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Lecture “Investigation and Restoration: Give Our Sea Back and Performance Score”

Date and Time: Monday (holiday) 15 September 2014 14:00-16:00 | Venue: Lecture Hall, 21st Century Museum of Contemporary Art, Kanazawa

Lecturer: NAKAGOSHI Issei (Director, Conservation and Restoration Association of Cultural Properties, Ishikawa Prefecture),
KAJ|l Seika (Member, Conservation and Restoration Association of Cultural Properties, Ishikawa Prefecture)
Moderator: KITADE Chieko (Curator, 21st Century Museum of Contemporary Art, Kanazawa),
UCH'RO H iroyuki (Conservator, 21st Century Museum of Contemporary Art, Kanazawa)

1.Introduction

Tie-up of Artwork Investigation and Restoration

In fiscal 2012, a preliminary investigation was conducted for restoring Performance Score, at which time a printed sheet and
strips of thermal paper were discovered, glued directly to the veneer panel below the paper sheet printed with a silkscreen.
Along with these was narrow strip with the pencil signature, “19 Jun '78 Goji Hamada,” and pencil inscription, 388-kai no kodou ni
okeru heimenjou no pafomansu/naishiha (“A performance on two-dimensional space occurring in 388 breaths / or else”), which were
confirmed to be in HAMADA Goji’s hand. On the print sheet was printed “Performance No 4 Tokyo to Seoul --- motion / date 24-
May 1978 / time 18:40-20:00 / place TENJOUSAJIKI-KAN / member 46men ---" The possibility was strong that this underneath
panel layer was some evidence from a performance held in 1978 by Hamada, so an investigation concerning this artist was also
commenced.

Meanwhile, an investigation concerning a performances undertaken by AWAZU Kiyoshi was conducted at the same time. As
a result, it became clear that the performances Awazu conducted in 1977, '78, and '79 were held as part of a series organized
and produced by Hamada. Furthermore, as the investigation went deeper into tracking the materials and interviewing people
connected with them, a poster for a performance in which Awazu Kiyoshi took part in 1978 was discovered. The poster bore the
inscription, “May 24 / Tenjousajiki Hall / Tokyo to Seoul,” and it fit the afore-mentioned print information. A photograph showing
the under-layer panel on display was also found. Awazu’s signature was in the lower part of the upper-layer paper sheet printed
with a silkscreen. A reprinted photograph also showed Awazu signing his name on an image silkscreened on a long roll of
paper, and because a participant in the performance at the time possessed a document resembling Performance Score in the
museum'’s collection, the possibility grew that, after the performance, Awazu had cut the rolled paper into pieces and given them
to participants. Thus, it was determined that the upper-layer sheet was Performance Score and the under-layer was a different
artwork.

A large factor in the above investigation’s progress was the restoration process investigation, by which | mean a close
examination of the actual artwork and ongoing discussion in close cooperation with the restorers. In restoration work, the entire
process is sometimes left to the restorers, but in this case, confirmation was made at each stage. This came about because so
much was unclear concerning Awazu’s production process and what had gone on before and after. One example was being
unable to determine the painting medium used. Also, the possibility could not be overlooked that something was written or
drawn on the back of the main paper sheet. As such, repair and investigation of the artworks were undertaken synchronously
while confirming each stage. At the lecture, amid discussion of the restoration processes of both artworks, a session was held in
which the conservator spoke from the perspective of artwork maintenance and conservation, and the curator, from that of artwork
investigation and exhibition planning. In the present document, however, their words have been edited and recomposed so as to
clarify their stances as conservator and curator toward the restoration work this time.

(Kitade Chieko / Curator)
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Concerning Ishikawa Prefectural Association for Preservation and Restoration of
Cultural Properties

Our organization has two names, Conservation and Restoration Studio of Cultural Properties, and Conservation and Restoration
Association of Cultural Properties. The Studio is the facility and its equipment, while the Association means us, the group of
personnel working there. The two can be viewed as the “hardware” and “software.” Currently, besides Ishikawa Prefecture, we
as an organization have facilities doing cultural restoration in Tokyo, Kyoto, Nara, and Fukuoka. These are restoration studios
attached national museums. In terms of prefectural museums, we have a restoration studio at Ishikawa Prefecture Museum of Art
only. The Studio was established in 1997, and since then, no restoration studios in other prefectures have been created. There
are various reasons, for example, the problem of costs and locations in terms of equipment, the inability to secure sufficient
work in only one prefecture, and the fact that restoration requires a team and cannot be done by a lone individual. It is difficult
to create an organization able to form and manage such a team. In these circumstances, only Ishikawa Prefecture has its own
restoration studio.

