatment

Painting - Gold brocade with treasure and flower pattern on light indigo background

The opening section of the scroll: Plain gold leal

Roller knobs © Inka wooden rollers

Storage box: none

After treatment

Painting: Gold brocade with single-vine, treasure, peony and arabesque pattern on a yellow-green background
(made by Nishijin; Kyoto Prefecture)

The opening section of the scroll: Kazo paper with scattered gold powder (made by Mizokawa, Kyoto
prefecture)

Roller knobs © Rosewood roller

Cord: Lavender under cord (Made by Nakamasa; Kyoto Prefecture)

Storage Box: paulownia yaro box with a large roller clamp (made by Ryoji Ishizuka)

4. Materials used

First lining of the painting: Mino paper (made by Satoshi Hasegawa; Gifu Prefecture; 2.3 monme (8.625 g), no
cresol)

Mending paper for the painting: gampi paper (scrap paper)

Supplementary paper for the painting: mixed paper (gampi + kozo 5:5, made by Naruko; Shiga Prefecture)
Thickening paper for the painting: Mino paper (made by Satoshi Hasegawa, 1.9 monme (7.125 g), no cresol)
Reinforcement strip: Mino paper (made by Satoshi Hasegawa, 2.7 monme (10.125g), no cresol)

Subsidiary lining (first layer) for the painting: thin Misu paper (made by Shaichi Ueckubo; Nara Prefecture)
Paper of the opening and interval sections: gampi paper (made by Tanino, Hyogo Prefecture)

Subsidiary lining (1) for the opening and interval sections: Misu paper of medium thickness (made by Kazuo
Konbu; Nara Prefecture)

Subsidiary lining (2) for the opening and interval sections: thick Misu paper (made by Kazuo Konbu)

First lining for the cover fabric: fengujou paper (made by Kiyoshi Fukuda; Kyoto Prefecture)

Subsidiary lining (first layer) for the cover fabric: thin Misu paper (made by Kazuo Konbu)
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Final backing of the painting: mixed paper (gampi +kozo 7:3, made by Naruko)

IV . Condition and issues before treatment

1. About the painting
* The piece is currently in the form of a picture scroll made up of a total of seven sheets. At the bottom of the
second, third (currently fourth), fifth, sixth, and seventh sheets are inscriptions “3.” *6,” “7.” “8.,” and 9"

respectively, in Chinese numerals, believed to have been written during a former restoration. (Fig. 18)

Although numbers up to “9” were found, because they do not match the actual number of sheets currently
found in the scroll, some of the middle sheets are presumed to have been lost. Also, the sheets must have gotten
mixed up as they were out of order. Upon comparison with a similar scroll, it was found that of the nine sheets,
the first and fourth were missing and the positions of the fifth and sixth (the current third and fourth) had gotten

switched.

As for the condition of the paintings, many vertical creases were found throughout. The tips of the creases were
damaged due to abrasion that occurred when opening and closing the scroll, causing the surface of the canvas

paper to rub off and the pigments to flake off.

Observation under a transmitted light found that the painting had been split into layers unevenly in a past
restoration (Fig. 17). In comparison to the thickness of the picce when it was first created, many areas were

found to be extremely thin.

Further, judging from the manner in which the motives are left at the top and bottom of the paintings, these
edges were most likely cut during a former restoration. However, with regard to the areas near the stitching in
the far side of the second sheet where the images appear as if they have been cut off, because the dimensions of

this painting are almost the same as those of the other sheets, it cannot be said for sure that it was cut off.

Although the missing parts of the painting have been mended, because it is done by applying from the reverse
side picces of mending paper that are larger than the size of the missing areas, this has created an unevenness in
the surface of the paintings which could cause future damage.

+ In addition, extrancous matter and grime were found on the surface of the paintings.
2. Mounting fabric

+ The gold brocade used for the cover has deteriorated due to much handling over the years, Damage around the
top stave, and top and bottom of the scroll is particularly noticeable. The impression given by the plain gold

leaf used for the end paper may be too bold visually in contrast to the gentle nature of the painting.

