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Preface

The International Course on Conservation of Japanese Paper (JPC), jointly organized by Tokyo National
Research Institute for Cultural Properties (TOBUNKEN) and International Centre for the Study of the
Preservation and Restoration of Cultural Property (ICCROM), has the longest history among our workshop
programs. The journey that started in 1992 has reached a milestone of 30 years, and we organized the
Evaluation Seminar 2022 — International Course on Conservation of Japanese Paper (JPC) to honor the

occasion.

The four-day seminar served as a time for reflection and course enrichment. During the first three days,
there were 11 presentations with four different themes. Conservation experts discussed how they applied
and adapted what they had learned in JPC to their conservation practice after the participation. The
presentations also covered how knowledge was shared with their colleagues. Based on these contributions,
a symposium on the final day of the seminar featured talks on the significance of the course by both
organizers, a follow-up by lecturers from the Association for Conservation of National Treasures (ACNT),

and panel discussions with representatives of former participants.

The resources of JPC have been consistently and creatively utilized in a variety of ways. However,
common issues that cut across countries and regions, such as the diversity of cultural properties and
sustainable transmission of techniques, were also highlighted. We are confident that the seminar would
help improve the quality of the course thanks to the intimate knowledge-sharing and active exchange of
ideas. The seminar was broadcast live and later uploaded on YouTube, making it accessible to viewers all
around the world. This report details discussions held at the seminar as well as the findings of a survey

targeted at former participants.

JPC was suspended for three years due to the pandemic but is expected to resume this year. We hope JPC
will contribute toward better conservation of the paper cultural properties worldwide and also play a
constructive role in enhancing professional networks. No appreciation from me would be enough if this

report is indeed helpful for future actions.

Lastly, I wish to express my heartfelt gratitude to ICCROM, ACNT, cooperative institutions, and

professionals, as well as former participants, for their generous support and cooperation.
March 2023

TOMODA Masahiko
Director, Japan Center for International Cooperation in Conservation

Tokyo National Research Institute for Cultural Properties
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Overview

[Event Title]) Evaluation Seminar 2022, International Course on Conservation of Japanese Paper

[Organizers]) Tokyo National Research Institute for Cultural Properties (TOBUNKEN)

International Centre for the Study of the Preservation and Restoration of Cultural
Property (ICCROM)

[Dates] Date: 5-6-7 and 12 September 2022
Time: 11:00-14:30 (CEST) / 18:00-21:30 (JST) (until 14:00 CEST/21:00 JST on the first day)
[Place] Online (Zoom platform hosted by ICCROM)

[Participants] Organizers (Tobunken / ICCROM), lecturers, former JPC participants
Approx. 50 participants per day

[Languages] English and Japanese (interpretation during symposium)

[Aims]) Tobunken and ICCROM have jointly organized the International Course on
Conservation of Japanese Paper to offer knowledge and skills of conservation,
aiming to widen the protection of cultural properties since 1992. Despite its
growing popularity, JPC has faced challenges in accommodating the diversity of
cultural properties, advancement in technology, and rapid changes in
environmental conditions. This evaluation seminar assesses course outcomes by
gathering feedback from former JPC participants, thereby allowing the organizers
to revise the program and its methodology for future courses.

[Methodology]  Three-day presentations and one-day symposium
Presentations
- Theme 1 Conservation Projects
- Theme 2 From Conservation to Exhibition: Institutional Practices
- Theme 3 Conservation Ethics, Philosophy and Methodology
- Theme 4 Transfer Expertise to Next Generation
Symposium
- Follow-up
- Report of evaluation survey

- Panel discussions: Trend in conservation objects / Challenges in applying and
adapting JPC resources / Situations in distributions of Japanese conservation
materials and tools

The video recordings of the seminar were shared on the ICCROM YouTube
Channel until 30 September 2022. The videos of presentations were accessible by
the links sent to the former JPC participants and lecturers. The video of the final
day, symposium, was open to public.




Program

WEEK 1 PRESENTATIONS

DAY 1 September 5th Monday

Moderator: Beatriz Haspo (Library of Congress, US)

Time (CEST) Time (JST) Course year
11:00-11:15  18:00-18:15 Opening of the Seminar and DAY 1
SAITO Takamasa (Tobunken)
Webber Ndoro (ICCROM)
<THEME 1 CONSERVATION PROJECTS>
11:15-11:55  18:15-18:55  Application of Traditional Japanese Restoration
Techniques to Preserve the Architectural Graphics on
Tracing Paper
Maria Borysenko (Museum of Eastern Bohemia in Hradec Kralove, 2019
Czech Republic/ Ukraine)
11:55-12:35  18:55-19:35 Adapting the Art of Hyégu to Repair a Severely
Damaged Graphite Drawing on an Oil-impregnated
Transparent Paper
Elizabeth Hepher (Historic Environment Scotland, United 2014
Kingdom)
12:35-12:50  19:35-19:50  Break
12:50-13:30  19:50-20:30 The Limitation and Discussion of Chinese and Japanese
Mounting Techniques in the Backing of Oversized
Painting
Ting-Fu Fan (San-Jian Art & Conservation Co. Ltd., Taiwan) 2014
13:30-13:55  20:30-20:55 Open discussion
13:55-14:00 20:55-21:00 Closing of DAY 1 (introduction to DAY 2)

DAY 2 September 6th Tuesday

Moderator: Georgios Boudalis (Museum of Byzantine Culture Thessaloniki, Greece)

Time (CEST)
11:00-11:10

Time (JST)
18:00-18:10

Course year

Opening of DAY 2

<THEME 2 FROM CONSERVATION TO EXHIBITION: INSTITUTIONAL PRACTICES>
11:10-11:50  18:10-18:50  The Beauty of Japanese Art: Display and Sharing
Information with the Public

Ruth Shervington (National Gallery of Victoria, Australia) 2002



11:50-12:30  18:50-19:30  Rethinking Conservation Practices at the Bodleian
Libraries
Marinita Stiglitz (Bodleian Libraries, United Kingdom) 2011

12:30-12:45  19:30-19:45  Break

<THEME 3 CONSERVATION ETHICS, PHILOSOPHY AND METHODOLOGY >
12:45-13:25  19:45-20:25 The Conservation of Large Format on Paper Artifacts:
The Interaction Between Traditional Japanese
Restoration Techniques and Western Conservation
Approach. First Highlights of a Research about
Conservation Ethics, Philosophy and Methodology
Claudia Giostrella (University of Florence/ Italian Ministry of 2019
Culture, Italy)

13:25-14:05  20:25-21:05 The Way to Japanese Method
Hilda Pérez de Pefiamil Rodriguez (Historian's Office of 2014
Havana/ Cabinet of Conservation and Restoration/ Workshop of
Conservation and Restoration of Documents, Cuba)

14:05-14:25 21:05-21:25 Open discussion

14:25-14:30 21:25-21:30  Closing of DAY 2 (introduction to DAY 3)

DAY 3 September 7th Wednesday

Moderator: Florencia Gear (Museo de Arte Latinoamericano de Buenos Aires, Argentina)

Time (CEST) Time (JST) Course year
11:00-11:10  18:00-18:10 Opening of DAY 3

<THEME 4 TRANSFER EXPERTISE TO NEXT GENERATION>
11:10-11:50  18:10-18:50 Local Handmade Papermaking Workshops in Iran and
Malaysia Inspired by Japanese Papermaking Course

(JPC-1992)

Mandana Barkeshli (University College Sedaya International 1992/1998*

[UCSI]/ De Institute of Creative Arts and Design [ICAD], Malaysia) (*Evaluation

Seminar)

11:50-12:30  18:50-19:30 Thirty Years of JPC Knowledge Dissemination in Canada

Amanda Gould (Canadian Museum of History, Canada) 2013

Rosaleen Hill (Queen’s University, Canada) 2019

Crystal Maitland (Canadian Conservation Institute, Canada) 2018
12:30-12:45  19:30-19:45 Break
12:45-13:25  19:45-20:25 Japanese Techniques of Conservation in Practices of

Paper and Leather Conservation Studio of National

Museum in Krakow, Poland

Marta Winiarczyk (National Museum in Krakéw, Poland) 2018



13:25-14:05 20:25-21:05

14:05-14:25

14:25-14:30

21:05-21:25

21:25-21:30

An Experience the “International Course on Paper
Conservation in Latin America. Meeting East”

Marie Vander Meeren (National Coordination of Cultural
Heritage Conservation/ National Institute of Anthropology and
History [CNCPC-INAH], Mexico)

1997

Open discussion

Closing of DAY 3 (introduction to Symposium)

WEEK 2 SYMPOSIUM

DAY 4 September 12th Monday

Time (CEST)

Time (JST)

11:00-11:10

11:10-11:30

11:30-11:50

11:50-12:00

12:00-12:45

12:45-13:00

13:00-14:20

14:20-14:30

18:00-18:10

18:10-18:30

18:30-18:50

18:50-19:00

19:00-19:45

19:45-20:00

20:00-21:20

21:20-21:30

Opening of the Symposium
TOMODA Masahiko (Tobunken)

JPC as Part of ICCROM Courses
Valérie Magar (ICCROM)

Overview of JPC
KATO Masato (Tobunken)

Report of the Pre-survey
OKAWA Yuka (Tobunken)

Follow-up of JPC
KATO Masato (Tobunken)
Lecturers from The Association for Conservation of National Treasures

Break

Panel Discussions

KATO Masato (Tobunken)......Moderator

TOMODA Masahiko (Tobunken)

Valérie Magar (ICCROM)

YAMAMOTO Noriko (The Association for Conservation of National
Treasures)

Beatriz Haspo (Library of Congress, US)

Georgios Boudalis (Museum of Byzantine Culture Thessaloniki, Greece)
Florencia Gear (Museo de Arte Latinoamericano de Buenos Aires,
Argentina)

Closing of the Seminar
Valérie Magar (ICCROM)
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CONSERVATION PROJECTS



Maria Borysenko

APPLICATION OF TRADITIONAL JAPANESE RESTORATION TECHNIQUES TO
PRESERVE THE ARCHITECTURAL GRAPHICS ON TRACING PAPER

Borysenko Maria Olexandrivna

Conservator, Museum of Eastern Bohemia in Hradec Kralove, Hradec Kralove, Czech Republic

INTRODUCTION

Most museums, archives and libraries of the world keep in their collections objects created on
transparent paper - tracing paper. This is due to the fact that the use of tracing paper as a basis for
architectural graphics projects was a widespread practice associated with its feature - transparency,
which is ideal for solving problems in the process of creating various objects (Borysenko et al., 2013).

Such monuments can be divided into categories according to the images on them: industrial drawings -
diagrams of mechanism structures; translated drawings; geographical maps; scenic designs and
decorations; patterns; drawings by artists; drawing of temporary and permanent objects; sketches of
jewelry, costumes, decorative elements, archaeological documentation, etc. Among them are various
architectural projects, technical drawings, plans and images made by architects or engineers, which are
classified as objects of decorative and applied arts (Laroque, 2000). Their state of preservation is often
unsatisfactory or on emergency level, which is connected with a large number of factors, production
technology, size of work, conditions of storage and use. In contrast to drawings, which quickly found
their way into collections and were carefully preserved there, architectural drawings for a long time did
not receive the attention of collectors and curators of collections and were not perceived as works of art
(Wilson, 2015).

However, such works are interesting not only from the art point of view, because they are also an
important source of information for carrying out various scientific, technical, historical and other studies
by historians, architects, artists, engineers, urban planning specialists, etc. It should be noted that the
use of photocopies or reproductions to carry out such studies in order to preserve the original
architectural graphics projects is not always possible due to the fact that the reproductions may not
convey complete information, such as marks, traces of details and corrections, effaced by eraser, barely
noticeable marks or records on the back of the paper, which are important for understanding the history
and evolution of architectural ideas and concepts (Laroque, 2000).

Objects of architectural graphics made on tracing paper require special careful treatment, as they are
sensitive and vulnerable. That is why the issue of their preservation and restoration is acute for many
collections.

2. TECHNOLOGY OF MANUFACTURING OF TRACING PAPER

The properties of such paper can differ depending on the purpose, for example, the surface of the base
can be rough, suitable for drawing with a pencil, or smooth - for applying an image using ink. Sheets
of tracing paper can vary in size - from tiny ones to sheets that are measured in square meters.
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There are a large number of types of such paper to meet various needs: "parchment paper”, "transparent

" n

drawing paper", "baker's parchment", "ersatz parchment", "paper from shredded fiber", "imitation

parchment", "copy paper", "waxed paper", "varnished paper", etc. (Laroque, 2000). All these types of
paper are united by one main feature - the transparency of the material.

There are many references to recipes for making transparent paper. So, for example, the Jehan Le Begu
manuscript written in 1431 describes recipes from several manuscripts of the 15th century about the
production of transparent parchment for domestic use, in particular, as a substitute for glass (Laroque,
2004).

The transparency of tracing paper is due to the technology of its production, which involves replacing
the air in the composition with a material that has the same refractive index as that of cellulose, or
displacing air due to decrease in porosity of the interweaving of fibers. Thus, a homogeneous mass is
formed through which light passes unhindered (Bachmann, 1983).

There are three main methods of making tracing paper: chemical processing, mechanical processing
and impregnation. By the middle of the 19th century transparent paper was made on the basis of vellum
paper or Verge paper, using various oils, resins, waxes, varnishes and their mixtures to impregnate the
base, thus achieving the necessary characteristics. In the first half of the 19th century, after the
improvement of the manufacturing process, in 1842, the architectural tracing paper appeared in the
usual form for us. The first patent for chemically treated transparent paper was issued in 1846 in France.
The London company ‘Warren de la Rue’, founded in 1857, perfected the technology for mass
production (Bachmann, 1983).

Such paper was produced by briefly immersing an already formed sheet of paper in a bath of sulfuric
acid, followed by washing it in water, treating it with diluted ammonia and sometimes with glycerin or
glucose. Thanks to this treatment, the paper became similar to parchment, thus the origin of its name,
parchment paper.

The basis for early parchment paper was rag paper. At the end of the 19th century another method of
making transparent paper was developed, which consisted in calendering - a change in the mechanical
preparation of paper fibers with the preliminary treatment of cellulose with gelatin. The paper obtained
in this way was not as transparent as parchment, and therefore it was necessary to further treat it by the
method of impregnation, for which various oils and resins were used. This technology was widespread
until the first quarter of the 20th century. (Bachmann, 1983).

The impregnation of paper with oils was a widespread method of preparing a tracing paper since the
middle of the 19th century. Any vegetable oil was used for this, most often - linseed, poppy or hemp
oil, also vegetable wax was often used for impregnation. In the 19th century, in addition to processing
with vegetable or mineral oils, wax, and acid, synthetic resins also began to be used
(Borysenko et al., 2013).

