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1. ಟ᚟ሗ࿌ 
ᑠ⏣� ᱈Ꮚ*ࠊඖ� ႐㍕*ྩࠊᔱ� 㝯ᖾ**ࠊⓑ஭� ၨኴ**ࠊຍ⸨� 㞞ே* 

*ᮾிᩥ໬㈈◊✲ᡤࠊ**ᰴᘧ఍♫ಟㆤ 

 

 

1.1. ྡ⛠➼ 

ྡ⛠ ℛᕸ῱ὶᅗ 

ไస⪅ ୰ᯘ竹洞㸦1776㹼1853㸧 

ไసᖺ௦ ኳಖ 2 ᖺ㸦1831㸧 

ᡤⶶ⪅ ࣇࢡࣛࢡᅜ❧༤≀㤋㸦࣏࣮ࣛࣥࢻඹ࿴ᅜ㸧 

ᡤⶶ␒ྕ VI-8227 

ရ㉁࣭ᙧ≧ ⤱ᮏቚ画� ᥃㍈⿦㸦᫂ᮅ⾲⿦㸧� 1 ᖜ 

ᩱ⤱⧊ࡾ⤌⧊ ⤱ᖹ⧊� ⤒ 31 ୰ 70 ᯛ 2 �ධࢵ ⦋ 31 ୰ 2 ᮏᢤ 80 ᶓ㸦⣙ 3.03 cm ゅ㸧 

 

1.2. ᕤᮇཬࡧ᪋ᕤ⪅➼ 

ᕤᮇ ᖹ成 27 ᖺ 12 ᭶ 2 ᪥㹼ᖹ成 30 ᖺ 1 ᭶ 29 ᪥ 

᪋ᕤሙᡤ ⊂❧⾜ᨻἲேᅜ❧ᩥ໬㈈ᶵᵓ� ᮾிᩥ໬㈈◊✲ᡤ� ಟ᚟࢚ࣜࢺ࢔㸦⣬㸧 

᪋ᕤ⪅ ᰴᘧ఍♫ಟㆤ 

 

1.3. ಟ᚟๓䛾≧ែ 㸦Table 1.1ࠊTable 1.3ࠊFig. 1.2ࠊFig. 1.4ࠊFig. A.1.1㸧 

࣭ᮏ⣬࡟⣙ 3cm ᚄࡢḞኻࡀ 2 ⟠ᡤࠊࡾ࠶⿵ಟࡧࡼ࠾⿵ᙬࡀ᪋ࠊࢀࡉ⿵ᙬࡣᮏ⣬ୖ࡛ࡲ࡟ཬࡓ࠸࡛ࢇ㸦Fig. 

1.6 (a)ࠊFig. 1.7 (a)㸧ࠋ 

࣭ᮏ⣬ࡧࡼ࠾⾲⿦⿣ࡢ඲య࡟ᢡࡓ࠸࡚ࡌ⏕ࡀࢀ㸦Fig. 1.8 (a)㸧ࠋ 

࣭ᮏ⣬ࡧࡼ࠾⾲⿦ࡀ඲యⓗ࡟ởࠊ࡟≉ࠋࡓ࠸࡚ࢀᮏ⣬ୗ㒊࡜⾲⿦⿣ୗ㒊ࠊ࡟Ⲕ〓ⰍᩬࡢⅬ≧ࡢᰁࡀࡳከᩘ

௜╔ࠋࡓ࠸࡚ࡋ 

࣭ᮏ⣬඲యࠊ࡟ⓑⰍሬᩱᵝࡢởࡀࢀ༑ᩘࣨᡤࡾࡓࢃ࡟௜╔ࡓ࠸࡚ࡋ㸦Fig. 1.9 (a)ࠊFig. 1.10 (a)㸧ࠋ 

࣭�ᮏ⣬ࡽ࠿⿬ᡴࡕ⣬ࡢ㒊ศⓗ࡞ᾋࠊࡸࡁ௜ࡅᘔࡋ㒊ศࡢእࡓࡗ࠶ࡀࢀ㸦Fig. 1.11 (a)㸧ࠋ 

 

1.4. ಟ᚟᪉㔪 

⌧≧⥔ᣢࠊཎ≧ᅇ᚟ࢆᇶᮏ࡚ࡋ࡜ಖᏑಟ᚟ฎ⨨ࠋ࠺⾜ࢆ 

࣭ᮏ⣬ࡽ࠿⿬ᡴࡕ⣬ࡀ㒊ศⓗ࡟ᾋࠊࡽ࠿࡜ࡇࡓ࠸࡚࠸⫙⿬⣬ࡢ஺᥮ࠋ࠺⾜ࢆ 

࣭᥃㍈ࡢᙧᘧࠊࡣಟ᚟๓᫂ࡢᮅ⾲⿦ࡽ࠿ኚ᭦ࠊ࡚ࡋᮏ⿄⾲⿦࡟௙❧࡚ࠋࡿ 

࣭⾲⿦⿣ࡸ⿬ᡴࡕ⣬ࡢ࡝࡞⾲⿦ᮦᩱࡧࡼ࠾ಖᏑ⟽ࡢ࡝࡞ಖᏑ⏝ලࢆ᪂ㄪࠋࡿࡍ 

࣭ಟ᚟๓࡟౑⏝ࡓ࠸࡚ࢀࡉ⾲⿦ᮦᩱࡧࡼ࠾ಖᏑ⏝ලࡣ඲ู࡚⨨ಖᏑࠊࡋ࡜ᡤⶶ㤋࡬㏉༷ࠋࡿࡍ 

࣭ᚲせ࡟ᛂ࡚ࡌ㝶᫬ᮦᩱศᯒࠋ࠺⾜ࢆ࡝࡞ 
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1.5. ಟ᚟ᕤ⛬ 

