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This is a conservation report about a project in The Cooperative Program for the

Conservation of Japanese Art Objects Overseas in 2015 to 2021.
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1 Restoration Report
IKEDA Kazuhiko, KIMISHIMA Takayuki

Shugo Co., Ltd.

1.1 Information about the Artwork

Title Tales of Shinran 182 NAR{E (Shinran Shonin Eden)]
Period Late 17" Century

Owner National Gallery of Victoria, Commonwealth of Australia
Accession no. 1430.a-d-4

Media and format (style)  Color on silk, a set of four hanging scrolls (Rimpo-no-so)

1.2 Information about the Restoration Project

Duration 28 June 2016 to 30 October 2020

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

Restorers Shugo Co., Ltd.

1.3 Condition before Restoration (see Fig. A1-1.22-29 and Fig. A1-2.16-27)
* There were rifts in the artwork silk. (Fig. A1-2.16, 18, 21, 26)
* There were creases in the artworks. (Fig. A1-2.17, 20, 23, 25)
* The lining paper was partly delaminated from the artwork silk. (Fig. A1-2.19, 24, 27)
* There were lifts and losses of paint. (Fig. A1-2.20, 24)
* There were dirt and stains. (Fig. A1-2.22)

* There were deterioration, fading, losses, and infilling marks from the past on the mounting fabrics.

1.4 Restoration Policy

Maintenance of the status quo and restitutio in integrum.
* Materials and techniques for the restoration would be the same as those for nationally designated cultural properties.
* The mounting would be in the same style as before restoration.
+ The mounting fabrics, roller knobs, hanging rods, roller rods, decorative end cap for hanging rod, washers, eye-pins,

cords, and storage boxes would be made anew.

+ All the mounting materials and storage equipment belonging to these objects would be returned to the museum.
+ All the processes of the restoration would be recorded.
* Varieties of investigation concerning the artworks during restoration would be carried out under the guidance of the

person in charge at the Tokyo National Research Institute for Cultural Properties.



1.5 Restoration Process for the Artworks

Regarding restoration materials, see Table A1-2.2.
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Documenting (Fig. 1.1,2)

The condition of the artworks, features of the artwork silk, format of the mounting and condition of the pigments
were examined. Photographs and damage-mapping were made (see Appendices 1-1).

Disassembling (Fig. 1.3)

The artworks were separated from the mounting fabrics.

Removing dust (Fig. 1.4, 5)

A soft brush was used to remove dirt and dust from the surface of the artworks.

Consolidating (Fig. 1.6)

To remove the lining paper from the verso, a mixed solution of cowhide glue and funori (seaweed) paste
[extracted from seaweed at room temperature] (1.5 wt-%) was applied to the areas where adhesive strength of
the glue for the pigments was thought to have deteriorated. The solution was applied over several days for each
color and a drying period of 2 to 5 days was given.

Removing the final lining paper and the second lining paper (Fig. 1.7)

The final lining paper and the second lining paper were removed from the verso of the artworks.

Analyzing paper

A very small amount of fiber from the first lining paper and the final lining paper were dyed with C stain and
observed through a microscope. (Fig. A1-1.38, 39)

Washing (Fig. 1.8, 9)

Rayon paper was applied to the verso of the artworks first so that filtered water would permeate and spread
equally. To remove stain, filtered water was sprayed onto the recto of the artworks to be absorbed by blotting
paper placed under the artworks.

Consolidating

To make the surface of pigments stable, a rabbit skin glue solution (2 wt-%) was sprayed onto the pigments. Then,
the artworks were sandwiched between sheets of polyester paper and blotting paper, and they were pressed and
dried between boards for 5 days. After drying, a rabbit skin glue solution (2 wt-%) was applied to the pigments
and dried for 5 days.

Protecting the recto surface (Fig. 1.10)

To protect the recto of the artworks, 2 layers of rayon paper were applied with funori paste [extracted from
seaweed at room temperature] to the recto of the artworks, and a layer of kozo paper [machine-made kozo paper]
was applied with a mixed paste of funori paste [extracted from seaweed at room temperature] and wheat starch
paste.

Removing the first lining paper (Fig. 1.11)

The first lining paper was removed with minimum required water, considering the verso painting which was done
on the back.

Infilling (Fig. 1.12)

Infill silk dyed with yasha (Alnus filma) was applied to loss areas. The silk was artificially deteriorated by
irradiating an electron beam to decrease its physical strength.

Documenting the verso of the artworks



The state of the verso of the artworks was examined and documented; photographs and micrographs were taken
from the backside. (Fig. A1-1.49-56)

(13) Consolidating (Fig. 1.13)
A cowhide glue solution (2 wt-%) was applied to the verso of the artworks and dried for 5 days.

(14) Preparing the mounting fabrics
Since the original fabrics were deteriorated and it was decided that they could not be reused, mounting fabrics
were newly prepared referring to the patterns and colors of the original mounting fabrics. (see 2.3)

(15) Removing protective layers
One layer of kozo paper and one of the two layers of rayon paper were removed with water. Funori was
removed with water and blotting paper.

(16) Applying the first lining (Fig. 1.14-16)
Mino paper was applied to the artworks and newly prepared mounting fabrics with wheat starch paste and the
remaining rayon paper protection was removed. Mino paper for the artworks was dyed with yasha; that for outer
border fabrics was dyed with sumi. The artworks and mounting fabrics were dried face up on a blanket.

(17) Applying the subsidiary lining (first time) (Fig. 1.17, 18)
Misu paper was applied to the artworks and the mounting fabrics with aged wheat starch paste, and they were
dried face up on a blanket. The paper for the artworks was dyed with yasha. After about 24 hours, the artworks
were moistened with minimum water and attached to the karibari panel (the panel for drying and conditioning)(
1) face up to dry and condition. Mounting fabrics were moistened with minimum water and attached to the
karibari panel, making sure that the patterns would not become warped, for 4 to 15 days.

(18) Applying the reinforcement paper strips (Fig. 1.19)
Using wheat starch paste, reinforcement paper strips called “orefise” made of thin mino paper which was dyed
with yasha were applied from the back side to creases on the artworks and places creases were beginning to occur
and rifts in the artwork silk.

(19) Applying the subsidiary lining (second time) (Fig. 1.20)
Misu paper was applied to the artworks with aged wheat starch paste, and they were dried on the blanket up to
the front of artworks. After about 24 hours, the artworks were moistened with minimum water and attached to
the karibari panel face up for a few weeks to dry and condition.

(20) Assembling (Fig. 1.21)
The artworks and the mounting fabrics were cut together and assembled into one piece using a mixture of wheat
starch paste and funori paste. The cuttings of newly prepared central border fabrics were examined to closely
resemble the patterns of the original mounting fabrics.

(21) Applying the overall lining (Fig. 1.22)
Misu paper was applied on to the assembled pieces with aged wheat starch paste, and they were dried on a blanket
face up for 5 days.

(22) Applying the final lining (Fig. 1.23)
Uda paper was applied with aged wheat starch paste. Cover silk was applied to the top of the mounting with aged
wheat starch paste, and dried on a blanket face up. After drying, they were moistened with minimum water and
attached to the karibari panel face up for 4 weeks to dry and condition.

(23) Inpainting (Fig. 1.24)

Infills were inpainted to match the color with that of the unrepaired part of the artworks.
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(25)

(26)

Drying and conditioning
After inpainting, the artworks were removed from the panel; they were then attached again to the karibari panel
face down for 4 to 6 weeks to dry and condition.
Preparing the metal fittings (Fig. 1.25)
Roller knobs, decorative end cap for hanging rod, washers and eye-pins were newly prepared. They were made
to resemble the original in patterns because the original mounting parts including metal fittings were to be
conserved separately.
Finishing (Fig. 1.27)
Roller knobs, decorative end cap for hanging rod, decorative fabric strips, washers and eye-pins, roller rods,
hanging rods and cords were attached to the artworks, and the artworks were finished as hanging scrolls. The
roller rods, hanging rods and cords were also newly made.
The following inscription was made in Chinese ink on each of the roller rods.
(English translation of the inscription) (Fig. 1.26)
“Tales of Shinran, No. (number of the particular artwork), color on silk, a hanging scroll. National Gallery of
Victoria
Restoration completed in October 2020
As a project of the Cooperative Program for the Conservation of Japanese Art Objects Overseas 2016 JFY to
2020 JFY, 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.”

(27) Preparing for storage (Fig. A1-2.14, 15)

Paulownia [Paulownia tomentosa: produced in Japan] 2 tier inro-style storage box to contain 8 scrolls and roller
clamps were made anew to store the artworks. Wrapping cloths were made anew for each of the four artworks
which were stored in the upper tier of the storage box. An acid-free paper box covered with navy blue fabric was

prepared for each of the storage box. (see Table A1-2.3)

(28) Documenting

A restoration report including the condition of the artworks, details of restoration, information about restoration

materials and photographs were prepared.

Translated by SHIMIZU Ayako and KATO Masato

Reference

(1)

Adapt & Evolve 2015: East Asian Materials and Techniques in Western Conservation. Proceedings from the

International Conference of the Icon Book & Paper Group, London 8—10 April 2015
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Restoration Process (Artwork)

Fig. 1.1 {ESRR Fig. 1.2 Gk
Photographing Documenting

Fig. 1.3 f#{k Fig. 1.4 T DRZE
Disassembling Removing dust

Fig. 1.5 (&Y OkRZE Fig. 1.6 ¥4 1150

Removing accretions Consolidating
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Fig. 1.7 #EMDOERE Fig. 1.8 /KT & % ¥k
Removing the final lining paper Washing

Fig. 1.9 PErH UL D 4 Fig. 1.10 ASEEHOEE (F4TH)

Blotting paper after washing Protecting the surface of the artwork

Fig. 1.11 ALEMDORE Fig. 1.12 #fifA
Removing the first lining paper Infilling
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Fig. 1.13 FEEADHTE 12D Fig. 1.14 JLEFTH
Consolidating the pigments on verso painting Applying the first lining to the artwork

Fig. 1.15 RITHORE Fig. 1.16 RIEZM~DOHLEFTH

Removing the protecting paper Applying the first lining to the mounting fabrics

Fig. 1.17 ¥§5E4TH (1 [HIH) Fig. 1.18 FIEZH~DIEEST L
Applying the subsidiary lining (first time) Applying the subsidiary lining to the mounting fabrics
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Fig. 1.19 #rivikE AL Fig. 1.20 ¥4E4TH (2 HIH)
Applying the reinforcement paper strips Applying the subsidiary lining (second time)

""ﬁ - L
Fig. 1.21 ff@L Fig. 1.22 FEfTH
Assembling Applying the overall lining

Fig. 1.23 #EFH Fig. 1.24 #i%

Applying the final lining Inpainting
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Fig. 1.25 &% Fig. 1.26 HriEHe,

Preparing the metal fittings New inscriptions

Fig. 1.27 ft: kiF
Finishing
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1-1 JREB#H4E  Condition Reports

AR (RSCHHRE)
Artwork (photo by TOBUNKEN)

Fig. Al-1.1 A g (58 4 1)
Scroll A (the fourth scroll)
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Fig. Al-1.2 B & (55 3 &)
Scroll B (the third scroll)
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Fig. A1-1.3 C g (55 2 &)
Scroll C (the second scroll)
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Fig. A1-1.4D g (G8 1 1)
Scroll D (the first scroll)
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ek (FRE)
Artwork with mounting (photo by TOBUNKEN)

Fig. Al-1.5 A (38 4 i)
Scroll A (the fourth scroll)
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Fig. A1-1.6 B & (%5 3 i)
Scroll B (the third scroll)
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Fig. A1-1.7 C & (%5 2 i)
Scroll C (the second scroll)
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Fig. A1-1.8 D & (5% 1 &)
Scroll D (the first scroll)
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Artwork with mounting, with raking light

Fig. A1-1.9 A g (5F 4 1g) Fig. A1-1.10 B & (%% 3 iig)
Scroll A (the fourth scroll) Scroll B (the third scroll)
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Fig. Al-1.11 C g (58 2 &) Fig. Al-1.12D g (55 1 iig)
Scroll C (the second scroll) Scroll D (the first scroll)
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Artwork with mounting, verso

Fig. Al-1.13 A& (56 4 1&) Fig. Al-1.14 B g (55 3 &)
Scroll A (the fourth scroll) Scroll B (the third scroll)
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Fig. A1-1.15 C g (55 2 1ig) Fig. Al-1.16 D l& (58 1 &)
Scroll C (the second scroll) Scroll D (the first scroll)
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Dimensions
1.85 34 1.8 1.8 34 1.8
/\ /\ T
NG N
____________________________________________ 2.8 e M T 2T
29.1 28.9
26.3 26.2
18.75 19.0
v L - |
10.75 10.8
79.2 A 79.3
197.1 198.4
134.8 135.1
5.6 5.6
18.8
15.35 19.0 15.5
Il 33 3.2
2 T
83.0 ! = 82.8 <
3.2 3.25 3.2 3.2
Fig. A1-1.17 A #§ (55 4 1g) Fig. A1-1.18 B g (%5 3 fig)
Scroll A (the fourth scroll) Scroll B (the third scroll)
* HUE D HAZIT em

The unit of values are cm.
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1.9 3.3 1.8 1.85 33 1.8
/\ /\ =S
N ) ik
............................................. 2.6 2.5
28.9
263 5k 26.3
18.7 .
A i -
10.8 10.8
79.3 | 79.3
198.4 199.0
135.9 135.3
5.6 5.6
190 | l15.6 18.9 1 11535
132 3.2
B 0
82.9 ‘ N 83.0 -
3.1 1 32 32

Fig. A1-1.19 C g (5 2 W)
Scroll C (the second scroll)

Fig. A1-1.20 D& (55 1 &)
Scroll D (the first scroll)
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Table Al-1.1 FEEAHE, RAF

2L RS i D B
R O A FEARR GRE 31 11 60 K2 » AL i 21 1 2 AKX 3 100~120 £#%)
1 ix Pt — TR S HE P RSO A
2 JEAET P — S HE R RS
20 AR EAE %
3 kBT Gk 1 ZE S
4 WY S S A
5 M A
6  HEhK A
7 iR o HE SCA I 4 4 A it
8 A HHE B IR
9 it SRAEARE
LELHE  (CAHK) REHE
MLEEAE (2 AR
MR TEAT HERE

Table A1-1.1 Specifications for the mounting, storage

Hanging scrolls

Rimpo-no-so

Structure of the artwork
silk

Plain-woven silk fabric (Warp: 31 denier 60 double-strands per 3.03 cm
Weft: 21 denier 100 — 120 double-strands per 3.03 cm)

Kinran -gold brocade silk- with lotus flowers and arabesque with single vine

! Middle border fabrics motifs on a red background
. ) ) Kinran -gold brocade silk- with arabesque and lotus flowers with single vine
2 Decorative fabric strips .
motifs on a red background
The back sides of . . . .
2/ © ac. sides .0 . Aya -twilled woven silk- with a cloud motif on a pale blue background
decorative fabric strips
3 Outer border fabrics Aya -twilled woven silk- with a cloud motif on a navy blue background
4 Roller knobs Gold gilded roller knobs with a lotus flower motif
5 Hanging rods Wood
6 Roller rods Wood
7 Washers, eye-pins Gold gilded washers with a lotus flower motif and eye-pins (like cotter pins)
decorative end cap for . . . .
8 Gold gilded end cap for hanging rod with a lotus flower motif

hanging rod
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Cords Purple braided cord
First lining paper