In the second half of the 20th century for certain tasks, tracing paper began to be partially replaced by
transparent plastic materials, but it remained a widespread basis for work in various fields (Laroque,
2000). For architects, in addition to the transparency of the tracing paper, its important qualities were
also smoothness and density, necessary for the ink or paint not to spread and to have a strong bond with
the base.



Maria Borysenko

3. FEATURES OF THE DEGRADATION OF TRANSPARENT PAPER

Collections of architectural graphics on tracing paper have both damages typical for a paper and also
damages typical for this type of base. The damage depends on the format, which can vary from
miniature to large format. Large-format size is more typical for works of architectural graphics. Also,
the state of preservation is affected by the technique of execution. The works of architectural graphics
are characterized by a mixed technique, including the use of applique using opaque paper or photograph.

Damage associated with its use as work documentation is common for such graphics, because it was
not treated as a work of art. Also, very often such works have traces of careless cutting from map-boards
or other bases on which these works were exhibited at architectural competitions and exhibitions.
Mechanical damage is also typical for them - hard bends due to unthoughtful storage of large-format
works in folded form (Borysenko, 2021).

An interesting example of such damage is the project "Monument in honor of the liberation of Kyiv
from the German-fascist invaders in 1943", created in 1944 by the artist and architect Hryhoriy
Domashenko, which is kept in the collection of the National Conservation Area St Sophia of Kyiv".
The basis of the work - a tracing paper duplicated on multilayer cardboard, was broken in half, as a
result of which it consisted of two fragments, had piercings with a wire along the image, which were
used to mount the work for exhibition. Also, the work had visible traces of an unsuccessful connection

with the help of tape on the reverse side (Fig. 1-2).

Figure 1. The project "Monument in honor of the Figure 2. The project "Monument in honor of the
liberation of Kyiv from the German-fascist invaders  liberation of Kyiv from the German-fascist invaders
in 1943" by architect G. Domashenko before in 1943" by architect G. Domashenko before
restoration. Front side. restoration. Back side.

Unlike drawings, architectural graphics on tracing paper are much more often duplicated on an
additional basis. This was done by the authors for a number of reasons, including for ease of exhibiting.
Auxiliary bases of low quality in the process of their interaction with tracing paper directly affect the
degradation of monuments. They can cause yellowing, brittleness, changes in acidity, etc. (Laroque,
2000). Determining the quality of the foundation layer, and the degree of degradation it may cause, is
an important step in conservation.

The technology of making tracing paper affects its features and degradation. Tracing paper made before
the 19th and 20th centuries using the technique of impregnation with oils and resins have a tendency to
discoloration and fragility of the base, on the other hand, they are more resistant to changes in
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temperature and humidity. Tracing paper that was produced later is more sensitive to temperature and
humidity fluctuations due to hygroscopicity, which can lead to significant deformations of the base.

The use of chemical treatment in the production of tracing paper, as a rule, increases the acidity of such
paper, which over time leads to brittleness and discoloration of the base. Impregnation of such paper
with oils or resins also leads to brittleness and discoloration, and mechanical processing, technologically
foreseen in the production of tracing paper, weakens the base (Bachmann, 1983). Thus, defining the
manufacturing technology, understanding its features and impact on the tracing paper, provides
important information regarding the conditions of preservation and restoration of such objects.

4. RESTORATION

The issue of preserving works on tracing paper is a challenge for curators and conservators, due to the
sensitivity of such paper to water and other factors. The first publication devoted to the issue of
preservation and restoration of tracing paper appeared in 1960 by T. Subotina (Subotina, 1960).

In the 1970s, the methods of "moisture-free" strengthening of losses and tears, and the foundation layers
for tracing paper began to be developed. On the basis of these methods the plastic film (‘filmoplast’)
and similar materials were later developed.

Renova-Papier, BEVA 371, which was activated by thermal exposure, as well as Klucel G were used
as an adhesive coating in the developments of the 1970s. The basis for the adhesive coating was chiffon
silk and Japanese paper (Bachmann, 1983). The method of activating the glue with the help of heat
optimizes the time and costs of restoration, is useful in collections where a significant number of
exhibits are stored. However, deformations may occur from the local application of heat to tracing
paper, which should be taken into account when using such a technique.

Traditional Japanese techniques, such as lining with thin Japanese paper, have been used in European
restoration since the 1980s. They have shown good results and have become the optimal solution to
many issues in the field of restoration. The dissemination of traditional Japanese techniques was
facilitated by thematic courses supported by the International Center for the Study of the Preservation
and Restoration of Cultural Property (ICCROM) and the appearance of new types of handmade
Japanese paper shops in 1984, which allowed restorers to purchase high-quality restoration paper
(Masuda, 2006). Over time, these techniques were supplemented with Western modifications, during
their application they began to use humidification chambers, a vacuum table, and Gore-Tex membranes,
which helped to dose moisture for sensitive objects (Bachmann, 1983).

According to a survey by Amy Lubick (1999), most respondents preferred hand-made Japanese papers
of various densities, as well as kozo, gampi, and Japanese machine-cast paper in rolls, when attaching

the tracing paper onto a foundation. The same applies to other restoration processes — strengthening

losses and gaps, for which most restorers used Japanese paper (Lubick, 1999).

However, if we talk about the practice of Ukrainian restorers, the oral survey of specialists, as well as
the analysis of the works restored during this period from stock collections, proves that the restorers
actively used uniform strength and tissue paper. Probably, this choice was made due to insufficient
funding and a number of other factors, for example, due to the lack of high-quality interaction with
international colleagues to share experience. In addition, Ukrainian restorers preferred the use of flour
glue, while the majority of restorers worldwide from the survey done by Amy Lubick (1999) chose
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starch glue, and also used methyl cellulose, Klucel G, BEVA 371, B-72, heat set and a combination of
starch glue with methyl cellulose or Elvace (Lubick, 1999).

A study by Lubick 1999 mentions the use of Karibari as one option for straightening of tracing paper.
And although the majority of respondents preferred pressing such works under weight, this option
remains an interesting solution for certain tasks. The European variant, similar to this technique, is paper
flattening by stretching it on a map-board, which is quite often used for the restoration of large-format
projects of architectural graphics (Borysenko et al., 2013). An example of use of this technique with the
use of additional soft pressing is the restoration of the project "Monument in honor of the liberation of
Kyiv from the German-fascist invaders in 1943" of architect G. Domashenko (Figure 3).

Figure 3. The project "Monument in honor of the liberation of Kyiv from the German-fascist invaders in
1943" of architect G. Domashenko, after being restored. Front side.

It is worth noting that attaching a tracer paper to a foundation layer during restoration is not used for all
works of this type, but only in certain cases, since tracing paper on foundation layer reacts more strongly
to the fluctuations in temperature and humidity (Borysenko et al., 2013). An example is the works of
the artist-architect Pavlo Alyoshyn - "Concert Hall" (1914) and "Facade of the Zemstvo House" (1913),
which were made by the author on tracing paper, overlaid on multilayered cardboard and sticky paper,
respectively (Figures 4, 5, 6, 7) (Borysenko, 2018).

Artist-architect P. Alyoshyn (1881-1961) was the chief architect of the Kyiv city in 1918-1920. He

studied at Mykola Murashka's art school in Kyiv, graduated with honors from the Institute of Civil
Engineers and the Academy of Arts in Petrograd. A large number of his realized projects have become
architectural monuments, and the projects he created on paper are distinguished by well-developed
details and surroundings and high skill of rendering. Characteristic of his works is the use of various
techniques and materials, including tracing paper, as a basis for projects (Borysenko, 2021).

A pre-restoration inspection of the "Facade of the Zemstvo House" project (Fig. 4), made in mixed
technique : watercolor, ink, pencil, whitewash (gouache), showed that the tracing paper was overdried,
fragile, dirty, thin, it darkened over time and its physical and chemical properties were changed. It was
underlaid by the author onto a sticky paper during creation. As a result of exposure to time, fluctuations
of temperature and lighting, the tracing paper partially peeled off from the paper. It had contamination
of a various origin: general dusting, insect excrement on the surface, glue residue around the perimeter

10
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of the work, finger grips, uneven yellowing and gray spots throughout the work surface. The work had
significant mechanical damage, such as losses, tears, breaks in the surface of the base, punctures,
scratches, abrasions with breaks in the edges of the tracing paper.

The paint layer had significant damage due to the drying and brittleness of the tracing paper. In the
lower right corner of the work there is an inscription in faded ink: ""Detail of the facade of the Zemskyi
House" civil engineer, St. Petersburg 1913" and the personal signature of the architect Alyoshyn. On
the reverse side, one purple stamp, inscriptions in graphite pencil, along the entire perimeter of the work
breaks with the remains of brown acid cardboard, traces of glue and tape.

Figure 4. The project "Facade of Zemstvo House" Figure 5. The project "Facade of Zemstvo House" by
by architect P. Alyoshyn before restoration. Front architect P. Alyoshyn after restoration. Front side.
side.

Regarding the project "Concert Hall" (Fig. 6), made in mixed technique: gouache, watercolor, ink,
pencil, then at the time of arrival at the restoration workshop, its visual inspection was carried out and
the condition before restoration was recorded. The foundation of the work - tracing paper, was fragile
and overdried, it was overlaid on the multilayered cardboard, from which it was peeled off in places.
The project was divided into two parts. The work is framed in the author's passepartout, which has some
losses, tears, warping, and in some places has peeled off from the base.

The work had stains and contamination of various origins: general dust contamination, traces of insect
excrement, stains of unknown origin, uneven yellowing, adhesive residues around the perimeter of the
work, gray, sticky, superficial dirt stains are present over the entire surface. The project had various
mechanical damages: punctures, surface failures, losses, dents, tears.

The paint is not waterproof, partially peeled off from the base. The work had abrasions, shedding of the
paint layer, and it was partially lost at the place of the tear. On the reverse side, the cardboard on which
the work was overlaid was soiled and partially distorted.
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Figure 6. Project "Concert Hall" by architect P. Figure 7. Project "Concert Hall" by architect P.
Alyoshyn before restoration. Front side. Alyoshyn after restoration. Front side.

The projects of the architect P. Alyoshyn "Concert Hall" and "Facade of the Zemstvo House" needed
urgent restoration. The plan of restoration measures for works of architectural graphics was based on
the results of previously conducted research and was approved by scientific and restoration councils.

The difficulty was in selecting the paper and supplementing the lost fragments of the base due to the
lack of paper close in its characteristics to the author's. The restoration process was complicated by the
ability of tracing paper to change its size and the likelihood of deformations when using traditional
methods of restoration using moisture.

The removal of surface contamination from the works was carried out especially carefully with the help
of soft fleece, rubber crumb, eye scalpel, cotton swabs. Mounting elements and glue were also removed.
Removal of the tape remains and the glue from the surface of the paper was carried out with the help of
Eucalyptol. The paint layer and inscriptions are strengthened with an alcohol solution of 2% fractional
gelatin with a thin brush, in the case of the restoration of the "Facade of the Zemstvo House" project,
Cyclododecane was also used. Fixation of the pasty paint layer on the base is carried out with the help
of 0.5% gelatin solution.

During the restoration of the "Concert Hall" project, thick, multi-layered foundation cardboard was
mechanically thinned layer by layer. The tears were glued from the back side with Japanese paper. The
losses of the base are supplemented by manual pulping and similar to the author's paper. Restoration of
torn cardboard was carried out by the following method: along the tear, the cardboard was carefully
divided into two layers, pieces of thin paper were pasted between them, adding paper pulp to the
required thickness. Lining of the work "Concert Hall" was carried out twice. At first, the work was lined
with a drawing Whatman with subsequent pressing. Subsequently, it was overlaid with cardboard
covered on both sides with drawing paper, pressed in a press and shaded places of abrasions and
additions of the base. For long-term storage of the project, special packaging was made from white
acid-free cardboard.

The project "Facade of the Zemstvo House", given the considerable size of the work, was lined by
stretching it on the map-board, using adapted elements of traditional Japanese restoration. When
refilling losses and gluing tears, an alcohol solution of Klucel G (5-6%) was used in order to reduce the
use of moisture for a moisture-sensitive object, and also wheat starch glue was used according to the
traditional Japanese recipe studied by the author at JPC in 2019.

As aresult of the restoration work, the projects acquired an exhibition appearance and were returned to
the funds of the National Conservation Area St Sophia of Kyiv.
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CONCLUSIONS

The restoration of works of architectural graphics made on tracing paper is a rather complex process
and requires consideration of a significant number of various factors. It is necessary to understand the
technological features of the production of tracing paper and their influence on the characteristics of the
paper, as well as the correct selection and implementation of restoration techniques.

The spread of traditional Japanese techniques in Europe, facilitated by thematic courses supported by
the International Center for the Study of the Preservation and Restoration of Cultural Property
(ICCROM), had a positive impact on the history of restoration. Interest in them influenced the
development of the production of traditional Japanese materials for restoration, which performed very
well and became a favorite for many restorers from different countries of the world.

These methods and materials have changed, complemented and positively influenced the development
of European restoration, providing additional tools and good solutions for complex restoration
challenges. Dissemination of knowledge and its adaptation is an extremely necessary work, which
allows not only to preserve traditional objects of Japanese culture on paper, but also to use this
knowledge to preserve other objects on the paper base of various types.
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ADAPTING THE ART OF HYOGU TO REPAIR A SEVERELY DAMAGED GRAPHITE
DRAWING ON AN OIL-IMPREGNATED TRANSPARENT PAPER

Elizabeth Sara Hepher ACR

Paper Conservator, Historic Environment Scotland, Cultural Assets Directorate, Edinburgh, UK

The archive at Historic Environment Scotland (HES), The National Record of the Historic Environment,
has numerous examples 19th and 20th Century drawings on oil impregnated transparent papers in its
expansive collections. As they age, they can become brittle and discoloured and are very prone to
mechanical damage such and creases and tears. These papers are challenging for paper conservators to
repair and, until stabilised cannot be accessed by colleagues or made available to members of the public.
This is due to their poor physical condition and the risk of becoming more damaged with handling.
Furthermore, the fragmented parts may become lost if they are not consolidated through remedial
conservation intervention.

This abstract describes the treatment of one such drawing in the archive and using it as a case study,
describes the steps taken using the art of Ayogu (taught through my attendance on the International
Course on Conservation of Japanese Paper in 2014 — JPC 2014), to successfully conserve, and make it
accessible and available for scholarly access. This is both in its physical form to visitors in the public
search room, and so it can be handled safely by the HES professional photographers and made available
to a much wider audience via a digital image on the online database Canmore (https://canmore.org.uk/).

Adapting what I learnt in Japan and applying it to treat the drawings held in our archive in Scotland,
has directly led to the successful outcome of a complex conservation problem. I would not have had
such a positive result if I had not attended the unique and valuable course in Japan.