ಟ᚟ᮦᩱࡣ Table 1.5  ࠋ↷ཧࢆ

(1) ಟ᚟๓ㄪᰝ㸦Fig. 1.12.1㸧 

෗┿᧜ᙳࠊ࠸⾜ࢆసရࡢᦆയ≧ែࢆグࡓࡋㄪ᭩ࡧࡼ࠾ᦆയᅗ㠃ࢆస成ࡓࡋ㸦௜㘓 1㸧ࠋ 

(2) ゎయ㸦Fig. 1.12.2㸧 

ᮏ⣬ࢆ⾲⿦ࡽ࠿ษࡾ㞳࡚ࡋゎయࠋࡓࡋ 

(3) ⥲⿬⣬㝖ཤ㸦Fig. 1.12.3㸧 

ᮏ⣬ࢆຍ‵ࠊ࡟ࡎࡏ⥲⿬⣬ࢆ㝖ཤࠋࡓࡋ 

(4) ᇕࡢ㝖ཤ㸦Fig. 1.12.4㸧 

ᕸࡧࡼ࠾ๅẟ࡚࠸⏝ࢆᮏ⣬⾲㠃ࡢᇕࢆ㝖ཤࠋࡓࡋ 

(5) ⿬ᡴࡕ⣬㝖ཤ㸦Fig. 1.12.5㸧 

ᮏ⣬ࡢ⿬㠃ࣥ࢜࢖ࢆ஺᥮水࡛ຍ‵ࠊࡋ⫙⿬⣬௨እࡢ⿬ᡴࡕ⣬ࢆ㝖ཤࠋࡓࡋ 

(6) 水ࡿࡼ࡟Ὑί㸦Fig. 1.12.6㸧 

ᮏ⣬⿬㠃࣮ࣥࣚࣞ࡟⣬ࢆ水࡛㈞ࡾ௜ࣥ࢜࢖ࠊࡅ஺᥮水ࢆᮏ⣬⾲㠃࡟ᄇ㟝ࠊࡋᮏ⣬ࡢୗࡓ࠸ᩜ࡟྾ྲྀ࠸

 ࠋࡓࡏࡉ྾཰ࢆࢀở࡟⣬ࡾ

(7) ᮏ⣬⾲㠃ࡢಖㆤ 

ᮏ⣬ࡢ⾲㠃ࠊ࡟ᐊ ࡛ᢳฟࣜࣀࣇࡓࡋ水⁐ᾮ࡛࣮ࣥࣚࣞࠊ⣬ࠊᴘ⣬ࡢ㡰ࡾ㈞࡟௜ࠋࡓࡅ 

(8) ⫙⿬⣬㝖ཤ㸦Fig. 1.12.7㸧 

⫙⿬⣬࡟ᑡ㔞ࡢ水ศࢆ୚ࠊ࡚࠼ᚎ࡟ࠎ⫙⿬⣬ࢆ㝖ཤࠋࡓࡋ 

(9) ⫙⿬ᡴࡕ㸦Fig. 1.12.8㸧 

⨾⃰⣬ࠊࢆᮏ⣬ࡢⰍㄪ࡛ࣕࢩࣖࠊ࡚ࡏࢃྜ࡟╔Ⰽ࡚ࡋⅣ㓟࣒࢝ࣜ࢘水⁐ᾮ㸦pH 10.5㸧ࢆῧຍ࡜ࡇࡿࡍ

⨾࡚࠸⏝ࢆ⢶ࣥࣉࣥࢹᑠ㯏ࠊ࡛ୖࡓࡋ㝖ཤࢆᴘ⣬࡜⣬࣮ࣥࣚࣞࡢⅭࡢᮏ⣬⾲㠃ಖㆤࠋࡓࡋᰁⰍࡾࡼ࡟

⃰⣬ࢆᮏ⣬ࡢ⿬ࡾ㈞࡟௜ࠋࡓࡅ 

(10) ⿵⤱ 

ᡭ⧊࡟⤱⤮ࡢࡾ 2300 kGy㸦⥲㔞㸧ࡢ㟁Ꮚ⥺ࢆ↷ᑕ࡚ࡋேᕤⓗ࡟ຎ໬ࡓࡏࡉ㟁Ꮚ⥺ຎ໬⤱࡜ࣕࢩࣖࠊࢆ

 ࠋ㸦Fig. A.1.3㸧ࡓࡋሸ⿵࡟Ḟኻ⟠ᡤࡢ⤱ᮏ⣬ᩱࠊࡋព⏝࡚ࡋ࡜⤱ಟ⿵ࢆࡢࡶࡓࡋᰁⰍ࡛ࣛ࢞ࣥࢱ

(11) ቑ⿬ᡴࡕ㸦Fig. 1.12.9㸧 

ྂ⢶ࠊ࡚࠸⏝ࢆ⫙⿬ᡴࡢ῭ࡕᮏ⣬ࡢ⿬࡟⨾ᰨ⣬ࡾ㈞ࢆ௜ࠋࡓࡅ 

(12) ᢡࢀఅࡏධࢀ 

ᮏ⣬ࡢᢡࡸࢀ⿣ࡓࡲࠊࡅᑗ᮶ᢡྍࡿࡌ⏕ࢆࢀ⬟ᛶࡿ࠶ࡢ⟠ᡤࠊ࡟⿬㠃ࡽ࠿⨾⃰⣬ࡢ⣬ᖏ㸦ᢡࢀఅࡏ㸧

 ࠋࡓࡅ௜ࡾ㈞⢶࡛ࣥࣉࣥࢹᑠ㯏ࢆ

(13) ⾲⿦⿣ᆅㄪᩚ㸦Fig. 1.12.10ࠊFig. 1.12.11㸧 

᪂つ⾲⿦⿣ࢆ㑅ᢥࠊࡋᑠ㯏ࣥࣉࣥࢹ⢶࡚࠸⏝ࢆ⨾⃰⣬࡛⫙⿬ᡴࢆࡕ᪋ࠊࡋ᭦࡟ቑ⿬ᡴ࡚ྂࡋ࡜ࡕ⢶ࢆ

㸦௜㘓ࡓࡅ௜ࡾ㈞ࢆᰨ⣬⨾࡚࠸⏝ 2㸧ࠋ 

(14) ௜ࡅᘔࡋ㸦Fig. 1.12.12㸧 

ᮏ⣬࡜⾲⿦⿣ᆅࢆᑠ㯏ࣥࣉࣥࢹ⢶࡛⧅ࠊࡏࢃྜࡂᮏ⿄⾲⿦ࡢᙧࠋࡓࡋ࡟ 

(15) ୰⿬ᡴࡕ㸦Fig. 1.12.13㸧 

ᮏ⿄⾲⿦ࡢᙧ࡟௜ࡅᘔࡓࡋᮏ⣬࡜⿣ᆅࡢ⿬ྂࠊ࡟⢶࡚࠸⏝ࢆ⨾ᰨ⣬ࡾ㈞ࢆ௜ࠋࡓࡅ 

(16) ⥲⿬ᡴࡕ㸦Fig. 1.12.14㸧 

Ᏹ㝀⣬࡛ࣕࢩࣖࢆ╔Ⰽ࡚ࡋⅣ㓟࣒࢝ࣜ࢘水⁐ᾮ㸦pH 10.5㸧ࢆῧຍࡾࡼ࡟࡜ࡇࡿࡍᰁⰍྂࠋࡓࡋ⢶ࢆ⏝

 ࠋࡓࡅ௜ࡾ㈞ࢆ⤱ᕳୖࡧࡼ࠾Ᏹ㝀⣬ࠊ࡚࠸

1 2



(17) ௬ᙇࡾ 

ᮏ⣬画㠃࡟⾲ࢆฟ࡚ࡋ௬ᙇࡾᯈ࡟ᙇࡾ㎸ࡳ㸦⾲ᙇࡾ㸧ࠊ஝⇱ࡧࡼ࠾ㄪ‵ࠋࡓࡋ 

(18) ⿵ᙬ㸦Fig. 1.12.15㸧 

 ࠋ㸦Fig. A.1.3㸧ࡓࡋ᪋ࢆᙬ⿵ࡢᮏ⣬ᇶㄪⰍࠊ࡚࠸⏝ࢆࢪ࣮࣎ࣥ࢞ࠊᲬ⤮ලࠊ࡟ᡤ⟠ࡓࡋ⤱⿵

(19) ㄪ‵ 

ᮏ⣬画㠃ࢆఅ࡚ࡏᙇࡾ㎸ࡳ㸦⿬ᙇࡾ㸧ࡓࡋ࠾࡞௬ᙇࡾᯈࢆᜏ ᜏ‵ᐊ࡟ධࠊࢀ⣙ 1 ⾜ࢆ‵ㄪࡢ᭶㛫࠿

㸦௜㘓ࡓࡗ 3㸧㸦ト㸧ࠋ 

(20) ௙ୖࡆ㸦Fig. 1.12.16㸧 

௬ᙇࡾᯈࡽ࠿ᮏ⣬ࢆእࠊࡋ㍈㤳ࠊ㍈ᮌࠊඵ཮ྞࠊ金ලࠊ⣣ࢆ᪂ㄪࡋ᥃㍈⿦࡟௙❧࡚ࠋࡓ 

(21) グ㘓㸦Table 1.2ࠊTable 1.4ࠊFig. 1.3ࠊFig. 1.5ࠊFig. 1.6 (b)ࠊFig. 1.7 (b)ࠊFig. 1.8(b)ࠊFig. 1.9 (b)ࠊFig. 1.10 

(b)ࠊFig. 1.11 (b)㸧 

ಟ᚟ᚋࡢసရࡢ෗┿᧜ᙳࡧࡼ࠾᥇ᑍࠊ࡛ୖࡓࡗ⾜ࢆ௒ᅇࡢಟ᚟࡟㛵ࡿࡍグ㘓ࢆ㞟⣙ࠋࡓࡋ 

(22) ಖᏑ㸦Fig. 1.12.17ࠊFig. 1.12.18㸧 

ኴᕳῧ㍈ࠊಖᏑ⟽ࠊໟ⿣ࠊᅄ᪉ᖄࢆ᪂ㄪࠊࡋసရࢆ⣡ධࠊࡓࡲࠋࡓࡋಟ᚟๓࡟౑⏝ࡓ࠸࡚ࢀࡉ⾲⿦ᮦ

ᩱ࡛ࡿ࠶⾲⿦⿣㸦⥲⦕᫂ࠊᮅ㸧ྞࠊ金ලࠊ⣣ࠊඵ཮ࠊ㍈ᮌࠊ㍈㤳㸦ࣛ࣋ࣝ௜ࡁ㸧ࠊ⿬ᡴࡕ⣬㸦⫙⿬⣬ࠊ

ቑ⿬⣬ࠊ⥲⿬⣬㸧ࡧࡼ࠾ࠊಖᏑ⟽ูࡣ⨨ಖᏑࠊࡋ࡜඲࡚ᡤⶶ㤋࡟㏉༷ࠋࡓࡋ 
 

㸦ト㸧Masato KATO, Takayuki KIMISHIMA: “Karibari: The Japanese Drying Technique” Adapt & Evolve 2015: East 

