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“Fudd-myoo with Two Boy Attendants”

Conservation Report

YAMAUCHI Tatsuya
Bokushindo K.K.

Conservation Report
Title Colors on silk, “Fudo-myoo with Two Boy Attendants”

Collection Indianapolis Museum of Art
Conservator BokushindoK.K.

Condition before Treatment

Dimensions
Painting Length: 100.3cm Width: 39.7cm
With mounting L: 175.8cm W: 54.5cm
Roller rod Lz 59.6cm Diam: 2.7cm
Format of mounting Double-surround Buddhist style mounting (buisuga hyogu)
Mounting fabrics Inner border and decorative fabric strips (chitmawashi fitai): Light yellow
green background with lotus and ivy pattern in gold thread
Outer border (saberi): Brown background with floating floral pattern in
twill-weave
Roller knobs Engraved gilt copper roller knobs
Hanging rings (kan) Hanging rod with metal fittings and ring nails
Cord Brown braided cord
Damage

1.

Creased lines ran horizontally over the entire painting. The creases were well worn and show
tearing.

Large areas of black powdery soiling were found on the lower part of the painting.

Silk infills from a previous restoration were attached to the back surface of the painting. Layered
parts show wear and tear on the painting surface. In particular, the upper section of the painting
is severely damaged.

There was some wear on the area depicting waves and many silk infills were attached to the
background. Infills were also found on the face and the body of the Fudo.

In sections where the painting was worn through, the first lining (hadaura) was exposed.

On part of the knee of Kongara Doji (Kimkara), one of the two attendants, the painting had shifted
horizontally.

Areas of thick colored pigment on the decorations on the torso of the Fudo and in the area above
his knees had peeled away.

Condition after Treatment
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Dimensions
Painting L: 101.2cm W: 40.6cm
With mounting L: 182.lem W: 58.2cm
Roller rod L: 63.3cm Diam: 2.7cm
Roller clamp (futomaki soejiku)  L: 66.5cm Diam: 5.7cm
Storage box L: 69.8cm W: 10.4cm Height: 10.3cm
Format of mounting Double-surround Buddhist style mounting (butsuga hvogie)
Mounting fabrics Inner border and decorative fabric strips (chitmawashi fiilai): Light yellow
green background with peony and ivy pattern in gold thread
Outer border: Yellow brown background with squash pattern in twill-
weave
Roller knobs Engraved gilt copper roller knobs (Original reused)
Hanging ring (kan) Gold squash shaped metal fittings and hanging ring nails
Cord Two-toned hanging and wrapping cords
Lining papers Hadawrauchigami  (first lining paper) Kozo paper thin Mino type
(Miyvamoto Yusei, Toyama Prefecture,)
Muashiuragami (subsidiary lining paper) Kazo paper Misu type (Uekubo,
Nara Prefecture)
Nakawragami (overall lining paper) Kozo paper Misu type (Uekubo, Nara
Prefecture)
Sawragami (final backing paper) Kozo paper Uda type (Fukunishi, Nara
Prefecture)
Infill silk Artificially aged silk (electron beam radiation)
Warp: average thread width 14 denier; 20 2-ply threads/cm
Weflt: average thread width 14 denier; 33 threads/cm.
(Hironobu-Orimono Fabric, Kyoto)
Storage box Paulownia inrobox, paulownia roller clamp (Maeda Yasai, Kyoto)

Treatment Process

1. Examination and Documentation
The condition of the painting was documented and photographed.

2. Dismantling the mounting and repairing painted areas
The painting and the mounting were dismantled and separated. Painted areas around the central
icon were fixed with a 1% solution of rabbit skin glue.

3. Removing the final lining paper and the crease reinforcement paper strips
After the final lining paper was removed, a subsidiary dyed black lining that supported the
attachment of crease reinforcement paper strips was discovered. These strips were removed.
(Fig 67, 68)

4. Cleaning of soiled areas
Soiling on the painting and linings was cleaned. The process was completed by first placing a few
layers of thick paper on either side of the painting. Water was added from the front surface in
order that the paper would absorb the soiling. The paper was changed and the process was
repeated.
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11.

12.

13.
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Pigment consolidation

Pigments were fixed with a 12 solution of rabbit skin glue. At the same time, the black powdery
soiling was removed from the surface of the painting.

Removal of the original subsidiary linings.

After removing the original subsidiary lining, there appeared crease reinforcement paper strips
and silk infills on the ink-dyed first lining. (Fig. 66 a, b)

Removing the first lining

Layers of temporary reinforcement paper were placed on the recto of the painting. The painting
was then attached to a glass pane and partially moistened for cleaning. The crease reinforcement
paper strips and the silk infills were first removed from the first lining. The surface of the painting
appeared to be covered by a mixture of paper bits and a glue-like sticky substance. This was
removed by brush, and the first lining was then separated. This first lining had varying degrees of
damage in different sections. The lining around the tips of the waves in the background had severe
damage, making separation by tweezers impossible. As a result, a tip of a brush was used to
remove this lining. Lining under the parts depicting the fire was easier to remove given fibers there
were relatively intact. The lining under the area depicting the body of the central icon and the robe
remained relatively strong. However, conservators used extreme caution during the removal
process because of the numerous cracks in the painted sections and on the silk. Careless removal
of the first lining could have resulted in further peeling. (Fig. 67 a, b and 68 a, b)

Removing the original infill silk patches

The silk infills attached directly to the painting were in a state of deterioration similar to the
painting itself and were firmly fixed to the painting. Those patches visible through to the surface
of the painting were cut away, and all others were carefully removed.