When considering a potential conservation treatment, I insisted on materials being safe to use, natural,
sustainable if possible, and the treatments themselves reversible where appropriate. Furthermore, I was
keen to find a technique that would be expedient and an efficient use of time, as the number of drawings
in the archive in need of stabilisation was high. These requirements were happily met by the content of
the JPC course.

CASE STUDY

In early 2022 a very badly damaged oil impregnated transparent paper drawing was presented for
conservation. Figure 1. It is a graphite design for a reredos (a piece of ecclesiastical architecture, in this
case a carved wooden ornamental screen which would cover a wall at the back of an altar in a church).
It is thought to have been created by the architect Harold Ogle Tarbolton (1869—-1947) and is a design
for the decorative screen in St John the Evangelist’s Church, Union Street, Greenock in the West of
Scotland. The exact date is unknown but is thought to be late 19th or early 20th Century.
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Figure 1. Whole front of object, before conservation treatment

The drawing was in a very grave physical condition. It had been adhered to a secondary paper support
with an unknown adhesive and had been stored rolled and largely unprotected for many years. The
backing paper was of a poor quality and the adhesive holding the two together was beginning to fail.
The paper of the primary support was extremely brittle, creased and torn. There were also numerous
losses. This resulted in the drawing being very fragmented and therefore very vulnerable to further
damage and potential losses of the separated parts. The drawing could not be accessed safely in its
current state. Figure 2.

BACKING REMOVAL

The first stage of the treatment was to separate the primary support from the machine made, poor quality
paper backing. The secondary support paper did not have any information on it and was not deemed to
be an important part of the object. After consultation with the curator it was decided it could be
discarded. It was removed mechanically by sliding a thin, metal spatula between the two supports. The
adhesive residues were removed with cotton wool swaps dampened with purified water. Without the
support of the backing the drawing was left in an extremely fragile and fragmented condition. Figure 3.
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Figure 2. Detail taken before conservation treatment showing the loss of adhesive between the primary and
secondary support

Figure 3. The primary support separated from the secondary support illustrating the fragile and fragmented
condition
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TEAR REPAIR

As the drawing was so badly damaged, it was proposed to repair it in two stages. Firstly, to join the
loose parts together, and then to apply a subsequent overall lining to the back of the drawing. This
would be an adaptation of the Japanese scroll mounting techniques as taught on the course but applied
to a Scottish drawing. The challenge, in this case, was that the support was a Western, oil impregnated
transparent paper. These papers are known to be difficult to repair with an aqueous adhesive such as
wheat starch paste, but it was thought an overall lining may be adequate as it would have a large surface
area to offer sufficient adhesion and provide physical resilience through the Japanese paper lining.

Repair of the tears was carried out with strips of water-cut, thin, lightweight machine-made kozo paper
and fresh nori wheat starch paste. After the pieces were stabilised by the strips of repair paper, similar
to orefuse (thin strips of paper to support creases in Japanese scrolls) the drawing was stabilised.
However, it was still very weak as the losses were so large.

Assembling the fragmented object was difficult as there was only one small area that matched the two
main repaired left and right sections. The scale bar was used to help align the fragmented drawing prior
to applying the lining onto the back. This ensured the sections were in the correct position. Matching
the scale bar with a metal ruler ensured that the fragments were aligned properly. Figure 4.

&IIIIE '

Figure 4. Using a ruler to align the scale bar on the drawing to ensure the drawing was aligned correctly

OVERALL LINING

Once the drawing was repaired, it was humidified using a dahlia sprayer and then smoothed out using
a nadebake to ensure it was flat and in-plane prior to lining. Due to the scale of the drawing, two sheets
were required. The lining paper selected was Usimino kozo paper (16 gsm). This was adhered to the
back of the drawing with fresh wheat starch paste applied with a noribake pasting brush. The two sheets
were joined together with a feathered edge and a one cm overlap. A second lining was not applied as
the transparent nature of the sheets was to be retained as much as possible. A Japanese hikkake stick
was not available so a round wooden dowel was used instead to manoeuvre the wet, pasted lining paper.

Based on equipment used on the course, HES purchased a kari bari board which was imported from
Tokyo. This was used to allow the slow and controlled drying phase of the treatment. Figure 5.
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Figure 5. The repaired and lined drawing drying on the kari bari board

TONING THE REPAIR PAPER

During the study tour part of the course, I purchased a quantity of yasha or alder cones. I was keen to
try and use this organic colourant to tone the repair paper as I thought the colour may be a sympathetic
match for the yellow brown tones of the aged oil impregnated transparent paper. I dyed a quantity of
different types and thicknesses of Japanese repair papers. The yasha produced a beautiful yellow/brown
tone to the paper, but unfortunately was not dark enough to use for infill repairs on the drawing
undergoing conservation treatment. Figure 6, 7 and 8.
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Figure 6. Alder cones Figure 7. Dying in progress Figure 8. Dyed sheets air
drying

Having experimented with dying Japanese kozo paper with yasha for the repair paper and not finding a
suitable colour, a commercially available, pre-dyed kozo paper was purchased from a UK supplier
(yame kozo Hadaura S4, 16gsm). Unfortunately, it was not thick or indeed dark enough in colour so
two sheets were laminated together with fresh wheat starch paste. After air drying, they were then
humidified, then placed onto the kari bari board to dry slowly under gentle tension. Figure 9. This
ensured the paper was in-plane prior to using for infill repairs. The infill repairs were then needle-cut
to size and used to fill the large losses in the original, thus completing the treatment. Figure 10.

CONCLUSION

The unique nature of the course and the valuable skills and scroll mounting techniques taught in Japan
are proving to be very adaptable and are used often in the paper conservation studio here in Edinburgh.
Many severely damaged drawings have been effectively repaired using the transferrable skills, materials
and techniques introduced on the course. The adoption of these techniques has allowed access to
numerous drawings which would otherwise have remained completely inaccessible and at risk of further
damage or loss without remediation. I have enjoyed sharing the knowledge and skills I gained in Japan
to my wider team. In addition, the kari bari board is proving to be an excellent and invaluable piece of
equipment. It has been used by my colleagues in the paper conservation studio to line other drawings
in our collection such as a large format, graphite drawing on blue paper. Figure 11. Myself and my team
look forward to using the materials, techniques and equipment introduced on this worthwhile course in
more conservation projects in the future.
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Figure 9. Two sheets of pre-toned repair paper laminated together and dried on the kari bari board

Figure 10. Whole front of object, after conservation treatment
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Figure 11. Fellow HES paper conservator Lynn Teggart using the kari bari board during a treatment
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THE LIMITATION AND DISCUSSION OF CHINESE AND JAPANESE MOUNTING
TECHNIQUES IN THE BACKING OF OVERSIZED PAINTING

Ting-Fu Fan

Senior Conservator, San-Jian Art & Conservation Co., Ltd., Taiwan

INTRODUCTION

Mounting is one of the most important characteristics of Eastern paintings. Therefore, conservation
usually includes the treatment of the deteriorating conditions of the painting, as well as the completion
of mounting.

There are various mounting styles of Eastern painting and calligraphy, including hanging scrolls, hand
scrolls, albums, screens, etc. Each mounting style has its unique appearance, format dimensions,
materials, and processes.

No matter which mounting method, the skills of lining and backing will be used. For this reason, being
diligent in these two steps, and using these two skills proficiently, is always considered to be one of the
major tasks to become an Eastern painting and calligraphy conservator and to improve in his
professional career life.

CASE STUDY

The “Formosa Evergreen Scroll” painted by ten artists across three generations led by the well-known
artist Chang Dai-Chien (38K T) in 1981, is the largest silk painting in the collections of the National
Museum of History, Taiwan.

This landscape painting’s mounting dimensions are about 2.4 meters in height, 66 meters in length, and
weight 32 kilograms. 6-10 people are required for installation and roll-up every time. Although it is
mounted in screen formation, due to its extraordinary long size, it was more like a giant hand scroll
only without a front rod and a tail rod.

This painting presents the landscape of Taiwan from the north sea coast to the south coast of Kaohsiung
Port and Kenting. Its latest exhibition was in 2019 at the newly constructed Tainan Art Museum, which
was designed by a team including Shigeru Ban Architects from Japan.

After more than 40 years of repeated rolling and exhibiting at different locations domestic and abroad,
many structural damages have occurred, such as creases and cracks on the joint of the painting and the
mounting fabric. These damages prevent the painting from being safely displayed again in the future.
On the other hand, it was necessary to reduce the thousands of foxing spots of various sizes that had
grown over the years, to restore the aesthetic of the painting. Therefore, the National Museum of History
planned to conserve this painting.

During the conservation of this artwork, we faced several challenges:
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1. How to reduce those thousands of foxing spots of different sizes and colors on the surface of the
painting one by one?

2.  How to rotate and move this enormous size painting safely to allow conservators to do
documentation and treat the conditions conveniently?

3.  Making a newly designed protective box provides a reasonable solution for rolling up and
displaying.

4.  How to reinforce the structural strength of the cracks at the joint between mounting fabric and the
painting, while increasing just the minimum thickness?

5. Appropriate methods to apply the backing and flatten to this artwork piece.

Each of the above challenges and considerations we need to deal with seems simple in regular-sized
artworks. However, with this extreme-large painting of a height of 2.4 meters, a length of 66 meters,
and a weight of 32 kilograms, every task became a huge challenge, especially during the 2020-2021
Covid pandemic period.

As conservation progressed, our conservation team gradually proposed solutions to each one of the
issues and successfully treated foxing and structural damages.

In the end, the biggest challenge among all the treatment steps we still needed to face was how to apply
two more layers of paper on the original backing paper and flatten it to provide the painting a better
strength for re-hanging and rolling in the future.

A CHALLENGE OF BACKING

In Taiwan, we usually use traditional Chinese mounting techniques and Xuan paper for lining and
backing the painting. Chinese style mounting techniques is a genre with a long history, mature skills,
and good inheritance. The process of lining and backing includes the dry method, wet method, and other
application techniques, which are usually carried out skillfully on a high red table and high-quality
mount paintings can be completed without problems.

In recent years, we have successfully completed several large-size artworks with a height of
approximately 1.5 to 2 meters and a length of 4 to 6 meters. But the “Formosa Evergreen Scroll”
painting is very different from the conservation and mounting of regular-sized and large-sized ones, all
because it is too large and requires different strategies. During the backing stage, we faced other
challenges as well:

1. In considering the size of the painting, what size of the backing paper is suitable for backing, thus
successfully complete joint the paper process?

2. How to avoid deformation of the silk painting due to the dry and wet changes and then reduce the

influence on the painting during backing?

How to complete the backing process safely and continuously?

The methods to dry and flatten the painting.

How to ensure that the painting keeps the overall verticality during the mounting process?

How to prevent unknown problems occur?

A
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TREATMENTS AND SOLUTIONS

We were hoping that after backing the painting, it increases the strength for re-hanging without losing
the softness and adding too much thickness and expecting to reduce paper overlaps.

Therefore, we firstly used a larger size of 3 x 6 Taiwanese feet of pineapple leaf fiber Xuan paper for
backing to reduce the number of paper joints. After about 10 meters of backing, we found that the result
was not ideal, and we had to remove these papers.

From this mounting experience, we found that the most important and the toughest part needed to
overcome were how to avoid the dry and wet changes of the silk painting and reduce the effect of the
artwork in the backing process of this painting. Our practical experience is:

Since the material of this painting is silk, silk will gradually expand to a great extent after absorbing
moisture during the backing process and shrinking to close to its original size after drying. In addition
to the mounting material, the degree of expansion and response time after wetting is also different from
the silk. Therefore, in the case of the expansion and shrinkage of the silk and the mounting material,
both will cause waves and uneven deformation of the painting. This phenomenon also produces an
unfavorable situation and affects the lining step of the next sheet of paper and the joint between papers.

Furthermore, the painting is 66 meters long and needs to be rolled up and moved in sections during the
mounting process. Therefore, temporary facing to the front to make the painting undistorted is not
necessary or a good way to consider. The two-layer backing Xuan paper that is too large and contains
wet starch paste is too wet, increasing the difficulty to apply to the back due to the low wet strength.
Although the pineapple leaf fiber paper has better-wet strength to reduce the risk of breakage, like Xuan
paper, it is still not easy to move and place accurately without the assistance of tools. In addition, if the
time of backing increases, the humidity of the backing paper will gradually deform the painting.
Another method is to slightly humidify the mounted artwork to make it flat, which is usually an effective
way for mounting normal-sized artworks. But in this case, it will cause deformation of the mounting
piece, which will increase the difficulty of backing, and makes it impossible to continuously back two
layers of paper. What's more is that when the humidity increases, the waiting time for the movement to
the followed section increases, which also increases the risk of damage.

Therefore, how to choose softer paper with less wet and dry stretchability, minimizing the humidity of
the paper after the paste is applied, and reducing the time of the backing paper in contact with the
painting to avoid deformation, are the most needed part of the solution.

In the end, I used the Japanese mounting techniques I learned in the JPC program and the experience
from the senior Japanese conservators gave me a good foundation to re-plan new mounting planning.

We switched to using 2 x 4 Taiwanese feet thin Kozo paper and increased the consistency of the paste.
In order to make the mounting process more convenient and efficient, we firstly paste half of the paper
(Fig. 1), then use a wooden ruler to lift it, wait for it to dry slightly (Fig. 2), and then quickly and
accurately paste the Kozo paper on the back of the painting using the smoothing brush, and then
complete the other half of the paper backing. We also used the bridge walkway erected by the working
racks we designed, which made everything convenient for us to walk and mount above the painting
(Fig. 3). We used lights projected by Laser Measuring Tools with two different light sources, red and
green, to mark the overlapping position of the backing paper, so that each backing paper connected to
the correct place we set as accurately as possible (Fig. 4). Although some sections have unavoidable
slight wave deformation due to humidity, and some backing paper joints were not 100% perfect, we
completed the overall mounting process successfully.
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Figure 1 Using a wooden ruler to assist in lifting Figure 2 Backing process and wait for the paper to
paper and laser alignment dry slightly

([

Figure 3 Working racks and bridging system Figure 4 Using smoothing brush to backing Kozo
paper

Therefore, we followed the previous steps to complete mounting the first layer of backing paper one by
one from the beginning to the end of the painting. And then finish the second layer from the end to the
beginning. The whole process controls and reduces water and humidity that influence the deformation
of the artwork. On the other hand, the controls make the joints more evenly.

The paste brushes, smoothing brush, paste bowl, water spray, knives, and various mounting tools that
we purchased from different professional shops in Tokyo and Kyoto are useful in the mounting process,
making this unique backing work done successfully.

This artwork was eventually stored in our newly designed protection case, ready for its next journey
and exhibition in front of the world.