Asian Materials and Techniques in Western Conservation, Proceedings from the International Conference of the 

Icon Book & Paper Group, 2015 

 

1.6. ಟ᚟㖭 

㍈ᮌ࡟௨ୗࢆᩥࡢቚ᭩ࠋࡓࡋ 

ࠗ⤱ᮏቚ画  ℛᕸ῱ὶᅗ  ୍ᖜ  ࣇࢡࣛࢡᅜ❧༤≀㤋ᡤⶶ   

ᖹ成୕༑ᖺ㸦2018㸧୍᭶ಟ⌮஢ 

⊂❧⾜ᨻἲேᅜ❧ᩥ໬㈈ᶵᵓ  ᮾிᩥ໬㈈◊✲ᡤࡿࡼ࡟ 

ᖹ成஧༑୐㹼஧༑஑ᖺᗘ  ᅾእ᪥ᮏྂ⨾⾡ရಖᏑಟ᚟༠ຊ஦ᴗ࡚ࡗࡼ࡟ 

ᮾிᩥ໬㈈◊✲ᡤ࢚ࣜࢺ࢔㸦⣬㸧࡟᪊࡚᪋ᕤࡍ  ᰴᘧ఍♫� ಟㆤ࠘ 
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1. Restoration Report 
Momoko ODA*, Heejae WON*, Takayuki KIMISHIMA**, Keita SHIRAI** and Masato KATO* 

*Tokyo National Research Institute for Cultural Properties, **SHUGO Co., Ltd. 

 

 

1.1. Data 

Title Waterfall of a Valley Stream (ℛᕸ῱ὶᅗ) 

Painter Nakabayashi Chikutō (୰ᯘ竹洞, 1776 - 1853) 

Period 1831 (TenSō 2) 

Owner Muzeum Narodowe w Krakowie (National Museum in Krakow), Poland 

Accession no. VI-8227 

Media and format (style) Ink on silk, a hanging scroll (mincho-style) 

Structure of silk for the artwork Warp thread: 31 denier 70 double-strands per 3.03 cm 

Weft thread: 31 denier 80 double-strands per 3.03 cm 

 

1.2. Restoration Data 

Duration 2 December, 2015 - 29 January, 2018 

Place Restoration Studio (Paper), Tokyo National Research Institute for Cultural 
Properties 

Restorer SHUGO Co., Ltd. 

 

1.3. Condition before Restoration (Table 1.1, Table 1.3, Fig. 1.2, Fig. 1.4, Fig. A.1.1)  

࣭On the artwork, there were 2 losses of 3 cm in diameter which were infilled and overpainted (Fig. 1.6 (a), Fig. 1.7 (a)). 

࣭Many creases ran the artwork and mounting overall (Fig. 1.8 (a)). 

࣭There were dirt and stains on the artwork and mounting overall. It was especially notable that many brown-spots 

stained the lower part of the artwork and mounting fabric. 

࣭There were dirt-like white paint on the artwork (Fig. 1.9 (a), Fig. 1.10 (a)). 

࣭There were delamination of the lining paper from the artwork and separation at paste margins (Fig. 1.11 (a)). 

 

1.4. Restoration Policy 

Restoration of the artwork to its status quo ante and the maintenance of the present condition were to be the 

fundamental policy to be followed in restoring the artwork. 

࣭Since the lining paper was partially delaminated from the artwork, it was decided to restore the artwork including 

replacement of the first lining paper. 

࣭The artwork would be mounted in honbukuro-style with two-tier mounting, changing from mincho-style. 

࣭The previous mounting materials, such as lining paper and mounting fabrics, and storage equipment, such as a 

storage box, would be reproduced. 

࣭The previous mounting materials and storage equipment would be stored separately from the artwork and returned 

to the museum. 

࣭The materials would be analyzed whenever necessary.  
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1.5. Restoration Process 

Regarding restoration materials, see Table 1.5. 

(1) Examination before restoration (Fig. 1.12.1) 

The condition of the object were documented and recorded including taking photographs (Appendix 1). 

(2) Disassembling (Fig. 1.12.2) 

The artwork was removed from the mounting. 

(3) Removing the final lining paper (Fig. 1.12.3) 

Keeping the artwork and mounting dry, the final lining paper was removed. 

(4) Removing dust (Fig. 1.12.4) 

Dust was removed from the front side of the artwork by a brush and tissue.

(5) Removing lining paper (Fig. 1.12.5) 

Layers of lining paper of the artwork, other than the first lining, were removed with moisture applied gradually 

from the back side of the artwork. 

(6) Washing (Fig. 1.12.6) 

Rayon paper was attached to the back side of the artwork with water as a temporary lining. Then, in order to 

remove dirt, deionized water was sprayed onto the front side of the artwork and absorbed by blotting paper placed 

under the artwork. 

(7) Protecting 

The front side of the artwork was covered with rayon paper and then kozo paper using seaweed paste extracted 

at room temperature.  

(8) Removing the first lining paper (Fig. 1.12.7) 

The first lining paper was removed gradually by applying moisture. 

(9) First lining (Fig. 1.12.8) 

Mino paper was colored with yasha (Alnus firma) at pH 10.5 with potassium carbonate. After removing paper 

for protecting the front side of the artwork, the mino paper was pasted to the artwork with wheat starch paste. 

(10) Infilling silk  

Silk fabric was artificially deteriorated by irradiating electron beams (2300 kGy, total amount) in order to 

decrease its physical strength. Then the fabric was dyed with yasha and tangara (Bruguiera conjugate) and was 

applied to fill the losses of the silk for the artwork (Fig. A.1.3). 

(11) Second lining (Fig. 1.12.9) 

Misu paper was pasted to the artwork with first lining using aged wheat starch paste. 

(12) Applying reinforcement paper strips  

Using wheat starch paste, reinforcement paper strips made of mino paper were applied to creases and tear on the 

artwork from the back side as well as to possible creases.  

(13) Preparing the mounting fabrics (Fig. 1.12.10, Fig. 1.12.11) 

New fabrics for mounting were selected (Appendix 2). Then the first lining, mino paper, was applied using wheat 

starch paste. The second lining, misu paper, was applied using aged wheat starch paste.  

(14) Assembling (Fig. 1.12.12)  

The artwork and the mounting fabrics were assembled in honbukuro-style. 
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(15) Third lining (Fig. 1.12.13) 

Misu paper was applied to the set assembled with the artwork and mounting fabrics by using aged wheat starch 

paste. 

(16) Final lining (Fig. 1.12.14) 

Uda paper was colored with yasha at pH 10.5 with an aqueous solution of potassium carbonate. Then, the uda 

paper and silk cover were applied with aged wheat starch paste. 

(17) Drying and conditioning 

The artwork with mounting was sufficiently dried on a karibari panel face up.  

(18) Adjusting color of infills (Fig. 1.12.15)  

Color was applied to infills of silk using stick type paints for Japanese painting and gamboge so as to match the 

color of the infilled parts with that of the artwork (Fig. A.1.3). 

(19) Conditioning 

The artwork with mounting was dried on the karibari panel face down for about a month in an environmental 

control chamber that had been set as shown in Appendix 3*. 

(20) Finishing (Fig. 1.12.16) 

After removing the artwork with mounting from the karibari panel, new mounting materials – the washers and 

eye-pins, cords, hanging rod, roller rod, and roller knobs – were attached. 

(21) Documenting (Table 1.2, Table 1.4, Fig. 1.3, Fig. 1.5, Fig. 1.6 (b) , Fig. 1.7 (b) , Fig. 1.8(b) , Fig. 1.9 (b) , Fig. 1.10 

(b) , Fig. 1.11 (b)) 

The finished scroll, the artwork with mounting, was measured and taken on photographs after restoration. The 

records were compiled. 

(22) Storing the artwork (Fig. 1.12.17, Fig. 1.12.18) 

The wrapping cloth, outer case, storage box, and roller clamp were made. The mounting materials and the storage 

equipment which had been used on the object before restoration – mounting fabrics (of outer border and strip on 

vertical edges), washers and eye-pins, cords, hanging rod, roller rod, roller knobs with sticker, lining paper (of 

first, second and final) and storage box – were returned to the museum to be stored separately. 

 

* Masato KATO, Takayuki KIMISHIMA: “Karibari: The Japanese Drying Technique” Adapt & Evolve 2015: East 

Asian Materials and Techniques in Western Conservation, Proceedings from the International Conference of the 

Icon Book & Paper Group, 2015 
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1.6. Inscription regarding Restoration 

The following inscription was made in sumi ink on the roller rod.  