K
(for artworks) 020 papet
First lining paper

K
(for mounting fabrics) 020 papet
Final lining paper Kozo paper

9
7
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Table A1-1.2 {75

ALK s
RAFHE HE AR5
eS| HALEIA Ak

Table A1-1.2 Specifications for the mounting, storage

Wrapping paper Paper
A storage box Wooden inner box in inro-style containing four artworks
An outer box Paper board outer box in sashikomi-style

Fig. A1-1.21 {RFF58 (IE1EHT)

Storage box (before restoration)
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BRI
Mapping of damages

B XH#E AT

Loss and rift

m it

Crease

Gedr - 510

Stain and dust

Qer 15 AE

Scattered stain

m 5%

Accretion

B EiHoRE
Delamination of the lining
paper

HBEHO XN

Gap in the weave structure

Fig. A1-1.22 A g (5% 4 08) HOER Sy
Scroll A (the fourth scroll), the substrate of the painting
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B eHEofaR
Crack

B RO - H%
Lift and loss

w BREOBIRME
Chalking

#h

Abrasion

[ &EORE

Delamination of the gold leaf

Fig. A1-1.23 A g (55 4 &) #2HJE DE 5y
Scroll A (the fourth scroll), the paint layer
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Fig. A1-1.24 B g (5% 3 &) HioDESy
Scroll B (the third scroll), the substrate of the painting

34

KAR - HiF

Loss and rift

i

Crease

Gezp - 510

Stain and dust

BEL7

Accretion

HITHR D77 &

Delamination of the lining paper



B eREoaz
Crack

B RO - H%
Lift and loss

w BREOBRME
Chalking

#h

Abrasion

m RROLEA
Discoloration

Fig. A1-1.25 B g (5% 3 &) 2 BJg oisy
Scroll B (the third scroll), the paint layer

35



B K- RT

Loss and rift

m h

Crease

Yeds 5

Stain and dust

e JJAE

Scattered stain

m TE®

Accretion

B EfoRE

Delamination of the lining paper

Fig. A1-1.26 C g (55 2 &) HioDHESy
Scroll C (the second scroll), the substrate of the painting
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B eREoaz
Crack

B RO - H%
Lift and loss

m fREOBRL
Chalking

#hn

Abrasion

m REOLEA
Discoloration

Fig. A1-1.27 C g (55 2 i8) #2 BJg D&y
Scroll C (the second scroll), the paint layer

37



Pyie

bl

B K- RT

Loss and rift

m h

Crease

Y+ 54U

Stain and dust

e JJAE

Scattered stain

m TE®

Accretion

B EfoRE

Delamination of the lining paper

Fig. A1-1.28 D& (%5 1 &) HuooERsy

Scroll D (the first scroll), the substrate of the painting
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Fig. A1-1.29D Mg (55 1 &) #2HJ8 o4y
Scroll D (the first scroll), the paint layer

39

N

BB BZ
Crack

e B OHEE - I
Lift and loss

ENOLEN |4
Chalking

#hn

Abrasion

BHEOZEE
Discoloration



[BEITROTELROERD

Sheets arrangement and dimensions of the lining paper

[AFR SIS K OWLEM O - HE L MO E R Y ZXHEIZFEEk L7, MHE & b IS ST E | fEZ1RI355 0.3cm
Tholz,
The first and the final lining paper dimensions, and the paper overlap were recorded on a drawing. In both cases, the

joint was straight-cut and overlapped joint width was about 0.3 cm.

i
£q &
x g
L3
2
@

(3
3]
on

26.8

7.8
Fig. A1-1.30 A fiE (5% 4 %) WLEEAL Fig. A1-1.31 A g (5 4 18) FREEAK
Scroll A (the fourth scroll), the first lining paper Scroll A (the fourth scroll), the final lining paper
* BUE D HALIT em

The unit of values are cm.
*  RETHEY OSLEFAX. Koz RS,

The area filled in red indicates a sheet of paper.
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14.7
Fig. A1-1.32 B g (5% 3 &) JULZEAT
Scroll B (the third scroll), the first lining paper

41

i
B
£
X
#
%
[b]
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Fig. A1-1.33 B g (55 3 i) #RFEHE
Scroll B (the third scroll), the final lining paper
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41.5 14.7
Fig. A1-1.34 C i (2 &) WLEEAK Fig. A1-1.35C g (2 &) FRSEAK
Scroll C (the second scroll), the final lining paper

Scroll C (the second scroll), the first lining paper
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26.9

:
&
Al
#®
&
(I
E

Fig. A1-1.36 D iE (55 1 18) WLEEAK Fig. A1-1.37 D g (5 1 %) FREEAK
Scroll D (the first scroll), the first lining paper Scroll D (the first scroll), the final lining paper
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REHERE R 53 AT
Analyzing paper

ABRTIE 5 JIS P8120 (ISO9184-4) 25T, LI S ORI O BRI L 72 Ol 2. C et
WERWTYA L, BEMEICLDBEEZTTolz, TR, HITERHWORTWD Z LR ghol,

Analysis method: According to the Japanese Industrial Standard P8120 (cf. ISO9184-4), a very small amount of
fiber samplings from the first and the final lining papers were dyed by C stain and observed with a microscope. As

a result, it was revealed that these lining papers were made of kozo.

(EEEy 7] PEMSE (ShuttlePix P-400R, NIKON)
CIES 800 x 600 (&2 /1)
B 7 4=~k JPEG
Apparatus Microscope (ShuttlePix P-400R, NIKON)
Image size 800 x 600, pixels
Image format JPEG
A g (5 4 Mg) B g (55 3 &)
Scroll A (the fourth scroll) Scroll B (the third scroll)
C g (55 2 M) D g (55 1 1)
Scroll C (the second scroll) Scroll D (the first scroll)

Fig. A1-1.38 JILZEAGHEHE S =
Photographs of the fibers from the first lining paper
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AR (5 4 18) BE (5 3 i)
Scroll A (the fourth scroll) Scroll B (the third scroll)
C g (56 2 i) D g (55 1 1&)
Scroll C (the second scroll) Scroll D (the first scroll)

Fig. A1-1.39 #EEHHIHE S =
Photographs of the fibers from the final lining paper
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HhE L BE

Inscriptions

AR (5 4 1) B g (25 3 1)
Scroll A (the fourth scroll) Scroll B (the third scroll)

CE (55 2 M) D i (5 1 #8)
Scroll C (the second scroll) Scroll D (the first scroll)
Fig. A1-1.40 Hili& & B3

Inscriptions
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Table A1-1.3 difsE & =&

S i

WA

FRELAK MEE—40 Teee] (RSCEHEESHFAD), TEERE) . TFAE/SIEMREFERYE ). TFR (B
B EDN
A Vg
A —
#fA —
R iR EE—40 Teee] (URCLEESHFAD)., IBEFES ). [RGUFEFREE ] TfnR ()]
BiE W I {45 B s i 7
A —
e B 4 Teee| (ZRSCEESFEN). MEERE. TBEE KM TFR (R
B F) |
C i
JUR FYY}
A [RFNZAE W SUA VU B BR85S ATR AR
B THIRMEIE—D Teee] (RICEESMHENZE . [ KRAAFEIFHEIE NI, TR
b i AEFRRESE) . TRE BT, TEMEE SR, TRR (BRED) )
YA (= eeflLIALS . [RAIMENALH BN % BT AR
A —

Table A1-1.3 Inscriptions

Artwork

Part

Content

Scroll A (the

fourth scroll)

Final lining

paper

[Shaku Ichinyo [eee] (red seal in double circle)], [The fourth scroll], [At order

of Shaku Chotetsu in Butsuganji, Rokujo.], [Izumi (Chinese ink seal)]

Hanging scroll

Roller rod

Scroll B (the
third scroll)

Final lining

paper

[Shaku Ichinyo [eee] (red seal)], [The third scroll], [At order of Shaku

Chotetsu in Butsuganji, Rokujo.], [Izumi (Chinese ink seal)]

Hanging scroll

[Goden at order of Butsuganji in Rokujo]

Roller rod

Scroll C (the

second scroll)

Final lining

paper

[Shaku Ichinyo [eee] (red seal)], [The second scroll], [At order of Shaku
Chotetsu in Butsuganji, Rokujo.], [Izumi (Chinese ink seal)]

Hanging scroll

[eoe]

Roller rod

[On September 4, 1682 in Butuganji, Matsumoto Izumi from the studio in Toji.]

Scroll D (the

first scroll)

Final lining

paper

[Signed by the former the head priest of a Buddhist sect Ichinyo [eee] (red
seal)], [Shinran Shonin Eden in Otani Honganji], [Made in Butsuganji, Rokujo,
Rakuyo (present day Kyoto City), Yamashiro-no-kuni], [At order of Shaku
Chotetsu], [Donated by Shochibo Shaku Shutetsu], [Izumi (Chinese ink seal)]

Hanging scroll

[Three @e for Gokaisan (Shinran Shonin)], [On August 17, 1682, Matsumoto

[zumi from the studio in Toji.]

Roller rod

* o[ LHIBIA 2R

e show indecipherable characters.
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Y OBMGERHE

Microscopic observation of the recto of the artwork

o RS TYOBNAAT (TG4, FV L /3R)
CIES 4608 x 3456 (&7 &)

g7 +—~< v~ JPEG

Apparatus Digital camera (TG-4, Olympus)

Image size 4608 x 3456, pixels

Image format JPEG

Fig. Al-1.41 &R A bR (5 4 18)

Points where micrographs were taken, scroll A (the fourth scroll)
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Fig. A1-1.42 RFEOILKREGE AR (G5 41%)
Micrographs of pigments from the recto of the artwork, scroll A (the fourth scroll)
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Fig. A1-1.42 REEILREGE At (54 18)
Micrographs of pigments from the recto of the artwork, scroll A (the fourth scroll)
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Fig. Al-1.42 REAILKTE AME (GF418)
Micrographs of pigments from the recto of the artwork, scroll A (the fourth scroll)

Fig. A1-1.43 #Zf&pT B g (55 3 &)

Points where micrographs were taken, scroll B (the third scroll)
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1 mm

i e} e
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==

Fig. Al-1.44 REAIEKRGE BiE (5 3 18)
Micrographs of pigments from the recto of the artwork, scroll B (the third scroll)
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Fig. Al-1.44 REAIEKRGE BiE (5 3 18)
Micrographs of pigments from the recto of the artwork, scroll B (the third scroll)
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Fig. Al-1.44 REAILKGE Big (5 3 1F)
Micrographs of pigments from the recto of the artwork, scroll B (the third scroll)

Fig. A1-1.45 e t&ipr C i (G 2 &)

Points where micrograph were taken, scroll C (the second scroll)
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Fig. Al-1.46 RFOILKRGE CiE (55 2 i)
Micrographs of pigments from the recto of the artwork, scroll C (the second scroll)
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Fig. Al-1.46 REBILKGE CIFE (5 2 &)
Micrographs of pigments from the recto of the artwork, scroll C (the second scroll)
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Fig. A1-1.47 s &RT D g (55 1 08)

Points where micrographs were taken, scroll D (the first scroll)

Fig. A1-1.48 £EEILKEE DiE (55 1108)
Micrographs of pigments from the recto of the artwork, scroll D (the first scroll)
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Fig. Al-1.48 REOILKGE DiE (G 11%)
Micrographs of pigments from the recto of the artwork, scroll D (the first scroll)
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Fig. Al1-1.48 REAILKGE DIFE (G 1 18)
Micrographs of pigments from the recto of the artwork, scroll D (the first scroll)
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B ABEMEHE

Microscopic observation of the verso of the artwork

0 FHBSAT TYOBNAAT (TG4, FV L /3R)
CIES 3216 x 2144 (E°7 &)L)

g7 +—~< v~ JPEG

Apparatus Digital camera (TG-4, Olympus)

Image size 3216 x 2144, pixels

Image format JPEG

Fig. A1-1.49 BT A Mg (GF 4 08) WLEEBRE%

Points where micrographs were taken, scroll A (the fourth scroll), after removing the first lining paper
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Fig. A1-1.50 BE ARG E AlE (5 4 18)
Micrographs of pigments from the verso of the artwork, scroll A (the fourth scroll)
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Fig. A1-1.50 EEAILKEGE AlE (5 4 18)
Micrographs of pigments from the verso of the artwork, scroll A (the fourth scroll)
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Fig. A1-1.50 EEAILKEE AlE (55 4 18)
Micrographs of pigments from the verso of the artwork, scroll A (the fourth scroll)

Fig. A1-1.51 &P BiE (56 3 18) MLEFRER

Points where micrographs were taken, scroll B (the third scroll), after removing the first lining paper
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Fig. A1-1.52 BE ARG E Big (G5 3 i8)
Micrographs of pigments from the verso of the artwork, scroll B (the third scroll)
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Fig. A1-1.52 EEAILKEGE BiIE (5 3 18)
Micrographs of pigments from the verso of the artwork, scroll B (the third scroll)
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Fig. A1-1.52 EEAILKGE BiE (55 3 iF)
Micrographs of pigments from the verso of the artwork, scroll B (the third scroll)

Fig. A1-1.53 iR CiE (565 2 iE) WIIERRE®

Points where micrographs were taken, scroll C (the second scroll), after removing the first lining paper
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- g b e g

Fig. Al-1.54 EEAILKGE Cig (55 2 1R)
Micrographs of pigments from the verso of the artwork, scroll C (the second scroll)
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1 mm
——

Fig. Al-1.54 EE ALK | CIE (5 2 18)
Micrographs of pigments from the verso of the artwork, scroll C (the second scroll)
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Fig. A1-1.55 & 0T DiE G 108) WLERRE%

Points where micrographs were taken, scroll D (the first scroll), after removing the first lining paper

Fig. Al1-1.56 EEZAYLKTE DIFE (GF 1 18)
Micrographs of pigments from the verso of the artwork, scroll D (the first scroll)
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Fig. Al1-1.56 EEZAYLKTE DIFE (G 1 18)
Micrographs of pigments from the verso of the artwork, scroll D (the first scroll)
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Fig. A1-1.56 EEAIKGE DiE (551 10F)
Micrographs of pigments from the verso of the artwork, scroll D (the first scroll)
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MEBERER OAME T CRUTRE)
Verso of the artwork after removing the first lining paper (photo by TOBUNKEN)

C g (% 2 #8) Scroll C (the second scroll) D& (%5 1 1§) Scroll D (the first scroll)

Fig. A1-1.57 AfEmRTE JLERER

Photograph of artwork of verso, after removing the first lining paper
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BB D RSAE R
Structure of the artwork silk

ol R4 TUHNT AT (TG4 F Y /3 A)
CIES 4608 x 3456 (&7 &)

g7 +—~< v~ JPEG

Apparatus Digital camera (TG-4 Olympus)

Image size 4608 x 3456, pixels

Image format JPEG

Fig. A1-1.58 5.

