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First and second panels before treatment
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Ater treatment; Border fabric was moved slightly to reveal the hidden portion of the painting
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Fig. 1-1 Fifth and sixth panels before treatment
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Fig. 1-3 Third and fourth pancls before treatment
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Acrobatic Performance and Audience

Treatment Report

I . Description and title of object

Title: Acrobatic Performance and Audience
Acc. No.: 1978.2532
Artist: Unknown

Format and Media: A six paneled screen. colors and gold on paper

Conservation Treatment Report

Collection: The Ashmolean Musceum, University of Oxford, UK

. Treatment period, conservator, etc.

Treatment period: June 5, 2009 — March 25, 2010

Treatment undertaken by: Handa Kyusei-do, Co., Ltd

Location of Treatment: Conservation Room, Tokyo National Museum

13-9 Ueno Park, Taito-ku, Tokyo
II. Structure of Object

I. Dimensions (unit: ¢cm)

Masaki Handa

Handa Kyusei-do, Co., Ltd

Before Treatment After Treatment
Height Width Height Width
}’,‘t'\”“;:‘ﬁm 142.7 54.2 142.9 S8
Second panel 142.4 59.5 142.9 59.8
Third panel 420 | 598 142.9 59.8
FFourth panel o i _I4_2,K : ?‘)._8 e 142.9 S 59.8
Fifth panel 142.2 59.8 142.9 59.8
Sixth panel . 142.9 53.8 142.9 55.8
Entire Object 157.9 362.7 159.2 366.9
2. Format, Mounting Materials

Beflore Treatment After Treatment

Format A six-paneled sereen A six-paneled screen




Border

pattern on indigo blue background

Gold brocade with an arabesque flower

Gold brocade with an arabesque flower
with bird and butterfly pattern on dark
blue background

Inner border

pattern on light brown background

Gold brocade with an arabesque flower

Gold brocade with scattered arabesque
flower pattern with lucky treasures on
pale brown background

Front side of the
hinges

Gold leal paper

Antiqued Gold leal paper

Wooden core struc-
ture

Cedar

Cedar (made by Yamagishi Art Wood-
working Plant, Tokyo)

Frame

Black lacquered square-edged frames

Black lacquered round-edged frames
Japanner: Ryoji Arioka (Kanagawa Pre-
fecture)

Wooden basis: made by Yamagishi Art
Woodworking Plant (Tokyo)

Metal ornaments

studs

Ornamental metal

Plain fat brass pieces

Plain round brass studs

Plain flat brown openwork brass picces
(made by Kimishiro Izumi, Tokyo)

Flower-shaped clipped dark brown
brass studs (made by Kimishiro lzumi)

Decorative backing
paper

First lining

ment back ground

Kozo paper

Karakami paper with sparrow-roundel
pattern printed with mica on a gray pig-

Karakami paper with sparrow-roundel
pattern printed with carbon on a light
blown back ground

Paper: made by Taiki Yoshida (Toyama
Prefecture)

Printing: Handa Kyusei-do, Co., Ltd.
Thin Mino paper: made by Satoshi
Hasegawa (Gifu Prefecture)

Subsidiary lining

Kozo paper

Kozo paper: made by Yoshiaki Mizota
(Fukuoka Prefecture)

Underlining paper:
Honeshibari

Kozo paper

Hosokawa paper: made by Yoshimichi
Fukushima, (Saitama Prefecture)

Minokake

Kozo paper

Hosokawa paper: made by Yoshimichi
Fukushima

Mino-osae

Kozo paper

Hosokawa paper: made by Yoshimichi
Fukushima

Uwabukurokake

Kozo paper

Kozo paper: made by Yoshiaki Mizota
(Fukuoka Prefecture)

Shitabukurokake

Kozo paper

Kozo paper: made by Yoshiaki Mizota

Hinges

Kozo paper

Hosokawa paper: made by Yoshimichi
Fukushima

Infill paper Mend-
ing paper

per

Bamboo paper. Kozo paper. Gampi pa-

Gampi paper: made by Hitomi Kato
(Ishikawa Prefecture)

thickness

The adjustment of

Thin Mino paper: made by Satoshi
Hasegawa

IV. Condition before Treatment

* Stains that appear to be water streaks and have been cause by aging were found around the painting.
The outer side of the hinges were covered with grime caused by over-handling.