CONCLUSION

In this special project, we realized that conservators need flexibly use multiple mounting techniques,
materials, and tools to handle different conservation requirements. Meanwhile, conservators from
different parts of the world can receive professional knowledge and experience from the JPC project,
thus having more possibility of facing new creativity and influence in different regions.

REFERENCE
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THE BEAUTY OF JAPANESE ART: DISPLAY AND SHARING INFORMATION
WITH THE PUBLIC

Ruth Shervington

Senior Conservator of Paper, National Gallery of Victoria, Melbourne, Australia

INTRODUCTION

The National Gallery of Victoria (NGV) has an actively growing collection of Japanese Art on paper
and contains traditional forms such as hanging and handscrolls, folding screens, albums, colour wood
block prints, through to mid-century and contemporary works.

As such, there has been enormous benefit in two of the paper conservators attending the ICCROM
NRICPT Conservation of Japanese Paper Course (JPC) over the last 20 years. Knowledge and
experience gained from the course have had direct influence on treatment and care of the Japanese
works of art and indeed all other areas of the NGV collection. In addition to practical conservation work
and general museum care, the course has also allowed us to educate the public on aspects such as the
construction and materials used to create these beautiful and unique artworks, how best to care for them
and what is involved in their conservation treatment.

At the NGV there is a dedicated gallery for Japanese art, in addition to works being integrated in
composite displays through the building. Where the art is dispersed throughout the gallery, it often tells
the story of the influence of Japanese art internationally or gives context when mixed. We also present
complete standalone exhibitions, whether borrowed from other museums or from the NGV collection.

The standalone exhibitions can focus on an aspect of Japanese art, for example in 2020 we presented
an exhibition titled, Japanese Modernism highlighting works produced in the early twentieth century
which containing around 80% of paper-based artworks purchased specifically for the exhibition and in
2017 we held a Hokusai exhibition borrowed from the Japanese Ukiyo-e Museum (JUM) in Japan.

Due to the light sensitivity of the materials used for Japanese works of art on paper, these displays are
only shown for limited periods of four months per year and preparation work by the conservators is
constant. Preparation can involve treatments and then devising new systems for display.

Treatment undertaken on the Japanese works of art always uses Japanese materials, such as Japanese
hand-made papers in different weights, fibres and natural tones, adhesives such as starch paste (figure
1), jun-funori and nikawa and various dyes and pigments purchased from Japan. We also use Japanese
brushes, sprayers, bowls, sieves, spatula’s, blades, and other tools, once more purchased from Japan.
While we have not the experience to tackle major remounting projects, and understand our limitations,
we undertake repairs and pigment consolidation on scrolls and screens according to the techniques
learnt on the Japanese Paper Conservation course. We have also undertaken repairs, stain reduction and
retouching on our colour wood block prints, books, and ephemeral material when necessary. (Figures
2,3 and 4)
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Figure 1 Preparing wheat starch paste Figure 2 A Hokusai print undergoes stain reduction
for a Van Gogh exhibition

Figure 3 Removing old mounting material Figure 4 Pasting out Japanese lining paper

As reference material and for use, we have been actively collecting traditional Japanese pigments and
dyes. This can be useful in helping to identifying likely colourants used when examining works of art
under different light sources. (Figure 5)

Figure 5 Pigments and materials collected for reference
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We have also made a concerted effort to improve all storage and housing of our Japanese collection,
ordering traditional timber scroll and book boxes from Japan, making customized screen boxes and new
storage furniture. One project of interest that was more unusual, was making two large futomaki for
two Muromachi period (1338-1573) Mandala’s measuring 2m in width and over 2 m in length. These
Mandala’s contain fragile mineral pigments including the corrosive copper-based verdigris, so it was
necessary to roll them on a cylinder with a larger diameter than usual. We made these two futomaki
following the traditional timber design, although with a modern archival cylinder. (Figures 6 and 7)

Figure 6 Futomaki 2.6m in length Figure 7 Mandala rolled onto the futomaki

Importantly it is also worth stating that the knowledge gained from the Japanese Paper Conservation
course goes beyond the Japanese collection and is used across all areas of art within the NGV collection.
Japanese papers are almost always used to support repairs and for linings, the starch and seaweed-based
adhesives are the most used, while the tools are used daily, and the techniques called upon routinely to
treat works of every origin and age, be that an Old Master drawing, a European watercolour, or an
Indigenous ochre painting.

DISPLAY

In the months ahead of a display, we also consider the style in which the works of art are to be presented
to the public. Working with exhibition designers and curators, we recommend safe options and are often
asked to devise new systems. With albums and books, we consider the binding style, the covers, the
ease at which the book opens and the condition of the book to create a safe and supportive book stand.
Frequently we need to strap the pages open, and for this we use narrow strips of clear soft polythene
plastic, secured behind the stand and out of sight. We tend to make our stands in acrylic and if small
adjustments are needed, we use foam or shaped mylar for bounce. (Figure 8 and 9)
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Figure 8 Side view of book support. Figure 9 Selection of book supports with different
shapes. The soft covers, looser binding and existing
creasing allowed for more open page display.

Folding screens and hanging scrolls tend to be displayed in their traditional form. Only minor
adjustments are sometimes made when the scroll mounting is too long for the room height. When this
is the case, we roll the upper edge of the scroll in an acrylic cylinder that has had a pre-cut slit along
the length, to accommodate the baton and excess mounting. This system is based on the traditional
timber futomaki we learnt about on the course in Japan. (Figure 10) The cylinder is then tied against
the wall. When we want to roll from the bottom, this is done, and the roller ends are supported on small
blocks with a semi-circular cut-out or with small wall mounted brackets. (Figure 11)

Figure 10 Upper edge of scroll rolled into acrylic Figure 11 Lower baton (jikushu) rolled and
futomaki-style cylinder supported with wall mounted brackets. The metal is
covered with silicon tubing.

Handscrolls are often too long to show in their entirety, so only a section is displayed. When this
happens, we gently restrain the rolled ends from wanting to roll inwards. This has been done in various
ways in the past, sometimes using glass or fabric covered weights, clear polythene strapping, or most
recently using Japanese paper rolled and inserted like a wedge.

A less traditional group of graphic artworks recently displayed, dating from the 1920’s and 1930’s,
included fold-out maps, brochures, posters and wood block prints and magazines. Without wanting the
usual timber framing or a large amount of flat case display, we devised systems where the works were
safely shown vertically, against the walls, with clear acrylic pieces for protection. The system we used
to keep the works vertical differed depending on their weight. For the heavier items like magazines or
mounted prints, a small acrylic shelf of approximately 10mm. was first screwed to the wall. (Figure 12
and 13)
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Figure 12 Colour wood-block prints sit on a clear shelf behind acrylic

We used archival mount board behind all the different artforms, and the artwork was tethered with
either small mylar channels, clear polythene strapping, or hinging with Japanese paper and starch paste
if it were a colour wood block print within a window-mount. The mountboard was attached to the wall
either with Velcro, or strips of mountboard adhered horizontally to the back of the mountboard, that
could sit on top of two screw heads, pre-drilled into the wall.

Clear acrylic pieces cut larger than the artwork was placed in front for protection. While the acrylic was
screwed to the wall, distance was maintained between the underside and the surface of the artwork with
small clear acrylic cylinders covering the screws. It was important we did not crush the artwork.

Figure 13 Bound magazines are displayed both vertically and horizontally

Two posters were hung at a distance from the public, so were displayed uncovered. Each poster had
two long Japanese paper hinges adhered to the back, that were folded backwards behind the poster, and
these were clamped to the wall with strips of mountboard screwed either side of each hinge. While the
hinges were clamped to the wall with the mountboard strips, the poster was lifted 90 degrees, then was
allowed to rest against the wall. This method meant no hanging system was visible.

SHARING KNOWLEDGE WITH THE PUBLIC

An especially lovely aspect of our role as custodians of Japanese art, complementing our practical care,
is the research, writing and presenting that can accompany our work.
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At the NGV there has been much greater interest in recent years for the conservators to provide
information to the public. With new digital platforms, as well as the traditional, there are many avenues
we can use to reach different audiences. We can tailor the information to appeal to all ages, and it can
be in the form of lengthier articles and papers that cover topics in more depth which are published on
the NGV website, video clips, short paragraphs and social media posts and stories.

Currently we have two articles on the NGV website, in the conservation section, describing the
construction and materials used to create Japanese folding screens (Bydbu), (figure 14), and another on
the exhibition described above, (figure 15).

WHATS 0N CHANMEL  COLLECTION LEARN PLANYOURWISIT  Jom

— 26 FEB 20

1NOV 19 Conservator Insight: Japanese Modernism
v ) display systems
Unfolding’ Japanese screens B e
By Auth Shervington
Figure 14 Screenshot of article on NGV website Figure 15 Screenshot of article on NGV website

Knowledge gained from the JPC course was essential for writing the Japanese Folding screens article.
I attended the course in 2002 and as part of the course we made a Byobu. This gave me a great
appreciation of the complexity of their construction and an understanding of how they are traditionally
used and displayed.

In 2017 Paper conservator Bonnie Hearn and I travelled to Japan to collect around 80 Hokusai prints
we were borrowing from the Japanese Ukiyo-e Museum in Matsumoto for an exhibition. During our
time in Matsumoto, the exhibition attracted great local interest and an article about our visit and the
forthcoming exhibition was published in the local newspaper. When we returned, the NGV’s
Multimedia Department produced a short film to describe the beauty of the prints and their creation.
The film was made available to our visitors on the NGV website and indeed still features on the NGV’s
Conservation microsite and can also be accessed via Youtube. This exhibition required us to develop a
reversible system for mounting the prints that did not require adhesive. To promote the exhibition and
share details of the system developed with our conservation colleagues nationally, Bonnie published an
article, Mad about Mounting, for the Australian Institute for the Conservation of Cultural Material
(AICCM) newsletter. (Figure 16.) Incidentally, the system of mounting that was developed for the
Hokusai prints, was adapted for some of the works on paper displayed in the Japanese Modernism
exhibition previously discussed.
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filtering glazing was placed horzontally on top of the work and as a three-part package, this
was mstalled vertically into a frame while on an easel

Bonnie Heam mounting Hokusals South wing, clear sky (Red Fuy) in a windaw mount using Secol™ | Mount
System palyaster sirips and Mylar™ pisces.

Figure 16 Article written for the Conservation profession

Other indirect information has been shared, for example this paragraph on the NGV’s Conservation
Microsite describes and illustrates the use of Reflectance Transformation Imaging whereby the blind
embossing and general printing pressure seen in Japanese wood-block prints was captured. (Figure 17)
Striving to gather this level of detail in photography is helping viewers see the subtle embellishments
Japanese printmakers mastered.

To-a®

NGV

Figure 17 Subtle embossing seen in wood-block prints is enhanced with photography

A recent NGV online course on the topic of Colour included a section written by paper conservator
Louise Wilson, on Japanese Aizuri-e prints and the introduction of Prussian Blue pigment in
printmaking. Louise attended the JPC course in 2014 and this greatly contributed to her knowledge on
the subject.

Social media posts have been written about our use of Japanese materials and equipment, for example
this twitter story discussing wheatstarch paste, (figure 18), and another following an interview with a
design blog, The Design Files, where favorite tools were presented.
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« Tweat

NGV &
SNV bouire

An everyday hero in the NGV's Paper Conservation
studios is Shin-nori, a wheat-starch paste created
using a traditional Japanese method dating back

hundreds of years ... fal.cn/3dAs
#NGY

Figure 18 Twitter story of wheatstarch paste
use in paper conservation

CONCLUSIONS

It is always a joy sharing what we do with the public and being able to describe more about how these
beautiful and often complex works are made. We find that the public are fascinated and receptive, and
we always receive lovely feedback wanting to know more. We will continue to write, speak and post
understanding the importance of what we can offer. The JPC course was extremely valuable to our
conservation studio and has been deeply influential for all our conservation work.
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RETHINKING CONSERVATION PRACTICES AT THE BODLEIAN LIBRARIES

Marinita Stiglitz

Head of Paper Conservation, Bodleian Libraries, University of Oxford, UK

A decade has passed since I participated to the International Course on Conservation of Japanese Paper
(JPC), an ideal moment to reflect on its programme and its main outcomes. The JPC 2011 took place
at the Kyushu National Museum in Dazaifu, Fukuoka. It was a momentous opportunity for its
participants to acquire knowledge of Japanese conservation techniques and approaches. It presented the
range of materials and tools used, how scrolls, screens and books are made, how to undertake the lining
and mounting of a scroll, best handling practices, housing solutions and the aesthetic considerations
underlying these activities . The enjoyable study tours in Mino, Nagoya and Kyoto exposed the
participant to remarkable collections, conservation studios, suppliers and production processes, such as
the craftsmanship involved into making washi, all in exceptional environments. By the end of the course
I acquired invaluable skills and knowledge but most importantly the determination to learn more.

The course had a transformative influence on the professional life of the participants in various ways
depending on their conservation background, previous knowledge of Japanese paper conservation
techniques, and the context in which they operate. In this paper I shall discuss how the course influenced
my practical work, research, and the way I look at collections. I will also consider the invaluable impact
that this training had on the professional development of my colleagues and on a number of public
displays, workshops, and show-and-tell sessions for students, academics, and the general public.

I am fortunate to work in the Conservation and Heritage Science Department at the Bodleian Libraries,
Oxford. Here, with the support of the curatorial team, close links with Japanese paper conservation
specialists have been cultivated over the course of many years to nurture the development of skills
crucial for the preservation of the Japanese collection and more broadly other Bodleian collections. The
department initiated exchanges with Japanese paper conservation experts in 1992 with a three month
visit from a conservator working at The National Diet Library in Tokyo (NDL). He conducted a
condition assessment of the Japanese collection, undertook selected treatment work, trained
conservators (for example on how to build karibari boards), and advised on the purchase of Japanese
tools and materials. This professional exchange with the NDL has continued with reciprocal visits
between 2004 and 2019, to date my colleagues Robert Minte, Alice Evans and Alex Walker and the
head of department Virginia Lladé-Buisan visited the NDL.

In 1996 the department benefited from the attendance of Robert Minte to the JPC, followed by the
conservation treatment of our painted scroll narrating the tale of Urashima Taro (MS. Japan c. 4) in the
Far Eastern Conservation Centre at the National Museum of Ethnology, Leiden. In this case Robert
Minte participated to parts of the treatment and in 2001 he trained for a year at the Usami Shokakudo
conservation studio in Kyoto. I joined the Bodleian in 2004 having previously acquired some
knowledge of Japanese paper conservation in my conservation studies and during a period of training
at the Department of Conservation and Scientific Research of the Smithsonian’s National Museum of
Asian Art, Washington DC. Soon afterwards, in 2008, we started a collaboration with the British
Museum (Hirayama Studio) and the British Library to conserve one of our treasures, the Selden Map
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of China (MS. Selden Supra 105). This was for us yet another significant opportunity to advance our
practical skills and approaches, working with Japanese and Chinese paper conservation experts.

