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Foreword

Buddhism teaches that after enlightenment, Buddha was suffused with gold from head
to toe. In paintings, the completely golden figure of Buddha was rendered using a
decorative technique whereby thinly cut gold leaf is applied over a ground of gold paint.
Used together, the gold leaf and paint create a strikingly brilliant effect. This exhibition
introduces this technique through step-by-step reproductions of Amitabha Buddha, a
painting in the museum collection.

The original hanging scroll was painted in the 14th century during the Kamakura
period. Models in this exhibition demonstrate the production process in five stages,
using pigments similar to those in the original. Materials used for the golden decoration

= s Bl are also introduced.
ﬂg']'ﬁbyuﬂ%@ (BE&E) These models aim to faithfully demonstrate the techniques used to produce the
original painting. Through looking at the original work closely with the help of the
MR - 1410 models, we hope visitors will gain a deeper understanding of Japanese Buddhist
KB EIPIEEE Ralnting.

We give our heartfelt thanks to the student volunteer Yuko Takeda at Tokyo University

of the Arts who produced the models, as well as to all who contributed to this exhibit.
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1. Copying the Image

The outline is copied from a life-size photograph onto thin tracing paper using black ink (Panel1) . The image is
not traced; rather, the paper is laid over the image and repeatedly rolled back and forth, allowing the painter to
reproduce each detail from memory with constant reference to the original work. The original painting is flaking
and discolored, however by focusing on the lines only, a clear image can be gained of the iconography at the time
of production.
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2. Tracing onto Silk (Kinu-age)

A tightly spread piece of silk cloth is affixed to a wooden frame using a wheat-starch adhesive (shofunorr). Once
the adhesive has set, hot water is brushed over the surface of the cloth to remove the water-repellent protein
which naturally coats silk. The fabric is dried and a coat of dosa (a solution of alum and nikawa, a gelatinous

substance made by boiling the bones and skin of animals and fish) is applied to prevent the paint from blurring

(Panel?) . The outline produced in Stage 1 is affixed to a panel and fitted into the frame behind the cloth. The
image is then traced onto the silk in ink (Panel3) .
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3. Base Coat

back of the silk to create a smooth base for the gold paint (Panel4 - 5) .

A TL
G SRERD
KUB<ETERTHIC, [MATIIRE] L, BEABSNTOET. SECRSEMN<BRICUEEE
TF. BEBETHRAESHET. BIO L THREF-TEHUET (BH6). ThERLTKHERIZL.
2O, KEMZTEE EHF>TRETMWERIBEET. ChESRD BEF] V. FEE<UET
CETEOBEAELTVEET, 2L TTEBA s, T3 OLICERRYLET (5E 7).

4. Gold Paint

The body is blocked with gold paint. The paint is produced by blending fine grains of gold into nikawa until the
preparation glistens(Panel6). After heating to drive off moisture, water is added, allowing impurities to float to the
surface. The water containing the impurities is skimmed from the surface, and the process is repeated numerous
times. This refining process is the key to producing a deep golden shine. Five thin coats of gold paint were used in
this reproduction (Panel7).
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5. Applying Kirikane (Cut gold leaf)

Over the gold paint added in Step 4, finely cut strips of gold leaf (kirikane) measuring approximately 0.2mm in
width are used to render designs on the figure’s robe. Kirikane is produced by heating three to four sheets of gold
leaf over charcoal to fuse them together, cutting the gold into fine strips using a bamboo knife, and affixing them to
the surface of an artwork using an adhesive mixture of nikawa and funori (seaweed extract). The technique is used
to created intricate decorative effects. With detailed designs in kirikane over a gold ground, this image depicts
Buddha as he is said to have appeared after enlightenment: suffused with gold (Panel8-9) .
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Analysis has shown that lead white was used as an undercoat for the gold paint
in the original work. As the grain of the original silk is relatively rough, the paint
would have been absorbed into the spaces between the threads. resulting in an
uneven effect. To prevent this, lead white is first applied to both the front and
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