Photograph
B3 e0#2 v A Warp: 31 denier 60 double-strands
R 21 H 2 R X - 100~120 £ Weft: 21 denier 100 — 120 double-stands
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1-2 EE &

Documentation of Restoration

AR (RSHHRE)
Artwork (photo by TOBUNKEN)

Fig. A1-2.1 A g (58 4 1)
Scroll A (the fourth scroll)
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Fig. A1-2.2 B i (%% 3 &)
Scroll B (the third scroll)
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Fig. A1-23 C g (55 2 &)
Scroll C (the second scroll)
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Fig. A1-2.4D g (G5 1 1)
Scroll D (the first scroll)

7



ek RRE)
Artwork with mounting (photo by TOBUNKEN)

Fig. A1-2.5 A g (5% 4 i)
Scroll A (the fourth scroll)
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Fig. A1-2.6 B i (& 3 1ig)
Scroll B (the third scroll)
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Fig. A1-2.7 C g (5 2 &)
Scroll C (the second scroll)
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Fig. A1-2.8 D i (5% 1 &)
Scroll D (the first scroll)
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~HEE REUX

Dimensions

1.85 3.35 1.85 1.85 3.35 1.85
/\\\ /\\‘ %fﬁ/
______________________________________________ 2.5 SNSRI [ I N ) ESUU—————
293
2o 26.8 29.1 26.6
. L 20.55 U
11.0 11.0
79.3 | 79.1
199.8 199.3
134.8 134.7
5.8 5.8
20.8 15.7 20.85 [15.5
\i i
| 3.2 l% 3.2
83.2 Jﬁ\ 82.7
3.4 3.4 3.4 3.4
Fig. A1-2.9 A& (55 4 i) Fig. A1-2.10 B i (5 3 i)
Scroll A (the fourth scroll) Scroll B (the third scroll)

* BMEDOHALIT cm

The unit of values are cm.
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1.85 3.35 1.85 1.9 3.35 1.9
/\ /\ —rT
NL N J
2.75 [ 2.5
292
26.7 29.3 26.8
20.8 20.25
| |
11.0 11.0
79.1 | 79.1
199.4 199.9
1345 134.8
5.8 5.8
18.15 |15.7 182 [15.8
|+ 32 ¢ 32
3. 3.
82.9 ‘ 83.0 -
3.4 3.4 3.4 3.4

Fig. A1-2.12D g (55 1 &)

Fig. A1-2.11 C g (3% 2 &)
Scroll D (the first scroll)

Scroll C (the second scroll)
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Table A1-2.1 FEEf-4%
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Table A1-2.1 Specifications for the mounting

Hanging scrolls

Rimpo-no-so

Middle border fabrics,
decorative fabric strips

Kinran -gold brocade silk- with lotus flowers and arabesque with single
vine motifs on a red background
(made by Orisho-Hirai Co., Ltd.)

The back sides of
decorative fabric strips

Aya -twilled woven silk- with a cloud motif on a pale blue background
(provided by Torii Co., Ltd.)

Outer border fabrics

Aya -twilled woven silk- with a cloud motif on a navy blue background
(provided by Torii Co., Ltd.)

Cover silk

Plain-woven silk fabric in pale blue green
(provided by Torii Co., Ltd.)

Roller knobs

Gold gilded roller knobs with a lotus flower motif
(made by KEI Kinzoku Kobo)

Hanging rods, roller
rods

Japanese cedar-made
(provided by Hayamizu Shoten)

Washers, eye-pins

Gold gilded washers with a lotus flower motif and eye-pins (like cotter
pins)
(made by KEI Kinzoku Kobo)

decorative end cap for
hanging rod

Gold gilded end cap for hanging rod with a lotus flower motif
(made by KEI Kinzoku Kobo)

Cords

Two color silk braided cord in takuboku-style
(provided by Hayamizu Shoten)

First lining paper (for
the artwork)

Mino paper: kozo paper
(made by Minotake Kami Kobo)

First lining paper (for
the mounting)

Mino paper: kozo paper
(made by Minotake Kami Kobo)

Second lining paper

Misu paper: kozo fiber with gofun-calcium carbonate- filler
(made by UEKUBO Ryoji)

Third lining paper

Misu paper: kozo fiber with gofun-calcium carbonate- filler
(made by UEKUBO Ryoji)

Final lining paper

Uda paper: kozo fiber with limestone filler
(made by FUKUNISHI Masayuki)

Reinforcement paper
strips

Mino paper: kozo paper
(made by Minotake Kami Kobo)

Infill silk

Painting silk gauze: Irradiated with electron beams at Takasaki
Advanced Radiation Research Institute, Japan Atomic Energy Agency
(made by Hironobu Orimono Co., Ltd.)
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Table A1-22  {EMAE}
o BLRIEMER K OR Y 7o Lot 7 4 v Z— (lpm £2) IS THE@ L, A
x A et 0 B LTk (A B )
INET TR NEOW K E L BITIEVL TIb S B2 b D
i (AT« PATERUEIRR Nt i - fRUat (&8
TR N A KD 10 IR IE AT IS TIRAFAR S B 7o B HE I 72
(Bt &)
R
PerE Al (BRSO )
~ B
(New York Central Art Supply)
[ANE] 2~ 7 7 V(Gloiopeltis tenax), 7 7 v 7 / VU (Gloiopeltis furcata).
7/ NPT 7 U Gloiopeltis complanata)
(RS L)
o Y 7D (Alnus filma) > U729kt
(BRIl eehE)
= (Bt )
gubt - B —— s U
P (BRaUEE I YR
AR AABEAERE (8, A . BARBERGE (TrR—)
S (F R4 B &)

Table A1-2.2 Restoration materials
Water which is filtered by granular activated carbon and polypropylene filter
Water Deionized water (1 um diameter) and adjusted by ion exchange resin.
(provided ORGANO CORPORATION)
Wheat starch: Made by cooking soaked wheat starch
(provided Nakamura Seiko Co., Ltd./ made by Shugo Co., Ltd.)
Paste Aged wheat starch paste: Traditional paste (wheat starch past conditioned and
placed in a cool place for about 10 years)
(made by Shugo Co., Ltd.)
. Cow hide glue
Adh
estve i (provided Hokodo Co., Ltd.)
Animal glue —
Rabbit skin glue
(provided New York Central Art Supply)
Kvaheil M. ; ; ; r ; ; ;
Funori:  Seaweed Seaweed [Kyuhei] . afun.orl(G{ozopeltzs tenax), Fukurofunori (Gloiopeltis
aste furcata), Hanafunori (Gloiopeltis complanata)
P (provided Yoshida Shoten Co., Ltd.)
Yasva Extracted dye from nut of Japanese green alder (A/nus filma)
3 (provided TANAKANAO SENRYOTEN. Co., Ltd.)
. Chinese ink
Sumi . .
(provided Kobaien Co., Ltd.)
Dye / Pigments L Potassium carbonate
pH adjusting agent

(provided TANAKANAO SENRYOTEN. Co., Ltd.)

Stick type paints for Japanese paintings [indigo and red], Japanese paintings
[gamboge]
(provided Kinkaido Co., Ltd.)

Paints for adjusting
color of infills
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FERE ORRERE
Structure of the infilling silk

ol RS A TYANAAT (TG-6 AV /3 R)
[CIE S 4000 x 2672 (&7 /L)

Hf%~7 +—~ >~ JPEG

Apparatus Digital camera (TG-6 Olympus)

Image size 4000 x 2672, pixels

Image format JPEG

Fig. A1-2.13 5 &
Photograph
P2 28 H 60 Fr 2 v A Warp: 28 denier 60 double-stands
i 21 o 2 AR X3 80 Fif Weft: 21 denier 80 double-stands
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Table A1-2.3 17

MR IR O A&

AB U (/7)1 4R AT
| IEM —E
(S SN
" il B FIBEAR
(R (/N 1R LA
- P AL AT B

(B BUAERT)

Table A1-2.3 Storage

Paulownia [ Paulownia tomentosa] roller clamp

Roller cl i i j
oller clamps (made by Kobayakawa Kiribako Seisakujo)

Wranpine cloth Plain woven silk cloth
PPIg (provided by Hayamizu Shoten)

Paulownia 2 tire inro-style box

A
storage box (made by Kobayakawa Kiribako Seisakujo)

Acid-free paper box covered with navy blue fabric

An outer case (made by Kobayakawa Kiribako Seisakujo)

Fig. A1-2.14 PR AL L O Fig. A1-2.15 {RAFH I J OURE I,
PrArr Corai) VR ERR R CRral)
Acid-free paper box covered with navy blue fabric and Storage box, roller clamps and acid-free paper roller
storage box (newly made) clamps (newly made)
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WAEE (BE%)

Photograph of Parts (before and after of restoration)

Fig. A1-2.16 HifHOXRE [AME (5 416)] (a) EHERAT (b) EEE
Loss of the artwork silk [scroll A (the fourth scroll)] (a) before restoration (b) after restoration

Fig. A1-2.17 #iiv [AE (B 408)] (a) EERT (BDE) (b) EEE

Crease [scroll A (the fourth scroll)] (a) before restoration (with raking light) (b) after restoration

Fig. A1-2.18 WIfEDOKIH « &I [AME (35 4108)] (a) E1ERAT (b) E1EE
Loss and rift of the artwork silk [scroll A (the fourth scroll)] (a) before restoration (b) after restoration
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Fig. A1-2.19 HITHOF X [BiE (5318 ] (a) EEmT (BHE)  (b) (E1EH
Delamination of the lining paper [scroll B (the third scroll)]
(a) before restoration (with raking light) (b) after restoration

Fig. A1-2.20 ik KM RO [BiE (5538 ] (a) BERT (RO (b) EER

Crease and abrasion [scroll B (the third scroll)] (a) before restoration (with raking light) (b) after restoration

Fig. A1-2.21 HEfFOXKIE - 24 [BiE (G 31R) ] (a) (EERT (b) EEHRE
Loss and rift of the artwork silk [scroll B (the third scroll)] (a) before restoration (b) after restoration

90



Fig. A1-2.22 Y [CHE (55 218) ] (a) IE1ERT (RDE)  (b) BEER
Stain [scroll C (the second scroll)] (a) before restoration (with raking light) (b) after restoration

Fig. A1-2.23 #irv [CiE (B 218) ] () EEERAT (RO (b) B1EER

Crease [scroll C (the second scroll)] (a) before restoration (with raking light) (b) after restoration

. ] /
W

Fig. A1-2.24 ETHROF B LR BEomh [CiE (B2 ] (a) BER (B (b)) EEE
Delamination of the lining paper and abrasion [scroll C (the second scroll)]

(a) before restoration (with raking light) (b) after restoration
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Fig. A1-2.25 #tiv, Zi [DIE (G5 108) ] (a) EEAT (RBR) (b) E1EHE
Crease and fluctuation [scroll D (the first scroll)] (a) before restoration (with raking light) (b) after restoration

TFE.

Fig. A1-2.26 BifHOXIR - HiF [DWE GE 1)1 (2) BERT (B (b) BEER
Loss and rift of the artwork silk [scroll D (the first scroll)] (a) before restoration (with raking light) (b) after restoration

Fig. A1-2.27 EITHOEE [DiE (G5 101 (a) EMERT (RDE) (b) E1ER
Delamination of the lining paper [scroll D (the first scroll)]

(a) before restoration (with raking light) (b) after restoration
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2 Conservation of Hyoso"
2.1 Fundamental Concept
KATO Masato

Tokyo National Research Institute for Cultural Properties

2.1.1 Exchanging hyoso and the conservation of cultural property

With regard to cultural properties, it is desirable that not only the work of art itself but the changes that occurred
and other surrounding matters be preserved as a part of the history of the work. On the other hand, restoration is an
intervention treatment for the purpose of preserving the work for later generations and the decision to restore is done
upon the understanding that “intervene” equals “change.” In this case, it is not infrequent that change in the sense of
exchange of surrounding matters is unavoidable. Exchange of /iyoso is a type of change of surrounding matters, but
while it is contrary to the concept of “maintaining the present condition” that underlies the conservation of cultural
properties it cannot be denied that the indispensable change to be made now will be a part of the history of that cultural
property in the future.

In the world of Japanese hanging scrolls, change is sometimes accepted from a special point of view. In many
cases, hyoso of age-old hanging scrolls have already been changed. Often it is not possible to determine whether these
hyoso retain the original parts and atmosphere or have been changed much or when the change was made. There are
also cases in which the work and the mounting do not match. In such a circumstance, the meaning of maintaining the
present condition of the syoso becomes ambiguous.

Moreover, exchanging hyoso may be seen as a part of culture or custom that is made when the owner of the work
changes. Whether it is acceptable to terminate the culture of retaining a work while changing its Ayoso through
conservation now needs to be discussed.

Furthermore, if only less interventional treatment was to be selected, the opportunity of exchanging /yoso
completely will decrease. As a result, the opportunity for technicians to experience and obtain skills will also decrease.
In other words, the number of technicians who have not experienced exchanging &yoso or of unskilled technicians will
increase. This means that even in a situation where exchange of 4yoso is unavoidable, it will not be possible to select
appropriate materials or methods. Under the circumstance in which opportunity for new works to be mounted is
decreasing in general, for the opportunity of exchanging hyoso to decrease leads to the reduction of the demand for
materials and, as a result, to the continuance of the availability of traditional materials for 4yoso. In these ways, the
choice not to exchange /yoso will greatly influence the preservation and transmission of Ayoso, which in itself is an
intangible cultural property, and the skills that surround it.

In this way, with regard to exchange of /yoso, it is necessary to discuss whether to exchange /yoso or not, taking
into account various points of view while at the same time following the concept and fundamental principles of

conservation.

2.1.2 Hyoso of this work

In the conservation of this work, discussion was held among specialists of the Museum, the Institute and the
restoration specialists regarding its syoso.

Inscriptions were found at the back of the work and on the rods (see Fig. A1-1.40, Table A1-1.3). At the back the
name of Ichinyo (1649-1700, the 16™ head of Higashi-Honganji temple) is found. The year “ZKF1 2” (1682) is written

on the roller rods. This means that the work was mounted as a hanging scroll at the time Ichinyo was the head and
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bestowed to the temple by him, a fact that shows no contradiction. Also, as a result of investigation, there was no clear
trace of restoration involving dismantlement in the past.

In general, a hanging scroll is re-mounted each 100 to 200 years. Hyoso of a work of art like this one which dates
to over 300 years ago and was done at the same period as the production of the work itself is rare.

For the above reasons, the 4yoso of this work of art is highly valuable as historical material that transmits to the
present the /iyoso materials and styles that are over 300 years old.

In general, when the history of the /iyoso itself is clear and highly important as in this case, the hyoso fabric is
also restored and preserved with the work by reusing it. But in this case, there are several problems from the point of
view of the strength of the iyoso fabric. An observation of the syoso of this work showed, at first sight, that it is in good
condition, but a closer examination showed that the fabric and paper had become extremely fragile. There were many
places where the gold of the gold thread used for the brocade had been lost and even in places where they remained they
could become detached any time. The Shinran Shonin Eden is not daily hung for worship; it is hung at special event ¥
BG# (ho-on-ko), which is held once a year. Since it is not so frequently used and the hours that it is used is short, the
hyoso fabric appears to be in good condition and only natural deterioration in the strength of the material is thought to
have occurred.

Writings and paintings on paper or cloth like silk are unstable and fragile to be used or preserved as they are. So
they are mounted to keep them in a shape fit for actual use. In order to fulfill this function, a certain amount of
mechanical strength is required, naturally. However, the hyoso materials of this work of art are significantly low in
strength and cannot function as Ayoso.

Generally speaking, it is possible to restore and strengthen syoso fabrics for this work, but to continue to use them
as hyoso fabric leads to damage of the fabric and loss of valuable original materials. Particularly in the case of the hyoso

of this work, it is extremely difficult to stop the deterioration of the gold thread and the exfoliation of the gold leaf.

2.1.3 Conservation method for this syoso

The hyoso of this work is historically very valuable and should be transmitted into the future just as a cultural
property itself. On the other hand, to continue to use it as a Ayoso cannot be said to be the best for the preservation of
both the work and the Ayoso. Thus, the following methods were decided as a result of discussions among persons

concerned.

The hyoso would be preserved but not reused.

If the disassembled parts are kept separately, there may be mix up and loss of parts. So, the parts would be
assembled in the form of a hanging scroll. Kozo paper sheets would be placed as substitutes for original paintings.