The JPC and all the other opportunities outlined here have given us, over time, first-hand experience of
Japanese conservation methods and approaches so important to refine our skill set and revisit our
decision-making perspectives and practical solutions.

OUTCOMES
Using Japanese mounting methods

Following the JPC, I started working with my colleague Julia Bearman on a pair of Ming hanging scrolls
representing the earth and sky (Sinica 123). Remounting a scroll is always a collaborative endeavour,
offering the chance to work together, share knowledge and advance skills. In 1883 the scrolls were
trimmed, patched with transparent paper, backed with cloth and treated as any other rolled item from
across our collections at the time, with a protective parchment flap attached at one end and a roller at
the other (fig. 1-4). The remounting posed aesthetic questions together with technical challenges,
associated with the removal of the old repairs and the damage they had caused (Stiglitz and Bearman
2016).
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Figure 1 Sinica 123, celestial map Figure 2 Sinica 123, terrestrial map

Figure 3 Close-up of transparent paper overlay Figure 4 Close-up of transparent paper overlay
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Familiarity with a range of Japanese paper conservation techniques acquired during my previous
experience, the fresh attendance to the JPC, and advances in the use of gels and enzymes made the
treatment possible. For the purpose of this paper I will focus on the Japanese techniques which offered
solutions to the challenges we were facing.

We used a gradual Japanese humidification method to peel away the cloth lining, and the top layer of
the Chinese paper lining. This method involved misting the scrolls with dahlia sprays and brushing
down several layers of rayon paper on both recto and verso with water and a mizubake (a Japanese brush
used to apply water) (fig. 5-7). In this way the fragmentary surface of the scrolls was supported and
protected at all times, the scrolls were flattened, the dirt was washed out, and the adhesive softened (fig.
9).

Figure 6 Japanese tools and materials

Figure 5 Brushing rayon paper with water Figure 7 Peeling away cloth lining

The transparent paper even after this prolonged humidification remained firmly adhered to the scrolls.
This was removed by localized humidification with the rigid gel Gellan gum in combination with a-
amylase enzymes.

Before carrying out the enzymatic treatment another solution from Japan was of assistance. The scroll
was restrained with false margins on a sheet of Plexiglas® after having been reinforced with a temporary
lining of rayon and sanmoa adhered with 2% Methocel® A4M and dried on the karibari.

With the experience gained, we then decided instead to remove the transparent paper on the other scroll
first, reducing the amount of manipulation undergone by the scroll as it was unnecessary to restrain it
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on Plexiglas® with a temporary lining. The removal of the old linings could therefore be combined with
the application of the first layer of new lining in one session.

The rationale behind using transparent paper emerged from the Bodleian Librarian’s records relating to
his participation to the St. Gall conference in 1898 (Library Records c. 1429) including his experiment
comparing the different repair methods commonly used by the delegate librarians. He laid down
samples of transparent paper, goldbeater’s skin, silk crepeline and Japanese paper to test their
transparency over text (fig. 8), this reminds us that Japanese paper was not yet the foremost repair
material.

Figure 8 Historic experiment, from the top row transparent paper, gold beater’s skin, silk crepeline and
Japanese paper (Library Records c. 1429)

The scrolls were extended with Xuan paper to recreate proportions more appropriate to Chinese hanging
scrolls. Three layers of usumino were selected for the overall lining of the maps. The grain direction of
the first and third layer ran with the length of the scrolls and the second counter to the length. Each
piece of usumino was prepared with feathered edges to minimise the overlap at the joins. The usumino,
with its long fibres, offered adequate support and flexibility. It is necessary to remember that
conservators will choose material and methods they have experience of; therefore ongoing training is
crucial to equip conservators with a range of treatment solutions.

Each map was flattened and humidified to receive the extensions and first lining. The usumino was
pasted with a noribake (a Japanese pasting brush) on a Japanese cypress board using diluted wheat
starch adhesive (fig. 9). It was then lifted on a wooden stick and brushed down on the verso of the map
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with a nadebake (a Japanese smoothing brush) (fig. 10). The maps were left to dry between felts and
then lightly humidified with a mizubake and dahlia sprays and attached to the karibari. Then they were
squared and the positions of the envelopes for the stave and rod were marked. The scrolls were
humidified, and the second lining applied and then left to dry between felts. False margins of sekishu
were attached at this stage. The scrolls were re-humidified in preparation for the application of the
orebuse (narrow reinforcement strips), the envelopes, and the last lining. For the final time the maps
were left to dry before being lightly humidified and attached to the karibari with false margins (fig. 11).

U '.I'J‘L'L‘

Figure 9 Pasting usumino paper Figure 10 Applying lining

Figure 11 Scrolls drying on karibari Figure 12 Roller clamp

After a few months, the maps were removed from the karibari, the excess was trimmed, the verso was
smoothed with a loop of glass Buddhist prayer beads and rods, staves and wrapping braids were
prepared and added. Finally, hoping to reduce the risk of future distortions, the circumferences of the
rolled scrolls were increased by preparing roller clamps from archival tubes (fig. 12) (Suzuki and
Kamba 2009), a solution used instead of the more expensive futomaki. The display of the scrolls in the
Bodleian public hall in 2015 was accompanied by treatment photographs played on a large screen to
engage with the public. An overview of the treatment featured on our website.

Examining and conserving the Bodleian Japanese collection

The Bodleian Japanese collection comprises a significant number of painted manuscripts, in various
formats from bound volumes to handscrolls, and folded books, produced during the seventeenth and
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eighteenth centuries. A preliminary analysis of pigments was carried out during the assessment or the
conservation treatment of some of these works in the past few years and we are now initiating a
systematic and comprehensive study using Raman spectroscopy, Hyper Spectral Imaging, and other
non-destructive technologies (fig.13). A postdoctoral researcher in heritage science will assist with this
project over the course of a year from October 2022. The characterisation of pigments used will inform
our preservation strategies and treatment methods. The results of this work will also broaden our
understanding of the materials used to create painted manuscripts in Japan in the seventeenth and
eighteenth centuries and will be relevant not only to conservators but to curators, art historian and
anyone interested in the materiality of the Japanese book.

Figure 13 Analysis with Raman spectoscopy

This group of manuscripts includes a number of Nara ehon (Nara picture books) dating from the mid-
seventeenth century (MS. Japan d. 30-50) (fig.14). The manuscripts presented a fragile paint layer, in
particular losses to areas of finely-ground Japanese gofun (oyster-shell white), which is very susceptible
to flaking and powdering. Gofun was originally applied in many successive layers, often with a high
pigment to binder ratio in the upper paint layers to create a more vivid white; the insufficient binder
contributed to its instability over time. As the binder deteriorates losses occur, exacerbated by the
turning of the pages or the unrolling of the scroll (Minte 2017).

In order to test various consolidants, gofun was prepared in a traditional way by grinding with a pestle
and mortar (fig. 15), mixing with nikawa (animal glue binder) (fig. 16), and painting out in thick layers
replicating the manuscript's paint layer (fig. 17). These samples were used to observe the behaviour of
the pigment, its tendency to flake, and its response to various consolidants. JunFunori®, extracted from
the red algae genus Gloiopeltis furcata, was selected for its strength in low concentrations, flexibility
and minimal visual impact on the matt appearance of the white paint layer. Two fine sable brushes were
used, one to apply the consolidant and the other to apply alcohol to 'settle' loose flakes and aid the flow
of consolidant underneath the paint layer.

45



Marinita Stiglitz

Figure 15 Gofun Figure 16 Mixing gofun and Figure 17 Samples of gofun paint
nikawa

We are also planning to conserve our Tokugawa-period (1603-1868) copy of Sumiyoshi Monogatari
(MS. Japan c. 8). We have started a collaboration with the Association for the Conservation of National
Treasures (ACNT) to assess and treat this set of scrolls. This collaboration will be very beneficial for
the conservation staff at the Bodleian Libraries in order to expand expertise in the assessment and
treatment of this type of material. Furthermore, through this collaboration we hope to establish a long
term professional relationship with conservation specialists for mutual professional exchanges.

The instrumental analysis of our seventeenth and eighteenth century Japanese painted manuscripts and
their conservation offers the opportunity to conservators, curators, heritage scientists and academics, of
working together. The results will be shared through a programme of events for the wider public,
teaching sessions and publications in order to promote our Japanese collection and our work.

Developing a teaching collection

The Bodleian has been historically collecting materials with the aim of creating teaching collections on
various aspects of book production. Recently, we've been working closely with our curatorial
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department to begin building a teaching collection which focuses on washi and Japanese papermaking.
We have acquired many important titles to build upon our already large number of publications on this
subject; from Tesuki washi taikan (1974), a considerable collection in five volumes with hundreds of
samples of Japanese handmade paper, to relevant issues of Kogei, the important folk craft magazine
published in Japan from the 1930’s, one of which includes the late Eishiro Abe’s papers. We have also
acquired some primary sources and ephemera which relate to production, commercialisation, and use
of Japanese paper, for example a copy of Kami o tsukuru hitotachi (1950) by Serizawa Keisuke. Also
added to the collection is an album with over 200 sheets of different Japanese handmade paper and a
foreword by Bunsho Jugaku, which was issued in 1969 to mark the 70" anniversary of the Takeo
Company.

We are actively collecting washi from significant papermaking workshops; purchasing not only papers
used in conservation but often those used to create documents, books and scrolls such as kumogami,

hosho or torinoko. We are also including papermaking materials and tools such as bark and
papermaking moulds, and planning to develop a photographic resource for teaching (fig. 18-21).

Figure 18 Cleaning kozo’s white bark Figure 19 Nagashizuki, JPC 2011
Photo credit: Hasegawa Washi Kobo

Figure 20 Laying down a sheet of washi, JPC 2011 Figure 21 Vat with resting wooden frame, JPC 2011

Besides the washi teaching collection we continue to expand our pigment teaching resource adding
traditional pigments commonly found in Japanese books and the raw materials they derive from. We
have recreated a range of pigments to understand their production processes in detail and to be better
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prepared when assessing the condition of the paint layer and undertaking its stabilisation. This includes
resources on the preparation of pigments such as gofun, malachite, liquid gold, safflower and indigo.

During the JPC we visited a pigment shop with a pigment making workshop which was very interesting.
The course does not deal with the paint layer of Japanese works on paper, its condition assessment and
stabilization treatment. I believe this is an area of research that would be worth exploring and could
become the focus of an additional course.

CONCLUSIONS

The JPC has played an important part in giving me and my colleagues at the Bodleian Libraries the
confidence to use Japanese conservation methods independently. Furthermore it has given us new
impetus to build upon ongoing relationships, create new partnerships to continue developing our skills,
put together a teaching collection, and raise the visibility of the Japanese collection and Japanese
conservation methods through academic events and public outreach.

Knowing the positive impact the JPC has on its participants and how much more there is to learn, I hope
that other opportunities could be created to follow and complement the JPC programme. Additional
training and study trips would benefit international conservators by broadening their skills in order to
tackle difficult conservation problems commonly encountered on works on paper. Hopefully this
thought will resonate amongst many of the participants and the organising teams.
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INTRODUCTION

The Japanese Paper Conservation Course 2019 changed my views, concepts and methodologies of
conservation and the intercultural exchange of experiences with the other participants was really
invaluable. The three weeks in Japan gained me in-depth, holistic knowledge understanding of the
traditional conservation techniques that, after this experience I can definitely say are very difficult to
experience outside Japan without Japanese professionals’ side by side. The full immersion in the
Japanese culture, traditions, every-day life, the great opportunity to meet Holders of Nationally Selected
Preservation Technique, the visit of traditional papermaking masters and mounting studios with a
perfect balance between practice and theory, allowed me to rethink my convictions about Western paper
conservation techniques and to have a different critical approach to the conservation. For me was really
important and crucial the understanding of the use of the traditional materials and tools for the
restoration: the right way to hold a Japanese conservation brush is not so obvious neither is the use of
the cutting tools that can be understood only side by side in practical lessons with the Japanese restorers.
Last but not least, the completely different teaching methodology I was used to, helped me to change
my point of view and to think out of the box, looking at the problems from another point of view.

I had many opportunities, back home in Italy, on sharing the information in conservation conferences
and University courses, but also to a wider audience of non-specialists, at the international Paper Art
contest Lucca Biennale Cartasia 2021 and in webinars for some Italian Japanese Cultural Associations.

All these didactic activities, the great interest on Japanese culture and the acknowledgment of the high
level of training of the JPC by the Italian cultural institutions, allowed me to develop a research program
and to start my PhD in Art History, curriculum Technologies, Conservation and Restoration, at the
University of Florence and “Opificio delle Pietre Dure” on November 2021.

The title of my research is: “The conservation of large format on paper artifacts: the interaction between
traditional Japanese restoration techniques and western conservation approach, the aim is to explore the
interaction between the traditional Japanese restoration techniques and the western restoration tradition,
and how much this affected the treatment of large format on paper artifacts”.
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THE RESEARCH PROJECT

During my professional practice as paper conservator, | have always focused a particular interest in the
large format works on paper conservation problems. The preservation of works on large-format paper
presents particular problems, often difficult to solve and treat, as well as the need to design suitable
exhibition structures in order to allow the correct use in safety. The main causes of degradation derive
from mechanical stress due to size, from previous interventions not suitable, such as some kind of
linings, from the use of very poor-quality production materials. (Fig.1)

Figure 1 Lining of a large drawing with pieces of written burlap sacks: the colors has moved to the verso of
the drawing.

Among all, one of the main challenge a conservator has to face is wrong old restorations or mounting
such as heavy linings, in which a large amount of adhesive (Fig.2) had made the objects stiff and
changed the flexibility of the paper and completely covered the verso; most of the time they were
displayed on a heavy and complex overestimated mounting systems.

Figure 2 Heavy lining and large amount of adhesive on the verso of a XVII century Rubens’s print.
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Another relevant aspect of working on large pieces is that to hold them safely, you need several people
to assist it in handling and you need also an adequate space to work (Fig.3); very often they don’t fit on
a table and they have to be examined on the floor. If the people are not well trained the whole process
could expose the works to some risk.

Figure 3 Students removing old cotton back lining from a large anatomical print. Fine Arts Academy of
Carrara.

Many artifacts were often not designed for durability over time rather they were a simple tool of work
and transposition, and those that survive present all the valuable signs of the stages of processing (such
as in the preparatory cartoons). Finally, the wrong exposure, and the use of non-reversible attachment
such as the pressure sensitive tapes (Fig.4), very often used also for repairing tears, and non-
conservative storage solutions which often for reasons of lack of space, involves rolling, bending, or
even drastic resizing are source of numerous physical and mechanical damages. (Fig.5)

Figure 4 Damages of old pressure sensitive tapes Figure 5 Mechanical damages after on a rolled
preparatory cartoon.