First lining

Kozo paper of a thin Mino type was used for the first lining. Thin Mineo paper was dyed with sumi
(carbon soot ink) and vasha (dye from alder cones). The particular hue was selected in order not
to affect the appearance of the area of the fire motif, being the palest part of the painting. (Fig.
69)

Silk Infill

Losses in the silk painting support were repaired with silk artificially aged by electron beam
radiation. Infill silk was selected to closely match thread thickness and gauge of the original silk
used for the painting. The infill silk was dyed with sumi, red ochre and yasha, to match the shade
of the waves in the lower section of the painting.

Subsidiary lining of the painting

Kozo paper of the thin Misu type was used for subsidiary lining. Misu paper was dyed with ink and
vasha plant similar to the first lining paper so the shade would not disrupt the painting’s color
through the first lining.

Crease reinforcement paper strips

Thin Mino type Kozo paper was placed where the creasing appeared on the painting in order to
avoid further creasing.

Subsidiary lining on the painting and pasting onto the drying board

A subsidiary lining was added using Misu type kozo paper. The painting was then pasted onto the
drying board in preparation for the assembling of the mounting (fsukemearwashi).
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14.

16.

18.

19.
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21.

22.

Adjusting the mounting fabrics

Mounting fabrics were all newly made and dyed with ink and vasha plant. Mino paper was used
for the first lining, and Misu paper for the subsidiary lining. The painting was then pasted onto the
drying board in preparation for assembling the mounting.

. Assembling the mounting

Mounting followed the original format of a double-surround Buddhist style mounting. The width
of the saberi and chitberi hashira (the strips of mounting fabric that run vertically along both sides
of the painting), and length of both the lower part of the soberi (outer border) and chitberi (inner
horder) were increased from the measurements of the original so that the overall mounting would
be well balanced.

Overall lining

Overall lining was done using Misu type kozo paper.

. Final backing

The final backing was done using kdzo paper Uda type. Uda paper was dyed with vasha plant to
produce the effect of aging.

Temporary fixing to drying board

The painting was turned face up then pasted onto drying board to dry.

Inpainting

Pigment was applied to tone sections containing silk infills. Toning was matched to the color on
the lower section of the painting depicting rocks (the palest part of the background) to unify the
overall tone. (Fig 70 a-c)

. Turning the painting face-in on the drying board (kaeshibari)

The object was reversed and reattached to the drying board for further drying.

Finishing

The original gilt roller knobs decorated with fine gold gilt were reused. The metal fittings were
removed because they were not in the style of the roller knobs.

Producing a new storage box

A new paulownia inrabox and a roller clamp were made.

Other Matters of Special Note

1.

The crease reinforcement paper strips were attached onto the subsidiary lining, and the silk infill
on the first lining. It was noted that earlier restoration work was likely completed without
removing traces of preceding restorations and the first lining.
There is a horizontal area of the painting on the part of the knee of Kongara Daji where the
painting has moved out of place. Considering the severe damage of the painting, this area was not
repaired to prevent further damage of surrounding areas.
Thick pigment levels at the middle torso of the Fudo and on the ornaments above his knees were
fixed by adding animal skin glue during the process of pigment consolidation. During the restora-
tion, the processes of wetting and drying may cause stretching and contraction, further damaging
the repaired paint. To avoid such damage, special attention was taken during the application of
liquid during the various wet and dry processes of disassembly, cleaning, restoration, and remount-
ing.

(MT, JL, and JP)
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“Fudo-myoo with Two Boy Attendants”

Description

NAKANO Teruo
National Research Institute for Cultural Properties, Tokyo

Fudo-myao (Acalanatha) is said to protect the worshippers of Shingon sect of Buddhism as a
messenger of Dainichi-nyorai (Mahavairocana). In addition, he exorcises the enemies of Buddhism and
various temptations and egotistical desires. Fudo is highly revered in both Esoteric and Zen Sects of
Buddhism.

This painting depicts Fudo-myoo standing on a rocky platform. A jeweled sword in his right hand
is held erect in front of his torso. In his left hand he holds a kensaku (lasso). His hair is curly with a
tuft on the left side, and a headdress adorns his head. His left eye squints while his right glares
forward. His mouth is closed tightly with two teeth on both ends of the mouth exposed - one pointing
upwards and the other downwards. This manner of depiction is generally regarded as the Enshin type.
Above the rock on right side stands Kongara Doji (Kimkara), and on the rock on the left is Seitaka
Doji (Cetaka). Kongara Doji holds fokkosho under his left arm and bends his waist with his palms
placed together in prayer while looking up to Fudo-myoo. Behind Fudo-myo6o, Seitaka Doji holds a
pole in his left hand, and puts his right hand under his chin, twisting at his waist.

This type of “Fudo-myoo and Two Boy Attendants” is common to esoteric Buddhist paintings.
The waves around the rocky platform are drawn carefully in thin lines, in a typical classic manner.
However, the upright posture of Fudo-myoo and the depiction of fire with straight lines, making them
appear like sharp needles, suggest a conventionalization of form in depicting this icon. In addition,
the coloring of mainly green and red, the frequent use of gold pigment, and the thick application of
paints that add volume to parts of the surface, suggest characteristics common to works completed
during the Nanbokuchd period.

(MT and JL)