The rods where there are inscriptions would not be fixed. Not fixing the rods would make it possible to observe
or exhibit inscriptions.

New, reproductively manufactured fabrics would be used for the hyoso of the paintings. Dimensions,
configuration style and format would all be kept the same as the original. However, not all materials and methods could
be reproduced completely. As an example, because it is difficult to obtain silk thread made by hand filature same as the
original thread, machine-made thread commonly available would be used for reproduction of fabrics instead (see 2.3).

Through this conservation work, it was possible to leave a record of the manufacture of the 4yoso materials and
allow for the experience of the fabric maker. This contributes to the preservation of intangible cultural properties

concerning manufacture of syoso fabrics.
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If the newly mounted paintings and the original syoso were to be kept separately, there is a risk of loss. To prevent

this, a preservation box to keep them together would be made.

Translated by MATSUBARA Michiko and KATO Masato

* To make writings and paintings into the form of a hand scroll, hanging scroll and folding screen. Therefore, hyoso is commonly translated into the
English word “mounting.” Although the main purpose of iyoso is practical-for use and preservation, it is also used for decorative reasons. Synonyms:
hyogu 3 5., soko 7.
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2.2 Mounting Techniques Seen in Shinran Shonin Eden
SUGIYAMA Keisuke
Tohoku University of Art and Design

2.2.1 Introduction

In this paper an attempt is made to consider the mounting techniques and materials of the late 17" century, early
Edo period, by examining the mounting and the materials used in the “Shinran Shonin Eden” in the collection of the
National Gallery of Victoria, which is thought to transmit the techniques and materials of the time. For the unit of length,
the kanejaku' system used by traditional Japanese restorers even today in their work, rather than the meter system, will

be employed as a unit'.

2.2.2 Mounting style and mounting materials

The artwork is mounted as a hanging scroll in the rimpo hyoso format with narrow right and left parts on the
middle borders (see Fig. A1-1.5-8). Ichimonji (upper and lower parts of the inner border) is not used, and gold silk
brocade with lotus flowers and arabesque with single vine motifs on a red background is used for the middle boarder
and decorative strips of fabric attached to the top inside of the scroll while silk twill with a cloud motif on a navy blue
background is used at the upper and lower parts of the outer boarder. This Shinran Shonin Eden which is commonly
called “PUMRTEIAR (R (Shifuku goeden, a pictorial biography of Shinran Shonin)” is hung as a set of four hanging scrolls
at HEGE (ho-on-ko), a kind of memorial service for Shinran Shonin held at Jodo-shinshu temples. The reason that
the rimpo hyoso format with narrow right and left parts of the middle borders are employed rather than a Buddhist style
hyoso is to call attention to the continuation of scenes. The Ayoso of the artwork is typical for goeden, and the fabric
used for the middle border is red while that for the upper and lower parts of the outer border is navy blue. However,
there have been differences in the pattern of the fabric depending on different sects of Jodo-shinshu and even today
fabric with pattern preferred by each sect is used for newly made goeden. In “F 2.0 L35V : FKIEDMES & Hk)?,
one of the few handbooks on /yoso techniques that has been read for over 100 years by hyogushi (hyoso specialists)
mentions, in addition to the dimensions of Ayoso for Buddhist paintings, the following about the fabrics used: “Color
and type of the middle border is red background gold brocade and those of outer border is navy blue background gold
brocade. Patterns of the middle border for Nishi", Honganji-ha in Jodo-shinshu, is weeping wisteria flowers and those
for Higashi™, Otani-ha in Jodo-shinshu, is chrysanthemum and paulownia. The pattern of the outer border for Nishi is
paulownia and that for Higashi is peony. The combination of red background gold brocade for the middle border and
navy blue background gold brocade for the outer border applies to goeden regardless of the period. However, although
the upper and lower parts of the outer border of Shinran Shonin Eden’s current mount is navy blue background, the
fabric is twill with a pattern of clouds rather than gold brocade. This suggests that while the use of color has been

inherited, there was a change in the type of fabric historically or that there have been variations.

2.2.3 Dimensions
When “# 2. L% ¥ was revised in 1937 and published as “#ME#:E. D L % ¥ 2, information about the

! Since the kanejaku system (its unit is shaku) is used in many cases involving mounting materials not only in the past but also today, many of the restorers
use it in measuring length. In the kanejaku system, 1 shaku is approximately 30.3 cm. As supplementary units, sun, bu and rin are used. One tenth of a
shaku is a sun, one hundredth of a shaku is a bu and one thousandth of a shaku is a rin.

2 Revisions were made several times after the publication of “##H.0> L % ¥ ” as a book bound in traditional Japanese way in 1922. Today, referencel) is
published with this title from =% (Unsodo).
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dimensions of Ayoso in Jodo-shinshu head temples was added as a supplement. “Since every hanging scroll is made at
the head temple of Jodo-shinshu and then granted to the branch temples, supporters and believers, restored scrolls should
be based on the original dimensions. The dimensions that follow are in the note of a certain Ayoso specialist, but probably
it was obtained from another specialist belonging to one of the head temples. There are small differences between the
Higashi and Nishi but if this manner is followed, it will be proper in dimensions for other head temples.” Dimensions
of hyoso for goeden is also noted. In addition, from the enlarged and revised version (1974) of “#EE D HE” each
standard dimension for Higashi and Nishi are mentioned respectively?.

Table 2.2.1 compares the dimensions for the mounting parts of the present work of art before restoration (see Fig.
A1-1.17-20) and those printed in “#&E.0> %5, Butsuganji, the first owner of the painting, is a temple of Otani-ha and
the dimensions of this /4yoso are quite similar to those in this table. Although the length of the painting is slightly
different, its width and the dimensions of the middle border are closely the same. The column on the right and left sides
of the middle border (part of the mounting fabric on both sides of the painting) is noted to be 9 bu. The finished width,
6 bu, of artwork makes sense. Because dimensions in this table are to be prepared by cutting the fabric, 9 bu includes 1
bu for the paste margin* with the painting (overlap with the painting) and margins for the folded part at both ends of
the hanging scroll®. Thus, it can be said that there are common points between the memo handwritten by a hyoso
specialist in the early Showa period and the dimensions of iyoso of the artwork in the early Edo period. Thus, it is

confirmed that goeden’s mount format with its dimensions has been retained.

Table 2.2.1 Comparison® of the dimensions in the Appendix of “#% 2.0 £ 3 and that of the present work of art

Average dimension of Higashi Honganji Nishi Honganji
the present work of art standard dimension standard dimension
Artwork width 2 shaku 6 sun 2 bu 2 shaku 6 sun 3 bu 2 shaku 5 sun 8 bu
Artwork length 4 shaku 4 sun 7 bu 4 shaku 5 sun 2 bu 4 shaku 5 sun
Total width 2 shaku 7 sun 5 bu 2 shaku 7 sun 5 bu 2 shaku 6 sun 8 bu
Total length 6 shaku 5 sun 4 bu 6 shaku 7 sun 6 shaku 5 sun
An upper part, middle border 3 sun 5 bu 5 rin 3 sun 5 bu 3 sun
A lower part, middle border 1 sun 8 bu 5 rin 1 sun 8 bu 1 sun 5 bu
Width, right and left parts of the 6 bu 9 bu 8 bu 5 rin
middle border
An upper part, outer border 8 sun 6 bu 5 rin 1 sun 9 sun S bu
A lower part, outer border 5sun 1 bu 6 sun 5 bu 6 sun
Decorative fabric strips, width 1 sun 1 bu 1 sun 1 bu 1 sun

2.2.4 Dimensions of the fabric

The average total width (width of the hanging scroll) of artwork was 2 shaku 7 sun 5 bu (approximately 834 mm).

3 USAMI Naohachi of Usami Shokakudo Co. Ltd. located in front of the gate of Nishi-Honganji mentioned that the dimensions handed down at their
studio is the same as the standard dimensions printed in the supplement to “##E D HE”,

4 Generally, in the case of assembling a hanging scroll, the column is pasted from the face side, but in 7impo hyoso, the parts are pasted from the back side.
5 According to “#H.0 L % ¥, “If Mincho parts of 2 bu are desired, the material is cut into width of 5 bu. Less than 1 bu is pasting margin, 1 bu is cut
off and 1 bu is folded at the edge. Cutting off and folding the edge are done after overall lining.” Thus, it is clear that the dimension of the fabric to be
prepared is 3 bu in addition to the desired dimension.

¢ Table made by the writer based on the supplement to “# 2D FE”Y (1974)
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The twill fabric of the right and left sides of the middle border is matomo-zukai” while the top and bottom are in yoko-
zukai’. Therefore, the cloud pattern is placed in an incline of 90 degrees. The direction of the mount silk was probably
changed because the width of the fabric is smaller than the overall width of the hanging scroll. The brocade for the
middle border is in matomo-zukai and two pieces of fabric are joined together for each upper and lower parts of the
middle border. Approximately 6 sun 2 bu (approximately 188 mm) fabric is added to larger fabric in each of the four
scrolls (see Fig. A1-1.17-20). Given that the overall width is 2 shaku 7 sun 5 bu, the width of the larger fabric is 2 shaku
1 sun 3 bu. Adding an “extra” margin for the folded part of the ear and for arranging the pattern to value, it is calculated
that the width the original fabric was from about 2 shaku 2 sun to 3 sun. YUYAMA says “Fabric especially for mounting
began to be woven from about 1882-1883”%. According to this, the fabric for the middle border of this 17" century
work was probably woven for other uses, such as a Buddhist priest’s stole. However, since a great number of hanging
scrolls depicting Buddha Amitabha as an image or a name were made at the head temples, it is highly possible that
hyoso fabric was prepared for hanging scrolls. It is also quite interesting that the width of the fabric is the same as that

of the standard for /yoso fabric used commonly today.

2.2.5 Structure of hyoso

In the restoration this time, the painting is supported by a total of 5 layers and the fabric parts by 4 layers of lining.
Today, in the restoration of a large piece of work like this one, a total of more than 4 layers® of lining is often employed.
The hyoso of this artwork took the following form. After the painting and each fabric parts were lined once with kozo
paper individually, the lined painting and parts were assembled into one piece. This was followed by the final lining
using kozo paper, so the lining of iyoso for this artwork consisted of two layers.

There are not many reference materials that provide concrete information concerning lining, but an extant example
of mounting in the middle ages, [/\IFS 5 HEXIAZKEE] (hyoso of Hachiman mandala) of Iwashimizu Hachimangu
is found in the catalog of “SOUKOU-Japan way to beautify and preserve cultural heritage” exhibition, 3 in which it is
mentioned that 2 layers of lining were confirmed for the artwork. There is no historical evidence that mentions a concrete
number, but the impression gained from experience is that most of the pre-modern hanging scroll mounts have 2-layered
structure, consisting of the first lining paper and final backing paper, and the number of lined layers is less than in the
modern era’. One of the easily recognizable characteristics of these /yoso is that the final backing paper is made of
small kozo paper joined, and that the sheets of paper were not ripped by tearing. If a 2-layer structure was standard in
hanging scrolls at some point, when was overall lining and subsidiary linings introduced and change appeared in the
number of lining layers? In technical books®) published in Taisho or early Showa periods, subsidiary linings and
overall lining are mentioned. It is written especially in “fw N\ E#ESE 5 R 19 (1924) that “for an inexpensive
hyoso, subsidiary lining would be skipped.” This indicates that 3 layers of lining was already common in the Taisho
period.

To confirm the direction of fibers and the overlap in the lining paper used. Chain line direction of all the lining
paper was parallel to the lengthwise direction of silk of the artwork. The short side of kozo paper was overlapped 1 bu

and paper sheets were joined (straight-cut overlapped join) to make a long paper roll and cut into necessary width. As

7 To use fabric in the lengthwise direction parallel to the lengthwise direction of a hanging scroll is called matomo-zukai. To use fabric in the lengthwise
direction crosswise to the lengthwise direction of a hanging scroll is called yoko-zukai.

8 The number of lining layers depends on the size of the artwork and the mechanical property of the material used. However, recent restoration reports
show that besides the first lining, the artwork tends to be given 2 subsidiary linings while the Ayoso fabric is given one. Overall lining and final lining are
provided after assembling. In this case, lining for the artwork consists of 4 layers while that for Ayoso fabric consists of 3 layers.

° Since some of the hyoso in the Edo period have overall lining and subsidiary linings, it is possible that differences in the number of layers depended on
the skill of mounters.
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for the first lining of the painting, 6 levels of lining were done from the top to the bottom of paintings A, B, C, while
painting D was the only one in which the 6 levels of lining were done from the bottom toward the top (see Fig. A1-1.30,
32, 34, 36). As for the final lining, a total of 7 levels of lining were applied. The uppermost level was lined thin silk and
the remaining 6 levels were kozo paper. The overlap of the joint of levels for the initial and overall lining was about 1
bu.

For the structure of /#yoso, it is important to consider comprehensively the number of layers, the fiber direction of
the paper and the thickness of the paper. In any period, the syoso specialists must have aimed to provide syoso that does
not warp and that helps to hang scrolls straight and “neatly.” To this end they chose the most appropriate paper, used the
thinnest paste as possible and tried to make a flexible hanging scroll with no curl remaining. The number of layers seems
to have increased with the times, but how about the thickness of the whole lining layers? Today, particularly with
designated cultural properties a roller clamp'® is used to store hanging scrolls. There is a record that mentions such an
attachment was used for restored scrolls in the late Meiji period'). More flexibility is required for traditional hanging
scrolls compared to a hanging scroll stored with a roller clamp because of the difference in winding diameter. Installation
of a roller clamp for the storage of a hanging scroll may have changed the priority order of flexibility and durability,
influencing the mounting technique. The number of times of lining to make a hanging scroll has increased compared to
the past, but it does not necessarily mean the thickness of the hanging scrolls has increased. At present, thin mino paper
of 2.5 to 3 monme, which is relatively thin, is generally used for the first lining of an artwork. However, it is often found
at restoration that thick kozo paper was used for the first lining paper of old hanging scrolls. It is important to measure
the total thickness of the lining and at the same time those of each of the components, paper sheets, in order to understand
mounting techniques. Thus, the structure of a hanging scroll needs to be considered in relation with both “thickness”

and “flexibility”.

2.2.6 Dimensions of the lining paper

The dimensions of the lining paper used in the original mounting is shown in the restoration report (see Fig. Al-
1.30-37). Small sheets of kozo paper were used for both the first lining and the final lining of the artwork. It is assumed
that paper rolls were used for those linings and that the rolls were made by joining sheets of paper. As it is written in
“HH[Z5712) (1721), it is thought that the general usage was to cut joined paper into necessary width.

The size of the paper used for the first lining of the artwork is approximately 9 sun x 1 shaku 3 sun 8 bu (272 mm
x 418 mm). The final lining is 1 shaku % 1 shaku 4 sun 5 bu (305 mm x 439 mm)!!. Paper for both linings was straight-
cut overlapped join and lined. Paper cut in straight line was used. Since paper was commonly cut and distributed, it is
assumed that this was the commonly size of commercially available paper at that time. There is a possibility that a
technique called {&#K(surigami), in which edges of sheets were rubbed off with a pumice stone in order to make taper,
was used for paper of the final lining!2.

In the modern approach to the restoration of cultural properties, attempts are made to minimize the number of
joints in order to reduce the burden on the paper, especially the first lining paper that is in direct contact with the original
paper. However, it was after the latter half of the 19" century'? that large paper, like nisanban' of thin mino paper, that

is generally used now for first lining began to be made. Before that in most cases joined kozo paper sheets were used.