ࠗ⤱ᮏቚ画  ℛᕸ῱ὶᅗ  ୍ᖜ  ࣇࢡࣛࢡᅜ❧༤≀㤋ᡤⶶ   

ᖹ成୕༑ᖺ㸦2018㸧୍᭶ಟ⌮஢ 

⊂❧⾜ᨻἲேᅜ❧ᩥ໬㈈ᶵᵓ  ᮾிᩥ໬㈈◊✲ᡤࡿࡼ࡟ 

ᖹ成஧༑୐㹼஧༑஑ᖺᗘ  ᅾእ᪥ᮏྂ⨾⾡ရಖᏑಟ᚟༠ຊ஦ᴗ࡚ࡗࡼ࡟ 

ᮾிᩥ໬㈈◊✲ᡤ࢚ࣜࢺ࢔㸦⣬㸧࡟᪊࡚᪋ᕤࡍ  ᰴᘧ఍♫ ಟㆤ࠘ 

 

(English translation of the inscription) 

“Waterfall of a Valley Stream, ink on silk, a hanging scroll. Collection of the National Museum in Krakow 

Restoration completed in January 2018  

As the project of the Cooperative Program for the Conservation of Japanese Art Objects Overseas 2015JFY -2017JFY, 

organized by the Tokyo National Research Institute for Cultural Properties, Independent Administrative Institution 

National Institutes for Cultural Heritage. 

At the Restoration Studio (Paper) of the Tokyo National Research Institute for Cultural Properties 

Implemented by SHUGO Co., Ltd.” 
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Table 1.1 ᑍἲ� ಟ᚟๓ 
Dimensions, before restoration 

 ⦪ 
(cm) 

ᶓ 
(cm) Height Width 

ᮏ⣬�  155.7 77.7 Artwork 
඲య   
Artwork with mounting 197.0 87.0 

Table 1.2 ᑍἲ� ಟ᚟ᚋ 
Dimensions, after restoration 

 ⦪ 
(cm) 

ᶓ 
(cm) Height Width 

ᮏ⣬�  155.0 77.4 Artwork 
඲య   
Artwork with mounting 252.5 96.7 

 

 

 

(a) (b) 

Fig. 1.1 ᑍἲぢྲྀᅗ㸦༢఩ cm㸧 (a) ಟ᚟๓� (b) ಟ᚟ᚋ�

Image of dimensions (in cm) (a) before restoration  (b) after restoration 

77.7 77.7
87.0 

197.0 

155.7 

77.4 77.4
96.7 

252.5 

155.0 
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Table 1.3 
ᙧᘧ࣭௙ᵝ➼� ಟ᚟๓ 
Format and mounting materials, before restoration 

ᙧᘧ㹙ᵝᘧ㹛 
Format [Style] 

᥃㍈⿦㹙᫂ᮅ⾲⿦㹛 
Hanging scroll [Mincho-style] 

᫂ᮅ 
Fabric strip on vertical edges (mincho) 

⦸↓ᆅ⿣ 
Plain light blue fabric 

⥲⦕  
Outer border fabric (soberi) 

ⷧ⦸↓ᆅ⿣ 
Plain pale light blue fabric 

㍈㤳 
Roller knobs 

㦵〇ษ㍈ 
Bone 

ඵ཮࣭㍈ᮌ 
Hanging rod, roller rod   

ᮌ〇 
Wood 

ྞ金ල 
Washers, eye-pins 

ⰼ⳻ᗙ金ᡴ㎸㚪 
Flower-shaped washer and straight eye-pin  

⣣ 
Cord 

୕Ⰽၝᮌ⣣ 
Braided cord in takuboku-style with three-color string 

⫙⿬⣬ 
First lining 

ᴘ⣬ 
Kozo paper 

ቑ⿬⣬ 
Second lining 

ᴘ⣬ 
Kozo paper 

⥲⿬⣬ 
Final lining 

ᴘ⣬ 
Kozo paper 

ಖᏑ⟽ 
Storage box 

⣬〇⿕ࡏ⵹⟽ 
Paper box in inro-style 
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Table 1.4 
ᙧᘧ࣭௙ᵝ➼ ಟ᚟ᚋ 
Format and mounting materials, after restoration 

ᙧᘧ㹙ᵝᘧ㹛 
Format [Style] 

᥃㍈⿦㹙本⿄⾲⿦㹛 
Hanging scroll [Honbukuro-style ] 

୍ᩥ字 
Inner border fabric (ichimonji) 

ⓑⲔ༜⧅ࡂ㫽ᩥ㔠け㸦ᘅಙ⧊≀㸧 
Kinran (gold brocade) with a crow motif and a swastika pattern on a whitish 
brown background (made by Hironobu Orimono) 

⥲⦕ 
Outer border fabric 

⸛ᆅᮌ⎩၈ⲡᩥ⥽Ꮚ㸦ᘅಙ⧊≀㸧 
Donsu (damask) with an arabesque and a motif of Japanese melon on an 
indigo color background (made by Hironobu Orimono) 

ୖᕳ⤱ 
Cover silk 

⸛ᆅᖹ⧊⤱㸦㫽ᒃ㸧 
Plain-woven silk fabric in indigo color (purchased through Torii) 

㍈㤳 
Roller knobs 

ᮌ〇ษ㍈㸦㏿Ỉၟᗑ㸧 
Wood (purchased through Hayamizu Shoten) 

ඵ཮࣭㍈ᮌ 
Hanging rod, roller rod   

ᮌ〇㹙ᮡᮦ㹛㸦㏿Ỉၟᗑ㸧 
Wood [Japanese cedar-made] (purchased through Hayamizu Shoten) 

ྞ㔠ල 
Washers, eye-pins 

ᮌ⎩ᗙ㔠ᡴ㎸㚪㸦㏿Ỉၟᗑ㸧 
Mokko (Japanese melon) -shaped washer and straight eye-pin (purchased 
through Hayamizu Shoten) 

⣣ 
Cord  

ṇ⤱஧Ⰽၝᮌ⣣㸦㏿Ỉၟᗑ㸧 
Silk braided cord in takuboku-style with two-color string (purchased through 
Hayamizu Shoten) 

ኴᕳῧ㍈ 
Roller clamp 

᱒〇ኴᕳῧ㍈㹙ᮌཱྀワ㹛㸦ᑠ᪩ᕝ᱒⟽〇సᡤ㸧 
Paulownia (Paulownia tomentosa) roller clamp (made by Kobayakawa 
Kiribako Seisakujo) 

ໟ⿣ 
Wrapping cloth 

ṇ⤱⩚஧㔜㸦㏿Ỉၟᗑ㸧 
Lined silk wrapping cloth (purchased through Hayamizu Shoten) 

ಖᏑ⟽ 
Storage box 

᱒〇印⡲⵹⟽㸦ᑠ᪩ᕝ᱒⟽〇సᡤ㸧 
Paulownia inro-style box (made by Kobayakawa Kiribako Seisakujo) 

ᅄ᪉ᖄ 
Outer case 

⤃ᕸ㈞そᖄ㸦ᑠ᪩ᕝ᱒⟽〇సᡤ㸧 
Paper box covered with navy blue fabric (made by Kobayakawa Kiribako 
Seisakujo) 
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Table 1.5 ಟ᚟ᮦᩱ 
Restoration materials 

水 
Water 

 ஺᥮水ࣥ࢜࢖
Deionized water 

⢶ 
Paste 

ᑠ㯏ࣥࣉࣥࢹ㸦୰ᮧ〇⢶㸧 
Wheat starch (manufactured by Nakamura Seiko) 
ྂ⢶㸦ᆏ⏣ቚ⌔ᇽ㸧 
Aged wheat starch paste (made by Sakata Bokujudo) 

⭺ 
Animal glue 

 㸧࢖ࣛࣉࢧࢺ࣮࢔ࣝࣛࢺࣥࢭࢡ࣮࣮ࣚࣗࢽ㸦⭺ࢠࢧ࢘
Rabbit glue (manufactured by New York Central Art Supply) 

 ࣜࣀࣇ
Seaweed paste 

 㹙ஂᖹ㹛㸦኱⬥ⴙⶶၟᗑ㸧ࣜࣀࣇࢼࣁࠊࣜࣀࣇࣟࢡࣇࠊࣜࣀࣇ࣐
Mafunori (Gloiopeltis tenax), Fukurofunori (Gloiopeltis furcata), Hanafunori 
(Gloiopeltis complanata) [Kyuhei] (made by Owaki Manzo Shoten) 