52



Theme 3 Conservation Ethics, Philosophy and Methodology

Another big challenge is the conservation of the large contemporary works of art on paper in which are
used multi-materials painting techniques and water-soluble inks or pigments. Sometimes it is necessary
to involve the artist before beginning the restoration project for the identification of the materials used
and aesthetic presentation. Very often the treatment of nontraditional techniques works of art has to be
necessary adapted and modified and the selection of the materials to be used is often complicated by
the lack of scientific information. (Facini et al. 2003)

From an economical point of view the conservation of a large format can be very expensive and the
decision to mount a works on paper has always to be made carefully to whether the piece will be benefit
in the long run or for the safety and display of the work.

Very often the choice of materials used for lining and mounting reflected the painting restoration lining
techniques: we can find this attitude in old restoration projects of many old renaissance cartoons
masterpieces stored in most of the Italian Museums, but I have encountered many cases also at current
time during my professional career as a paper conservator. These techniques borrowed from the
preservation of canvas paintings have been proved to be extremely harmful over time because of the
different tensioning and flexibility of materials used for the backing. In canvas painting conservation
one of the main problems is represented, in addition to a chemical-physical and microbiological
deterioration of the constituent materials, by typically rheological processes. The mechanical behavior
of a canvas tensioned on a frame, be it the painted original or the lined one, is strictly dependent on the
characteristics of elasticity and deformability of the canvas/frame structure. Tension regulates the
appearance of the painting, avoiding distortions, but it also regulates the conservation of the paint layers.
Insufficient tension is often perceived as a problem because of its visible effects, but excessive tension
is the main cause of cracks and other structural problems. (Capriotti et al. 2014) The canvas lining
techniques of a paper artifacts doesn’t consider the different mechanical behavior of the materials.

THE JAPANESE TRADITIONAL RESTORATION TECHNIQUES

The introduction of Japanese Traditional Paper Restoration techniques in Wester tradition allowed to
solve many problems about large format conservation of paper artifacts and also to underscore the need
for sustainability in decision-making processes. Also, if the physical characteristic and properties of
eastern and western papers and techniques are very different the lightweight support, the controlled
drying, the thinner adhesives and ease of handing make the Japanese Traditional Techniques one of the
best conservation approaches to non-Japanese cultural heritage. The comparison with the assembly
techniques of the oriental works of art, painted on paper or silk of large format, has always aroused in
me great admiration for the refinement of this now millenary technique designed to withstand
considerable mechanical stress such as rolling and subsequent storage in boxes and the subsequent
unrolling for the periodic exposure. Fortunately, international trends in historic conservation is
beginning to subvert the notions of Western cultural hegemony which have permeated global
conservation practices, and thanks to cultural exchanges, is accepting the diversity of value criteria for
heritage and its conservation in different cultural context (Chung et al. 2010).

In the Italian history of books and paper conservation the Florence floods of the 1966 represent a turning
point in the use of Japanese restoration techniques and especially materials, such as the washi paper,
and some adaptation of the adhesives. Restorers and professions from around the world shared their
expertise, knowledge and skills but for large works on paper, excluding some interventions, such as
those carried out by the Opificio delle Pietre Dure from Florence and the Central Institute of Restoration
in Rome, many treatments were inadequate and not suitable for conservation, too often performed
following the lines of intervention of large sizes on canvas, and performed by restorers specialized on
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paintings conservation rather than paper conservators. Fortunately, the creation of an official national
list of restorers of cultural heritage, available on the platform dedicated to "Professionals of cultural
heritage" of the Italian Ministry of Culture divided by area of expertise, solved partially this problem.
Currently the National cultural institutions pay close attention in the selection of the professions to
works on paper artifacts.

INTERDISCIPLINARY RESEARCH

During my career I found very useful and important the use of interdisciplinarity during the conservation
project and I decided that it had to be part of my methodology also for my research.

“Interdisciplinary research combines distinctive components of two or more disciplines in the search or
creation of new knowledge, operational procedures, or artistic expression” (Nissani 1995): I totally
understand and agree with this definition. During my years in the Conservation laboratory of the
National Museums of Lucca I had the great privilege to work with Eleonora Rossi one of the best
painting restorers of the Pisa and Lucca provinces. I often assisted her during lining and facing of large
format canvas that very often arrived at the Laboratory. As paper conservator I could try the interaction
of materials and techniques used in a mutual exchange of knowledge applied to mounting techniques
of large format works of art and I started to interface with the tension problem in painting conservation.

From the 2001 and 2004 a painting conservator and scientist research group of the Central Institute of
Restoration of Rome, the Conservation Laboratory of the Viterbo Province, the University of Tuscia
and the Université Paris 1, Sorbonne started a study on the conservative issues related to the tension of
paintings on canvas. Objective of the research was to arrive at a scientific definition of the correct
tensioning value for paintings on canvas, claiming the centrality of this assessment in the conservative
project, too often considered secondary and therefore resolved in the empirical practice of traditional
lining. This research on the effects of tension in canvas paintings and their mechanical has been
continued by Antonio laccarino Idelson, one of the research team groups from ICR, art conservator
based in Rome, CEO and co-founder of Equilibrarte, currently a PhD candidate with Dr. Roger Groves
as Promoter, at the Faculty of Aerospace Engineering of the Technical University Delft, with a research
project entitled “The determination of the value of tension of canvas paintings through the impulse of a
sound wave”. As laccarino said “Methods exist to install a canvas painting on a stretcher using a known
value of tension but, in a world in which conservation science can measure almost everything, a non-
destructive technique to measure the tension of a painting on its original stretcher is still missing.
Access to the value of tension would greatly improve the comprehension of the deterioration processes
and would help building priorities in preventive conservation planning.”

The same interdisciplinarity attitude is spreading more and more also in painting conservation as it is
for an example, the Getty conservation project Water-based adhesive in canvas paintings structural
conservation. The Getty foundation is organizing practical workshops “Water-based adhesive in canvas
paintings structural conservation”, regarding the techniques of structural consolidation and lining with
water-based adhesives, with a particular focus on large-scale works” promoted by the Gallerie Nazionali
di Arte Antica in Rome. The project will study the traditional water-based adhesives that have been
used for many centuries in lining practice all over Europe and they are still widely considered a valid
method by many conservators and liners in different countries but now it is slowly disappearing from
training programs. The result is that there is a serious risk that the attendant know-how and skills may
be lost, resulting in a limited capacity to assess the disadvantages but also the many advantages of glue
paste linings, in particular the fact that they are non-toxic, environmentally friendly and totally
reversible.
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I found this project very relevant for my research in two main aspects: the water based adhesive lining
has got many ethic approach similarities with the work on paper treatments with a vision of reversibility,
as well as absolute compatibility with ecological and non-toxic requirements for the technician and the
environment in order to ensure that the system is both safe and effective. And the second topics I’'m
really interested in, is the intangible cultural heritage preservation of the past conservation techniques
for lining.

As evidence of this interdisciplinary attitude, I'm having the opportunity to participate at the Getty
Foundation’s Conserving Canvas Initiative: I’ve been selected, also if ’'m not a painting conservator,
to take part of the lecture day of the Structural treatments of paintings: reinforcement with the mist-
lining system workshop. The Mist-Lining system, developed at SRAL (Stichting Restauratie Atelier,
Limburg) enables the reinforcement of a canvas painting without affecting the original structure. This
system can be easily adapted to accommodate structural problems presented by both 'old master'
paintings and modem and contemporary artworks and can increase my knowledge and open my
perspective on topics in lining methodologies.

CONCLUSIONS

One of the aims of my research is a preliminary draft of a compendium of good practices for the
definition of a protocol of conservative interventions on large-format works on paper in the light of new
scientific techniques and innovations and the application of traditional methods. I’'m convinced, as
Philippot said, that restoration is a critical act and the main actors are restorers who know what they are
doing. Their knowledge is the direct guide to procedure, and it is changed and augmented as the work
goes on (Hill et al. 2017) in a mutual interaction with other professionals.

Interdisciplinarity and cultural sharing are being my best research instruments: the fruitful cultural
exchange between colleagues from various world institutions has opened my eyes to a global vision of
the theory of restoration and the Japanese Paper Conservation course was for me a fundamental stage
of awareness-raising. I’'m convinced that this link between East and West conservation tradition could
bring benefit to both of them and the different cultural approach of the conservator-restorer will enrich
the critical moment of restoration and intervention together with the importance of scientific
understanding of materials.
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The Eastern programs, more specifically those related to paper-based cultural productions and
traditional ways of making and restoring paper, are still scarce. It has been shown that academies do
not usually introduce these topics in their curriculum.

The academic training of the conservator of Cultural Heritage, is vitiated by the Euro-centrist vision of
the treatments to be applied in a certain good, this of course also affects the treatment of heritage on
paper. The use of materials, tools and the general practice of paper conservation is projected from this
biased vision, because many of the current teachers of this discipline were trained from this perspective.
In the case of Cuba, something similar happens in other regions, where many specialists graduated from
other careers, such as Fine Arts or Library Science, among others, had their professional training
through daily practice and the knowledge acquired through training courses or workshops, taught from
the European and North American vision.

In Cuba, it was not until September 1996, when the profile of Conservation Restoration of Movable
Property was created, as a profile attached to the Plastic Arts career of the Higher Institute of Arts (ISA),
today University of the Arts (ISA). This profile closes completely in this year 2022, to start the new
career of Arts of the Conservation of Cultural Heritage, with its 4 profiles, 1 of Museology and 3 of
Conservation and Restoration, now taught from the Faculty of Arts of the Conservation of Cultural
Heritage, of the same University.

Art schools, and especially those that intend to train new conservators of cultural heritage, from the
point of view of the author, have the obligation to offer trainees the different perspectives of the
conservation of cultural heritage on paper, both the Western as the Japanese. Training should cover an
overview of the History of Japanese Art and Japanese philosophy, for the sake of a greater
understanding of the working styles of Japanese paper conservation.

It is essential to refer to Japanese philosophy, according to the perception of Okakura Kakutzo, there is
a close relationship between the art of China and Japan while affirming that Japan is the only place
where the elements of the culture of China and India are really intertwined. According to this author,
these cultural influences led to Japan becoming "the museum of Asian civilization". Racel, 2014.

This statement fosters the understanding of why the restoration of Japanese paper had such a
development. The isolation of Japan during the Tokugaga period led to the study and protection of
cultural heritage, which favored the processes of cultural, political and legislative renewal, during the
Meiji period (1868-1912). Therefore, numerous art entities were designed to preserve the Japanese
tradition that was being lost due to the accelerated process of decolonization and modernization of
Japan.

In addition, the development of early laws for the preservation of Cultural Heritage, such as the Law of
Preservation of Ancient Temples and Sanctuaries of 1897, or the Law of Conservation of Works
important Fine Arts of the year 1933. In Cuba's case, it was not until the last twentieth century when
new laws were created regarding the protection of Cuban Cultural Heritage. On August 4, 1977, the
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National Assembly approved Laws No.1 of Protection of Cultural Heritage and No.2 of National and
Local Monuments, which established the Ministry of Culture (MINCULT) as the organism in charge
of identifying and declaring assets considered cultural patrimony.

I would like point how the implementation of the registration of movable property a part of the
curriculum is key. In Cuba's case, government institutions are governed by the restrained methodology
of different typologies of movable property, like the Manual of Museums of Cuba, however, this
document only includes those pieces of Western and vernacular. On many occasions, museum experts
must modify the spreadsheet either by inserting or by eliminating variables, because it does not fit the
registration needs of the object.

The documentation system is the original guide in the definition of the patrimonial value of a good,
therefore, it must collect all that information related to it, (production, materials, technique, style,
aesthetic influences, region, culture, among others) which in turn allows to define the subsequent
methods of conservation to be used.

Based on the author's experience, it is best to intervene in a heritage asset of Japanese manufacture,
either because it is necessary from conservation aspect of it or because a new museographer script has
been designed, and the piece is to be exhibited. The fact of the matter is that these interventions result
in the denaturation of the object when using the same modes of intervention established in the West.
One of the causes is the scarce and in some cases null knowledge of the specialists when it comes to
Japanese methods, its conception standardizes and homologates the entire heritage's core. Hence, the
need for design and partial validation of an instrument from the ethnological interpretation serves as a
guide in the registry of movable property of this nature.

The question at hand is how we can maximize our efforts in order to transmit in an attractive and novel
way all this world to a certain romantic extent that surrounds the Japanese paper conservation. One the
main objective is to accentuate the importance of the change of vision that the Eastern heritage has in
the national context, both from the academy and in a professional setting. It is imperative to mention
how the documentation system is the first step in the enhancement of cultural heritage, in order to know
the close relationship between the different pictorial styles of Japanese art as elements of that culture.
We should understand and share some aspects of Japanese paper conservation taught in the JPC course.
The fundamental bases of Soko (traditional Japanese assembly method for works on paper), as well as
Washi (Japanese paper), the correct use of Hake (Japanese brushes), the different adhesives used
challenges in their preparation and its various usages. Academic training should include advantages of
Shin'nori (fresh wheat starch pasta), the use and function of the Karibari (screen used in the restoration
of paper), characteristics and functionality of the Karibari Western variant. Understand through a
practical exercise the adaptation of the Japanese way in the intervention of Western Heritage.

Therefore, the student will be able to have critical and creative reasoning, develop their own assessments
from a systematic reflection on the foundations on which ideas, judgments, and the consequences of
their own actions. With the proper training students will have retention capacity, assimilation, analysis,
and problem solving skills, which will be useful during their future work with Japanese methods and
how to adapt them to the Cuban context. Consequently, they will learn to describe the state of
conservation of an object, its parts, types of structure and techniques by utilizing different elements of
an art piece in order to propose a resolution effectively.

There are countless proficiencies trainees are supposed to complete successfully such as; learning about
the dissimilar historiographical perspectives, analyze the difference between the Western and Japanese
way methods of paper conservation, the concepts and theories of the historical and social sciences. In
addition to, the importance of these in the registration of cultural heritage, the complexity involved in
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the reconstruction of the past, the problems involved in an incorrect identification, and best possible
methods of intervention of the heritage object. As a result of adhering to a more comprehensive
curriculum students will acquire a broad vision towards the registration of the Eastern cultural heritage,
this way a biased vision is avoided. Of course, it is crucial for students to know and understand the use
of traditional Japanese techniques and materials in the restoration of cultural heritage on paper. For this,
it is necessary to acquire the concept of diversity of materials, perspectives or philosophies relating to
the restoration of heritage in paper, Western and Japanese techniques. All this as a whole would allow
the acquisition and assimilation of a work methodology that based on the Japanese way, still allows the
conservation of Western documentary heritage.