19" An implement to make the diameter of the scroll larger by attaching to the roller rod and thus prevent folding and creases.

' 3 mm is added to the dimension of the paper to allow for the overlap of the joint.

12 This information about ¥&#% (surigami) was provided by Mr. MASUDA Katsuhiko. The technique can be also confirmed in reference12) and 13).
13 YOSHII Genta developed a large size mould in 1860 and the technique gradually spread throughout the country.
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The kozo paper used for the first lining of this work of art was similar in size to the widely distributed paper that was
commonly called minoban. Another type of paper larger than that of the first lining paper was used for the final lining.

This suggests that in those days paper to be used was intentionally chosen for every process.

2.2.7 Conclusion

By examining the mounting of “Shinran Shonin Eden” whose production date can be confirmed, it is possible to
take a look at the mounting techniques and materials used more than 300 years ago. Because /yoso is intended to both
protect and decorate a work of art, it is often, every 100 to 150 years, exchanged at each restoration. Therefore, it is
difficult to trace the history of its technique used in the restoration of hanging scroll. In Japan, there has been an
outstanding development in the field of restoration of iyoso cultural properties, or artworks mounted by traditional
Japanese mounting, in the last half a century and the restoration techniques are utilized in paper restoration around the
world. However, what is at the base of this restoration of cultural properties is none other than the 4yoso techniques that
skillfully handles paper and paste. When we look at old works of art, we are often amazed at the wonderful “kakari”'*
that has not changed for several hundreds of years. The scroll mounting technique reached its pinnacle many years ago
owing to our predecessors, and each and every one of mounting specialists over time have worked diligently to reach
that peak. To pay attention to the techniques of our predecessors and to documenting them during restoration will lead

to further development of restoration techniques in the field of /yoso.

Translated by MATSUBARA Michiko and KATO Masato
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T2 a CTIIERPAEL 5720, HIRO~ AR T, BT 548 0VEZT —2 L THERE L T, Rzt
W LAT- 72 (Fig. A2.20), BT+ TREORE I THLIN, KEITHA— M OO L 725720,
AHOMTTHo THROFTLiIAA (L2 Z D) OIIMBIC L > THREOERC, FHEICT IO/ E
B ZKIELTLE S o, HEERUEEZEDTHH O X OKE L,

B DB & [FIRFZ . V22 OK S O e, SR0ORSE LT 72, &R0 TR, &E0&
IZE > T LT FRARICH R L 52 512 DBENNE L 705, AL, REE#EERE LTIV TRICAER
GEEW STV —FEEY, OV — M EBIZ 03 migICEE L CIWERIRE LEEb o ask s L,
DEMIZ DN TIL, FRIZ L » TR INTIBEOD IV REEEIEIZ, £ 20640 LEaskd -5 Iwkﬁ
5 E9%REREA L (Fig.A2.21), REITHEMOEKOFERMZER L, Akdekl Gyl |
THro7z, FH L4 (Fig. A2.22) OfiAf% Table A2.1 2R,

234 SWMAEOEOEE (HEY)

AVEMIZBN T, BMOSENIEDORDOHLEZKZIL LT b D TH -7 &) FREREIC DWW TIEATE Tk
N THHN, TIUTHEMEEICAN THBRICE BMARETT 5 RO EIC B RE B LTV L F
NEZ BTz,

HE ., MR 2 AN THLAEIT AEMMORE SR LIS U TR E o -/ 2 EEY)D L, STk
DOEFI I 2R H1E¥E (THIY 1) 21795, HlZEX, ARITK L THWIROTED N D5 K 9 I2hD
T O EERFT L, SBIC, ARO ETICEET 2 3CERIT, —2O3%E B & IOV 50 72 R Thd &
ENDHENZ Crrmy BT EMES), Zhud, EEREM AR < AV DB E KB
VANREINDEETHLH Y, BHEICZITHBIN TW LN THEIFO—2 & LTHHA TV D,

L LD 6, SRV HIVTWZE I8V TR, 2T hhie sk & HHo SRR O ~HE, Ao ~HE
DOBAFEI G ZHITIF & A EIEER A U7 W ISCERERUIZ 72 > TV D TR FER CE 7o, ZAUTRIROAR LS
RIFRAFFE T T B 2 SR BUET 2 72012, ARO K E SITxPT 5 RO STHEO K& S0/, 2
MO 72 E 3B S U TW e TEEMEA MR o T, BIMETHIAR & L TRIES N TV 2D BRI, STERD

I8 ET T UANDY a7 - < — - Ux 1—/L (Joseph Marie Jacquard) (2 & > TZEBIEEREDOEMEZ FEAL 9~ DRk & L CHIAS L
Too HARTIX 18734 (BR 6 A7) IZHEUS (FEF) (CEAINIZONRIIE IND Y,

C AR EHIET D 72O DR F BV TR,

b FEE ORI D A~EBRT DB TOT —Z BT LY B e o TG A I A B SN T RS RN TIREE L 72 5
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BITE, BRI BRI, X H— R EHIND THE VL ER TR L oo TV D, Rk

DTSN T, Z Off 2 ATl A 22 STRR O FFBUC IR W M ENR L < AES ZOFERE AT 5 LE
ZAHE U CHRLERIC iR A 7S (Fig. A2.18), BUERICH T2 - Tix, X (bAT) WIS RigT — & &
VERRT DN H D, TEDOY ¥ H— FHIE, OB ALICHIE L THE Y, #HEBIERITZN E TOROK
(BADRR) *EHNDHEDE_REGIZR 5T b DD, KRIZED E TIIEFEETOBEESKHH LT &
TRIEZ N,

FT MR L2 BMWD 5 HHRE 6 RO 2 B T3 RHA R ORENE S TWeEbd
DIRITCIITE S R0 Tz, & 2 CHRMMABEENTIES LTV 4 1855 DR 8 KAWL Z A, iy L
LTCOXHEEE LT HENTE (Fig A2.19), TNHEBEI, T EOMRCK O — 0 &40
g 7e &2 B Lo Xz FIRRIC FEE TR L, ZOREZEBE L L THIEO SRS 2 X 5 E L,
—ODIRRITHEZ HIThTo > T, BEY & 5 SRR OBEH 2 F IR L CHERE 217 R & L <
T2 B2, BERHICB W T, 20— #HOMERBIY KIS TR & 72 5720 HD 7 XU R KR E 725EF
JREZROTHNTLE ), SHIT, ROEGEOTLRLERBL, ORI 70 EiE, K & EEORMY & 72 -
T2 a CTIIERPAEL 5720, HIRO~ AR T, BT 5/ 0VEZT —Z L OHERE L T, Rz
B LAT > 72 (Fig. A2.20) , fE I3+ 0 TREDE I THLIN, KFITH A — MO & 72 D729,
AHOMTTHo THROFTLiIAA (R E2EZ D) OIIMEBIC L > THREOERC, FHEICT IO/ E
ICHBERIFLTCLE D, HEERUEEZEDTHH 9 K HKIE LT,

BRI OAER & [FIRFIZ . VD52 DR S OfEGT, Yo, SR DERE BT o7, @RIZ o0 TE, @FE06
IZE > TR LEFRARICHEE 52 52 0BENNE L 725, AENT, KEEESEARE L THOTRRICAR
GEEW STV —FEEY, OV — M EBIZ 03 migICEE L CIWERIRE LEEb o esk s L,
DEIRIZ DUV T, FERIZ Ko TR SNIDBEAD D20 RAEEEC, 22160 LA RHERE 72
5 E9%RERA L (Fig.A2.21), REITHEMOEAKOFEMZ ER L, Skl (GEicmmyerh) 2ko
THro7z, FH L4 (Fig. A2.22) OfIAf% Table A2.1 2”7,

234 SRMAEOEOBE (HEY)

AYERITEBN T, @O EENIEDORDOALZKEN LIZH D TH 7= & 9 FeERMEIZ DWW CTIEATEE Tk
N TH DD, ZHUTEMEREISL TOBRICER B RETT 2 HEOREIC D REEEL TV LHH
NEZ L,

HE ., R A2 AN TOHGEIT, fEMMORE SR EIUS U TR E o -/ A2 EEY) D L, STk
DOEF I 2R o 1E¥E (THIY 1) 21795, HlZIEX, ARRITK L THWIROTED W D5 K 9 I2ED
THNR EERFT L, S5, KO ETICEET 2 3R IE, — 2O HEE B & IO 0 0 72 R E TRl
SNDHENZ CCFEY TEST T EPES), T, EEQRAMEZ TE < Huv 208 &R Aot
VAR ENAEETLH Y, BHRIICZTRBIN T BN THITO—2 & LTHLILTN S,

L LD 6, SRV SHIVTWZE I BV T, 2T h ek & HHo SR D ~HE, Ao ~HE
DOBAFEI G HITIF & A R4 U7 W ISCERERIZ 7 > TV D TR FER CE 7o, ZAUTRIROAR LN
RAFRAZIE T T HE 2 S RN ET 572 DIZ . RO K & ST 2 KO R DK & S OfdS],
MRk 72 E 3B L S VTV ATREMEAMA ALz, BIME T H{AR & L THEE S TV 2 MBI, SURD

S8 ET T UANDY a7 - < — - Ux 1—)L (Joseph Marie Jacquard) (2 & > TZEBIEEREDOEEZ FEAL 9~ DRk & LTRSS
Too HARTIZI873 4 (BR 6 A7) IZHEUT (FEF) (CEAINIZONRYIE IND Y,

C R EHIET D 72O DR F BV TR,

b FEE ORI D A~ERT DB CTOT —Z BT LY B E e o LG A I A B SN T RS RN TIREE L 72 5,
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K& SOBLE & RN TE 2 L HIF — AL LA SN T2 0 D b 2 O FIF I3
TE 5, £lo, AHEOFRIEDOHEZ OV TIL, BUEIC b 21 HERD THRR) 1Tk 5 F£EHERIG )
BHEIN TR LB R Tho72? 22 23,

WA, RHDFWTE & W U 7= SR ORE X % Fig. A2.1 3 XUV Fig. A2.2 (237, AMES O %o S0k
DOREZZ, FHBOTF (L) OXKMOM EEEOEEMIER T Le->TEBY, EOBREHENQLFRL
BLET D ENRIRE L 2o TWVeENL B L SN Th 5 rlRetEITmv & Bbiviz, 7272 L, fkhias
%mm%k@@ot%mkﬁbn BT N — & Pk 23 TRER S T,

Fo, BA4MEEEH L THBEOROBLEIZOWT b I@tEn L s vz, o B (0A) 1T4mEE BIE
ROBETHEHN SN TW b0, FixO TIX, TAlE Bl & [CHE - DiEl BnZnZhFE CEEE 72
STWe, ZOFBKO TIE, 41EE HISEEDEIT EEAL LY ICHBESN TV TABE - BIE] 1% IC
g« D] LEEOMENERR > T\, HEFTOBRFZ1To72L 24, TAlE - BiRE] TiX, KPWOIKRE
TIETFMELRSTNDHIET A LM EITRD LTSN TN Z I LT, 232 Th~/2 k)
2. AELOSMIL, HEOSEE TR TRAE TR LIEHBARBD TH T2, ZOCRIZ LY, #IEIZ
L7ZBRIC REREFMEA R A SE 52 e fMAmE T HFIICHND Z ERAffEL ieole, 2D XD
(2 ARAESROSIRIL, STRRELE 25— S 72 4 BRI T OGEITITMEER E 7o > TLE D TE &5
SO AEHMICHEITZ @I ThH T T PR TET,

235 [HREORFFEIZONT
21 BEOV23 THRAZEY . AMESLOREA KRS B & U TOEFITMMENR H 5 Z L 2 ERL TR,
COFRELAERBVEFEL T LERDH D, L LR, RERMIIARLEETIERLELAD
WHHEREBETDE, BUROH(LIRIE TIIARKE & HICHMERE & U CHERFT 2 338 L &I S vz,
ZZ T, IB&Y hE. R 2ERREELZ SOl EALE ST CTRFT 2 ENEREM TEE SN
T, [EHRTIZA A =TT 2ENRTE, Ao, SvNEORREHA GEE LB CRFET2H L ol
SEIORAFIIEZ BT, AEOR D 0 IO E F, AU O F L OFREM B CHME 2 FEEE L
7= (Fig. A2.3~10), A BIZOWTIE, #iAR - NBUZEERRDoT7cd, 2O 1IRIZOWTIET X TOR
“%M%WDH# BMEDZREL L THNI 2F B TE D LI T, — 05, £2FOH 5 IHEIRITINE %
B> TRERBCE 2 K 9 L D T ETITRAFFE I L 72, BEDO H 2 [HRREMKIZ OV TR IR R ZEA~
)*%Lf:o Flo, INOIHFENPAREBER LAWK I ICTH72000E L LT, BRE-RITERBEEOH
DT B~ T L 7=,

236 &

LUE AKRBUIZRIROA LN S RIF~E D H SR ORI TH D | M7 TR < FERITOWVTHHR
—DORETHIES N TOWETRENZ VD FOTELHHR LD Th o7, RIEITBEDEBEBD Z A I
YT TR ENDFELLZVN, AU B W TIESL TR ORI D FWT 575 £ THE]I T & 2 IEH ISR 72
HHITH Y, BEELFMEZIEEZR WD HENTE L &9 2 TIRDMIERIC F THERS TS 78R3 BIRTR -,

HUET i#l‘fpm%ﬁiiféfl&)@ REITZ < Ao, KMBEKROHELE B TIEE T L oNLF
372 < 0 BN TEAT ) THEICHIBE LTERDICEE D, TDT7D . ASULM OERIZ IV ThR % 2211 A
RBIFRE Liéﬁéaﬂ‘ﬁ)fotéﬂf:% IBEOEINEMD BUVER Lol SHIT, ROEIT, BECHEW
ZW L TYURORETREZFRTI LI LIIREFELRBRTH T,
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ENTIT, AR AR B W T IR AR Th 2 T RTE AT Z KRR THREZBHY £ L,
F - FEERORG T, ARSI SO V5 R AR b OMERE 2 TxSTHE £ Lz, ko
GCIE . TEOREERE R A T CIE R4 FIF 2 7= 1 LIS FIRTHE A2 12 2k 7 B A o L7 & 33 &
LTEY 7,

EERED SRINCHE L, OB % M0 UEIHLI L P &3,
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2.3 Conservation Treatment
IKEDA Kazuhiko, KIMISHIMA Takayuki
Shugo Co., Ltd.

2.3.1 Introduction
Although the idea of the re-use of the iyoso was abandoned as has been noted earlier (2.1), it was decided to

manufacture fabric that followed the original Ayoso fabric in terms of the type, design, and color.

2.3.2 Investigation

Comparatively old silk fabric was used for the mounting of this work of art before restoration. It was mounted in
a two-tier style! with dark navy blue twill fabric for the upper and lower parts of the outer border and red gold brocade
for the middle border, right and left sides of the middle border, and two long narrow strips of fabric attached to the top
inside of the scroll and hang down.

A detailed investigation of the silk twill fabric used for the upper and lower parts of the outer border and the gold
brocade for the middle border was conducted with the cooperation of a researcher in classic fabrics. Structure of the
weave, thickness of the thread and density of the fabric, patterns, dyeing material and other factors were observed (Fig.
A2.11). The upper and lower parts of the outer border were made of silk twill fabric with a small cloud motif (Fig.
A2.12), and it was found that the composition of the design, weave structure, and thickness of the thread were similar
to one of the traditional mounting fabrics that have been handed down to the present. It was also found that the color of
the dye is that of traditional indigo dyeing.