The roller knobs found on the scroll are approximately 1.1 centimeters in diameter. They are rather slim for a
scroll that is 17 centimeters in height. In addition, in order to lessen the strain on the scroll, rollers one
centimeter wider than the roller knobs are attached to the scroll. The end of the seventh (last) sheet is rolled
around the roller with the painting facing outward. This causes the roller to directly brush against the painting

and therefore creates problems when handled.

The final backing had been applied using a “bou isugi”™ method (strips of paper joined together by thinly
overlapping their clean-cut edges), and the glue is lifting in several sections. Only one layer of lining is found

to have been attached.
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V. Treatment plan, treatments and solutions (Fig. 1-10)

Severe vertical creases were found throughout the surface of the painting. The slenderness of the current roller
knob can be considered one of the causes for this. However, since there is very little lifting of the glue on the final
backing, it is also highly possible that a glue of high concentration was used when applying the final backing.
Moreover, judging from the texture of the surface of the support and also from the appearance of the support that
has been split in layers observed under a transmitted light, the paper is believed to be of gampi fiber to which rice
powder and other types of fillers have been added. It could be that such fillers are partly responsible for causing the
abovementioned creases. Whatever the cause may be, these numerous creases found on the paintings are causing the
damages to the painted images. In response to these factors, points of caution as well as remedial measures have
been indicated as follows:

* The old lining papers must be removed and replaced with a new first lining. The glue should be of appropriate
level of concentration so that the paintings will be supple for rolling. In order to avoid thinning further the
layers that have been thinned in the past during the removal of the lining paper, water should not be applied
directly and any form of dampening should be done though an indirect method.

+ Reinforcement strips should be added to areas with creases in order to add appropriate support and prevent
further creases from being created. Doing so will prevent further damage on the painted arcas caused by
abrasion along the tips of the creases.

+ The painting support, as it was split into layers, has an uneven thickness, causing the surface of the painting to
ripple. To the areas which have different thicknesses and therefore are deemed difficult to maintain an cven,
flat surface, thickness should be added to even out the thickness of the overall support in order to reduce the
chance of abrasion.

By taking caution regarding the above three points and remedying them, abrasion, flaking and other forms of
damages on the pigments and canvas caused by regular handling of the scroll can be reduced. The following are
other points of caution and processes to be taken:

* As mentioned above, the end of the scroll is directly wrapped around a roller with the painting facing outward.

As such, attach a new roller paper to prevent the roller from directly touching the roller.

+ Some areas at the top and bottom of the scroll area are damaged due to the support being split into layers. Add
supplementary paper to the top and bottom of the scroll as a way to protect these areas while the scroll is being
handled in the future.

* Fix the areas of the painting support which have been split into layers and could lead to creases in the pamnting
in order to prevent the scroll from becoming even more fragile.

* Return the pages which have been placed out of order to where they belong. Insert an interval paper
(approximately 24 cm) to the missing areas.

* Prepare and use a new fabric for the cover since the arca of the current cover that gets handled the most is
damaged. As mentioned above, because the impression that the plain gold leaf paper used for the end paper
gives is too bold in comparison to the style of the painting, replace the gold leaf paper with one that is treated
with scattered gold powder.

* Fragments of the painting were found attached to the reverse side of the painting. Find out where these
fragments came from. If their exact location can be determined, place them back to their original locations.

* Reassemble the scroll in the same form that it was originally in. Prepare a new cover fabric, the opening

section of the scroll, cord, and roller knobs.
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* Prepare a new storage box: a paulownia yaro box with a large paulownia roller clamp.

V1. Outline of the treatment process

1. Examination, documentation
+ Official photographs (4 % 5), photographs of the damaged areas, and sectional photographs were taken.
* Measurements were taken: damaged arcas were examined; a diagram mapping out the damaged arcas was

created; and a patch test was conducted in order to determine the stability of the pigments.

