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Amoghapasa with Two Guardian Deities

Treatment report

FUJIOKA Haruki
Koeido Corporation

Name of cultural property Amoghapasa with Two Guardian Deities

Media and format Color on silk, hanging scroll

Collection The British Museum

Registration number Add. 389

Treatment undertaken by Koeido Corporation  Haruki Fujioka, President

79 Shimogamokamigawara-cho, Sakvo-ku, Kvoto

Treatment date FY2003

Location Conservation Center for Cultural Properties,

Kyoto National Museum

527 Chaya-cho, Higashivama-ku, Kyoto

I. Condition before treatment
Dimensions

Painting

Format of mounting

Mounting

lechimonji fulai

(silk decorative strips)

Cht meawashi

(outer border)

Jouge

(upper and lower portions of the
mounting)

Jikushu

(knobs attached to the ends of the
bottom roller)

Storage box

Linings of the painting

First lining

Subsidiary lining

Second subsidiary lining

Height 23.3cm Width 82 .8cm
Total height 32.5cm Total width 108.9cm

Three-tier Yamato mounting

Gold brocade with large peony and arabesque pattern on a
lavender background

Brocade with gold dragon and lattice pattern on navy blue
silk

Donsu (damask weave) with large peony and butterfly

pattern on a light blue background

Gold, hand-carved knobs (3.6 cm diameter)

Outer daizashi box made of paulownia
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Overall lining
Final backing

Extent of damage

While the paint layer is in relatively good condition, there are losses and other damage [rom abrasion
throughout the silk support. There are arcas, such as at the top portion of the screen, Amoghapasa’s
halo, and clothing, in which the wrahakn (metal foil backing) or the original lining paper is showing
through.

The distorted weave of the silk support and numerous scattered tears found around the losses indicate
that damages were presumably caused by careless and forceful removal of the first lining during past
restoration treatment.

Some of the mending and in-painting completed during past treatments detract from the original
beauty of the piece, and therefore must be removed. Moreover, there are parts in which the silk
patches used for mending have been applied onto the surface of the painting, obscuring the original
image. Removal in such areas must be done with great care.

The painting and mounting are cockled. There are highly visible horizontal creases to the left and

right of the central area of the painting and in the left side of the bottom portion.

I. Condition after treatment

Dimensions

Painting Height 124.7cm Width 98.8cm
Total height 218.8cm Total width 113.0cm

Format of mounting Two-tier Buddhist mounting

Mounting

Ilchimongi fulai Gold brocade with peony and arabesque pattern on a rust and
light-green background (Made by Hironobu Textiles)

Jouge Aya fabric with flower-linked pattern on a brown background
(Made by Hironobu Textiles)

Jikushu The original is used.

Uwamatki silk
Cord
Linings of the painting

First lining Thin Mino paper (Made by Toshio Inoue)
Subsidiary lining Thin Mino paper (Made by Shoichi Uekubo)
Second subsidiary lining Misu paper (Made by Shoichi Uekubo)

Final backing Uda paper (Made by Yukihiro Fukunishi)
Storage box 2aulownia inro box (Made byYusai Maeda)

Large roller rod Paulownia Futomalki soejiku (roller clamp)
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Il. Treatment process

1. Examination, documentation

The degree of damage to the painting was examined and photographed for the record using

x-ray, infrared ray, raking light, etc. (Figs. 25~29)

2. Disassembling

The jouge and chuberi (central border) were detached from the painting. After removing the
final backing by applying moisture onto the reverse side, the ichimonji (inner border) was

separated from the surface of the painting.

3. Selecting silks for the mounting

Upon consultation with the owner and the project supervisor regarding which fabrics to use,
vold brocade with a rust and light-green base that matches the soft atmosphere of the

painting was selected for the chuberi, and brown ava fabric was chosen for the jouge.

4. Treatment of the painting, mending paper, etc.

The condition of the paint layer was examined using a sterco microscope, and a patch-test
was conducted. In preparation for cleaning, a water solution containing 2% animal glue was
applied only to areas where necessary to prevent flaking.

After cleaning, the water solution containing 2% animal glue was applied over the entire
surface of paint layer to prevent chipping. After the solution dried and it was confirmed that
the pigments were consolidated, the solution was again applied to areas where necessary, and
the painting was given time to dry completely. Photographs were taken with transmitted
light. (Figs. 30, 31)

Silk patches were applied onto the front in areas with losses in the silk support where the
wreezaishiki (reverse coloring) and wwahaku had adhered to the lining paper and were
exposed.

After making sure that the pigments were consolidated, the painting was covered with three
layers of protective paper using seaweed paste and was dried on a karibari for a while to
stabilize the screen.

A small amount of moisture was applied to soften the paper [iber, and the lining paper was
removed completely through a “dry” hadaage method. (Fig. 32)

All of the unwanted silk patches were removed, and new patches made from irradiated silk
were used to mend the necessary areas. (Fig. 33)

In-painting was completed to the newly patched areas to match the base color of the painting.

5. Replacing the lining paper

The first lining was applied using wheat starch paste and Mino paper that had been dyed
yellow-brown and fully rinsed with water.