(Nakagoshi Issei / Restorer and Director, Ishikawa Prefectural Association for Preservation and Restoration of Cultural Properties)

Using Traditional Restoration Techniques with Contemporary Art

| have engaged in restoring Western style paintings. Currently, | engage in preserving and maintaining works contemporary
art. Traditional techniques for restoring Nihonga and other works on paper in many cases can be applied to contemporary two-
dimensional works on paper. When restoring oil paintings, for example, we absolutely do not use oil paints in retouching. This
is the same with regard to contemporary art. Some people go overseas to learn techniques for restoring contemporary art, but
when they come back, what happens is that they are unable to restore traditional works. Therefore, it is important to first learn
the techniques fostered in Japan until now, and on that basis, engage in restoring contemporary works. This is one issue for the
future. | was able to reconfirm this in my work on the two artworks, this time.

(Uchiro Hiroyuki / conservator)

2. Progress Report: Repair of Give Our Sea Back and Performance Score

Give Our Sea Back

[Condition Prior to Repair]

X
1
Kitade Chieko (*Ki"): Directly on the back was the number “7” and

The work is mounted on lauan
veneer panels. ¥#" The front and

sides were covered with acrylic a label inscribed with the artist’s address, while on the side was a

boards, held with screws at the
top and bottom. The acrylic and
veneer panels were attached with
tape wrapped around the work from
the back. The nails in the panels
had rusted, and the rust showed

label with his name. We can judge this to be the way the artwork was
when, in 1955, Awazu applied to the Japan Advertising Artists Club

exhibition and won the Club’s award.

Kaji Seika (“Ka’): In fact, when we removed the panel from the paper

artwork, we found signs that Awazu had used the panel for various

Fig.1

40 =mirnsEE2



Art Running Wild: Awazu Kiyoshi and Performance

even in the front picture. The corners were fractured from
rubbing and the overall had deteriorated. The paint layer was
cracking and had losses in some places.

[Repair

- Damage was assessed, documented, and photographed.

+ The tape around the acrylic and veneer panels was cut and removed,
the screws in the sides removed, and the frame removed.

+ Animal glue (10% water solution) was filled in the cracks with a
Menso-fude (fine point brush) and a
peeling preventative applied. 92 ™2

- Ultrasonic mister (steam) was applied
to tape marks still remaining on the
panel sides and carefully removed.

+The remaining tape marks were

removed with cotton swabs dipped in
isopropy! alcohol.

+ Inserting a blade between the panel and the paper, the paper was
carefully removed without injury to the paper.

+ The collaged portions on all sides and places lifting from the
support were reinforced with shofu-nori (Japanese wheat glue).

- Weakened portions on all sides were reinforced with mulberry
paper made in Mino, Gifu Prefecture (maker: Hasegawa Satoshi
Washi Kobo) and starch glue.

- Mulberry paper made in Gokayama, Toyama Prefecture (maker:
Miyamoto Tomonobu) was applied to the new panel for vkebari and
dried. (Fig.3) "3

- AF protect paper was applied
using starch glue to the panel
crosspieces and surface.™

+ After drying, the main paper
sheet was glued on with starch

g|ue (Fig.4)

- Mulberry paper made in Fig.3
Gokayama, Toyama Prefecture
(maker: Miyamoto Tomonobu)
was also applied to rear

crosspieces for vkebari and

covered with AF protect paper. A
- Panel was restored to the frame.
- After photographing the work, a Fig.a

repair report was written.

purposes. Also, from the panel, a fragment of what is believed

another artwork was found.

Process]

*2

Nakagoshi Issei (“N”): The main adhesive we use is Shofu-nori
(Japanese wheat glue). Putting the starchy part, only, of the wheat in
a pot, we stir it with water, only, for about an hour and cook it. Before
it dries, the paste easily rots and will last only one day in the summer.
But if you dry it, it will last. Our main materials at the studio are silk,
paper, and board, and the paints we used are basically pigments,
mineral powder dissolved in animal glue, or else ink. The collection
works of 21st Century Museum of Contemporary Art, Kanazawa,
then, are contemporary artworks, and their materials are completely
different from these I have mentioned. The paper may appear the
same, but what is casually called washi paper is almost never used in
contemporary art. Western paper is always used. Then, in most cases

we do not know the support materials until we open the work up.

Ka: Concerning adhesives, we consider methods while investigating
the materials used. This time, it was a case of old-time methods

turning out to be best.