* Some of the paint pigments have peeled and flaked off.

* Many parts were affected by insect damage or missing, and were treated with multiple infill paper of
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various kinds.

e Infill papers were painted over to match the images within the painting.

e The colors of the inpainting were dark and were extending onto the painting in some parts.

e There were parts which appeared to be water streaks and damages assumed to have been caused by at-
tempting to wipe the water off of the front surface. Overpainting had been applied widely across the
damaged areas and those surrounding them.

e Many cracks and tears were found.

e Damages due to abrasion were found on the surface of the painting.

« Milky material and shimmery particles were found on the front surface.

 Delaminating was occurring at the joints and infill paper on the painting.

* The painting was pasted on unevenly. causing the lines on each panel to be out of alignment with each
other.

* Border fabric covered the edges of the painting.

¢ The border fabric was pasted on unevenly and therefore the sizes of the screens varied.

® The painting was shorter in width than that of the wooden core and therefore was not reaching the hing-
es in some parts.

= Pigments of the backing paper printed with mica had run in some parts.

* Spaces had formed where the frames were attached.

e The lacquer of the frames had become discolored.

* While the frames are flat, three round metal ornaments were found in three places.

* Parts of the outer wooden frame were damaged, and appear to have been mended.
V. Treatment Plan

The following treatment plan was established based on discussions with the museum personnel in charge,

together with the project manager from the National Research Institute for Cultural Properties, Tokyo.

1) As the removal of mending paper to which lines had been applied would cause a drastic change in the
overall image of the piece, the mending paper will be kept as they are.

2) Removal of the overpainting would likely bring out the damages and grime of the painting and create
an unpleasant appearance, and therefore, the overpainting will be left as is.

3) To aggressively clean the solid areas of the painting would most likely make the difference between
the areas that can be cleaned and areas to which the grime has stained permanently more noticeable
compared to before treatment, and therefore, these arcas will not be cleaned too aggressively.

4) Results of a patch test showed that the milky material attached to the screen did not dissolve in water.
As it would be difficult to safely remove only the milky material, and as the material is not causing
any unpleasant look, it will not be removed and left as is.

5) As the pigments on the inner side of the hinges which have flaked off and become attached to other

areas are difficult to remove salely, they will be lelt as 1s.
VI. Treatment Process

I. Pre-treatment documentation and examination



* Sizes and damaged areas were documented and detailed photographs were taken.

* A patch-testing was performed to discover how firmly the pigments are attached and how the grime
has moved in order to determine the order of steps and methods of treatment to take.

2. Disassembly (1)
* The panels were separated by cutting the hinges.
3. Consolidation of the paint layer (1)

= Areas in which pigments were peeling or lifting were bonded by injecting a 3% animal skin glue so-

[ution and lightly pressing down.
4. Cleaning

= Girime on the painted areas were removed by applying room-temperature filtered water to it and ab-
sorbing it with blotting paper.

5. Consolidation of the paint layer (2)

* The paint layer was consolidated by applying a 1-2.5% animal skin glue solution from the surface.
The type and concentration ol the glue as well as the treatment method were selected based on care-
ful consideration, and were repeated in parts until full adhesion was confirmed. Afterward. time was
set aside to make sure the glue has fully dried.

0. Protection of pigments

* Synthetic paper was applied to cracked and flaked areas using seaweed paste to ensure that the re-

moval of the painting and lining papers can be performed safely.
7. Disassembly (2)

= Alter the brass picces, the outer wooden frame, hinges, and the mounting fabric were removed, the

painting was removed from the wooden lattice core.
8. Removal of old first lining

s To remove the old first lining, the painting was moistened with room-temperature filtered water,
which was applied [rom the reverse side.

9. Adjustment and removal of old mending paper

» Regarding the pieces of old mending paper on which additional lines had been applied, adjustments
were made to lessen, as much as possible, the thickness created because their sizes were larger than
sizes of the missing areas.

* All mending papers on which additional lines were not applied were removed.

10. Inserting glue to joints

« Joints that had lifted were glued back together by applied wheat starch paste. For this, sho-funori

paste, which is a type of wheat starch paste, was used.
1. New infill paper

o Gampi paper, whose quality and look are similar to that of the painting was selected to use for the
new infill paper.