⫙⿬⣬㸦ᮏ⣬㸧 
First lining (to the artwork) 

ᴘ⣬㹙⨾⃰⣬㹛㸦㛗㇂ᕝ⪽㸧 
Kozo paper [mino paper] (made by Satoshi Hasegawa) 

⫙⿬⣬㸦⿣㸧 
First lining (to the mounting fabrics) 

ᴘ⣬㹙⨾⃰⣬㹛㸦㕥ᮌ竹ஂ㸧 
Kozo paper [mino paper] (made by Takehisa Suzuki) 

ቑ⿬⣬ 
Second lining  

ᴘ⣬㹙⨾ᰨ⣬㹛㸦ୖ❑Ⰻ஧㸧 
Kozo paper [misu paper] (made by Ryoji Uekubo) 

୰⿬⣬ 
Third lining 

ᴘ⣬㹙⨾ᰨ⣬㹛㸦ୖ❑Ⰻ஧㸧 
Kozo paper [misu paper] (made by Ryoji Uekubo) 

⥲⿬⣬ 
Final lining 

ᴘ⣬㹙Ᏹ㝀⣬㹛㸦⚟す࿴⣬ᮏ⯒㸧 
Kozo paper [uda paper] (made by Fukunishi Washi Honpo) 

ᢡࢀఅࡏ 
Reinforcement paper strips 

ᴘ⣬㹙⨾⃰⣬㹛㸦㕥ᮌ竹ஂ㸧 
Kozo paper [mino paper] (made by Takehisa Suzuki) 

⿵ಟ⤱ 
Infill silk 
 

⤮⤱㸦ᘅಙ⧊≀㸧⊂❧⾜ᨻἲே᪥ᮏཎᏊຊ◊✲㛤Ⓨᶵᵓ㧗ᓮ㔞Ꮚᛂ⏝

◊✲ᡤ࡚࡟㟁Ꮚ⥺ࢆ↷ᑕ 
Painting silk fabric (made by Hironobu Orimono) irradiated with electron 
beams at Takasaki Advanced Radiation Research Institute, Japan Atomic 
Energy Agency 
⤒ 31 ୰ 60 ᯛ 2 ⦌ ධࢵ 31 ୰ 2 ᮏᢤ 80 ᶓ 
Warp: 31 denier 60 double-strands per 3.03 cm 
Weft: 31 denier 80 double-strands per 3.03 cm 

ᰁᩱ 
Dye 

 㸦⏣୰┤ᰁᩱᗑ㸧ࣕࢩࣖ
Yasha (Alnus firma) (purchased through Tanaka Nao Senryoten) 

pH ㄪᩚ๣ 
pH adjusting agent 

Ⅳ㓟࣒࢝ࣜ࢘㸦⏣୰┤ᰁᩱᗑ㸧 
Potassium carbonate (purchased through Tanaka Nao Senryoten) 

⿵ᙬ⤮ල 
Paints for adjusting color of infills 

᪥ᮏ画⏝Წ⤮ල㹙⸛ࠊᮏὒ⣚㹛ࢪ࣮࣎ࣥ࢞ࠊ㸦金㛤ᇽ㸧 
Stick type paints for Japanese paintings [indigo and red], and gamboge 
(purchased through Kinkaido) 
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Fig. 1.2  ඲య�ಟ᚟๓㸦ᩳග↷ᑕ㸧�

Artwork with mounting before restoration (with raking light) 
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Fig. 1.3  ඲య ಟ᚟ᚋ 

Artwork with mounting after restoration 
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Fig. 1.4  ᮏ⣬�ಟ᚟๓ ᩳග↷ᑕ  

Artwork before restoration (with raking light) 
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Fig. 1.5  ᮏ⣬ ಟ᚟ᚋ  

Artwork after restoration 
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(a) (b) 

Fig. 1.6  Ḟኻࡧࡼ࠾ᪧಟ᚟ࡿࡼ࡟⿵ಟ࡜⿵ᙬ�(a) ಟ᚟๓㸦ᩳග↷ᑕ㸧� (b) ಟ᚟ᚋ㸦ᩳග↷ᑕ㸧 

Loss and infill with inpaint in the past restoration  

(a) before restoration (with raking light)  (b) after restoration (with raking light) 

 

  
(a) (b) 

Fig. 1.7  Ḟኻࡧࡼ࠾ᪧಟ᚟ࡿࡼ࡟⿵ಟ࡜⿵ᙬ (a) ಟ᚟๓� (b) ಟ᚟ᚋ 

Loss and infill with inpaint in the past restoration (a) before restoration  (b) after restoration 

 

  
(a) (b) 

Fig. 1.8  ᢡࢀ�(a) ಟ᚟๓㸦ᩳග↷ᑕ㸧� (b) ಟ᚟ᚋ㸦ᩳග↷ᑕ㸧 

Creases (a) before restoration (with raking light)  (b) after restoration (with raking light) 
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(a) (b) 

Fig. 1.9  ௜╔≀㸦ⓑⰍሬᩱᵝ  (a) ಟ᚟๓  (b) ಟ᚟ᚋ 

Accretions (dirt-like white paint) (a) before restoration  (b) after restoration 

 

  
(a) (b) 

Fig. 1.10  ௜╔≀㸦ⓑⰍሬᩱᵝ  (a) ಟ᚟๓  (b) ಟ᚟ᚋ 

Accretions (dirt-like white paint) (a) before restoration  (b) after restoration 

 

  
(a) (b) 

Fig. 1.11  ௜ࡅᘔࡋ㒊ศࡢእࢀ (a) ಟ᚟๓  (b) ಟ᚟ᚋ 

Separation at paste margins (a) before restoration  (b) after restoration 

 

  

17 18



  
Fig. 1.12.1  ಟ᚟๓ㄪᰝ 㢧ᚤ㙾ほᐹ� 

Examination before restoration  
(microscopic observation) 

 

Fig. 1.12.2  ゎయ 

Disassembling 

  
Fig. 1.12.3  ⥲⿬⣬㝖ཤ 

Removing final lining paper 

 

Fig. 1.12.4  ᇕࡢ㝖ཤ 

Removing dust 

 

  
Fig. 1.12.5  ⿬ᡴࡕ⣬㝖ཤ�⫙⿬⣬௨እ� 

Removing lining paper (other than first lining paper) 

 

Fig. 1.12.6  水ࡿࡼ࡟Ὑί 

Washing 
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Fig. 1.12.7  ⫙⿬⣬㝖ཤ 

Removing the first lining paper 

 

Fig. 1.12.8  ⫙⿬ᡴࡕ 

First lining 

 

  
Fig. 1.12.9  ቑ⿬ᡴࡕ 

Second lining 

 

Fig. 1.12.10  ⾲⿦⿣ᆅㄪᩚ㸦⿣⫙⿬ᡴࡕ㸧 

Preparing the mounting fabrics (first lining) 

  
Fig. 1.12.11  ⾲⿦⿣ᆅㄪᩚ㸦⿣⥅ࡂ㸧 

Preparing the mounting fabrics (joining fabrics) 

 

Fig. 1.12.12  ௜ࡅᘔࡋ 

Assembling 
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Fig. 1.12.13  ୰⿬ᡴࡕ 

Third lining 

 

Fig. 1.12.14  ⥲⿬ᡴࡕ 

Final lining 

 

  
Fig. 1.12.15  ⿵ᙬ 

Adjusting color of infills 

 

Fig. 1.12.16  ௙ୖࡆ 

Finishing 

 

  
Fig. 1.12.17  ಖᏑ⟽㸦ಟ᚟๓㸧 

Storage box (before restoration) 

 

Fig. 1.12.18  ಖᏑ⟽ࠊᅄ᪉ᖄࠊኴᕳῧ㍈㸦᪂ㄪ㸧 
Outer case, storage box and roller clamp 

 (newly made) 
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2. 作品解説 
ᮾிᩥ໬㈈◊✲ᡤ 

ᏳỌ� ᣅୡ 

 

 