Uchiro Hiroyuki (*U”): It is hard to identify the paints used, but those
used in this artwork we judged to be opaque watercolor. Even oil
paints, which have a glossy appearance after the work is finished,
take on a matt appearance like doro-¢ (pigments of earth materials) as
the oil fades in time. At any rate, even in present-day restoration, glue
taken from deer or cow bones is frequently used. In some countries,
synthetic resins thinly dissolved with a solvent are also used. Also,
glue using sturgeon as a material is used in some cases because it has

pliancy.

*3

N: Uke-bari gluing is a method of allowing the paper to float up from
the backing. Several sheets are pasted on, but one sheet is only glued
in a 5mm area around its circumference. Overlapping these small
strips 5-6¢cm, they are glued this way over the entire surface. We
changed the base material of this artwork to a base glued with acid-
free paper. For safety’s sake, then, we undertook ukebari gluing so
that it would not directly contact the lower base material. This is a
gluing technique used with traditional Japanese byobu screens, but

we effectively used it this time, as well.

*4
N: The rear backing panel used for Giwe Oue Sea Back is lauan veneer
plywood. This material is an archenemy of cultural properties. The

brown stains on the main paper sheet are all an effect of the veneer
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plywood. Fortunately, because the base paper of Give Our Sea Back was
a thick Kent paper, the stains did not bleed through to the surface but
stopped at the rear paper. Our repair work is aimed at maintaining
the work in its current state, that is, our basic policy is to not allow it
to deteriorate any farther. As such, for surfaces contacting the back
of the main sheet, we used only acid-free Japanese paper or acid-free
Western paper. With oxidization it will turn brown, but hereafter it

will have no effect on the main sheet.

Performance Score

[Condition Prior to Repair]

The work was attached to a veneer panel. The upper layer was
a sheet of paper printed with a silkscreen image and partially
glued on with strong adhesive. The lower layer was a paper sheet
and thermal paper strips glued directly to the panel. The upper
layer paper was stained and damaged with its bottom portion
missing as if burned away. The signature in ink on the lower layer
paper had bled through the upper layer paper. Also, investigation
showed that the lower portion damage was due to mold, which

had also affected the lower layer paper.

[Repair

- Damaged was assessed, recorded, and photographed.

- The work was fumigated in the fumigation room at Ishikawa
Prefectural Museum of Art. The chemical ethylene oxide (brand
“Ekihyumu Gasu”) was used for this.

- A spatula was inserted between the upper and lower paper sheets
to separate them. A blade was inserted between the work and the

panel to remove it.

Upper Lay

- Dry-cleaning was undertaken and spores of mold eliminated.

- The ink stains of the signature only were treated with an acetone
solution with 2% Paraloid B-72 to prevent further bleed through.

- Using a 70% ethanol solution, it was sterilized.

- The work was covered with a protective sheet, and purified water
used to draw out the stains.

- Using glue, the back was lined with mulberry paper made in Mino,
Gifu Prefecture (maker: Hasegawa Satoshi), then placed in a
temporary frame and dried.

- After drying, it was removed from the frame
and the lining paper trimmed. 9™

- A hinge of mulberry paper from Mino

(maker: Hasegawa Satoshi Washi

Fig.5

4 =mnsEES

Process]

er Artwork

*5.

Ki: At the edge of Performance Score paper there were signs of burning.
A spark may have landed on the paper and been extinguished with
water. Or else, we know that candles were used during the 1979
performance by Awazu, so fire from a candle may have contacted the
paper, perhaps. We are still at the stage of inquiry.

Ka: It may have deliberately been burned, so that portion we removed
with a medical scalpel after lining the work, the way old manuscripts
are repaired. The signs of tearing on the lower paper sheet were
the result of the artist’'s own actions, so this too we repaired,
applying urauchi-gami (backing paper). This is an example of our
using a method we frequently use in the studio. We also made use of
techniques for halting bleed-throughs and cracking, and while works



Art Running Wild: Awazu Kiyoshi and Performance

Kobo) was attached to the back with
glue, pressed and dried. ©9®

- The work was placed in specially made
frame.

- The work was photographed and a

repair report drafted.

Lower Layer

- A sample experiment was conducted on thermal paper of the same
quality as the artwork.

+ The artwork was carefully removed from the panel.

+ A 10% animal glue solution was used to stop bleed through of the ink
and typewritten letters.

+ Using 70% ethanol, the thermal paper was sterilized for safety’s

sake.