On the other hand, the fabric for the middle border (Fig. A2.13,14) is 5-harness satin weave (warp density 90
threads/cm, weft density 32 threads/cm) with gold thread woven into every third weft? (gold threads 16 threads/cm).
The pattern is that of lotus flowers and arabesque with single vine motifs.

In gold brocade of the same motif that is often used as a mounting fabric nowadays, commonly the front side and
the back (side with the calyx) are distributed alternately (Fig. A2.15). However, the pattern used in this work had the
rare feature that all lotus flowers were composed only on the front side (the side with the petals showing). As for the
color, vivid red was found from the folded area where the painting had been covered. That is the original color because
it had not faded. Fluorescence emitted from the color by UV right was observed (Fig. 2.16). From this result and history,
it was assumed that thread dyed with safflower had been used. Based on the above factors, it was determined that both

the twill and the gold brocade belonged to the time mentioned in the inscriptions (17" century).

2.3.3 Newly-made fabrics
(1) Aya (silk twill fabric)

From the silk twill fabric with a design of clouds woven by using a handloom, which has actually been used in
the restoration of cultural properties and whose quality is guaranteed, one with the size and shape of the pattern as close
to that of the old one was selected and dyed dark navy with traditional indigo dyeing (Fig. A2.17). The method of dyeing
is omitted here since it is explained in detail in another section (2.4) by a dye specialist who was entrusted with the work.

It is said that it was necessary to repeat dyeing and washing with water 22 times in order to obtain a dark blue color as

! The color coordination, with dark navy blue for the upper and lower parts of the outer border and red gold brocade, as is used here has its origin in many
hanging scrolls of Jodo-shinshu (Jodoshu as well), and is inherited even today as a characteristic of the sects.
2 Gold thread is woven into every third weft.
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the one found in this artwork. In any case, it is hard to imagine how time and effort—taking the task must have been even

in the past.

(2) Kinran (gold brocade)

In order to completely reproduce the fabric, it is necessary to make a special loom from the start. However, since
that was not possible in this project it was decided to manufacture gold brocade using an existing loom and making it
the main aim to produce fabric that is as close to the original one as possible in the size and shape of the patterns.

Today, a handloom with jacquard® is mainly used to make traditional fabrics. This loom is used to reproduce
classic patterns except for some special cases. This time, also, the manufacture of the fabric was entrusted to a workshop
that owns this type of handloom (Fig. A2.18). In manufacturing fabric, it is necessary to make a basic pattern data called
monzu (unit pattern). Since with recent jacquard loom digital data is used instead of punched cards* for pattern data, it
has become easier to adjust patterns than in the past. However, many troublesome processes remain before
manufacturing.

First an attempt was made to decipher the pattern of the disassembled brocade of the middle border, but
reproduction was not possible because a blank space had been cut off. So by laying a total of 8 decorative fabric strips
from the four hanging scrolls next to each other, it was possible to reproduce the pattern as a fabric (Fig. A2.19). For
the strips, lengthwise direction of fabric was used in widthwise direction of strips. Using these as reference, the unit
pattern that took into consideration the structure of the pattern and thickness of gold thread was drawn by hand on a grid
paper. This was digitized and connected to match the width of the loom. In the unit pattern adjustment work, the joining
parts of patterns next to each other need to be adjusted in detail on the grid paper and to make the basic pattern. Since
this series of unit patterns are repeated to make the fabric, a small mis-adjustment can appear as a large gap. Moreover,
the actual pattern of the fabric differs from the pattern on a grid sheet in thickness of lines and details leading to
expression’. Therefore, the position of the thread to be laid was delicately adjusted and samples were woven, repeatedly
(Fig. A2.20). Since trial fabrics are only several tens of centimeters long but the actual fabric will become several tens
of meters long, even a skilled weaver is required to work very carefully lest the beat up (adjusting the weft) influence
the shape of the pattern and the positioning of the pattern for /yoso.

At the same time as the unit pattern was made, the thickness of the thread was considered, and the dye and gold
thread were prepared. As for the gold thread, consideration needed to be given to the color of the gold leaf, as it would
change the atmosphere of the fabric when finished. This time, a sheet of paper with gold leaf was made using vermillion
Japanese lacquer as an adhesive, and the sheet was cut into thin strips approximately 0.3 mm wide and used as the gold
thread. As for the color tone of the background, the red color assumed to be close to the original color and found in
hidden parts of the fabric was used as a standard and the color of the thread was dyed so that it would be slightly faded
from the standard (Fig. A2.21). Importance was given to the color reproduction to the current color of the original fabric,
and synthetic dye (mainly acid dye) was used. Data of the reproduction of gold brocade (Fig. A2.22) is given in Table
A2.1.

2.3.4 Layout of the pattern of the gold brocade (for cutting gold brocade)

3 Weaving machine invented by the Frenchman Joseph Marie Jacquard in 1804 to make it possible to control the heddle in (traditional) drawloom with a
machine. In Japan, the first machine was introduced in 1873 in Kyoto (Nishijin) .

4 Thick paper card holding digital data of pattern by the presence and absence of holes in punched position. Jacquard card.

5 The process of converting hand-written drawing to a unit pattern makes the outlines of pattern unclear so that when it becomes a fabric the details are not
reproduced and the pattern is not distinct.
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It was mentioned in an earlier section of this paper that only the front side of the flowers is designed in the original
gold brocade. This is thought to have had great influence on the layout by /yoso specialists.

Normally, when constructing a new hanging scroll, fabric is cut from the roll with consideration given to the
layout of the pattern. For instance, discussion is held as to how many circular flowers are to be positioned in one line.
The pattern that is positioned in an upward and downward directions are literally cut into halves and positioned. This is
work is needed in order to use priceless fabric without waste. It requires the sensibility of a syoso specialist. It is
considered one of the skills of #yoso specialists that have been passed down traditionally.

However, with regard to the original fabric for painting this time, it was confirmed that the layout of the design
was such that there would be almost no waste of fabric considering the size of fabric parts, painting and the pattern of
fabric. There was a possibility that the size and positioning of the pattern, width of the weave of the fabric and other
matters had been standardized in accordance with the size of the painting in order to provide effective manufacture of
hanging scrolls. Standards help for the head temple to grant many hanging scrolls to the branch temples, supporters and
believers. This can be also assumed form the fact that mounting fabric for hanging scrolls, which are manufactured as
a Buddhist implement today, is woven with standardized sizes and arrangements of patterns for efficient use.
Furthermore, it was also a new discovery that the dimensions of the Ayoso of this work were based on the dimensions
of “eden” handed down today? (see 2.2).

Next, Figure A2.1 and Figure A2.2 show the cutting drawing of the fabric, gold brocade, and the layout of those
pieces of fabric. Of this original 4yoso, the height of the lower parts of the middle border is approximately the same as
the diameter of the lotus flower. It means it was not needed to cut the middle of the patterns or to put two lines of
patterns. From this it was thought highly possible that the fabric was standardized for eden. However, it seems that the
width of the weave did not match the width of the painting so that there was a joining at one point in the horizontal
direction.

In addition, a common point was found regarding the positioning of the design on the middle border throughout
all the four scrolls. Although the same layout of patterns in the upper parts of the middle borders was adapted for all
scrolls, those of “scrolls A and B” and “scrolls C and D” were the same for the lower parts of the middle border,
respectively. As for the lower parts of the middle border, the lotus flowers look upward but the directions of the leaves
for “scrolls A and B” are different from those for “scrolls C and D”. As a result of examining the cutting layout, it was
found that the fabrics in “scrolls A and B” were used in the opposite direction to the weaving direction. As mentioned
in 2.3.2, it is unique to this fabric that only the front sides of the flowers are depicted as the pattern. This unique design
enables the use of fabric upside down without a strong feeling of uneasiness for the 4yoso. Thus, it was confirmed that
this fabric could make rational use of the downward-facing flower part that would otherwise be wasted when tailoring

a set of four scrolls with the pattern arranged in the same direction.

2.3.5 Method for preserving the original hyoso

As mentioned in 2.1 and 2.3, this &yoso itself is highly valuable as a cultural property. In that case, the iyoso
should be also maintained in its current condition as much as possible. On the other hand, from another aspect, since
the function of hyoso is to protect the painting, the material has to be sufficiently “strong” Therefore it was decided
difficult to continue to use the original #yoso materials for the next mounting because they have deteriorated. So it was

agreed among the persons concerned that the original syoso materials except the lining paper should be preserved as a
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cultural property independent from the painting. It was decided to provide preservation treatment that would enable one
to learn the status of the original hanging scrolls and considering minimum degree of exhibition.

Hanging scrolls were reconstructed in this conservation project by using original 4yoso materials and plain kozo
paper as a substitute for paintings (Fig. A2.3-10). (Hereinafter referred to as original-fyoso hanging scrolls)). As for
scroll A, since there were no inscriptions on the roller rod and the hanging rod, all the mounting elements were attached
and a complete hanging scroll constructed so that it may be hung. On the other hand, roller rods on which there were
inscriptions were not attached so that the contents of the writings could be read. Those rods are stored in a preservation
box together with hanging scrolls. Parts of the original final lining papers with inscriptions were attached to the
reconstructed hanging scrolls. The scrolls were placed in a lower box of a two-tier box with original-painting scrolls. It

prevented the syoso scrolls from scattering and being lost.

2.3.6 Summary

This set of hanging scrolls granted to branch temples by the head temple is valuable not only in artistic but
historical contexts as a painting but also as a historical material which indicates the possibility of standardization in
preparing such type of hanging scrolls. Hyoso are often exchanged in past restorations, but this particular cultural
property is a rare example in which the method of 4yoso, even in the cutting lay out, of the time can be assumed. It is
interesting that the /yoso specialist of that time used valuable fabric without producing waste.

Although there are many general books for making hanging scrolls today, details such as dimensions of the fabric
or the method of cutting the fabric is not mentioned. Such kind of information is handed down only by word of mouth
at hyoso studios. For that reason, this conservation project gave a good opportunity to discuss past techniques from
various points of view. For us, hyoso specialists, it was meaningful that we could experience the syoso process of that

time by reproducing the fabric and making the cutting-layout.
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2.4 REBA OB TTHRUETIT - TR EEREIE
gy Fofs
EORYLIFZE AR AE T (BT )

241 ILWIC

FALEAR O TTHIREIZIZ. AREDYE (T< &) & RIKZAE o 7o Anht B YR 15 Cliikififn 2 Juta L7,
OB T EEROBIRII OV THET D,

HARCTEIME DI TE 28 (Persicaria tinctoria) 1%, 5 Wt FIEH D WITFAREEE 25 ORI
Lo THARIBEA BN Ebs, BEROERFEICIEL, ZEOFEMEAOEYMMEEITERY | 81t
AN B E R R EN D o T Z & 2 Wih-> T\ D, Febid, BITIHE L CHzlf U 7o BETE I B O /K & )y
T K BEITHNT TR 3 7 HRIFERE, RS ETERE CTh D, EBROEMED 1T, 16 A PEIZIH E
Sl EDLNTN5D,

242 HEARREZMZ -BERERE COHE

e, AR, 100°CO%H BEEIC AN THHAL, HHNEEYE, WAKERINL T pH 2EB L7225 9 B
I2NTF CTHREEA D TR T Lz, 7. B TR OB D=0 pH OFFITIIE A KRN, %R
IAREEIMA 7o, FUIREEE BEAN, SMLREY) | RIKIIHEIR G ER. MUK | JHAIK OREEIRZERR
Nath, RFEKS & - 7Y 53 70%) %4 L7z, pH IZ, pH A —%— (HORIBA. LAQUAtwin-pH-11B)
HAVCHIE Lz,

(1) fiAH

fLAAZRTOWES G & LT, BT L <KWV Lotk O NRIRIERITEAIK Z 50 23T B CIHAIK & B
VWL CIEE L,

1 HE. % 180L OBHEIZYE 20kg, AJK 10kg 2 Adr, 100°CHW; 100L Z M CTHAAT (Fig. 2.4.1-4),
KRIKIZ, HEO AR (L<BRBESETAL oK) &R LTz,

2 HHOHO pH 1 103, pH 2% 0.2 EA35 HZ&ED Y4 (BeBHIE 100L 12t L TYHAK 50g) A0z T
B, I <ICE pH NLELRWO T, YL T pH HIE, pH 2% 104 220 THAIKE S HICHZED
57 (50g) Z AFU#EFE, pH % 10.5~10.6 IZ L 7=,

3 HEDAYF, ###%O pH 1% 10.6, 4 HHOIZ, EMFFOF Y 23 LT, KHIZIREDEN T & 7= (Fig.
24.5), ZIUTHEBENIEFR THLZ 2R LTV D,

4 HHOY I, 8T 5 L (B0 MK TE 7z (Fig.2.4.6), FEEN S DICHEA, #¥R% O pH 23
104 (272> 72D T HAKE 100g ML=, SHEE 6 HHDOA J7, 8% O pH 1X 10.7 TZE L Tz,

7THHOA I, HE% pH 1X 10.6, BEOIEL FHRNSHE L0 T (Fig. 2.4.7), ZEIZ 30°CH/K 30L 212 T
m (&) BT,

9 HH O, BOENHMEICRY, EETHET L, BN AfEL 2-o7 (Fig. 2.4.8),

9 HHLMIZ, 5 H 4 FICHE#R%, pH 2 105 L FOEA X, BEMAKEMNZ T, pH10.5~10.8 & HEEE
L7,

(2) EHROBREETOBEA
MBI CH 0 | BUEY (BT ONEMEY T ELD THERD D 2 LR TESD

T, BETMEZETSEL I ENEETH D, BEETMEOETRMZ 4 25T 5 L, ORE, OpH,
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Q%A ., OfFETH D,

O

[TAROBEITELE TE N FE L TR, ERFEEE R THLZORFITEZEKR S TWND, | &,
B IEFR RS TYelk & B0 55 10 5 Yuflk & A1 4E 1975 45 1CR0R LT D, A BRI ZE & RJRIZ 100°C
DGEMZ, BT 5 L8 70°CI270 5, Geipie 3R T 1T 11272 > TR Y . K 70°C TStk
PTHEOKE L2520, BG AL Z BRI TH DL LR,

BRI D BGHE IR 1X, 25~28°C, PAEMG CIX 7 A LA 9 HFRECAM L THY ., EHBYEE MR
Wiz B0, JBGE Y O XWEFTICHEZ & T 23~28°C2 D TR E OIREEHEIIARE TH 5,

@pH OB

fEAZEED pH 23 11 L EDGE | BENEE 2N ER3Z 0, 7 ARIT7 XFK & T 5 & pH 23 <
RN EDPMIGARFEO YN L T\ 5, B TITE, Kt (RIRICEZINAZ TEIRETHEL, g T
ZLTHED) BMEDILTHWA R, ARIE, RKIKOFE FMA THIAAT, RIKZ BEHEEEICNZ D HIEX, TH
MEATE 105 YRk & AT 1975 4R ICRE SN TV D EEROTELLOK (FFN 30 R AME
FICRE) OHEEZSEIZ LT, KT EEL1EEEZELS 2 LR TE D,

A Z% D pH OFBIL, AR EZTRM L TIT 9, B CITRIEZL pH 1X 10.5~10.8, A4 HIZHEEL
721212 pH ZMET 5, BEQYLEHRICK LT, pH % 0.2 RIFDHAKOBEEZRD LD Z L NEET, Yok
100L [Z%F LT 100g # B2 LTV 5, {HAKITE L 725 L 2K o b FE AW L TH LT DR
N TR TAR VR 20T, HAKOMEITIER L, EEARNEZ T 2,