画㠃ྥ࡟ྑ࡚ࡗ࠿኱࡞ࡁ஧ẁࡢᠱᓴࡢࡑࠊࡾ࠶ࡀዟࡽ࠿኱㔞ࡢ水ࡀὶࢀⴠࡿࡃ࡚ࡕᵝᏊࢆᥥࡓ࠸山水ᅗࠋ

水ὶ࡟࠺ࡼࡢ⁪ࡣᥥࠊࡀࡿ࠸ࡣ࡚ࢀ࠿ⴠᕪࡣᑡࠊࡃ࡞ዑὶࡶ࡛࡜࿧࠸ࡋ⃭ࡁ࡭ࡪ῱ὶࠋࡔ࠺ࡼࡢ画㠃ᕥࠊࡶ࡟

῱ὶࡔࢇࡉࡣࢆᑐᓊࡢᒾ⫙ࡀῐࡃᥥࡢ≉⊃ࠊࢀ࠿㐲㏆ឤࢆᥥࡁฟࡢࡇࠊࡀࡍᑐᓊ࡟ἢ࡚ࡗᕥୗ࡬ⴠࡓࡕ水ࡢ

ὶࠊࡣࢀከࡢࡃ㏫ᕳࡃἼࢆసࠊࡽࡀ࡞ࡾ௒ᗘྑࡣୗ࡜࡬᪉ྥࢆኚࠋྑࡿ࠸࡚࠼ 㝤ࡓࢀࡽ๐࡟Ἴࡣ࡟ᠱᓴୗࡢ

ࠊྑࡓࡲࠊࡋ㟢ฟࡀ⫙ᒾ࠸ࡋ ୗ࡜࡬ὶ࠸ࡋ⃭ࡿࢀἼ㣕ἓࡢ୰ࡶ࡟ᑠ࡞ࡉᒾ࡝࡯ࡘ୕ࡀぢࠋࡿ࠼஧ẁࡓࡗ࡞࡟

ᠱᓴࡢ୰⛬ࡿ࠶࡟ẁᕪ㒊ศࡸࡸࠊࡣ࡟ᖹ࡞ࡽᆅ㠃ࡢ࠿ࡘࡃ࠸ࡣࡽ࠿ࡇࡑࠊࡾ࠶ࡀᶞᮌࠊୖ࠿࡯ࡿ࠼⏕ࡀ ୗ஧

ẁࡢᠱᓴࡢୗࢀࡒࢀࡑࡶ࡟ᑠ࡞ࡉᮌࡀࠎ㓄ࠋࡿ࠸࡚ࢀࡉ 

࡚࠸⏝ࢆゐ➹ࡓࢀࡍ࠿ࠊࡣ࡟ᅵᆜࡸᠱᓴࠊࡀ࠸࡞࠸࡚ࢀࡉ᪋ࡣᙬⰍࠊࢀ࠿ᥥ࡛ࡳࡢቚࡶࢀࡎ࠸ࡣࣇ࣮ࢳࣔ

ᒾ⫙ࡢ㉁ឤࢆぢ஦ࠊࡓࡲࠊࡋ⌧⾲࡟ᒾࡿ࠼⏕ࡽ࠿ᶞᮌࡢⴥ⃰ࡣ࡟࡝࡞ῐࡸ㝵ㄪࡿ࡞␗ࡢቚࡸࡸࢆ㠃ⓗ࡟᪋ࡋ

ๅࠊ࠸⏝ࢆቚ࠸ẚ㍑ⓗῐࡣ࡟Ἴࡸ水ὶࠊ᪉୍ࠋࡿࡍᥥฟࢆ࡝࡞㐲㏆ឤࡣ࡟ࡽࡉࠊ࠸㐪ࡢ㢮✀ࡸ㉁ឤࡢⴥࠊ࡚

ẟ≧ࡢ➹ゐ࡛水ࡢໃࠊࡶࡘࡘࡋ⌧⾲ࢆ࠸Ἴ㢌ࡢᡤ࠸⃰࡟ࠎቚࢆᑠࡃࡉⅬ࡜ࠎ᪋ࠋ⃰ࡿ࠸࡚ࡋ ቚࡿࡼ࡟⡿Ⅼ≧

ࡃῐࠊ࡟඲యࠋࡿ࠶ຠᯝⓗ࡛࡚ࡋ࡜ࢺࣥࢭࢡ࢔ࡢ画㠃ࠊࡁㄆ࡛☜࡟㒊ศⓗࡶ࡟ᅵᆜࡸᠱᓴࠊࡣゐ➹ࡢᶓ㛗ࡢ

ࠊ⃰ࡣ࡟⫙ᒾࡢᠱᓴୗࡸᶞᮌࡿ࠼⏕ࡽ࠿ᒾࠊࡀࡿ࠶ࡣసရ࡛࡞༳㇟ⓗࡀゐ➹ࡓࢀࡍ࠿ ቚࡸ୰ቚࡸࡸࡿࡼ࡟㠃

ⓗ࡛₶ࡿ࠶ࡢ࠸➹ゐࡀぢࠊࢀࡽᠱᓴ࡜水ὶࡢ࡜ᑐẚࡸ❧యឤࢆᙉㄪࡿࡍᙺ๭ࢆᢸࠋࡔ࠺ࡼࡿ࠸࡚ࡗ 

画㠃ࠕࡣ࡟ୖྑࡢ㎞༲ኟ᪥ᑃ㸭竹洞成昌ࠖࡢḰグࠕࠊࡾ࠶ࡀ成昌அ༳ 㸦ࠖⓑᩥ᪉༳㸧ࠕ࡜Ꮠ఑᫂ 㸦ࠖⓑᩥ᪉

༳㸧ࡢ஧ࡢࡘ༳❶ࡀᤫࠊࡽ࠿࡜ࡇࡿ࠸࡚ࢀࡉ୰ᯘ竹洞㸦1776㹼1853㸧ࠊࡀኳಖ 2 ᖺ㸦1831㸧ࡢኟ56ࠊ ṓ࡜ࡢ

 ࠋ㸦Fig. 2.1㸧ࡿ࠿ࢃ࡜ࡿ࠶సရ࡛ࡓ࠸ᥥ࡟ࡁ

竹洞ࠊࡣỤᡞ᫬௦ᚋᮇ࡟ά㌍ࡓࡋᑿᙇᅜฟ㌟ᩥࡢே画ᐙ࡛ࠊᑿᙇᅜྡྂᒇᇛୗࡢᮡஅ⏫㏻᱓ྡ⏫࡛⏘⛉་

࡞⩝⑵竹洞࣭融斎࣭෨⃪࣭࡟ྕࠊ఑᫂ࡣᏐࠊ成昌ࡣྡࠋࡓࢀࡲ⏕࡚ࡋ࡜⏨㛗ࡢ୰ᯘ⋞Ჷ㸦㸽㹼1803㸧ࡿ࠶࡛

ᐶᨻඖᖺ㸦1789㸧14ࠋࡿ࠶ࡀ࡝ ṓࠊ࡟ࡁ࡜ࡢᑿᙇᅜ࡛ά㌍ࡓ࠸࡚ࡋ画ᐙࡢ山⏣ᐑᖖ㸦1747㹼93㸧࡟ᖌ஦ࠊࡋ

15 ṓྂྡࠊࡣࡽ࠿ࢁࡈᒇᇛୗࡢ㇦ၟ࡛୰ᅜ᭩画ࡢᡤⶶᐙ࡛ࡓࡗ࠶ࡶ⚄㇂ኳ㐟㸦1710㹼1802㸧࡜஺ὶࡗࡶࢆ

ࡍᡤⶶࡀኳ㐟ࡢࡇࠊ࡟ࡶ࡜࡜山ᮏᱵ㐓㸦1783㹼1856㸧ࡿ࠶ே画ᐙ࡛ᩥࡢᒇฟ㌟ྂྡࡃࡌྠࠊࡣ竹洞ࡁⱝࠋࡓ

ᐶᨻࠋ࠺࠸࡜ࡓࡅཷࢆᙳ㡪࡞ࡁ኱ࠊࡋ㜀ぴࢆ୰ᅜ᭩画ࡢከᩘࡿ 8 ᖺ㸦1796㸧21 ṓ࡛ᱵ㐓࡟ࡶ࡜࡜ி㒔ୖ࡬

໬ᩥࠊࡾᡠ࡬ᒇྂྡ࡟ᖺᚋᩘࠊࡀࡿ 6 ᖺ㸦1809㸧34 ṓ࡟ࢁࡈ෌ୖࡧ὜ࠊ࡚ࡋ௨ᚋࡣ୺࡟ி㒔࡛ά㌍ࠋࡓࡋ

40ࠊࡔࡓ ṓ௦࡟ࡤ༙ࡢ║⑓ࡢࡑࠊ࠸ࡽࡎࢃࢆᚋ 7 ᖺࡣ࡝࡯ไసࠊࡃࡋࡽࡓࡗ࠿࡞ࡽ࡞ࡲࡲࡶ║⑓ࡽ࠿ᅇ᚟

ࡓࡋ 50 ṓ௦୍ࡾࡼࠊࡣ࡟ᒙ 㞞࡜࡬⌧⾲࡞画㢼ࢆ኱ࡃࡁኚ໬50ࠋࡿ࠸࡚ࡏࡉ ṓ௦ࡽ࠿ 60 ṓ௦ࡢస౛࡟竹

洞࠸ࡋࡽ㟼ㅧ࡞ඃရࡀከ70ࠊࡀ࠸ ṓ௦ࡢᬌᖺࡣ࡟⮬㌟ࡢᚰ᝟ྤࢆ㟢࡞࠺ࡼࡓࡋసရࠊࢀࡽࡳࡶஸࡿ࡞ࡃ┤

๓࡞┒࡛᪲ࡲ⤮画ไసࠊࠗࡓࡲࠋࡔ࠺ࡼࡓ࠸࡚ࡅ⥆ࢆ 画道金剛杵࠘ࠗࡸ竹洞画論 ࠊ࠘ࠗ 融斎画譜࠘࡝࡞ከࡢࡃ

画論ࡸ画譜ࢆṧࠋࡿࢀࡽ▱ࡶ࡛࡜ࡇࡓࡋ 

ᮏᅗࡓࡋ࠺ࡑࠊࡣ竹洞ࢆ⌧⾲࡞࠿ࡸ✜ࡢ⮬⊃ࠊࡀ⋓ᚓࡃ࠸࡚ࡋ 56 ṓࡢస౛࡛ࠊࡾ࠶వⓑࢆάࡓࡋ࠿⡆₩

