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3.1. Restoration Report

Yukihiro Takegami
The Association for Conservation of National Treasures

3.1.1. Data

Title Bova Playing the Chinese Zither
Period 17th century, Edo period
Owner Victoria and Albert Museum

(United Kingdom of Great Britain and Northern Ireland)
Inventory number  E1405-1931
Media and Format A two-panel folding screen, color on paper
Paper for honshi Gampi paper (analyzed by the Center for Conservation Science and Restoration Tech-

niques, National Research Institute for Cultural Properties, Tokyo)

3.1.2. Restoration Data
Duration
June 11,2010 — March 25, 2011
Contractor
The Association for Conservation of National Treasures, Kanto Branch
Branch Director, Noriko Yamamoto
Place
Restoration Studio (Paper), National Research Institute for Cultural Properties, Tokyo
Chief conservator

Senior Conservator, Yukihiro Takegami

3.1.3. Condition before Restoration

The folding screen was severely damaged at the hinges and cracking caused by the damage. There were
missing areas, abrasion and cracks on the painting, with evidences of past restorations in many places.
There were also holes and surface loss caused by insects. The paper had lost its thickness in some places,
indicating that aihegi technique had been used during past restorations. While the paint layer was sturdy
in many places, the adhesion had weakened in other places, and peeling and flaking were in progress,
Age-induced deterioration and abrasion of the border fabric had resulted in cracking and fraying. There
was abrasion and denting of the frame as well as damage to the ornamental metal fittings and studs.

See C3.1a, C3.2a, Table 3.1, Table 3.2, Fig. 3.2(1)a, Fig. 3.2(2)a and Fig. 3.2(3)a.

* Details are as follows.
Peeling and flaking of the paint layer

While the paint layer could be determined to be sturdy on the whole, there were places in some parts of



Bova Plaving the Chinese Zither 99

the raised gofun paint layer around the gold clouds where adhesion had weakened, resulting in advanced
peeling and flaking. The silver powder had become darkly discolored.
* Tearing of the hinges

Cracking and lifting had occurred at the hinges, advancing to tearing. Such damages, either given

emergency. stopped treatment or not, had led to new cracks on the painting (C3.2a).
* Tears, cracks and losses

The painting had missing areas, abrasion and cracks. The majority of these had been restored in the
past and could be identified through evidences of restoration. There were holes and surface loss made by
insects (Fig. 3.2(1)a, Fig. 3.2(2)a).

» Accretion and dust
There were accretion and dust on the entire painting that had accumulated through the years.
« Inpainting, discoloration and stains

Gaps in the painting had been mended with infill paper in past restorations, with retouching and in-
painting performed on the infill paper. However, the inpainting had become discolored, creating a jarring
contrast between the infill paper and the surrounding painting. Retouching had resulted in overpainting
in certain areas.

A coating appears to have been applied to the entire painting in a past restoration in an attempt (o con-
solidate the paint layer. The brush strokes of this coating as well as traces of dripping had discolored and
were hindering the aesthetic appreciation of the painting.

« Damage to the border fabric

Age-induced deterioration and abrasion of the border fabric had resulted in cracking and fraying.

Damage was particularly severe in the bending portion of the valley fold.
* Damage to the wooden lattice core, frame and metal fittings

The wooden lattice core was deformed and was one of the causes of damage to the hinges.

The frame had become deformed, with denting and damage to the urushi layer. Ornamental metal fit-
tings and studs were also deformed and damaged.

* Discoloration of the decorative backing paper

The silver powder applied to the decorative backing paper on the reverse side had darkened.

3.1.4. Restoration Plan
In the current restoration, the basic plan was for a full-scale restoration entailing disassembly of the
folding screen, replacement of the lining and other materials. The final product would be a two-panel
screen.
* The folding screen would be disassembled. All lining paper and as much infill paper as possible would
be removed.
» Water would be used to clean the painting and remove accretions.
* An aqueous solution of animal glue would be applied and injected to reinforce paint layer where adhe-
sion had weakened.
* Missing areas of the painting would be infilled with paper of quality similar to that of the original.
Cracks and tears would be reinforced with kozo paper applied from the reverse side.
* Kozo paper would be applied using wheat starch paste to provide the first lining. Another layer of kozo

paper would be applied as the second lining. Then the painting would be allowed to dry sufficiently on a
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karibari board.

* The newly applied infill paper would be colored to match the base color of the painting.