T — —

—

« Two parts were covered

with a protective sheet, and

purified water used to draw
out the stains, and a lining
of mulberry paper from Mino

(maker: Hasegawa Satoshi

Washi Kobo) attached using

glue.

- After drying, the artwork was Fig.7

attached as originally, to an

acid-free paper backing using glue. At that time, giving thought to

overlapping, it was wrapped around to the back and pasted.

- A partial defect in the lower portion of the thermal paper was treated

with mulberry paper made in Mino (maker: Hasegawa Satoshi Washi

Kobo) and the torn portion glued with Shofu-nori (Japanese wheat

glue).Only the hidden part of the upper portion was treated in the

same way with mulberry paper, and with this portion, it was attached

to the backing. F”

+ A hinge of mulberry paper from Mino (maker: Hasegawa Satoshi
Washi Kobo) was attached to the back with Shofu-nori (Japanese
wheat glue), the hinge passed through a slit in the honeycomb
board and attached to the back.

* The work was carefully put in a frame.

* The work was photographed and a repair report written.

at 21st Century Museum of Contemporary Art, Kanazawa are new, we
give them the same kind of repair treatment.

Artwork

*6

Ka: What made it the most difficult was finding out the many
blue paper strips glued on were thermal paper and, furthermore,
that an electrocardiogram was recorded on them. We had no
previous experience repairing an electrocardiogram, so we had
the museum give us some thermal paper for electrocardiography
and, after studying the effect that paste had on it, we pasted them
on using minimal water. It is unconfirmed how thermal paper for
electrocardiography will be effected by environmental conditions,
hereafter, so using low reflective acrylic on the frame front to cut
the UV rays, we very carefully framed the work. We used honeycomb

board, an acid-free paper board, as the backing.

*7

N: The artwork paper is not attached to the base at all. Concerning
the method of securing it, first, in three places horizontally and four
places vertically on the back of the main paper, we attached mulberry
paper cut to look like tape, about 1.5cm wide and 10cm long. The
honeycomb board is made of what looks like the hollow cells of a
bee’s honeycomb, sandwiched between two layers of thin acid-free
paper, so there is almost no warping or shrinkage and expansion.
Cutting slits in this honeycomb board, diagonally in section, we
pulled the tape-shaped mulberry paper through and pulled it to the
back to secure it. As such, by removing the tape on the back, the
main paper sheet can be removed. Then, there were traces of knife-
like cuts in that troublesome thermal paper. If these were simply
glued, the reality of the work would be lost. Therefore, it is pasted
in only the minimum few places, so it is basically just riding on the
base. Therefore, if you want to remove this part, you can easily do
so. In repair, even in our traditional repair methods, reversibility
is extremely important, that is, being able to return the artwork to
its original condition later when even better repair methods are
developed. If it is glued, then the artwork will be damaged when it is
removed. In our repair work, we always restore the artwork in a way
allowing it to be removed and returned to its original condition. This
is the foundation of preservation and restoration.
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3. Conclusion: Cooperation between Restorers and Curators
—Seeking a Network

Kitade Chieko: The afore-mentioned honeycomb board is in fact a method introduced to us by Hyogo
Prefectural Museum of Art. People performing repair work in different fields instructed us, and we had Mr.
Nakagoshi make a final decision.

Uchiro Hiroyuki: There are extremely few repairers and preservation people attached to art museums in
Japan. In this kind of a tie-up, there is a limit to what art museums, themselves, can do together. In Ishikawa
Prefecture, there is a prefectural restoration studio. This is an organization we greatly count on. Together
with them, we confirm the state of the artwork and materials used and hold close discussion about adhesives
used and other concrete restoration methods, and make decisions on that basis. So, this museum is lucky
to have such an environment. No other environment such as this exists in other prefectures. | hope we can
work on forming a network for handling restoration hereafter, and Mr. Nakagoshi also thinks this way.

Kitade Chieko: The art museum does not only collect artworks but also exhibits them. In order to exhibit
them and allow the works to be enjoyed in the same state year after year, it is not necessarily best to return
them 100% to their original condition. Preservation management means being able, as much as possible, to
display and share them for long periods without their further deteriorating.

Nakagoshi Issei: In our repair work this time, we encountered an aspect quite different from what we usually
encounter. This is that the curator frequently came to observe the progress. To be frank, we initially thought,
“What? She has come again?” From our standpoint as the repairers, we found out, Ms. Kitade as a curator
looks differently at Awazu or Hamada because of her research. Usually, the curator might visit three times to
confirm, but Ms. Kitade visited more than 10 times to confirm. This difference in perspective was extremely

interesting for us, this time. | would like to thank her for this.