= Infill paper was cut slightly larger than the sizes of the missing parts of the painting. Their edges
were shaved to keep the thickness caused by the overlap to as minimal level as possible.

12. Reinforcement of cracked areas

* The cracked areas were reinforced by applying thin Mino paper that were cut in strips using wheat

starch paste.

13. Application of the new first lining
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| * A new first lining made of thin Mino paper was applied using wheat starch paste. Since the canvas of
the painting is thin, the thin Mino paper was dyed in yasha so as not to affect the appearance of the
painting.
4. Adjustment of thickness
* As the painting was split into layers during a past treatment, some parts of the painting were extreme-
Iy thin. The thickness of these areas was adjusted by applying thin Mino paper onto the reverse side
using wheat starch paste.
15, Application of subsidiary lining
e A subsidiary lining made ol Kozo paper was applied using wheat starch paste.
16. Toning
e Areas to which infill paper was applied were toned to match the base color of the painting.
I7. Preparation of the core structure
* New wooden core structure and frame were prepared using cedar.
 Honeshibari, minokake, and minoosae made with Hosokawa paper were applied to the new wooden
core. Paper hinges were applied to complete the piece into a six-paneled screen. Hukurokake made
with Kozo paper was applied to it twice, thus a sturdycore was structured.
18. Preparation of the mounting fabric
» Fabric appropriate to be used as the mounting fabric is newly prepared. A first lining was attached to
it using wheat starch paste.
19, Preparation of decorative backing paper
» Decorative backing paper (Karakami) was prepared by applying two layers of lining made of Kozo
paper to a piece of dyed Kozo paper, and by printing patterns on it using persimmon coated paper
stencil.

20. Finishing

The painting, inner border, border, hinges and Karakami paper were pasted onto the wooden core

structure.

The frames, decorative brass pieces and studs were attached to complete the piece.

21. Post-treatment documentation

Photographs were taken for post-treatment documentation,
22, Compiling a report

e The documentation and photographs were organized and a report was compile.
VI. Notes

e The infill paper applied on the reverse side of the cracked areas stuck out and created an unpleasant
appearance. When applying new infill paper pieces, their edges were shaved in order to prevent the ap-

pearance of the difference in thickness from showing through onto the surface of the screen.

The positions in which the mounting fabric were pasted onto the panels before treatment were uneven.

Some of the discrepancies were as great as 9 mm.

The paintings were attached unevenly, and therefore, the lines that run across panels 3. 4, and 5 were
out of alignment. During this treatment, the positions for attaching the painting were adjusted so that

these lines came in alignment with each other.
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e The inner border on panels | and 6 greatly covered over the images of the painting. These hidden arcas
were uncovered by expanding the length of the wooden core structure by 2.2 cm and moving over the
position of the border fabric.

e The name tags attached to the old outer frame was not removed but left as is.

* To help in the selection of mending paper, an extremely small amount of fiber was removed from the
reverse side of the painting and sent to the Kochi Prefectural Paper Technology Center to have the qual-

ity of the paper checked. Results showed that the paper of the painting was made of gampi.
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Acrobatic Performance and Audience
The Ashmolean Musewm, University of Oxford, UK

Description of Artwork

Tomoko Emura
National Research Institute for Cultural Properties, Tokyo

This is a six-paneled screen that shows acrobats performing to a lighthearted accompaniment of musical
instruments, observed by an audience of women and children on the porch in the interior of a mansion. Top
portion of a wall can be seen on the right half of the screen, showing that the performers are putting on the
show on the inside of the wall, in the vard of the mansion. On the first and second panels from the right are
players of cheerful musical instruments of a fute, hand drum and drum. At the center of the second panel
is a woman who sings and dances while playing a kokiriko, a clave-like folk instrument with two bamboo
pieces beaten together. She wears a white garment that covers her head and a red apron. This apron appears
to be made of gold brocade with peony arabesque pattern on a red background. As the same pattern can
be observed on the udenuki (tube-shaped piceces of fabric worn on forearms) worn by the acrobat stand-
ing on his hands on the left side of the woman, they are probably wearing matching costumes. On the third
panel are two acrobats wearing red-haired wigs. One is standing on his hands atop a stack of small wooden