(8]

. Cleaning

* Dust and other grime found attached to the surface of the painting were removed with a brush and tweezers.

fed

. Consolidation of the paint layer before cleaning
* Based on the results of pigment testing, pigments were consolidated with a 2% solution of rabbit skin glue
wherever deemed necessary prior to cleaning. Animal skin glue was injected into areas that were peeling,
4. Consultation with the owner
* The supplementary paper of the painting, and interval paper, the mix-up in the order of pages, and areas treated
with imprinting were checked to set up an overall treatment plan while confirming with the curator of the
National Museum of Oriental Art and the supervisor of the National Research Institute for Cultural Properties,

Tokyo.

N

. Disassembly
* The cover and roller were removed and all the joints in the painting were taken apart.
* The fragments of the painting that were found attached to the reverse side were placed on another sheet of
paper.
6. Cleaning
* Moisture was applied to the painting. Filtered water was sprayed onto the front surface of the painting and

allowed to seep through and be absorbed by the blotting paper laid undernecath.

The painting was placed in between synthetic paper and blotting paper, pressed in between two boards and

dried.

Filtered water: tap water was filtered through a CUNO" Micro-Klean™ 11 filter cartridge (5 ¢ m) and activated
charcoal cartridge. This filtered water was used whenever water was necessary during this treatment.
7. Consolidation of the paint layer
+ The pigments were consolidated by using 2% rabbit glue.
8. Creating mending paper
* Gampi paper of similar tone and quality as the painting was prepared.
9. Removal of old lining
* Moisture was distributed throughout the entire painting using an indirect dampening technique, and the old
lining papers were removed from the reverse side while exercising caution over the areas in which the painting
support had split into layers and peeled off.
* The painting was placed in between synthetic paper and blotting paper, pressed in between two boards and
dried.
10. Preparing the first lining
* Mino paper was dyed in vasha once so that it will be a slightly light tone, using the color of the former first

lining as reference. After dying, the paper was rinsed, fixed with wood ash and rinsed again.
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11. Preparing the supplementary paper

* Mixed paper containing gampi and kozo was dyed in yasha once in order to create a slightly light tone, using

the color of the painting as reference. After dying, the paper was rinsed, fixed with wood ash and rinsed again.
12. Examination from the reverse side of the painting

* The former lining papers were removed and photographs were taken of the exposed reversed side of the
painting for documentation purposes. In addition, the thicknesses of the support of the painting were recorded
as the data would be necessary during the thickening process. The thinnest area was 0.06 mm and the thickest
area was 0.1 mm.

13. Mending the painting

* The painting was mended from the reverse side using the prepared mending papers.

+ Strips of supplementary paper of five millimeters in width were added to the four sides of the painting.
14. First lining

* The dyed, thin Mino paper was attached as the first lining using a wheat starch paste.
15. Adding thickness to painting support

+ Thickness was added to areas of the support that have been split into layers using Mino paper and wheat starch
paste.

16. Reinforcement strips

+ Reinforcement strips made of thin Mino paper cut into narrow strips were attached under transmitted light and
raking light.

17. Subsidiary lining
+ A thin Misu paper was attached as the subsidiary lining using an aged paste.
18. Preparing the interval and roller paper

* Interval papers to be inserted to the two missing parts of the painting and the roller paper used to protect the
painting were prepared using gampi paper.

* To match the thickness of the painting, a lining paper made of 2.3 monme (8.625g) Mino paper was attached
using wheat starch paste, after which two layers of subsidiary lining made of Misu paper-one of medium
thickness and another of heavy thickness-were applied.

19. Stretch-drying of painting, interval paper and roller paper

* Moisture was added to the painting and interval paper, which were then stretched on karibari flat board. The

dimensions of the painting were kept in mind during the process.
20. Toning

* The mended areas and supplementary papers were toned to match the surrounding background hue by applying

to them a solution containing animal skin glue and alum.
21. Cover

+ Tengujo paper was applied as the first lining with wheat starch paste to the selected mounting fabric.

* Misu paper was applied with aged paste as the subsidiary lining while care was taken to have its thickness and
suppleness match that of the painting.