OF=3

FEPFUIEIZEZL EEND O T, ALARBHIIZAIML T\, B TR TH, B a0+ L BEESH
PMETFT 20T, WEAAEZFMNT S E XV (1001 OYEREIZ% LT 200ml 25 %),

@

BRI 1A, Y HFICEEOERERNEE ER 5 L 51T, B 8T 30 BIfRENZIRE, BIRETED
pH CIREZ B —3 5 DT, HE#%IC pH RREAWE T D, R, BRKIERE 72 & OMER D5 %
B, BREEOHFRIANTH D,

(3) BEguhHiE

RO IETRBEE T LB T, B2 (80cmX95em, 4% 65g) 4 K (Fig.2.4.9) ##Y:L7-,
OiRfEAE O FTLH

HPEEA] 40ml (U > RE 70 SRS mdn) 2z 724 50°CO%; 201 12, R 1 #Z 10 Jr[#HE)
MULBRBIR L, £0O%, 3EGE PR THEW LT, 50 O 3 Kb [RERICAEE L7z (Fig. 2.4.10),
QTR LYY

AT L7, FRCEEOFIZILD D X DI AL (Fig.2.4.11) . IKEIZENRWD K 5 ITH 2K TIA
FaEHICENL, 2R LY Lz (Fig. 2.4.12),

@K EZEXIZ L BME1E

B IR LT Bz 3 <IOKIZIR LT, ROy 7e & %KYk (Fig.2.4.13), 3 EKZNZ T, K
T T 2% LN HEL o7 (Fig.2.4.14), I HICMAEER CTR{Ls®7- (Fig 2.4.15),

@YD ER

EERTHEDIC, OQL@DOTHEEZ 1 H 5~6 VIR L CYOENRT,

&7k B & i

1 BT RV IR LY ERAMIX, 3 KA N TKRIE, KAERLZ,
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OFPSEIEIE- ks
1HH (6D, 2HHE (6E),3HHE (SE), 4HH (S LEREAZKLT, E#HlZRDL9124 BT,
22 [AlDYeb E A% L 7= (Fig. 2.4.16),

243 BRBROPEER

BEDR LY D OEEOBACENTBRFFCR Z 50T, FRIEBOFITHEZ AN, BORTHEINT S L 5T
oL, MWKIENZIEDR VR DI L TR S ERW I EREETH D, R LEDHE, 3 <ITKIZ
RIHEBIL, EREBEET TR EEROE) 2 LR L < BEICR VT W Th D, £, EIEE
NAERBOR Z BTN T Z & T, i REaNREETE D,

1 AT CTROIRL THE LT Z, K<SAKEL, MITHE L TV LESCIMEM 2N E L, K AR
THIETHATLAIZYED D Z ENTE D,

2.4.4 %%@fﬁ:fA(%%j@mﬁﬁﬁm)
T(ﬁ@“"*m/r/'r4:r (m4’:z/r/74 = focéo Z‘ﬁ%a’:%f% qia“}:\ =@‘34’:‘4/74:z75x9¢%.§
T5, £L T, MEEEND BT, KRLERIZSOTEHELRED,
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2.4 Indigo Dyeing Technique Employed in the Reproductive Manufacture of Twill Fabric for
Mounting
YAMAZAKI Kazuki
Kusaki Craft Studio (KUSAKI KOBO)

2.4.1 Introduction

For the reproductive manufacture of twill fabric for mounting, aya (silk twill fabrics) was dyed by the
traditional indigo dyeing technique using domestically produced sukumo (dye made by fermenting indigo plants) and
wood ash. The present section reports on the techniques of indigo vatting and indigo dyeing.

Tadeai (Persicaria tinctoria) mainly used in Japan is said to have been introduced to Japan from either China or
the Korean Peninsula in about the 5™ century. A great number of treasures dyed in different shades of blue have been
preserved through generations in Shoso-in, Nara prefecture, indicating that high-level method of indigo dyeing existed
in the 8™ century. Sukumo is a type of indigo dye in the compost form, which is made from the process of harvesting
and drying the leaves in the summer and fermenting them with a small amount of water for three months in the
autumn and winter. Manufacture of sukumo in Tokushima prefecture is said to have started in about the middle of the

16" century.

2.4.2 Technique of indigo vatting using sukumo and wood ash

Sukumo, wood ash and hot water (100 °C) were placed in a vat. The content was stirred every day whilst the pH
was controlled for 9 days by adding slaked lime to advance fermentation. In order to control pH after the fermentation
is complete, slaked lime was added, and Japanese rice wine (sake) were added as a source of nutrition. Sukumo made in
Tokushima prefecture (indigo maker, Mr. Toyama), plum wood ash (made by Mr. Koyama of Saitama prefecture), slaked
lime (Toyo-kogyo Co., Ltd., guaranteed ingredient amount: 70 % alkali) were used. The pH was measured with a pH

meter (HORIBA, LAQUAtwin-pH-11B).

(1) Preparation

Before starting the preparatory step, the container was washed thoroughly with water and sprinkled with slaked
lime which was then washed off with boiling water.

On the first day, 20 kg sukumo and 10 kg plum wood ash were put into a vat of approximately 180 L. To this, 100
L of boiling water (100 °C) was added (Fig. 2.4.1-4). The wood ash used was well-burnt plum trees until it turned white.

The pH in the morning of the second day was 10.3. Half the amount of the standard for pH to rise 0.2 (50 g slaked
lime for 100 L of dye liquor) was added and stirred. Since the pH did not stabilize immediately, the content was stirred
again and measured in the late afternoon. The pH was 10.4, hence, half the amount of the standard slaked lime (50 g)
was added to increase the pH at 10.5-10.6.

In the late afternoon of the third day, the pH after stirring was 10.6.

In the morning of the fourth day, there was the odor that is special to indigo as well as a reddish-purple film began
to appear on the surface (Fig. 2.4.5). Those indicate that fermentation is going on well.

In the late afternoon of the fourth day, bubbles (indigo flower) began to appear on the surface when stirring (Fig.
2.4.6). Fermentation advanced farther and since the pH after stirring became 10.4, 100 g of slaked lime was added.

In the late afternoons of the fifth and sixth days, the pH after stirring was stabilized at 10.7.

In the late afternoon of the seventh day, the pH after stirring was 10.6 and the indigo flower showed a more bluish
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tint (Fig. 2.4.7). Thus, 30 L of water at 30 °C was added to the vat to increase the bulk.

In the morning of the ninth day, the color of indigo flower became navy blue, indicating that it is ready for indigo
dyeing (Fig. 2.4.8).

After the ninth day, the content was stirred in every late afternoon. If the pH was below 10.5, appropriate amount

of slaked lime was added to maintain the pH between 10.5 and 10.8.

(2) Points for traditional indigo vatting
Since traditional indigo vatting is a process of fermentation and it is possible to dye an object blue only with the
help of microorganisms (indigo-reducing bacteria), it is important that indigo-reducing bacteria are grown. The four
conditions necessary for the growth of indigo-reducing bacteria are (a) temperature, (b) pH, (c) source of nutrition, and
(d) stirring.
(a) Temperature

Indigo-reducing bacteria live in indigo plants and they continue to live as spores even after the indigo changes
into sukumo writes TAKAHARA Masayoshi in Senshoku to Seikatsu, no. 10, Senshoku to Seikatsu sha, 1975. When
sukumo and wood ash in boiling water are stirred at the preparation stage, the content is at approxmately 70 °C. At the
time sukumo dries, indigo-reducing bacteria have already become spores and do not die at this temperature. Since they
kill miscellaneous bacteria, using boiling water is very effective for indigo vatting.

The most appropriate temperature for fermentation is 25-28°C. In the Kanto area this would be from early July
to mid-September. If the indigo vat is placed in a well-ventilated place where it is not exposed to direct sunlight and
rain, the temperature maintains 23 to 28°C, therefore, temperature control is not required.

(b) Control of pH

If the pH is over 11, fermentation will not advance. Since the pH of plum wood ash is not as high as those of
ashes made from oak, ash made from a plum tree is appropriate for indigo dyeing. Although natural lye (alkaline liquid
made by leaching wood ashes) is normally used for indigo vatting, wood ash was directly added in this method as it is
directly into the indigo vat. For this process we referred to the technique syouaizome of CHIBA Ayano (registered as
Living National Treasure in 1955) appeared in “Senshoku to Seikatsu”, no. 10, Senshoku to Seikatsusha publishing
Co., 1975. The advantage of this is to enable to omit the process of preparing natural lye.

The pH after the preparatory stage is controlled by adding slaked lime. The pH most appropriate for indigo vatting
is 10.5-10.8. After stirring in every late afternoon, the pH is measured with a pH meter. It is important to determine
the amount of slaked lime to raise the pH 0.2 for the indigo dye liquor; 100 g is used as a guide for 100 L of the dye
liquor. With time, slaked lime absorbs carbon dioxide in the air and gradually becomes calcium carbonate, resulting in
less alkaline. For this reason, the quality of slaked lime needs to be considered while adjusting the amount of addition
as necessary.

(c) Source of nutrition

Because there are many sources of nutrition in sukumo, it is not added at the preparation stage. Since fermentation
decreases when indigo dyeing is repeated, appropriate amount of Japanese wine (sake) was added (standard: 200 ml
for 100 L of dye liquor).

(d) Stirring

Stirring was done once a day in the late afternoon. A pole was used to stir about 30 times so that all of the sukumo

from the bottom of the vat would be mixed. Since stirring gives (a homogeneous mixture and hence) a better

measurement of the pH and the temperature of the vat, they were measured after stirring. Proper stirring prevents the
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increase of unwanted bacteria like anaerobic bacteria and is effective in maintaining indigo fermentation.

(3) Method of indigo dyeing
Four pieces of silk twill fabric (80 cm x 95 cm, 65 g each) were dyed in the indigo vat that was fermented as

described above.

(a) Preprocessing silk twill fabric
A piece of twill fabric was immersed for 10 minutes in 20 L of water containing 40 ml neutral detergent and heated
to about 50 °C. Water was exchanged 3 times to clean the fabric. The same treatment was done to the remaining 3
(Fig. 2.4.10).

(b) Soaking and dyeing in the indigo vat
The pre-treated fabric was quickly immersed in the indigo vat (Fig. 2.4.11) and moved in the liquid so that the fabric
would not float or be lifted on the surface. This was done for 2 minutes (Fig. 2.4.12).

(c) Oxidizing with water and air
Greenish brown fabric immersed in the indigo vat was immersed in water to wash away the brown components
(Fig. 2.4.13). Water was exchanged 3 times. When the fabric was oxidized by water, it turned blue (Fig. 2.4.14).
The fabric was further oxidized by air (Fig. 2.4.15).

(d) Repeating dyeing
In order to make the color darker, processes (b) and (c) were repeated 5 to 6 times a day.

(e) Washing with water and drying
The fabric which was dyed repeatedly for a day was then washed in water by exchanging water 3 times and finally
dried under the direct sunlight.

(f) Total number of dyeing
The dyeing process was repeated 6 times (first day), 6 times (second day), 5 times (third day) and 5 times (fourth
day). The total number of dyeing in 4 days was 22 times (Fig. 2.4.16)

2.4.3 Points for indigo dyeing

Oxidation occurs immediately when fabric is immersed and dyed in indigo. In order to prevent partial oxidation,
it is important to make sure that the fabric does not float on the surface. To do this, the fabric needs to be placed quickly
into the vat and moved about well so that it will spread in the vat. It is highly recommended that the dyed fabric be
immersed in water immediately because the oxidation that would take place in the air otherwise might cause unevenness.
In addition, by quickly washing off the brownish component contained in the sukumo, it is possible to get a brilliant
color.

High chroma can be achieved from washing off the impurities thoroughly and hang-drying under the direct

sunlight at the end of each day’s process.

2.4.4 Mechanism of indigo dyeing (Indigo dyeing is oxidation-reduction reaction.)

Indigo, a blue coloring matter which does not dissolve, contained in sukumo is reduced by the enzymes of indigo-
reduction bacteria and becomes reduced indigo, which is alkaline and dissolved in water (leucoindigo). When the fabric
is immersed in the vat, this leucoindigo is dyeing. By taking the fabric out of the indigo vat and exposing it to water and
air, the fabric is dyed blue.

Translated by MATSUBARA Michiko
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Fig. 2.4.1 Y& 20kg & MEAJK 10kg Fig. 2.4.2 Yeis L M ARIK 2 BEFEIC AN D
20 kg sukumo (dye made by fermenting indigo plants) and Adding sukumo and plum wood ash
10 kg plum wood ash

Fig. 2.4.3 B\5 2N A 72 )5 B Fig. 2.4.4 FEEEECOHIARIE T

Stirring while adding boiling water Completed preparation for fermentation

= "“r.“-" L s i : .
Fig. 2.4.5 WWIHIZREECOMENHHK S (4 B H D) Fig.2.4.6 74 (BD#E) "HkS 4 HHEDYTT)

A magenta color of film is formed on the liquid surface Bubbles called indigo flower are formed on the liquid

- ia

(morning of the fourth day) surface (late afternoon of the fourth day)
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Fig. 2.4.7 BOHENFE~ZENL (T HEDS F) Fig. 2.4.8 BEE T T (9 HOH)
Bubbles called indigo flower on the liquid surface turn blue Completion of fermentation (morning of the ninth day)

(evening of the seventh day)

Fig. 2.4.9 BEYLIZ 7= iR #E2d Fig. 2.4.10 HOFTLE (10 43fH])
g

Aya (silk twill fabrics) used for indigo dyeing Preprocessing of the fabrics (10 minutes)

Fig. 2.4.11 A EEOTICFERIFT Fig. 2.4.12 ZZ@ LN HR LY (2 43fH)

Rapidly immersing the fabric in an indigo vat Dyeing while moving the fabric in an indigo vat (2 minutes)
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Fig. 2.4.13 /K¥k Fig. 2.4.14 /KIZ X Bt (4 43F8)
Washing Oxidation by water (4 minutes)

Fig. 2.4.15 22502 X 54t (4 451) Fig. 2.4.16 )% (4 A CYH EAFE 22 [A])
Oxidation by air (4 minutes) Drying (22 times of dyeing in 4 days)
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25 BEIR Kk

FAGIZ K0 FREET 9 5 S8 IR & Il S U7 FAER MU DWW TIERFT B HE A L, BER L OREER
FLERANHERE S VIR IR, R, /W& & bITEBRT DO e & B T & DR CIRFALE 21T o 7o, (fF
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(1

@)

)

(4)

©)

(6)

0

FERIAHIEFT S (Fig. 2.5.1)

AHEE [FSHEOHK (BSR4 (O hE2T V7 U ME O CTERBRICE 2 EZITH 21To72, &

FIOBITEAMO Lickm FERMD & Bm S IC@EV TR 24 RIS U, gtk B oI

EATUVMRIR D AU R & BT CTRE D IAZ, BoEM OB 5 LI 2% 7=,

FIEZLEITY, (Fig. 2.5.2)

INET T R TR (B SRR ISR 2T 21T o7, BT HRZRITEMAD LIcEKm
(M) Z b @ TR 24 PR ECREEE U7, S, B OINR 217V MR W RICKm 2 b
AT TRE VAL, BORK OB S LI 2500 72,

£33 L (Fig 2.5.3)

SELIAHE & RIERM 2 St OMPEE DT HES Lz, BEEIINET v U EER LT,

EFTS (Fig. 2.5.4)

L%, WNET T UM E O TAMNRICE BT 21T o 70, BITH LIS TRENH S A3

TLEIFZBT D720, HIOESOEFTHE < D Wiz,

HITHRITBAO BICHE 2 R X ICEW T Ui, %, BREOINE 2 1TVMEIR D BRI

Z BIZm g TSV AA . BoRR OE S LI 28T 7=,

A

ARBUZAE D AT, K 4 ERIE S LI 2500 72, WIFT, B0 2 KO ICREZAE D F R

77

ft B (Fig. 2.5.5)

I ARZIZEEDRN A iiﬂvk B, MR, MEZI T EEEORE~ETT L THE BT, £

LAk o (B, C. D) (X, #BMICHE SN 7B ENHER TE 2 X D ICERIE~TI 53, Zofh

DR (g, 82, ﬂi) & & BITRIFR~SIA LT,

17 (Fig. A1-2.14, 15)

B U7z PR BACR I R X B - -, HERRCEA . RO 8 IBAZBHIBESER OF
IR L 7=,
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2.5 Restoration Process of Mounting Fabrics and Parts

It was decided that the mounting fabrics could not be reused because they were badly deteriorated. The fabrics

applied with lining paper were conserved with the final lining paper, roller rods and hanging rods to keep the image of

the form before restoration because it was confirmed that they contained inscriptions and other historical information.

