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Fig. 1 Before treatment (Overall)
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Fig.2  After treatment (Overall)
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Fig. 3 Before treatment (Detail)
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Fig. 4 After treatment (Detail of the same arca in Fig, 3)
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29 AR AT AT L 2 AT A ok L
Fig. 9 Removal of the adhesive attached to the silk support of the painting
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Fig. 10 Mending silk
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II.

Standing Harlot

. Title:
. Artist:
. Collection:

. Format and media:

Conservation Treatment Report

Treatment Report

The Association of Conservation for National Treasures, Kyushu Branch
Takayuki Kimishima *+ Takahiro Nakamura

Description and title of object

Standing Harlot
MIYAGAWA Choshun

Museo d’Arte Orientale, “Edoardo Chiossone, Italy”

hanging scroll, colors on silk

Treatment period, conservator, etc

. Treatment period: June 4, 2008 - March 24, 2009

. Treatment undertaken by:

The Association of Conservation for National Treasures, Kyushu Branch

Branch Director: Haruki Fujioka

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

. Project managers: Takayuki Kimishima + Takahiro Nakamura

Structure of the cultural property

. Original material of painting: silk

. Dimensions (cm).
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Painting

Mounting

Before treatment

Height

86.7

148.4

(Fig. 1) After treatment
Width I l@rﬂ -
4():2 | 87
52,7 159.4

(Fig. 2)
Width
40.5

56.7
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3. Format, mounting materials

Before treatment After treatment
Format Panel Hanging scroll, three-tier mounting
Inner border Gold brocade with scattered arabesque
Decorative strips o pattern on light brown background
Outer border — Stripe pattern fabric

Upper and lower

portions of the Plain texture on light brown background

mounting
Roller kniobs - ('ut-:m;ﬁ shaped knobs coated with red-
lacquer
T*’irst lining Lincnﬁi B ) Mino paper (Made by Hzlscguw;. Mino)
Subsidiary lining R - M;papcr (Made hyiliJckubu, Yoshino)
Final Backing Hemp cloth R 7Uzlcr paper (Made by Pjukunisi, ;((>sl1i|1c))
Mending silk = - e lrmdijntcd silk )
Reinforcement RS N
gt = Mino paper (Made by Hasegawa, Mino)

Storage b Paulownia yaro box with a large paulownia
orage box

roller clamp (Made by Kuroda, Kyoto)

V. Condition before treatment

1. The silk support of the painting was pasted onto a canvas made of linen and hemp with an adhesive containing a
mixture of animal skin glue and wheat starch paste. The weaves of the two materials were visually interfering
with each other, creating a moiré effect (Fig. 3).

2. The adhesiveness of the paint layer had weakened and the pigments were in danger of flaking off.

3. Some areas of the canvas had been damaged by insects and were covered with oversized pieces of mending silk.

4. Insect feces and stains were found.
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V. Treatment plan

The main issues regarding the art piece which need to be remedied during this treatment process are the texture of
the painting2s silk support which is spoiled due to its being attached to a canvas material, and the hardened adhesive
agent used for attaching the lining papers which need to be removed. As such, the basic treatment plan focuses on
stabilizing the condition of the painting by removing the adhesive agent attached to the silk canvas of the painting,

conducting repair work (replacing the first lining, etc.) and reassembling the artwork in a hanging scroll format.

1. Painting
a. Improve the adhesiveness of cach paint layer by consolidating the layers using an animal skin glue solution,
b. Clean the painting using purified water to remove the grime attached to the surface.
¢. Remove the adhesive.
d. Mend the missing parts of the silk canvas using irradiated silk.
¢. Dye a thin sheet of mino paper to a tone that matches that of the silk support of the painting and attach it as the
new first lining.

f . Tone the mended areas so that they match the base color of the painting.

2. Mounting fabric
a. Prepare new mounting fabric.
b. Change the mounting format from a panel to a hanging scroll (three-tier mounting).

c. Prepare new roller knobs, top stave, bottom roller and cords.

3. Storage Box
a. Prepare new paulownia yaro box with a large paulownia roller clamp, folding paper chitsu case, and habuta-¢

silk wrapping. (Fig. 12)
VI. Treatment process

1. Pre-treatment examination
Photographs were taken and pre-treatment documentation of damaged arcas was compiled.
2. Disassembly
The panel was disassembled.
3. Cleaning
Grime was removed by spraying filtered water onto the front surface of the painting, allowing the water to seep
through and be absorbed by a blotter paper (suitori gami) placed underncath the painting.
4, Consolidation of the paint layer
The paint layers were consolidated by applying a 2 or 3% solution of animal skin glue with a brush and letting it
saturate cach paint layer.
5. Temporary facing
As a temporary facing, a protective paper containing two layers of rayon and one layer of Sunmore was attached

to the front surface using a component of secaweed paste extracted using room temperature water.
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4. Removal of the hemp cloth backing

The backing made of hemp cloth was removed from the reverse side of the silk support of the painting by first

applying a small amount of moisture.

7. Removal of adhesive attached to the silk support of the painting. (Fig. 5-9)
A 0.03% crystallized alpha-amylase solution was applied with a brush and the adhesive was removed using a

brush, after which the silk support was thoroughly rinsed with water.

8. First lining

Thin, yasha-dyed mino paper was attached as the first lining using a wheat starch paste.

9. Mending silk(Fig. 10)

[rradiated silk was applied to the missing areas of the silk support of the painting.

10. Subsidiary lining
Misu paper was attached as a subsidiary lining using a wheat starch paste that had been kept in a dark, cool place

for ten years (hereinafter referred to as “aged wheat starch paste”).