* A lining was added to the end paper made of gampi paper with scattered gold powder using a mixture of wheat
starch paste and seaweed paste, after which it was dried on karibari board.

22. Preparing the final backing
* Mixed paper containing gampi and kdzo was dyed in yasha once so that it matches the color of the support of

the painting. After dying, the paper was rinsed, fixed with wood ash and rinsed again.
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23. Final backing
+ Mixed paper containing kozo and gampi was applied using wheat starch paste as the final backing.
24. Drying face-up on karibari board
* The painting was thoroughly dampened and dried face-up on karibari board.
25. Reapplication of the fragments of the painting.
* The fragments of the painting that were found attached to the reverse side of the painting were studied and
returned to their original locations.
26, Toning
* While the scroll was drying face-up, final adjustments were made with regard to the toning of the areas to be
mended and to which supplementary paper was to be added.
27. Drying face-down on karibari board
* The scroll was removed from karibari board, rubbed with glass beads on the verso to impart flexibility, and
was dried face-down on a karibari board.
28. Joining of the painting
* The sheets of painting and interval paper which were being dried on karibari board were joined in the correct
order using a wheat starch paste. The joints were pressed with rocks and thoroughly dried.
29, Finishing
* The unnecessary parts of the supplementary paper attached to the painting were cut while leaving an area of 3
mm width at the widest and 1.5 mm width at the narrowest.
* Rosewood roller knobs were attached to the white cedar roller with animal skin glue. The roller was then
attached to the roller paper.
* The cover was attached to the back side of the end paper.
* The piece was completed by attaching a lavender under cord to the cover.
30. Storage box
* New paulownia yare box and a large roller clamp were prepared. A cover was made for the lid. A paper box
cover with a clasp was prepared as overall protection. The complete scroll was wrapped in a habutae-silk
wrapping and placed inside the box.
3 1. Photo-documentation and final check
+ Official photographs (4 % 5), photographs of the damaged areas, and sectional photographs were taken.

* Final checking was done through comparison with photographs taken before treatment.
VI. Notes

1. Past restorations
+ Before this treatment, a roller had been attached to the end of the seventh sheet. Upon detaching the painting
from the roller, three hard vertical creases were found in three places (Fig. 11): one at the location in which the
roller had been attached, another 2.7 centimeters further to the back from there, and another 2.6 centimeters
away from the second crease. These are presumed to be locations in which rollers had been attached in past
restorations. This indicates that restorations have been done at least twice in the past.
2. Fragments of the painting
+ Fragments of the painting were found attached to the reverse side of the first through fourth sheets of the

painting. The following is the positional relationship of the painting and fragments of the painting,.




Back of first sheet — fourth sheet (the current third sheet)
Back of the second sheet —+third sheet (the current fourth sheet)
Back of third sheet —* first sheet
Back of fourth sheet —* second sheet
* A diagram mapping out the locations to which the fragments belong were created. These fragments were

returned, which confirmed their original locations.

3. Painting

a. Fiber analysis of the paper

* Seen by the naked eye, there seemed to be a difference in the fillers used in the painting on the first through
fourth sheets compared to that of the fifth through the seventh sheets. Additionally, the lengths and widths of
the paintings differed. These findings indicated that the paintings other than those found in the original may
have been added and spliced together.

* Fiber was extracted from each of the paintings and sent to the Kochi Prefectural Paper Technology Center
for a test (JIS P 8120) to determine the fiber composition of the material. A request was also made to have
the same test conducted on the lining paper attached to the back of the paintings from which the

aforementioned fibers were being extracted, in order to see the difference in distribution of fiber.

Painting A (made up of the first - fourth sheets): taken from the fourth sheet
Painting B (made up of the fifth - seventh sheets): taken from the seventh sheet
Lining paper A: lining paper of the fourth sheet

Lining paper B: lining paper of the seventh sheet

* The test results found that there was a difference between the painting of the first through fourth sheets and

the painting of the fifth through seventh sheets.