stands piled high like a mountain, and the other is on a high pole and has let go of both hands. On the fourth

through sixth panels are images of the mansion with its lattice shutters pulled up, and thirteen females of

various ages, [rom children to elderly, peck through. Figures on the porch are intently watching the perfor-
mance taking place before them. Behind the bamboo blinds are three women looking toward the yard. Most
of the figures have their eves wide and mouths open, and a little girl at the edge of the porch appears aston-
ished by the performance and is holding onto an old lady in a nun’s hood. The overall image shows a lively

scene with frequent bursts of cheers.

Another example of an carly-modern genre painting in which acrobatics perform in pairs, much like in
this painting, is a picce which shows a performance of kumomai (a type of show in which the performer
moves across a thin rope like a spider). There is an earlier painting of the same subject matter called Genre
Painting, Set of Sliding Doors, East Side of Tsuginon-ma Taimen-jo, Inner Citadel of Nagova Castle whose
creation began in Keicho 17 (1612). it depicts a performance house, inside of which is an acrobat wearing
a red-haired wig standing on his hands atop a rope tied at a high place. Other paintings such as Rakuchu
Rakugai zu byobu, Grand view of Kyoto (Hayashibara Museum of Art) and Pleasure Scene at Shijo Riv-

erbed (Museum of Fine Arts, Boston) include images of kumomai performers making a sharp downward

plunge along a rope from a high pole on a hut in Shijogawara. These examples, however, show scenes of

such popular acts in a performance house only as a small portion of the overall paintings. Therefore, this art-
work is considered rare as the scene of street performers being viewed by an audience is depicted as its main

subject matter.

In searching through documentary records, on the other hand, an article in Ovudono no Ue no Nikki dated
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February Ist of Tensho 16 (1588) states that a kemomai was performed within the imperial court. In the
dairies of nobles and high priests in Kyoto during the Keicho, Genna and Kan’ei eras (1596-1644) arce sev-
eral entries stating that they had acrobats perform howka-gei (juggling performance) and kumomai in their
places of residence. In this artwork, a tall pole cuts through the top center portion of the screen. It is not
clear whether there is no rope prepared at all, or a rope is available but is out of view. The following docu-
ments should be helpful in learning what type of entertainment is being shown here. In Sukekatsu Kyvouki is
an article that states that on June Ist in Kan’ei 4 (1627), a kumomai was performed within the imperial court,
and various acts were displayed atop a tall pole, showing that to slide down a rope is not the only trick done
in a performance using a pole. Because the act is taking place at a high place, it is probably not incorrect
to assume that the image in this artwork is a type of kumomai performance. Further, in another document,
Ozuki Takasuke Sukune no Ki, the performance that took place on the same date is confused with shishimai
(a lion dance performance). One theory in the study of performing art history states that kumomai evolved
from shishimai. and further, kvogen (traditional comic drama) which was performed i between kumomai
acts, later evolved into kabuki. Even in this artwork, the male figure on the right side of the first panel wear-
ing an eboshi (formal headwear for court nobles) and a long hakama skirt looks like a kvogen actor. With
the approach of the carly-modern era and through the various changes and evolution of types and formats of
performances, the image in this piece can be seen as a performance format going through a period of transi-

tion.

The human figures are rendered in soft and supple outlines, while the colors and patterns on the costumes
are not overly decorative. The impressed metal foils and tie-dye patterns are shown in a simple style. The
landscapes painted in sumi ink on the firsuma (sliding doors) that are peeking through as an image within
an image also gently harmonize with the overall piece. Even among the genre paintings which were cre-
ated in great volumes in a wide range of styles since the Kanei era. this artwork maintains a serene and old-

fashioned style, and is considered to have been created during the first hall of the 17th century.

The lines of the wall, latticed shutters, and porch are out of alignment across the panels in some parts,
and the spacing of the rafters that support the rool is uneven. The horizontal width of the piece is believed
to have been pushed together slightly at some point in the past. Additionally, the border fabric was covering
over portions on the sides of the painting. During this treatment, the overall picce was expanded by 4.2 ¢cm

in width to allow the hidden portions to be revealed.
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