Next, a subsidiary lining was attached using Misu paper and aged paste. After drying the
painting on a karibari, damaged areas caused by creases and cracks were repaired with
reinforcement strips.

Another subsidiary lining was added using Misu paper and aged paste, and it was dried on a

karibari.
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6. Preparing the mounting fabric
The first lining was attached using Mino paper and wheat starch paste. A subsidiary lining
was applied using Misu paper and aged paste. The fabric was dried on a karibari.

7. Attaching mounting fabric to the painting
The painting and the mounting fabric were removed from the karibari and were assembled
as a two-tier Buddhist mounting.
The overall lining was attached using Misu paper and aged paste, and was dried on a karibari.
After folding over the edges, the final backing was attached using Uda paper and aged paste.
The painting was dried on a kariberi facing outwards, then later removed and re-attached
facing inwards.

8. Finishing the scroll
New Uwamalki silk (fabric attached to the reverse side of the scroll), roller rods (set of top
and bottom), cord, and wrapping material were prepared.
After the scroll was fully dried. it was removed from the drying board, and finished by
trimming the excess paper margins, attaching the bottom rollers and futai (decorative strips
at the top), metal fittings, and cord.

9. Making a new storage box
A new paulownia invo box and futomalki socjikue (with silk cord) were prepared. For the inro
box, a new striped cover (made with persimmon juice) and a four-way folding box made
with decorative paper were made.

10. Photographing the artwork after completion of treatment

V. Discoveries during this treatment
- Parts of the painting were revealed upon removal of the unwanted silk patches, which had been
applied to the [ront surface with plaster during a past treatment. To repair the areas where the
wrahaku was exposed, new silk patches were applied on the front. (Figs. 34, 35)
- Upon removal of the linings, it was discovered that there were many areas in which wrazaishiki
technique had been used. Water solution containing 5% animal glue was applied to prevent peeling in
places where it appeared the adhesive had weakened. (Figs. 36, 37)
« It was first believed that the repaired area on the face of the Amoghapasa that appeared white was
caused by wrazaishiki. However, it was later discovered that it was due to repair done with paper.
« There were a few areas in which the old lining was still attached. (Fig. 13)
» The width of the silk canvas was 48.3 centimeters.
» Density of the silk used for mending:

Horizontal threads 60 lines per 3 cm, double-strand, 31 denier

Vertical threads 100 lines per 3 cm, double-strand, 21 denier

Translated by Amy Mccaleb (Urban Connections), edited by Yasuhiro Oka and Regina Belard.
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Amoghapasa with Tweo Guardian Deilics

Description of Artwork

KATSUKI Gen'ichiro
National Research Institute for Cultural Properties, Tokyo

This is an iconography that shows triads in a triangular composition. It is made up of a central
image, Amoghapasa at top center; the right attendant Vajrapani on the lower left side; and the left
attendant Vaisravana on the lower right side.

Amoghapasa has three heads and four arms, and sits on a white lotus flower atop a central rock.
Except for the fact that it lacks a rosary that should be held in one of its right hands, it is identical
to the figure found in the Rengebuin section of the Twizokai Mandala (Garbhadhatu Mandala), includ-
ing the positions of its hands, its possessions, and the details of its appearance.

Vajrapani raises overhead a vajra pestle (small scepter) with its right hand, and holds its left hand
in a tight fist, while firmly standing on a rock with its feet apart. Judging from the form, there is no
doubt that this figure is a copy of the Vajrapani created during the Tempyo period, found in Hokkedo
of Todaiji Temple.

VaiSravana stands on top of a rock, offering a pagoda with its right hand and thrusting the ground
with a sword in its left. The way it is dressed—wearing a cape-like robe over its shoulders and having
no shin-guards—is similar to one of the images seen in the hakabvor (monochrome painting with white
background) of the four guardian kings as painted on the doors of an altar in Kaidanin of Todaiji
Temple.

As one can see [rom such examples, and similar to the Kusha Mandala of Todaiji Temple, the
creator of this painting looked to old sculptures and paintings as models, and combined their elements
into a single composition. This point can be considered one of the characteristics of this painting.

Another characteristic is the extensive use of the techniques ol wrazaishiki (reverse coloring) and
urahaku (metal foil backing). For example, the body of Amoghapasa is created by applyving a thick
layer of white urazaishiki, and adding bold shading with vermilion pigment on the front. The cape-like
robe, hakama (Japanese kilt), and shoes of Vaisravana are rendered using heavy layers of wraziashiki
in white or a combination of white and vermilion. Furthermore, wurahaku is used for the buckskin
ornamental belt, chest ornaments, and wristlets found on Amoghapa&a, with vermilion lines added to
the front. The wrahaky technique is used in the outline of the armor of Vajrapani, and on the front side,
arabesque patterns are added in black ink. Other various techniques are also used throughout the
piece. For example, Vajrapani’s body is drawn in black ink in the beginning stage of painting and left
as is.

From such composition and coloring techniques, one can observe the trends in styles of paintings

created in Nara during the first part of the Kamakura period.
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