* The wooden lattice core, border fabric, karakami (decorative backing paper) and frame as well as orna-
mental metal fittings and studs would be newly made.

* Lining paper would be applied to the newly prepared wooden lattice core, which would then be joined
with hinges. upon which the painting, karakami, frame and metal fittings would be affixed to finish the

folding screen format.

3.1.5. Restoration Process
(1) Investigation before restoration
Photographs were taken and the conditions before restoration, including damage and dimensions,
were examined and documented.
(2) Disassembly
The panels were separated by cutting the paper hinges. Ornamental metal fittings and studs, frame
and border fabric were removed, and the painting was removed from the wooden lattice core (Fig.
3.01(1).
Margin paper for applying paste was alTixed to the periphery and the painting was dried on a karibari
hoard.
(3) Consolidation of the paint layer
Paint layer with weakened adhesion was re-adhered by applying a 2 % aqueous solution of animal
glue. Areas in which pigment was peeling or lifting were adhered by injecting a 3 % aqueous solution
of animal glue mixed with seaweed paste, then pressing the parts and drying (Fig. 3.1(2)).
(4) Cleaning
The painting was placed on blotting paper and deionized water was sprayed onto the surface. The
deionized water was allowed to penetrate the painting and was absorbed by the blotting paper to
remove accretion (Fig. 3.1(3)).
(5) Removal of the old lining
Minimum amount of moisture necessary was applied from the reverse side to remove all lining and
old infill paper (Fig. 3.1(4)).
(6) Infill
After a fiber furnish analysis, gampi paper of quality similar to that of the original was used to infill
the missing areas of the painting from the reverse side. Cracked areas were reinforced with kozo paper.
(7) Application of the first lining
Using wheat starch paste, kozo paper was applied as the first lining (Fig. 3.1(5)).
(8) Application of the second lining
The second lining was applied as in step (7) above.
(9) Consolidation of the paint layer
Two and 3 % aqueous solutions of animal glue were again applied and injected to areas requiring
consolidation.
(10) Inpainting
Areas to which infill paper was applied were inpainted to match their color with the base color of the
painting (Fig. 3.1(6)).
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(11) Construction of the multi-layered underlining support system
To the new wooden lattice core, a six-layer support system was applied. Hinges were affixed and a
folding screen format was completed (Fig. 3.1(7). Fig. 3.1(8)).
(12) Preparation of the mounting fabric (border fabric and inner border fabric)
New border fabric was given a first lining of kozo paper using wheat starch paste, then dried
sulficiently.
(13) Preparation of the backing
New karakami was given a lining of kozo paper using wheat starch paste to adjust its strength with
that of the painting.
(14) Application of the uppermost layers
The painting was applied to the front side and the karakami to the reverse side of the assembled
folding screen, using wheat starch paste (Fig. 3.1(9)).
(15) Finishing
The border fabric was affixed to the periphery of the painting, and hinge cover was applied over the
backside of the hinges (Fig. 3.1(10)).
The newly prepared frame, ornamental metal fittings and studs were affixed to complete the folding
screen (Fig. 3.1(11), Fig. 3.1(12)).
(16) Documentation
Photographs were taken and a conservation report was compiled.
(17) Storage item
A wrapping cloth was newly prepared.

3.1.6. Condition after Restoration
The folding screen was finished in a two-panel format as before restoration. See C3.1b, C3.2b, Table 3.3,
Table 3.4, Fig. 3.2(1)b, Fig. 3.2(2)b and Fig. 3.2(3)bh.

3.1.7. Notes
* Paper affixed from the front side
At two locations, paper had been pasted on from the front side of the painting to repair cracks.
Paper applied to reinforce cracks arising from damaged hinges was removed (C3.2a, C3.2b).
An attempt to remove paper pasted onto cracks which had formed on the clouds in the painting re-
vealed that the paper had been adhered strongly. As forced removal presented the risk of causing damage
to the gold leaf layer on the surface and the raised gofun paint layer used to express the clouds below,

removal was kept to within possible range.