Ⅼࡿ࠶኱画㠃࡛ࠊࡓࡲࠋ࠺ࡼ࠼࠸࡜ඃရࡓࡋ融ྜ࡟ぢ஦ࠊࡀ⌧⾲࡞⣽⧅ࡓࡋ⏝ከࢆ⮴➹ࡓࢀࡍ࠿ࠊ࡜ᵓᅗ࡞

ࢡࢵ࣑ࢼ࢖ࢲࠊࡣ࠸ࡿ࠶ࠊࢀࡉ࡞ࡳ࡜సရࡢ኱⣭᭱ࡣ୰࡛ࡢ竹洞సရࡢ㍈⿦ࡿ࠸࡚ࢀࡽ▱ᅾ⌧ࠊ༳㇟ⓗ࡛ࡶ

୺ࢆℛᕸࡸ⁪ࠊࡣ竹洞ࠊ࠾࡞ࠋ࠸࡞ࢀࡋࡶ࠿ࡢࡓࢀࡉ㑅ᢥࡀ኱画㠃ࡓࡋ࠺ࡇࠊ࡟ࡵࡓࡿࡍ⌧⾲ࢆࢀὶࡢ水࡞

㢟ࡓࡋ࡜సရ࠿ࡘࡃ࠸ࢆṧࠊࡀࡿ࠸࡚ࡋከࡢࡃሙྜࠊ画㠃ୖࡢ㒊ࡽ࠿ᆶ┤࡟ⴠୗࡿࡍ㧗ࢆ⁪࠸ᥥࠊࡾ࠾࡚࠸

ᮏᅗࠊ࡟࠺ࡼࡢὶࡀࢀᕥྑ࡟ᒎ㛤ࡿࡍⴠᕪࡢపࢆ⁪࠸ᥥࡃ౛ࡣẚ㍑ⓗ⌋ࠋ࠸ࡋ竹洞ࠊࡣඛࡢ⚄㇂ኳ㐟ࡢඖ࡞
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࡞࡜ཎᅗࡶ࡟ᮏᅗࠊࡵࡓࡿ࠸࡚ࢀࡉᣦ᦬ࡀ࡜ࡇࡓࡅཷࢆᙳ㡪ࡢࡑࠊࡋ᥋࡟୰ᅜ⤮画ࡢࡃከࡽ࠿㡭࠸ⱝࠊ࡛࡝

ኳࡢᖺྠ࡜ࡢࡓ࠸ᥥࢆᮏᅗࠊࡀ࠸ࡓࡕᚅࢆウ᳨ࡢ௒ᚋࠊࡣヲ⣽ࠋ࠿࠺ࢁ࠶ࡶᛶ⬟ྍࡿࡍᏑᅾࡀ୰ᅜ⤮画ࡓࡗ

ಖ 2 ᖺ㸦1831㸧ṇ᭶ࠊ࡟竹洞ࡣ୰ᅜ⤮画⏤᮶ࡢ୺㢟ࢆ竹洞㢼࡟⩻᱌ࡓࡋᅗ᱌㞟࡛ࠗࡿ࠶融斎画譜࠘ࡢ㆑ㄒࢆ

グࡢ࡛ࡲࢀࡇࠊࡾ࠾࡚ࡋ୰ᅜ⤮画Ꮫ⩦ࡢ成ᯝ࡚ࡵ࡜ࡲࢆห⾜ࡃ࠸࡚ࡋពᅗࠋࡿࡍุ᫂ࡀ࡜ࡇࡓࡗ࠶ࡶᮏᅗࡢ

୰ᅜࡓࡗ࠸࡜黄公望㸦1269㹼1354㸧ࡸ倪瓚㸦1301㹼74㸧ࠊࡣ࡟࡝࡞⌧⾲ࡢᒾࡢ≦ࢡࢵࣟࣈࠊࡸ⮴➹ࡓࢀࡍ࠿

࡛ࢇ㎸ࡾྲྀ࡟⌧⾲ࡸ画㢼ࡢ⮬⊃ࠊࡋᤞ㑅ᢥྲྀࢆᵝᘧࡢ画ᐙࡓࡋ࠺ࡑࠊ࠼ᇉ㛫ぢࡀᙳ㡪ࡢࡽ࠿画ᐙࡢඖ᫬௦ࡢ

ࡢࡑࠊ࡜⩦୰ᅜ⤮画Ꮫࡿࡅ࠾࡟竹洞ࠊࡣᮏᅗࡕࢃ࡞ࡍࠋ࠺ࡼࡁゎ࡛⌮ࡶ࡜ࡿ࠸࡚ࡗㄒ≀ࢆἣ≦࡞㐣Ώⓗࡃ࠸

⩻᱌ࡾ࠶ࡢ᪉ࡍ♧ࢆ኱సࠊࡶ࡚ࡋ࡜㈗㔜࡞స౛࡜఩⨨࡙ࠋࡿ࠶࡛ࡢࡿࢀࡽࡅ 

Chikutōࠕࡸእ㢟ࡢ山水ࠖࠕࡣ࡟㍈⿬ඵ཮㒊ࡢᪧ⾲⿦ࠊ࠾࡞ 18/19ࠕࠖ Shigemasaࠕࠖ ㄆ☜ࡀグ㍕ࡢ࡝࡞18ࠖࠕࠖ

Shigemasa XVIIIࠕࡣ࡟㍈㤳ඛࠊࡁ࡛ ShigemasaࠖࠕࠋFig. 2.3㸧 ࠊ㸦Fig. 2.2ࡿ࠸࡚ࢀࡽ㈞ࡀࣝ࣋ࣛࡓࢀࡉࡁ᭩ࣥ࣌ࠖ࡜

࠿ࡢࡓࢀࡉẁ㝵࡛グධࡢࢀࡎ࠸ࡀࡽࢀࡇࠊࡢࡢࡶࡿࢀࡉ᝿ീ࡜࠿ࡢࡶࡓࡋࡳカㄞࢆ成昌ࡿ࠶࡛ྡࡢ竹洞ࠊࡣ

�ࠋ࠸࡞ᚓࢆࡿࡊࡏ࡜ᮍヲࡣ࡚࠸ࡘ࡟ �  

 

 

 
Fig. 2.2 ᪧ⾲⿦⿬ࡢእ㢟ࠕ山水ࠖ

Inscription reading landscape ( “山水”)  
on the back side of previous mounting 

 

 
Fig. 2.1  ⴠḰ༳❶��Inscription and seals Fig. 2.3 ㍈㤳ඛࠕࣝ࣋ࣛࡢShigemasa XVIIIࠖ 

Sticker with a memo,“Shigemasa XVIII” 
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2. Description about the Artwork 
Takuyo YASUNAGA 

Tokyo National Research Institute for Cultural Properties 

 

 

  At the right of the landscape painting in sumi ink is a two-level hanging cliff beyond which a torrent of water falls. 