Painting A: gampi fiber
Painting B: gampi fiber
Lining paper A: kazo fiber
Lining paper B: kazo fiber

* The following are excerpts of the comments received from the Kochi Prefectural Paper Technology Center:

A very small amount of transparent crystalline substance was found in Painting A. This indicates the
possibility that it contains a filler derived from clay or some other form of mineral. The same is true for
Painting B. However, it seems to contain a larger amount than Painting A.

Although we have reported Painting A as being gampi fiber, a small amount of fiber believed to be of
mistumata (Oriental paperbush) was also found mixed into it. The amount of mistumata fiber is too small
to provide a ratio. It is also difficult to offer a definitive answer as to whether it is in fact mitsumaia fiber.
While it does not appear to have been mixed intentionally, it is possible that it was. The fiber could
instead be the fiber of a spring daphne, another plant of the same Thymelacaceae family, but it is difficult
to know for sure.

While one or two strands of a similar type of fiber were also found in Painting B, we could not
determine with certainty whether or not this was of mitsumata. Therefore, we concluded that the fiber was
of gampi.

Rice powder was found in both Lining Paper A and Lining Paper B.

The test found differences, though slight, in the composition of Painting A and Painting B. The results
indicate that while at least the same materials are used for both, they were made at different times and by
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different people. As for the lining papers, no difference could be observed from looking at their fibers.
4. Painting support split in layers

+ Areas in which the painting support had been split in layers and peeled off were found throughout the painting.
Such splitting and peeling was presumably done in order to adjust the thickness during a past treatment when
attaching the back lining. A diagram mapping out the areas of damage caused by such peeling off of layers was
created. Using this map as reference, thickness was added in order to balance out the overall thickness of the
painting support.

5. Processes used

+ During the disassembling of the scroll, adding water directly to the necessary parts could have possibly left
stains. To avoid this, to keep the stretching to a minimum, and to reduce stress placed on the pigments,
whenever moisture needed to be added to the painting, the dampening was done indirectly, with the exeeption
of the cleaning.

* Dampening process

(1) A water brush was dipped in water and brushed over the entire sheet of rayon paper to evenly distribute
the water, the amount of which being minimal - it should not be able to be picked up with one’s fingers
off the surface of the paper.

(2) Lay down two of the sheets of rayon paper prepared under (1). On top of them, lay down two sheets of
Sunmoa paper. On top of them, lay down the painting.

(3) On top of the painting, lay down another two sheets of Sunmoa paper.

(4) On top of the Sunmoa paper, lay down two more sheets of rayon paper prepared in (1).

(5) Place a plastic sheet on top and leave for 10-20 minutes while checking from time to time. Allow the
moisture to get distributed throughout the painting. Remove the plastic sheet once the painting is
dampened to the degree necessary to carry out the work.

* Process of detaching the joints

(1) Dampen a sheet of rayon paper with a water brush,

(2) On a resin board, place the painting in between two layers of Sunmoa paper and place the rayon sheet
prepared under (1) on top.

(3) Place a plastic sheet on top and leave for 15 minutes while checking from time to time. Remove the
plastic sheet once the painting is dampened to the degree necessary to carry out the treatment work,

* Drying method (press-dry): Because the support of the painting is made of gampi fiber which changes
dramatically in size when dampened, it was dried by pressing it in between two boards.

(1) Place two sheets of acid-free blotting paper on a board. Position the painting placed in between synthetic
paper on top.

(2) Place a blotting paper on top.

(3) Place another board on top.

(4) Add pressure to the boards with clamps.

6. Soiling (Fig. 14, 15)

* Brown soiling is found at the bottom left side of the third sheet. While it is presumed to have been caused by
discolored glue, the substance could not be determined under a microscope. However, because the soiling is
found underneath the sumi ink, it probably already existed at the time the painting was created. Additionally
the soiling was highly resistant to moisture and no change was observed even after a cleaning.