Selection of border fabric, frame, metal fittings and karakami

To select materials for the border fabric, frame, metal fittings and karakami, several samples of each
were presented on the basis of period appropriateness, texture and appearance. The final decision was
made upon consultation among the owner, National Research Institute for Cultural Properties, Tokyo,

and the restorers.
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3.2. Description of the Artwork

Tomoko Emura
National Research Institute for Cultural Properties, Tokyo

The artwork discussed is a two-panel folding screen that shows a Chinese noble man playing music under
a pine tree in the garden and another noble man facing the musician, listening. By their side are child with a
hairstyle called karakomage in slumber, while the two pages beside them are preparing to serve their mas-
ter and his guest. The motif of “Boya playing the gin (Chinese zither)” is derived from a story in the “Tang
Wen” (Questions of Tang) chapter of the Liezi. In the story, the Chinese gin virtuoso Yu Boya, who lived in
the Spring and Autumn period (8th-5th Century BC), had come to trust his friend Zhong Zigi due to the lat-
ter’s ability to perfectly understand Boya’s music and the thoughts he infused into it. However, Ziqi passes
away and Boya breaks the strings of his gin in grief, lamenting the loss of his true friend who understood his
gin like no other. Boya never played the gin again. This episode is the origin of the word chiin (written with
the kanji character for “know™ paired with the kanji for “sound™ or “music™), which means a friend who
truly understands one.

There are no special belongings or physical characteristics of the two honorable men depicted in this
work that would identify them as being Boya and Zigi. However, the Kososhu (textbook on motifs of Chi-
nese paintings). written by Kano Ikkei in 1623, includes a passage “Boya Playing the Chinese Zither : Boya
plays the gin, Ziqi listens, Ziqi passes away, Boya breaks the strings and plays the ¢in no more.” From this
passage it can be surmised that the Kano school painters understood the motif of a noble man playing the
¢in and another man listening to be representations of Boya and Ziqi. The naming of this work is also in ac-
cordance with that interpretation.

The musical instrument illustrated in the center is not, strictly speaking, a ¢in. The ¢in favored by the
ancient Chinese literary artists had seven strings, but the instrument depicted in this work has thirteen. The
koto, which has thirteen strings, is a traditional Japanese instrument used from ancient times in imperial
court music; however, the koto is performed with the strings propped up by bridges and using the left hand
to hold the strings down while plucking them with the right hand wearing finger picks. Therefore, the instru-
ment in this work cannot be said to be a koto, either. The rendering of the instrument here suggests a relative
indifference to details, with the painter choosing to express an elegant, refined image ol a Chinese-looking
person playing music. This kind of depiction is not limited to this work but is found in abundance in illustra-
tions of kinkishoga. the four artistic pursuits which is repeatedly depicted from Muromachi period.

The painting is composed so that the point of view is set high. The mansion in the middle distance is
rendered in moderate lines, while the mountains and trees in the far distance are drawn softly in pale ink,
creating a sense of depth and spacious airiness. The human figures in the near distance are lean, with sharp,
thrusting strokes of dark ink used in their main points. The faces are finely rendered with thin lines, result-
ing in a dignified, elegant painting which does justice to the ancient story on which it is based. The gold
clouds arranged in the upper and lower borders of the screen are not ornamentally overstated. The overall

impression is one of classical elegance.
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While it is unknown as to whether the work was comprised of two panels from the outset, the five lengths
of horizontally mounted paper are equal across the two panels, and there are no unnatural points which
might suggest any significant alteration of the configuration. Also, the dimensions of this screen is similar
to such two-panel works by Tawaraya Sotatsu as The Wind God and Thunder God (Fujin raijin zu byobu)
(national treasure, Ken’ninji temple) and Bugaku zu byobu (Court dance and music) (important cultural
property, Daigoji temple), and thus the screen can be positioned among works from the first half of the 17th
century when such two-panel screens were created in abundance. When in fact the screen is stood up folded
slightly inward so that the two edges are closer to the viewer, the angle makes the two noble figures appear
closer together, the length of the ¢in to be emphasized, and the branches of the pine trees to spread out into
the distance. It is unknown whether the screen was originally intended to be a single folding screen, but it
-an be assumed that the work was designed and created with the intent of having two panels.

From its configuration and artistic expression, this work is considered to have been created in the first
half of the 17th century, in the early Edo period. Because of the lack of a signature, the creator cannot be
identified; however, the characteristics of how the human figures are drawn are similar to those of works
such as Gunsen zu (Immortals) by Kano Mitsunobu in the Daishoin of Myohoin temple. Therefore, the work

is believed to have been by a painter associated with Kano Mitsunobu.
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Dimensions, before restoration
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Painting
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Format and mounting materials, before restoration
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Table 3.3 [)Il#]‘eniifiﬁfiaﬂer restoration
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Table 3.4