Although the water flow is depicted like a fall, the actual depth of the fall is not so large. Rather it is like a mountain 

stream that one might describe as flowing rapidly. To the left of the scene is a faintly depicted rock surface that stands 

across the mountain stream creating a unique sense of perspective. The water that flows toward the lower left side along 

the bank forms many reverse waves and changes its direction to the lower right side. Below the hanging cliff to the right 

a carved rock surface is exposed sharply carved by the waves. Also visible among the torrent water that flows to the 

right are three small rocks. Several trees grow on flat ground between the two-level hanging cliff and other small trees 

are found below the upper and lower cliffs.  

  The motifs are depicted with sumi ink alone. Although there is no color, the blurry effect of ink created by the 

brushwork on the cliff and the riverbank bring out the atmosphere of the rock surface. Different tones of sumi ink applied 

somewhat in a plane effect for the leaves of the trees that grow from the rock also show different touches and types of 

leaves providing a sense of perspective. On the other hand, the water flow and the waves are expressed in rather light 

ink. Brush strokes are used effectively to express the vividness of water while dark sumi ink placed at points highlight 

the top of waves. Slightly long spots of dark sumi ink can also be found partially on the cliffs and riverbank, effectively 

bringing rhythm to the painting. Although the impression is, on the whole, one of a faint, somewhat blurred touch, dark 

and medium sumi ink on the tress on the rocks and the surface of the rock below the cliff give a somewhat moist touch, 

working to bring out contrast between the hanging cliff and water flow, as well as the dimension of the scene. On the 

upper right corner of the painting are an inscription that reads “painted by Nakabayashi Chikutō” (1776-1853) “in 

summer 1831” when he was 56 years old and two stamps, a square relief seal with “the seal of Narimasa” (成昌之印) 

and another square relief seal with “the courtesy name Hakumei” (字伯明) (Fig. 2.1).  

  Chikutō is a literati artist from Owari area (present-day western part of Aichi prefecture) who was active in the late 
Edo period (late 18th century to middle of the 19th century). He was born as the first son of Nakabayashi Gentō (中林玄

棟,?-1803), a gynecologist at Nagoya in Owari area. His given name is Narimasa (成昌), but he is also known as 

Hakumei (伯明)； as an artist he is known as Chikutō (竹洞), Yūsai (融斎), Chūtan (冲澹), or Chiou (痴翁). In 1789, 

when he was 14 years old, he began to study under Yamada Gūjō (山田宮常, 1747-1793), an artist who was active in 
Owari area. From about the time Chikutō was 15 years old he started to have connections with Kamiya Ten’yū (神谷天

遊 ) who was a wealthy merchant of Nagoya and a collector of Chinese paintings and calligraphies. It is 

said that young Chikutō had the opportunity to see, together with Yamamoto Baiitsu (山本梅逸, 1783-1856), also a 

literati artist from Nagoya, many of the Chinese paintings and calligraphies owned by Ten’yū and was greatly influenced. 

In 1796, at the age of 21, he went to Kyoto with Baiitsu, but returned to Nagoya a few years later. In 1809, when he was 

about 34 he again went to Kyoto and continued to be active mainly in Kyoto afterwards. However, in his mid-40s he was

afflicted with an illness of the eye and it seems that for the next 7 years or so he could not work easily. When he recovered 

from his illness, in his 50s, his works began to change to a more gentle and elegant style. Many of Chikutō’s works from 

his 50s to 60s show characteristic tranquility of Chikutō, but those from his 70s, in his late years, seem to expose his own 

sentiments. It appears that he continued to produce many works of art until the time of his death. He is also known for 

, 1710-1802
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his many theories and albums on painting, such as “Gadō kongōsho” (画道金剛杵, lit. Vajra on the way of painting), 

“Chikutō garon” (竹洞画論, lit. Chikutō’s painting theory), and “Yūsai gafu” (融斎画譜, lit. Yūsai picture album).  

  The present painting is an example of Chikutō’s work when he was 56 years old at a time he began to acquire his 

characteristic expression of calmness. It is an outstanding work that fuses the simple structure making use of space and 

the many delicate expressions of the blurred touch of the brush. Furthermore, that the work is very large makes it 

impressive; of the works of hanging scroll by Chikutō, it is said to be of the largest. Perhaps, such a large work was 

intentionally selected to express the dynamic flow of water. Chikutō has left several works with waterfalls as the main 

theme, but in many cases the falls are high and fall vertically from the upper portion of the painting. An example of a 

fall like this one which is low and in which the water flows to the left and right is comparatively rare. Since Chikutō 

had contact with Chinese paintings from the time he was young, under the influence of Kamiya Ten’yū as has been 

pointed out, it may be possible that there is a Chinese painting that the present one had been based upon. Details need 

to be researched, but at the beginning of 1831, the same year in which the present painting was created, Chikutō wrote 

the preface to “Yūsai gafu,” an album of styles in which he modified into Chikutō style the themes found in Chinese 

paintings. It is clear that he intended to publish the results of his study of Chinese paintings. The blurred touch of the 

brush and the expression of rocks in blocks show the influence of Ní Zàn (倪瓚, 1301-1374) and Huáng Gōngwàng (黄

公望, 1269-1354), Chinese painters of the Yuan dynasty. The process by which Chikutō selected the styles of such 

artists and incorporated them into his own style and expression may be understood. In other words, the present painting 

is a valuable example also as a model that shows Chikutō’s study of Chinese paintings and its modifications.  

  On the back side of previous mounting are found the inscriptions reading landscape (山水) and “Chikutō”, “18/19” 

and “18”. On the roller knob is a sticker with a memo with “Shigemasa XVIII” (Fig. 2.2, Fig. 2.3). Shigemasa is 

imagined to be the another way of reading his name, Narimasa (成昌). However, it is not clear at which point each of 

these inscriptions were written. 
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Appendix 1. Documentation 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. A.1.1  修᚟๓ᦆയᅗ㠃 
Mapping of damages before restoration 

  Ḟኻ Loss 

  ᢡࢀ Crease 

  ⿣ࡅ Tear 

  ⾲㠃ࢀ᧿ࡢ Abrasion 

  ᰁࡳ Stain 

  ௜╔≀ Accretion 

  ⿬ᡴࡕ⣬ࡢᾋࡁ Delamination of 

the lining paper 

௜㘓� Appendices 
ᮾிᩥ໬㈈◊✲所� ᑠ⏣� ᱈Ꮚࠊඖ� ႐㍕ࠊຍ⸨� 㞞ே 

Momoko ODA, Heejae WON, Masato KATO 
Tokyo National Research Institute for Cultural Properties  

 

27



 
Fig. A.1.2  㒊ศ෗┿᧜ᙳ箇所 

Points where detail photographs were taken 
 

౑⏝ᶵჾ ࣓ࣛ࢝ࣝࢱࢪࢹ㸦OLYMPUS DIGITAL CAMERA� TG-4ࢫࣃࣥࣜ࢜ࠊ♫〇㸧 
 3072×4608 ᩘࣝࢭࢡࣆ
⏬ീࢺࢵ࣐࣮࢛ࣇ JPEG 
Apparatus Digital camera (OLYMPUS DIGITAL CAMERA TG-4, OLYMPUS CORPORATION) 
Image 4608×3072 
Image format JPEG 
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Fig. A.1.2.1  㒊ศ෗┿ (1) 

Photograph of detail (1) 

 

  
Fig. A.1.2.2  㒊ศ෗┿ (2) 

Photograph of detail (2) 

 

  
Fig. A.1.2.3  㒊ศ෗┿ (3) 

Photograph of detail (3) 
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Fig. A.1.3  補修および補彩を施した箇所 
Places infilled and infills with color adjusted 

 

29 30



�� 2.� �����	 

Appendix 2. Discussion about New Mounting Fabrics 
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3.  

Appendix 3. Conditioning 
 

 

  
 
 
  

 TBL-3HW2G2AC  
 34  

Apparatus An environmental control chamber, TBL-3HW2G2AC, TABAI ESPEC 
Duration 34 days 

 
Fig. A.3   

Temperature and humidity during conditioning 
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Appendix 3. Conditioning 
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