Usually in a professional setting, when referring to the use of another methods of work derived from
Japanese traditions, something very similar happens with the study of Asian Art, they are both seen
today in an exotic perspective. It turns out that conservation of paper using traditional Japanese methods
and materials has some hesitancy since many find it difficult to understand that this is not only a method
of work but also a change of perspective, and | would say of professional philosophy, so to speak.

This change of perspective carries a greater commitment to the profession, since this commitment
allows us to enjoy each of the processes and steps that lead to the culmination of the restoration work,
the trajectory; the path to the end has a greater weight than the result of the work. This does not mean
that it is not important that the restoration work is completed with quality and efficiency but that the
process is as important as the purpose. On the contrary, Western practice of paper restoration shows
that the end of the intervention work is usually more important than the process itself.

For example, the preparation of shin'nori is used as an adhesive in the conservation of Japanese paper.
Those of us who have had the opportunity to learn the Japanese method for the preparation of shin'nori,
know the advantages in practice of using this adhesive. Due to the tropical climate of Cuba, many
specialists decided to discard the use of starch for paper restoration because later, many pieces were
infested with microorganisms. A solution to avoid the proliferation of microorganisms in starch was the
adhesion of drops of a fungicide (phenol) to the preparation of starch after the process of a Bain Marie,
aka hot water bath. Conversely, the problems of infestation continued to occur, which is why the
extended the use of adhesives in gels such as methylcellulose (Tylose MH300, Glutofix 600 or Klucel
G) within the practice of the profession.

Then, when referring within the Cuban guild to the advantages of the use of wheat starch for the
restoration of paper, the alarms of those with more years of experience immediately jump, precisely
because their experience with this technique were poles apart. This is how knowledge acquired and put
into practice is shared, by demonstrating with facts, that if the starch is prepared in the Japanese way
then, we will not have any of the previous problems of infestation. Thus it can be seen that a piece
exhibited in a museum, without an air conditioning system, only with cross ventilation, intervened in
2013, using shin'nori as an adhesive, even in this year 2022, has not suffered any affectation by
microorganisms.
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Figure 1 (a)

Figure 2 (b)

Japanese folding screen "Cherry Blossom" (a) ( b) before intervention

The scene depicted in the folding screen portrays a stunning spring, with a representation of peony
flowers, cherry blossom trees, birds and a river in motion. The main objective of the conservation work
carried out on the Japanese folding screen "Cherry Blossom" was focused on physically stabilizing the
furniture of the six panels that make up the two panels of the ends. After carrying out the relevant
studies, an appropriation of the traditional Japanese method was needed, taking it to the Cuban context,
mainly because we do not have the necessary tools to carry out an intervention using the traditional
Japanese method. Mechanical cleanliness and the consolidation of the paintings had become lifted and
lost, the karakami, decorative backing paper, and the mounting fabric was necessary.
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Figure 3 Figure 4

Paint damage

Figure 5 Figure 6 Figure 7 Figure 8

Some damage present (Figure 5 and 6, missing silk) (Figure 7 and 8, paint and gold foil damage)

In addition, new paper hinges were made to integrate these separate panels to the rest. An interesting
fact in relation with this work is that the folding screen was intervened previously, but unfortunately,
we could not find the records of the previous process. Thanks to the collaboration with the specialists
of the TOBUNKEN, the paper fibers were correctly identified since there was no sample of Japanese
paper fibers in our files. The confirmation of the Japanese paper fibers together with the structure and
techniques, and other analyses carried out by Cuban specialists include: The Identification of the
Wood Fiber, Scanning Electron Microscopy which was performed on paper, textile and lacquer, and
Dispersive X-Ray Fluorescence (FRXP), for the identification of the color palette from the qualitative
analysis of some FRXP spectra.
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Figure 10

Figure 9 Figure 11 Figure 12

Paper hinges. The best result, to the kimpaku oshi Japanese Technique, was the gold with Mixtion.

Figure 13 (c) Figure 14 (d) Figure 15 (e) Figure 16 (f)

Detail (c) (d) (e) (f) of a previous intervention

Figure 17 Figure 18 Figure 19

Mechanical cleanliness
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Figure 20 (g) Before restoration Figure 21 (g) After restoration, impainting

Missing paints on verso painting

Figure 22 (h) Kand Figure 23 (i) Nobu nao Figure 24 Kand Naonobu

During the process of mechanical cleaning of the paintings, the artist's seal was found, in subsequent
collaboration with TOBUNKEN specialists, the painter could be identified and in a visit made by
specialists of that institution in 2017, the origin of the Japanese folding screen was authentic.

Figure 25 Japanese folding screen after the intervention
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Subsequently, the dating could be correctly established, placing it in the Edo era (XVII-XIX centuries),
the pictorial style represented typical of the Kano school, and one of the most important discoveries,
the painter Kand Naonobu.

Another point to note is that this folding screen, and another from the 7osa school painter, was never
exposed to the public since 1998 when it was transferred from the National Museum of Decorative Arts
to the Asia House Museum OHC.

Figure 26 Some damage present on the front of the folding screen

The collaboration, intervention and research of this screen is undoubtedly some of the best experiences
of my profession, which would not have been possible without the previous participation in the
International Course on Conservation of Paper in Latin America one encounter with the East and the
JPC training course. On the other hand, the contextualization of the Japanese way of working has also
been beneficial in the intervention of Western documentary heritage. For example, books written in
Braille system, the Karibari table drying system would be ideal, versus the traditional weight that we
use in Western workshops. This method makes the reading of Braille not lose its distinctive relieve.
Other example it’s the application of the shin ‘nori, whit the Dalia onto the paper for lining documents
with an important damage for the oxidation of ferrogalic ink. In the author's experience, this process of
lamination using shin'nori is much more practical in terms of resistance and elasticity for the humid
climate of Cuba than laminating with methylcellulose, which tends to behave differently.

CONCLUSION

The work carried out by the specialists of the Japanese paper course JPC, is vital in the contribution of
the change of perspective and practice of the paper conservator. It is imperative to know as participants
of these courses that we have contributed to disseminate our experiences in our countries. Participation
in these conferences are extremely necessary for professional development. Therefore, I believe that
the most important task is to share our experiences not only within the guild of paper conservators, but
also with students in academic training. The best possible way in my opining would be through classes
related to the learning of the Japanese mode, advice on thesis work, either by appropriating the Japanese
way in the conservation of Western documentary heritage, or by involving students in work projects
related to the conservation of Japanese works. If something is learned well as we advance in our
professions, it is that we can never categorize on an issue or think that what we know is enough, since
the field of heritage conservation is renewing every day. It is impossible to stop learning in this career,
hence the concern in the academic training of the conservative. Even utilizing the tools necessary to
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work we should always operate under the principle of respect to our cultural differences and the humility
that in my opinion a conservator should possess.
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INTRODUCTION
Papermaking Tradition in Iran and Central Asia

In traditional Japanese paper making, two main techniques are used, namely “Tamezuki” and
“Nagashizuki” techniques. Tamezuki is a handmade paper process that was practiced during the Heian
period (794-1192), and it is still used in Japan for specific processes such as producing wood-block
printing papers or papers for graduation diplomas (Ohkawa, 1991a). Nagashizuki is a technique peculiar
to Japan. It is characterized by ejecting excess pulp stock from the mold made possible by the use of
Neri (Taki, 1991). It can be said that the basic difference between the two methods is that the adjustment
of the overflow of water is done in Tamezuki by beating the pulp stock during preparation of the raw
material and by using Neri in the case of Nagashizuki (Ohkawa, 1991b). It is to be noted that Tamezuki
technique was the method used when papermaking was invented in China. Tamezuki was conveyed to
other parts of the world, but it seems that the Japanese later developed it and that is why it has been
listed under the techniques of Japanese handmade papermaking.

Persia played a key role in the transmission of the art of papermaking from China to the West. The
history of origin of paper prior to printing and its spread to Islamic lands including Persia and Central
Asia have been discussed by number of scholars. The valuable work written by, Mayel Heravi (1993),
Karabacek (2001), Bloom (2001), Loveday (2001), Afshar (2011) have shed lights on the subject.

According to Bloom (2001), the story that paper was introduced to Islamic lands by captured Chinese
prisoners to the Muslim soldiers at the battle of Talas (Taraz) in 751 CE is another charming legend.
He points out that before the battle of Talas, papermaking was already practiced in Samarqand by the
8th century. Furthermore, according to him there is no historical evidence to prove that Chinese
papermakers needed to have been involved in the transfer of paper making technology as paper was
already widely known in Central Asia and presumably manufactured in the pre-Islamic period.
Moreover, he highlights that, rag, but not bast (i.e., plant such as the inner bark of the paper-mulberry,
that normally was used by Chinese) would be characteristic of paper in the Islamic lands for centuries
and early paper produced in Persia. From this fact we may conclude that the same style of technique
that the Chinese used - later known as Tamezuki in Japan (Yagahashi, 1991) - might have been practiced
by the Persians to make their own paper when they got exposed to Chinese technique, except
predominantly using rags instead of bast fibres. Papermakers in Persia and Central Asia had presumably
perfected the production of paper from flax or cotton in form of waste materials, old rags and ropes.
According to Karabacek the first rag paper was produced either by Persians or Arabs from linen and
hemp (Helman-Wazny 2020). It is also believed that fragments of nets, ropes, and rags have been found
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in ancient Chinese paper, suggesting that rag paper, which refers to a type of paper made from waste
materials, had already been produced at that time. It is known that the production of paper from bast
fibers of Moraceae plants, such as kajinoki, occurred at a much later date in China. On the other hand,
rags can be produced from linen, products from bast fibers of flax, meaning that most rag paper would
have been made from bast fibers (Pan 1980, Enami et al., 2010).

With the arrival of Islam, the use of paper and papermaking, was spread quickly from Persia and Central
Asia (Samarqgand by late 7" C.E.) and Baghdad (by late 8" C.E.) throughout the Islamic lands (Egypt
by late 9th C.E. and Iberian Peninsula by late 10" C.E.). Between 9™ to 17" century papermaking in
greater Iran (Persia) was the most advanced and maintained longest comparing to any of the Islamic
lands. However, by the 18" century, the paper industry declined gradually and during the 19" century,
became non-existent and gradually the history of knowledge was lost.

Exposure to Japanese Technique of Handmade Papermaking

I was among the first batch that participated in Japanese Paper Conservation Course (JPC) in year 1992
in which it was a valuable experience that led to number of projects and achievement in my future
career. During the JPC course I was exposed not only on Japanese paper conservation methods but the
Japanese papermaking techniques namely Tamezuki and Nageshizuki at Nara. (See Figure 1 and 2).

Figure 1 Nagashizuki technique process, JPC, Nara Figure 2 Tamezuki technique process, JPC 1992,
1992 Nara

The experience that I gained from JPC course sparked my interest and passion in material technology
of paper manuscripts that lead me to continue my higher education at PhD level in Conservation. My
research thesis was entitled: “Scientific Comparative Study on Materials Used in Persian and Indian
Miniature Paintings”.

As a faculty member at the Conservation and Restoration of the Art University of Tehran and Isfahan,
Iran during 1992 -1999, and later in International Islamic University Malaysia in Kuala Lumpur during
2004 -2016 I had an excellent chance to explore the possibilities of applying what had been learned
during JPC course especially Japanese handmade papermaking experienced in Nara. One of the main
important topics that I always included in the course outline for material technology of paper was, and
still is discussing the Japanese handmade papermaking techniques, sharing eighty photo slides taken
from JPC 1992 course at Nara.
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CONTRIBUTIONS INSPIRED BY JPC 1992 IN IRAN & MALAYSIA

As an academician and university lecturer in Iran and Malaysia for last thirty years, the transfer of
knowledge that I gained from the significant experience at Nara promoted and inspired a number of
students in the field of handmade papermaking. Moreover, it also leaded to a number of research and
dissertations at different levels by a number of students which became a great source for handmade

papermaking studies. In this paper the research and workshop projects that were achieved by four
former students, two seniors and two juniors, three in Iran and one in Malaysia will be shared and
presented briefly.
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1- In 1995, the writer served as an advisor to a master thesis (Malekian, 1995) that carried out in

the restoration and conservation faculty at Art University of Isfahan (previously called Pardis).
The subject of the thesis was “The Identification and Reproduction of Samargandi Paper for
the Purpose of Restoration”. The case study was a beautiful 13th-century manuscript of the holy
Quran (Acc. No. 78840) from Iran Library, Museum and Document Centre of the Islamic
Council. It was aimed to reproduce the same paper fibre as that of the manuscript based on
scientific analysis for mending and filling the loss areas using hemp fibre inspired by Tamezuki
technique. The full report was presented in 1998 JPC seminar proceeding (Barkeshli, 1998).

Following to his successful thesis, Malekian elevated his skill in traditional handmade
papermaking and started to develop the technique of Samarqandi paper experiments with the
knowledge he gained from Japanese paper making techniques. With his developed skill he
started to teach in several art institutions and trained a number of students in art of the
bookmaking, including handmade papermaking. In 2015 he started to organize systematic
workshop classes on traditional handmade paper making in Iranian Cultural and Artistic
Institute of Book Design located in Tehran. Classes are two-months in duration for each term
with six to eight sessions. About fifty students are trained every year, each semester with a
capacity of ten people. The technique that are conducted for training in the workshop is based
on the earlier Samarqandi paper research that was inspired by Tamezuki technique. The fibres
used are mainly hemp and local inner bark of white mulberry tree. First, the branches are soaked
and boiled, to soften the bark. Then the inner bark is separated, boiled, cleaned followed by
boiling them once again with alkaline substance such as lime water and sometimes with a
sodium hydroxide solution. The alkaline materials are boiled with fibres for about two to three
hours, and then the fibers are washed and pounded for 8 to 10 hours with a wooden hand beater
till it becomes proper paper pulp. For training purposes beaten the pulp are made and dried in
advance. Wooden papermaking deckle with galvanized metal screen mold are mainly used for
papermaking process. (See Figures 3-14)
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Figure 3 Hemp fibre

Figure 4 Bark of white mulberry tree Figure 5 Branches are soaked and boiled, to
soften the bark and remove inner bark
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Figure 6 Inner bark are boiled with alkalis, washed and beaten to make pulp and then dried

Figure 7 Wooden deckle with galvanized metal screen mold Figure 8 Paper making process

Figure 9 Formation of paper on the mold
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Figure 10 Transfer of paper on the cloth to press and dried ~ Figurel1 Removing the paper from the cloth
after it is dried

Figure 12 Handmade papermaking class conducted by Hamid Malekian at Iranian Cultural and Artistic
Institute of Book Design

Figure 13 Paper made from inner bark of white mulberry tree Figure 14 Paper made from hemp fibre
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2- According to the report authored by Firiba Madjidi (2022) “The idea of establishing traditional

handmade papermaking workshop for training and artists material, I was inspired by Dr.
Mandana Barkeshli in her class on paper and manuscript conservation and restoration in year
1992 at Art University of Isfahan.” According to her the Japanese Paper Making that was taught
in the mentioned class and the information she gained from the master thesis of Mr. Hamid
Malekian (1995) on the Samargandi paper under my supervision made her to get acquainted
with the techniques of handmade paper making. She started organizing a workshop on
handmade papermaking in the classes of paper conservation and restoration at Art University
of Isfahan in 2004. This leaded her path to conduct papermaking workshops in other universities
such as Payam Noor of Kohandej, and Mobarakeh Azad at Isfahan, and University of Islamic
Arts at Tabriz. Every year about 20 to 30 students were trained in the field of handmade
papermaking. In addition, she established her private papermaking workshop to collaborate
with the universities to train the students at the request of university lecturers. Several local
fibre plants were experimented and prepared manually in the workshop by students using cotton,
hemp, jute, silk, ramie and rags. According to her linen was not used in her workshop due to
lack of access to linen and linen fabric.