I1.. Reinforcement strips
Narrow strips of thin mino paper were applied with wheat starch paste to the horizontal creases and areas in

danger of developing new creases.

12. Preparing the mounting fabric (Fig. 11)
Mounting fabric was selected by first conducting “virtual” matching on the computer to see which would best
match the painting.
Each of the selected mounting fabrics was lined with thin mino paper using wheat starch paste, after which a

subsidiary lining made of misu paper was applied using an aged wheat starch paste.

13. Assembly

The painting and mounting fabric were assembled into a hanging scroll format.

14. Application of the final backing

Uda paper was attached as the final backing using an aged wheat starch paste.

15. Drying on karibari

The painting was stretched face-up (omotebari) and fully dried.

16. Toning

The areas in which mending silk was newly applied were toned to match the base color.

17. Drying on karibari

The painting was dried face-down on karibari (urabari) for over a month.
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18. Finishing
The original roller knobs were reused and a new top stave, bottom roller, and cords were prepared. All the picces
were assembled into a hanging scroll format.
The scroll was wrapped in a habuta-e¢ silk wrapping and placed in a new paulownia yaro box with a large
paulownia roller clamp.

A new folding paper chitsu case was prepared.

19, Documentation

Photographs were taken and a post-treatment report was compiled.

VI. Notes

In order to remove the adhesive used to attach the painting to the canvas, we first conducted an analysis of the
agent’s components in cooperation with the Science Departmen t of the Kyushu National Museum. Using the
findings, we conducted a trial removal with the help of the Tokyo Center for Conservation Science and Restoration
Techniques of the National Research Institute for Cultural Properties, Tokyo. Based on the results and taking such
factors as the condition of the silk support into consideration, the decision was made to use a 0.03% crystallized
alpha-amylase solution to remove the adhesive agent.

Translated by Amy McCaleb (Urban Connections), edited by OKA Yasuhiro and Regina Belard
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Fig. 1

FfE [FIETFZEAM] B
HISIKAWA Moronobu. Standing Beauty
under Colored Leaves. Private collection

I 2

Fig.2

HINEHE TRAZER] KM 2FER
R

MIYAGAWA Choshun. Standing Beauty.
Ota Memorial Museum of Art

3

Fig. 3

HIEE [EA - HER] 05 b4HE
MOA 47
MIYAGAWA Choshun. Beauty and a
Young Man (right side of a pair). MOA
Museum of Art.

LTS

GOT



110

Standing Harlot by MIYAGAWA Choshun

Description of Artwork

National Research Institute for Cultural Properties, Tokyo
Jun Shioya

A woman is standing with her body arching back, wearing an obi that is tied at the front, under which her left hand
is holding the hem and the right hand is placed inside her sleeve. In contrast to her slightly showing body parts such
as her face, hand and foot that are drawn in delicate lines, her clothing is depicted with lively outlines. Her kimono is
yellow with kantou stripes on which blossoms of bush clover are scattered in a rich, colorful fashion. At the bottom
left side of the screen are an inscription “Nihon-e Miyagawa Choshun Zu™ and a hakubun-style seal (seal in which
the characters are engraved in the negative so that the letters appear white) that reads “Choshun no In” (seal by
Choshun).

MIYAGAWA Choshun (1682-1752) was a wukivo-e artist who specialized in nikuhitsu-ga (ukivo-¢ painting, as
opposed to woodblock prints) and was very popular in the first half of the 18th century during the early part of the
ukiyo-¢ boom, before the woodblock printing technique called nishiki-¢ was introduced. Choshun is known for his
hanging scrolls of bijin-ga (“pictures of beautiful women™) and for genre paintings depicting scenes from everyday
life in Edo, mostly made into a picture scroll format. His style of painting is passed down from HISHIKAWA
Moronobu (?-1694) though the two artists never had a direct master-pupil relationship. Choshun was also influenced
by a senior wkivo-e artist, KAIGETSUDO Ando, another ukiyo-e artist who only created paintings. However,
because Choshun mostly painted on a silk canvas using high-quality pigments and used delicate brush strokes that
added a sense of dignity to his paintings, his work is believed to have been accepted by those of a different social
class than those who preferred paintings by Kaigetsudo.

The same images of women who hold their hems with one hand can also be found in paintings by HISHIKAWA
Moronobu, as pointed out by INAGAKI Tomoko (Fig. 1). A similar posture is also often found among many of
Choushun’s other paintings (Fig. 2, 3) . In fact, with the exception of the colors and patterns of the kimono, the
figures in some of his paintings match up perfectly with each other. NAITO Masato believes that this is evidence of
how popular such bijin-ga by Choshun were, as they were most likely mass produced by tracing the same under
drawing,

Choshun and his school flourished during the Kyoho era (1716-36) and thereafter. In 1749, the second year of the
Kanen era, Choshun participated in the restoration of the Tashd-gu shrine in Nikko together with Shunga, the head of
the Inaribashi Kano family. In the following year, Choshun became involved in a murder incident when he was
refused payment for his services, and as a result was forced to dissolve his school. However, Choshun’s apprentice,
Shunsui changed his artist name to Katsukawa and continued to carry on the tradition of nikushitsu-ga and passed it
on to such Katsukawa school artists as Shunsho and Shunro (KATSUSHIKA Hokusai).

Translated by Amy McCaleb (Urban Connections)
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(-1 AB840  Before treatment (Overall)

after treatment (Overall)
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Standing harfot - Musco D’ Arte Oriente, “Edoardo Chiossone”, Italy



(2)-1

2

s Gilor)

it (1)

Before treatment (Detail)

After treatment (Detail of the same arca)
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2 BB AHC After treatment: painiing
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Sign and Seal
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