Translated by Amy McCaleb (Urban Connections), edited by OKA Yasuhiro and Regina Belard
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Poetry Contest of Insects

Description of Artwork

Takahiro Tsuchiya
National Research Institute for Cultural Properties, Tokyo

This is a hand scroll (colors on paper) believed to have been created in the early Edo period. The story starts with a
preface which explains that on a long autumn night, a man writes while listening to the sounds of insects gathered in
his yard, about an imaginary poetry contest held by these insects. A contest by 15 pairs of 30 different types of
insects is held while the toad acts as the judge. At the fifteenth contestant’s turn, the toad, who is the judge and at the
same time the poet, becomes so scared of his rival, the snake, that he runs away. As a result, the contest comes to an
end. At the beginning of the painting is the man gazing out at his yard while developing a story about the contest.
Further into the scene are the insects composing waka (classical Japanese poetry) depicted in almost grotesque detail.
The waka composed by the insects are not written in cach korobagaki (narrative text) part, but rather are shown as
gachii-shi (inscription found among the images of the scroll).

“Poetry competition paintings” in which contestants are shown competing in pairs, cach composing a waka verse,
were created in great numbers during the medieval times. In the Muromachi period, more unusual competition
paintings in which non-human contestants such as birds, fish, animals, and furnishing goods started being portrayed.
This Poetry Contest of Insects was also a part of this trend. It is a valuable piece that shows the acceptance of the
times toward such paintings and literature. The waka composed by the insects exhibit many examples of advanced
level waka techniques such as kakekotoba (poems built on common homonyms), engo (kindred words) and honka
dori (allusion to old, commonly recognized waka). Feedback given to the contestants by the judge alludes to the
Kokin Wakashit Kanajo. These factors indicate that a person highly knowledgeable in waka was probably involved
in the making of this scroll, and according to an carlier study, the text of the Poetry Contest of Insects was found to
have been created by Kinoshita Chashoshi (1569-1649) around 1600,

The Poetry Contest of Insects collected by the National Museum of Oriental Art, Rome (hereinafter referred to as
“the Rome scroll™) can be positioned as an early example of a picturized version of the Poetry Contest of Insects. Of
the many still existing works. the one created by Sumiyoshi Jokei in 1640 and another in a private collection were
found to be of the same lineage, as they contain the same kinds of insects, motifs in the details, and composition as
those of the Rome scroll. The Rome scroll is small —only 17 ¢m in height —and is noted for having a format
influenced by a ko-¢ (small hand scroll), which became popular in the Muromachi period and are half the size
(around 15 e¢m) of a regular scroll. While the Rome scroll is believed to have been created in the early Edo period,
the composition, motif of the detailed parts and the painting style are thought to be influenced by an older style
found before the Edo period. As such, the scroll that the Rome scroll used as reference may have been created as far
back as the Muromachi period.

In this treatment, upon comparing the Rome scroll with the aforementioned scrolls by Jokei and in private
collection, some sheets were discovered to be out of order and two of the sheets were found missing. Further,
inscriptions of “three,” “six,” “seven,” “eight™ and “nine” in Chinese characters were found at the bottom of some of
the sheets, These were presumably the order the pages were in the original order. Taking these factors into
consideration, the objective of this dismantling and reconstruction treatment was to restore the original form of the

scroll, making it suitable for viewing. Therefore, the decision was made to put the misordered sheets back in order
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(corresponding to the third and fourth sheets) and insert antiqued supplemental paper to the missing sections (the
opening sheet and in between the third and fourth sheets).

Moreover, the first half (first through fourth sheet) and the second half (fifth through seventh sheet) of the Rome
scroll contain slightly different paper sizes and quality, painting and writing styles, and appearances in the lining. In
addition, the four sheets of the first half, a fragment from the surface of the paining was found attached to the
backside of another sheet. It is likely that at some point in history, the first four sheets had been unbound from the
scroll and stacked for storage (first sheet on top, then fourth, second, and third). Presumably, the second half was
later added and all the sheets were reassembled into a scroll format. However, the differences in the painting and
writing styles between the first and second halves are not great enough to suggest a large gap in their dates of
creation, A sequel to the first half or a faithful reproduction thereof was likely to have been used as reference in
creating the second half,

Translated by Amy McCaleb (Urban Connections)
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