Format and mounting materials, after restoration
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Gold brocade with maul-shape pattern with kirin (fairy horse) and flower on an

mdlgo bluc bad\gmund (ma(k by leonohu orimono, Kyulo prefecture)

’ I}IL‘JL'“ /\l l HJ ”’ llﬁﬂk'ﬁ’y "IV]-‘
Wekuda gold brocade on a pale brown background (made by Hironobu orimono,
Kyoto puiuluu)

WU L CREL - 508)
Sapwood of Japanese cedar with mitered corners and mortise and tenon joints
(nmdc by Kurodd kohu Kyum ]’}l’LIL‘L[llI’C)

MY
Underlining paper

6 Fill 8 g
Six Iayw.

TR ML CRINRC, DYHT - R

wash:huu kozo paper (sulmhu paper, I'nddt hy lehldd Shnmm prciuluru}

ARG AR (= TR BUAD (P02 A ) 2) (K- D
Dubau : Mlxul paper (kozo and manila hemp), with talc and kaolin as fillers
(Okatsu, Kochi prefecture)

P AERC (D (HONAC, PRI - R
Minokake : kozo paper (sekishu paper, made by Nishida, Shimane prefecture)

DHGEE (R HRE, EH - D

Mmmh:bau kru: pdpu‘( eknhu Ppaper, mad:. hy leludd Sh:mam pTLILLIllIL)

FERT @ HAE (LG, P - by

Slmrmke : !m_u paper (sekishu paper, made by N1sh1da Shimane pre [L(_ILII( )

iU © BEAG (FiMAE, 74E - B

Uwauke : kozo paper (sekishu paper, made by Nishida, Shimane prefecture)

PECTRERE (FHA - #5%0)

il Heavy kozo paper (made by Tamura, Kochi prefecture)
Hinges JELTAR A (A - Ik

Heavy kozo paper (made by Ota. Gifu prefecture)
filif5 #C MERZ AR (HIAS - )

Infill paper

Gampi paper (made by Tamura, Kochi prefecture)

YEAE

Decorative backing paper

PR G - ER)
Karakami with a 3-sun (approx. 9cm) diameter sparrow roundel pattern printed
on a brown background (purchased though Mizokawa, Kyoto prefecture)




JE L

Hinge cover

A

Frame

fill <11
Metal fittings

g
Ornamental metal studs

Boya Plaving the Chinese Zither

IRAS AR MREE (I - 5ORR)

Back side : Karakami with a 3-sun (approx. 9cm) diameter sparrow roundel
pattern printed on a brown background (purchased though Mizokawa, Kyoto
prclLL rc)

SRR (L5 - 5ok
Black ramenuri lacquered with rounded edges (made by Kuroda kobo, Kyoto
pMLlec)

BT HE S A S e GRS ELRR - 50k
Gold-plated metal fittings with pine, bamboo and plum pattern (made by Maju
Klnl]‘-hlmd Kyulu prc!u,lurc)

HhEA L S <8 ik ﬁ?iiislf (AL Lk - *"Jﬁli)
Gold-plated round studs with plum blossoms (made by Maju Kimishima, Kyoto
prefecture)

JEF L
Lining paper

Wik Gl

First lining paper : Im.u paper (mdck hy H'mmda ](odn pn.iulurn)

O [l ST MRS IR - )

Second lining paper : Au_n paper (made by Hamada, Kochi prefecture)

LA GRAC @ PEHC IEHT - B0
Rclnlorununl paper for cracks : kozeo paper (made by Hamada, Kochi
prefecture)
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108 M4y

)3 Il

(1) Ff#E Disassembling 121 1% 119 Consolidating the paint layer

(3) 21 —=>% Cleaning

(5) MLUEST Applying the first lining (6) i Inpainting

Fig. 3.1 {815 T.f Restoration process



Bova Playing the Chinese Zither 109

__if"‘\ . ;“L :

(0 FHE O CFFEY D) Construeting the multi-layered underlining support — (8) 885441 Applying the hinges
system (honeshibari)

(00 ASHUIG D A 2 Alfixing the painting 10 #5801 Applying the border fabric

(10 AT £ Affixing the lrame 12 G (LT Aflixing the metal fittings

Fig. 3.1 W54 1 F Restoration process



10 A SR X B

a (5T Before restoration b MEM#%  ARer restoration

Fig. 3.2(1) L% Cracks

a 15T Before restoration b &M% After restoration

Fig. 3.2(2) WH CR#IMNLAAEHE)  Insect damage

b {518  Afier restoration

4% Metal fittings