(see Appendix 2)

(D

@

3)

(4)

©)

(6)

(7

Applying the first lining to the substitute paintings (Fig. 2.5.1)

With wheat starch paste, mino paper was applied to the substitute paintings which were made of kozo paper
(machine made) the same size as the artworks, and they were dried face up (side of the kozo paper) on a blanket.
After about 24 hours, the substitute paintings were moistened with minimum water and attached to the karibari
panel face up for a few weeks to dry and condition.

Applying the first lining to the mounting fabrics (Fig. 2.5.2)

Kozo paper was applied with wheat starch paste to the mounting fabrics, and they were dried face up (side of
the fabrics) on a blanket. After about 24 hours, fabrics were moistened with minimum water and attached to the
karibari panel face up for a few weeks to dry and condition.

Assembling (Fig. 2.5.3)

The substitute paintings and the mounting fabrics were assembled into the original scroll format by using wheat
starch paste.

Applying the final lining paper (Fig. 2.5.4)

Kozo paper (machine made) was applied with wheat starch paste to the substitute paintings with mounting. The
lining paper on the parts of inscriptions was removed so that the inscriptions could be seen. The substitute
paintings were dried face up on a blanket. After about 24 hours, they were moistened with minimum water and
attached to the karibari panel face up for a few weeks to dry and condition.

Drying and conditioning

The assembled pieces were attached to the karibari panel face down for a few weeks. After they were removed
from the panel, they were attached to the karibari panel face up and dried again for a few weeks.

Finishing (Fig. 2.5.5)

The hanging rod, roller rod, decorative end cap for hanging rod and cord of No. A were attached to the
mounting fabrics because there were no inscriptions on the hanging rod and roller rod. Other parts of No. B-D
(roller knobs, hanging rods, roller rods, washers, eye-pins, and cords) were stored in the storage box separated
from the mounting fabrics because there were inscriptions on the hanging rods and roller rods.

Preparing for storage (Fig. A1-2.14, 15)

Roller clamps with acid-free paper were made anew. The artworks were rolled on the roller clamps and stored

in the lower tier of the new storage box.

Translated by SHIMIZU Ayako and KATO Masato
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BEIE (F&H)

Restoration process (Mounting)

o S e

Fig. 2.5.1 BELAMA~DOYLEFTH Fig. 2.5.2 ZiHh~DEITH
Applying the first lining to the substitute paintings Applying the first lining to the mounting fabrics

Fig. 2.5.3 fff@L Fig. 2.5.4 HEFTH
Assembling Applying the final lining

Fig. 2.5.5 f£ EF
Finishing
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f+8% 2 Appendix 2

<FKIEFLHX  Documentation of Mounting>

Table A2.1
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21 1 2 AFEWRD
< FHRY  ElRER (Z#RY) 1,100 [B% 2 KEHE
< E¥RY AR (S#RV) 900 [H]

21 F A4 ARFHRY 2 KREDbE
4 REDETLOEAREEL (SERV) 200 [H]

A CREETHL) %9 0.3 mmifi/ A
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T 7 — PR 400 1

<M (FAA) :715em 2 R 355 64))
265

- B 1 1,600 £

- R 21 R/em

- B2J) 30 B (AR IRE 380
TR 70 A/em

TR ¢ §931.5~32 A/em

Table A2.1

Specifications for the newly made gold brocade

Silkworm race

Commercial race (made in China)

21 denier 2 folded yarn

Warp « First twist: Z twist, 1100 turns double threads
+ Second twist: S twist, 900 turns
Weft 21 denier 4 single twist double threads
* Four threads S twist 200 turns
Gold thread Gold leaf (vermilion lacquer undercoat) approximately 0.3mm width
Warping 4,880 threads, plain silk (fabric:4800threads, selvage: 80threads)
Jacquard Nishijin type / 400 needles
* Reed space (contain selvage): 71.5cm
* Number of unit patterns: 6 units
Loom * Dents of a reed: 1600 sheets

* Number of dents of a reed: approximately 21 pieces/cm
+ Wood shaft: 30 sheets (supplementary warp, wood shafts: 3 sheets)

* Warp density: 70 threads/cm
+ Weft density: approximately 31.5—32 threads/cm
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k RENFEH D FmE R,

The arrows indicate upward direction of mounting fabric.

Fig. A2.1 @ RO#FMWrX (k. +E, E&ED)
Cutting drawing of kinran -gold brocade silk-, middle border fabric, vertical portions of the middle border fabric and

decorative fabric strips
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A g (55 4 i) B g (26 3 M)
Scroll A (the fourth scroll) Scroll B (the third scroll)

D71 D8 |
D4 | D31
L | 1 ]
C i (5 2 M) D g (55 1 #8)
Scroll C (the second scroll) Scroll D (the first scroll)

Fig. A2.2 MW L7o SR OELE * kEnzgho thma sy,

Arrangement of the cut kinran -gold brocade silk- s The arrows indicate upward direction of mounting fabric.
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EXZN
Mounting

Fig. A2.3 A g (55 4 1) Fig. A2.4 B & (26 3 &)
Scroll A (the fourth scroll) Scroll B (the third scroll)
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Fig. A2.5 C & (55 2 i) Fig. A2.6 D i (%5 1 &)
Scroll C (the second scroll) Scroll D (the first scroll)
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2k - ZH

Mounting, verso

Fig. A2.7 A g (55 4 &) Fig. A28 B & (% 3 &)
Scroll A (the fourth scroll) Scroll B (the third scroll)




Fig. A2.9 C & (3 2 &) Fig. A2.10 D & (3% 1 &)
Scroll C (the second scroll) Scroll D (the first scroll)




Table A2.2 FEEAAE - RTF
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\ o AR [t
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A =1 /o 1] e
U1 R SR
Table A2.2 Specifications for the mounting, Storage

Specifications for

the mounting

A hanging scroll

Rinpo-no-so

The substitute of paintings

Kozo paper: machine-made kozo paper
(made by Kashiki Paper Co., Ltd.)

paintings)

First lining paper (to the substitute of

Mino paper: kozo paper
(made by Minotake Kami Kobo)

First lining paper (to the mountings)

Kozo paper: machine-made kozo paper
(made by Kashiki Paper Co., Ltd.)

Final lining paper

Kozo paper: machine-made kozo paper
(made by Kashiki Paper Co., Ltd.)

Storage

Roller clamp

Acid-free paper roller clamp
(provided PAReT Co.,Ltd.)

Wrapping paper

Kozo paper: machine-made kozo paper
(made by Kashiki Paper Co., Ltd.)

Storage box

Paulownia two-layer inro-style box
(Kobayakawa Kiribako Seisakujyo)

Outer case

Acid-free paper box covered with navy blue fabric

(Kobayakawa Kiribako Seisakujyo)
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Fig. A2.11 RIEHDOFIA Fig. A2.12 kT Oz

Aya -twilled woven silk- in outer border fabric

(RENETY

IS CauIngsw

Fig. A2.13 HizxD 1A Fig. A2.14 &MRADILKE R
Kinran -gold brocade silk- used in mid border fabric Enlarged photo of kinran -gold brocade silk-

8 Tl AR . ’
Fig. A2.15 —#%f)7 [— e R 5S4t ) Fig. A2.16 UV 7 A k& W 7= Ykl ot el g2
Commonly used kinran -gold brocade silk-, with lotus Fluorescence observation of dye using UV light

flowers and arabesque with single vine motifs
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Fig. A2.17 AEEYLD % it L 7o Fig. A2.18 <& o Bk =l 5t
Aya -twilled woven silk- dyed with Japanese Weaving of kinran -gold brocade silk-

indigo-dyeing

Fig. A2.19 D SCARDIRFT | F?igr. A2.20 ERL L 72 3038 KOV

Examination of kinran -gold brocade silk- patterns Preparing the pixel jacquard patterns and test weavings

Fig. A2.21 AIRERETH DR B KOsk Fig. A2.22 #rifl L 7=
Silk thread and gold thread for examining color tone Newly made kinran -gold brocade silk-
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Fig. 3.1 ML) (55 =b8) Fig. 3.2 THZFE] (5 —1iE)
Inada Kobo, the third scroll (B) Shukke Gakudo, the first scroll (D)

Fig. 3.3 TJHAISE) (F5PUbE) Fig. 3.4 NRIFUTIE] (55 &)
Byadao Soryii, the fourth scroll (A) Senjaku Fuzoku, the second scroll (C)
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Description about the Artwork
MAIZAWA Rei
Tokyo National Research Institute for Cultural Properties

The artwork is a set of four hanging scrolls depicting the life of Shinran (1173-1262), the founder of Jodo-shinshi
sect of Buddhism. Many works of art that depict the life of Shinran have been made. Those that are in the form of a
painting scrolls are called denne while those in the form of hanging scrolls are called eden. The latter are in sets of one,
two, three, four, six and eight, but those in sets of four like the artwork were widely found in Jodo-shinshii temples
throughout the nation.

Each picture is divided into four to five levels by pictures of indigo mist framed in gold. Episodes in the life of
Shinran are depicted, mostly in chronological order. There are fifteen scenes beginning with the bottom of the first scroll
(D) which depicts the scene of tonsure of Shinran at age 9 (Shukke Gakudo (H53&)) in the presence of Jien, head
priest of Tendai sect. This is followed by Senjaku Fuzoku (##UJ&) whereby Shinran receives permission from Honen
to copy “Senjaku Hongan Nenbutsushi,” (GERAFEZ(LLE) the fundamental Scripture of Jodo-shinshil sect; Shishi
Sentaku (FT'& #3#) in which he is exiled to Echigo (present day Niigata prefecture) as a criminal; Hakone Reikoku (78
FR5E45) in which he experiences a miraculous meeting; Rakuyo Senge (#F5E1L) in which he passes away while
chanting a prayer; Byodo Soryi (%2 E37) in the topmost level of the fourth print (A) which depicts the scene after
Shinran’s death — relocating Shinran’s bones in 1172 and putting his statue to let him rest.

The artwork (hereafter Victoria version) represents four scroll Honganji type eden that were mostly made from
the Muromachi period onwards. The work is based on the Shinran Shonin Eden (Kyoto, collection of Higashi Honganji)
called Koei-bon, denne in the form of a painting scroll made in Koei 2 (1343). The text is known to have been written
by Kakunyo (1270-1351), Shinran’s grandchild and third head priest of Honganji. Of the denne made until then, it
exhibits the proper teachings. In addition, Koei-bon iconology has been used as their model to depict many of the four
scroll-type Shinran Shonin Eden found in Shinshii temples throughout the nation. While four scroll eden were made by
Shinshti Takada and Bukkoji, Honganji made a great number of eden from the Muromachi period onwards. Honganji
distributed the eden to its branch temples, thereby unifying them by spreading the proper story of the life of their founder
Shinran and propagating faith. Each temple further used eden and godensho, which consisted only of words for
storytelling (etoki), to spread the teaching to the faithful.

The roller rod and the mounting used on the Victoria version are original. Inscriptions in sumi ink are confirmed
on the hanging rod, final lining (backing) and roller rod of each scroll. According to the inscriptions, the painting was
made in 1682 in Rakuyd (present day Kyoto city) commissioned by Shaku Chotetsu and donated by Shochibd Shaku
Shitetsu; the mounting was done by a person named Matsuki [zumi (Fig. A1-1.40, Table A1-1.3). The inscription on
the final lining is written by the sixteenth head of Higashi Honganji, Shaku Ichi-nyo (1649—-1700). This shows that it is
the proper eden that was given from the main temple to the branch temples. This is also important in that it clarifies the
person who ordered the work and the year in which it was made.

The form of depiction of the four hanging scroll version becomes more stylized with the years. However, it has
been pointed out that in the Edo period the style of eden made in Higashi Honganji and Nishi Honganji became different
in detailed points. In other words, compared with the picture of Nishi Honganji type, that of Higashi Honganji has more
figures, and furnishings like folding screens were used to show change of scenes. The depiction of the Victoria version
matches that of Higashi Honganji type, but the figure of a woman cooking a pot on the beach in the scene of Inada Kobo

(F¥ FHBILYE) on the second level of the third scroll (B) (Fig. 3.1) cannot be found. This may be due to cutting of the
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painting, but it may be necessary to compare it with other examples.

Although many four scroll paintings follow a basic design, the landscape of each scene, and picture-in-picture of
folding screens and murals exhibit the individuality and skill of each painter. In the Victoria version, the landscape of
the four seasons are carefully depicted as can be seen in the mountain cherry tree in full blossom (Fig. 3.2) in the first
scroll Shukke Gakudo, the green willow branches and the wild duck playing in a pond in the second level of the first
scroll in which a visit is paid to meet Honen (Yoshimizu Nyishitsu, 757K A\Z), and the mountains covered with red
autumn leaves which the ascetics look forward to (Bennen Saido, 3+ ). In the first level of the second scroll (C),
Senjaku Fuzoku, interior decoration of minute design on such objects as the mountain and stream on a folding screen
and flowers and birds on a wall painting are depicted. Lotus flower which symbolizes the Land of Perfect Bliss is
depicted on the picture of the folding screen which surrounds the bed-ridden Shinran in Rakuyé Senge, third level from
the bottom in the fourth scroll, and in the mausoleum where the statue of Shinran is placed in Byodo Soryi (Fig. 3.3).
Moreover, the many figures are carefully depicted, ranging from young to old and both men and women. The expression
of motifs on the costumes of each person is also a point of interest. Although it is thought that the painting of these four
scrolls had been done in a workshop inside Higashi Honganji, the names of most painters involved in the painting of
individual eden have not been handed down. However, themes favored by the Kand school are confirmed in picture-in-
picture paintings such as the bamboo and tiger design on the cedar door of the Victoria version, the hawk design on the
mural painting and mountain and water design (Fig. 3.4).

The Victoria version is painted on a finely woven silk with good quality paint in full abundance. The colors are
carefully applied even in detailed parts. For example, the outline of the red plum blossoms on the left side of Byodo
Soryii is done in white while blue-green and gold are used for the center. In the topmost level of the second scroll (Nyisai
Kansatsu, \ Vi #%2), the petals of the flowers in the garden are made to look three-dimensional by applying paint in
layers. Moreover, in order to give a soft touch or to express a gradation, paint is applied from the entire back of the silk
(ura-zaishiki). Detailed depiction is thought to be the fruit of a skilled painter and the paintings are outstanding among

the Shinran Shonin Eden painted in the Edo period.

Translated by MATSUBARA Michiko
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