In 2007, the handmade papermaking workshop of Termeh at Isfahan officially established by
her, and over the years, various tools were made for producing artist’s handmade paper as well
to training students. Unfortunately, this workshop was closed in 2016. One of the reasons was
the non-renewal of the contract of the workshop by original owner of premises and the lack of
sufficient support from the cultural heritage organization. Moreover, due to personal financial
issues not having enough capital to get a new place, Termeh workshop was closed down. Now
Majidi is hoping to be able to start her workshop again in city of Mashhad soon with support
of Astan Qods Razavi Library. (See Figures 15-23)

Figure 15 Termeh papermaking workshop that was established by Fariba Madjidi in 2007
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Figure 16 Boiling fibres in alkaline solution Figure 17 Washing the paper fibres thoroughly before
papermaking process.

Figure 18 Using mechanical beating machine to make paper pulp

Figure 19 Formation of paper on the mold Figure 20 Transferring the paper fibre on the
cloth.
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Figure 22 paper made from mixture of hemp, cotton Figure 23 Paper made from hemp fibre and sized
and rag and sized with marshmallow flower with gum arabic
mucilage

3- During 2016 to 2019 before covid era I was invited to conduct classes and workshops on the
techniques of Persian art of the book at Art Department of Al-Zahra University in Tehran. As
part of the course, traditional handmade papermaking was presented mainly 7amezuki and
Nageshizuki techniques of Japanese Paper Making based on the slide’s presentations taken in
1992 at Nara. As usual a number of students were inspired to make an attempt to establish their
own workshop on handmade papermaking, however due to lack of systematic support and lack
of leadership from government along with financial issues many failed. However, among them
one of my students Sepideh Monadi succeeded despite all difficulties that she faced. After her
university graduation she started to communicate with me for further information on handmade
papermaking techniques which leaded to establishing a workshop in 2019 with her husband at
her village in Mazandaran, Iran. She managed to get some support from Iran cultural heritage

76



Theme 4 Transfer Expertise to the Next Generation

organization getting a small land and her workshop officially opened in 2020 called “Sepideh”.

In her workshop number of local plants were examined to be used as raw material for
papermaking including jute, bamboo, wheat, and rice husks which the latter one showed the
best result in terms of smoothness, easy to work and less time consuming for paper pulp
preparation. As Mazandran is the main province of planting rice in Iran, the use of rice husk
(kah-e berenj) as raw material has an advantage to utilize the resources available locally in
abundance. Handmade paper was made based on the knowledge gained from Japanese
papermaking techniques. The rice husks were soaked and washed followed by boiling the fibres
in an alkaline substance such as sodium hydroxide. After, it was thoroughly washed and beaten
to obtain pulp for papermaking. Figures 22- 30 shows the workshop along with the paper
samples made in Sepideh workshop.

For her effort on producing paper from rice husk in August 2022, she was awarded the first
national prize from the Mazandaran provincial government in the competition called “eco-
friendly handicrafts made from the local waste”.

Figure 25 Cutting the fibres to pieces Figure 26 washing and soaking the
fibres
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Figure 27 Boiling the fibres with alkaline solution following washing thoroughly with water

Figure 28 Beating papers to obtain paper pulp Figure 29 Adding water to paper pulp in the vat
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Figure 31 Transferring the paper on the cloth Figure 32 Rice husk paper after drying
followed by drying
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4- Another selected research project which is presented here is a final degree project of an

undergraduate Malaysian student, Nur Azimah bt Mansor from International Islamic University
Malaysia under my supervision entitled “Handmade paper from kenaf as a new finding in paper
conservation”. The research project presented a study that was conducted in order to assess the
potential use of kenaf (hibiscus cannabinus L), in producing the handmade paper for
conservation purpose inspired by a traditional Japanese papermaking technique, Tamezuki. The
research was carried out to find a new alternative in the production of handmade paper, and its
use in paper conservation and restoration in Malaysia. The produced paper tested with several
scientific tools to evaluate the suitability of the paper for the aim of the research. Even though,
kenaf can be considered relatively new in pulping industry in Malaysia, but research showed
that it has great potential to produce handmade paper for different use including conservation
and restoration purposes. It is to be noted that, not all of the findings were entirely successful
due to limitation in scientific laboratory test and need further study to get more accurate results
in order to produce a handmade paper that is comparable to other existing handmade papers
available in Malaysia. (See Figures 33-41)

Figure 33 kenaf fibre soaked in water for a day
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Figure 34 Fibre was boiled in alkaline solution Figure 35 Beating fibre after washing thoroughly
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Figure 36 Drying after papermaking process

|- -
Figure 38 Measuring paper weight and thickness

Figure 39 Measuring paper bursting strength
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Figure 40 Measuring paper folding endurance and tensile = Figure 41 Paper sample tested for restoration of a
strength paper manuscript

CONCLUSIONS

The transfer of knowledge that I gained from the significant experience at Nara during the first JPC
course in 1992, lead to number of research and thesis works in different levels by a number of students
which became a great sources for papermaking studies. In this paper the research and workshop projects
that were achieved by four former students, have been shared and presented. The three common
characteristics that all these experimental handmade papermaking workshops have shown are:

1- Using the techniques inspired by Japanese papermaking knowledge.
2- Using local fibres as the source of raw materials
3- Using paper in different thickness not only for artist’s demands like calligraphers but also for

the purpose of conservation and restoration of historical manuscripts.
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Since 1992, nine Canadians have been accepted into the International Course on Conservation of
Japanese Paper (JPC). This paper’s co-authors are fortunate to be the three most recent Canadian
attendees and have cooperated and collaborated on a number of research and dissemination efforts
including lectures, workshops, and ongoing research projects. These efforts are built on the knowledge
shared by earlier JPC attendees. This paper will describe some of the legacy of knowledge
dissemination, research, and exchange that the JPC has helped foster in the Canadian paper conservation
community.

The documentation from the first Canadian participant, Canadian Conservation Institute (CCI) Paper
Conservator Sherry Guild (1992), resonates with familiar content and images from our respective times
at the National Research Institute for Cultural Properties in Tokyo. Looking back through Guild’s
records of her course experience and comparing it to our experiences in recent years, there is both a
consistency and a clear evolution of the course content with time.

The emphasis of earlier JPC courses on the construction of karibari boards was echoed in knowledge
sharing in courses offered on this side of the ocean. In 2002, a two week-long iteration of a Japanese
paper conservation workshop was offered at the National Archives of Canada. Canadian participants
from the first decade of the JPC [Guild, Wanda McWilliams (1995) and Mary Murphy (2000)] invited
one of their instructors, Mr. Kazunori Oryu, to travel to Canada to instruct a group of ten Canadian and
five international conservators. The dynamics of images captured during the course show the
importance of hands-on learning, and the invaluable transfer of knowledge from masters to students
during workshop practice, echoing the format of the JPC.

Great consistency is found in the JPC course throughout the decades in the rich levels of information
about key materials that are foundational now not only to Japanese screen and scroll mounting, but also
to Western paper conservation: wheat starch paste, Japanese paper, and Japanese brushes. Armed by
the JPC with this greater understanding, one enduring legacy of the contingent of Canadian JPC
graduates is the ready access of Japanese tools in many of our Canadian institutional and private paper
conservation labs. The linkage to the course is clear: in the paper conservation labs at the CCI, it is
possible to turn over the paste bowl (noribon) and see a small graphite inscription dating its purchase
to 1993 — one year after Guild returned from the 1992 course. Similarly, brush sets currently found in
labs like those at the Canadian Museum of History (CMH) or Library and Archives Canada (LAC), or
any number of other paper conservation labs in Canada, represent a modest but varied range of Japanese
brushes available for conservators' use.
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As conservation training in Canada includes a series of hands-on internships to further develop the skills
and theory learned in college or university coursework, each JPC participant has nurtured and trained
interns, passing on knowledge from the JPC courses. For instance, in 2006 Murphy (JPC 2000), Head
of the Maps and Manuscripts Conservation Lab at LAC, supervised co-author Crystal Maitland's
curriculum internship. Re-lining a karibari board, brush handling, paste preparation, dilution and
manipulation, and the adaptation of these tools to the lining of Western artworks were all hand-skills
passed from mentor to mentee. Similarly, in 2004, Anne Maheux (JPC 1985 Rome, JPC 2011),
supervised co-author Amanda Gould’s first lining of a work of art on paper at the National Gallery of
Canada (NGC).

This knowledge transfer continues to ripple out through the community. In the summer of 2015,
conservators and interns from three large institutions (NGC, CMH and CCI) gathered in Ottawa at the
CCI to reline three karibari boards. Pooling their collected knowledge as JPC attendees, colleagues of
JPC attendees or former interns of JPC attendees, the boards, likely created at the 2002 workshop hosted
by the first round of Canadian JPC graduates, were relined by the participants over the course of several
weeks.

Each JPC course fosters the importance of information sharing to its participants — indeed, we each
make a commitment to continue to disseminate the knowledge learned. In 2019, a team of conservators
led by Maitland of the CCI (JPC 2018), Gould of the CMH (JPC 2013) and Doris St-Jacques of LAC
gathered for a one-day workshop called East Meets West in the National Capital Region. The course
brought together two dozen paper conservators at all stages of their careers - from interns to those with
decades of experience - from the region surrounding Ottawa, the capital of Canada. Participants and
lecturers included six JPC alumni and guest Nancy Jacobi, founder of The Japanese Paper Place (JPP),
a key supplier of Japanese paper to North America and beyond.

Much like the JPC, the workshop content focused on paste, paper, and brushes, and used a blend of
lectures and demonstrations while emphasizing hands-on experience. Paste was cooked and worked in
a variety of methods so that it's tactile properties and film forming capabilities could be compared,
building on research into variations of paste cooking methods (Maitland, 2010; Matsumura 2021). The
invaluable experience of observing Japanese conservators cook paste at the JPC added depth to the
discussion of the paste properties, when and how it’s used, and how that differs between scroll mounting
and Western paper conservation traditions. Brushes were assembled from several national labs to
demonstrate the array of fibres, qualities, and purposes of Japanese mounting brushes. A group activity
of matching different descriptions of washi to unlabeled sample sets helped participants link the effects
of different types of fibre, fibre preparation, and sheet forming to the different properties of paper that
they may find in their conservation labs. The differences in qualities of paper marketed at different
periods and different price points were discussed, and the value of continuing access and preferential
use of high quality “heritage” washi demonstrated (Japanese Paper Place, 2022).

It is important to acknowledge that this concept of exploring the intersection of Western paper
conservation and Eastern methods was not originated at this Canadian course. It is built on a legacy of
information exchange from not only the JPC, but from other conferences and workshops such as the
2015 conference Adapt and Evolve: East Asian Materials and Techniques in Western Conservation
(Whymark, 2017) hosted by ICON in London, as well as a rich body of literature on the subject.

For instance, the washi identification group activity presented in 2019 is forming the basis for
developing descriptive metadata. This washi identification activity was built, with permission, on the
exercises developed by Megumi Mizumura of the British Museum, Takao Moriki of the Moriki Paper
Company, and Jacobi of the JPP. These workshops were given at the 2015 ICON conference in London
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and the joint American Institute for Conservation (AIC), and Canadian Association for Conservation of
Cultural Property (CAC), annual meeting and conference held in Montreal in 2016.

An additional outcome of the JPC course has been the development of our understanding of what types
of washi have been available in Canada since the early to mid-20th century. These papers have been
used by artists, bookbinders, and conservators. Gould began a project at the CMH in 2014, a year after
attending the JPC, to investigate and better document the washi that has been used as a support for Inuit
prints made in the Canadian Arctic since 1957 (Gould, 2015).

Gould and her co-authors, in their examination of the Cape Dorset Prints held at the CMH, found that
just over half the prints — approximately 3000 — produced at the studio between 1957 and 2010 used
Japanese papers as a substrate. The Japanese papers used have ranged between the sometimes
problematic paper called Mulberry that has been made from varying mixtures of non-domestically
grown kozo and non-traditional fibres, to the Seichosen kozo washi made by the Osaki family of
Teramura (Gould et al., 2018, 2021).

Some of the objectives and outcomes of the project have resulted in more comprehensive catalogue
descriptions and greater understanding of the materiality of the prints. The project built on and
acknowledged complimentary Canada-Japan collaborations, exploring the intersections and meeting of
art on paper and cultural expression. Presentations and publications have since begun to capture the
history of paper commerce and the import and impacts of paper character to the artist printmaker, the
reasons for paper choice, and challenges faced in obtaining paper with the desired character and quality
(Gould et al., 2018, 2021; Gould, 2019).

In support of the project, a group of paper conservators, including former JPC attendees, and other paper
experts such as Jacobi came together in 2015 to consult on the information to be sought about the types
of washi that had been used by Inuit artist printmakers. The participants in the workshop talked about
existing description and grading systems for paper, such as the Print Council of America Paper Sample
Book (Lunning & Perkinson, 1996), and the washi grading systems developed and periodically refined
by Jacobi and colleagues (Mizumura et al., 2017). A desire for a Print Council standard equivalent for
washi, even if just the varieties known to have been sold in North America, was also discussed.

Jacobi, after founding the JPP (circa 1982) has long promoted the understanding and use of the best
quality washi for the desired end use of her artist and conservator customers. The JPP began supplying
washi to conservators through the Guild of Book Workers Standards Conferences (USA) in the early
1980s, expanding to include other conservation-based organizations in the years that followed. Jacobi
has equally led art-focused initiatives such as the Washimakers Canada Tour to Toronto and Kinngait
in 2002 (Kahn, 2003), and the World Washi Summit held in Toronto in 2008, such that conservators
will continue to encounter washi in the art made and collected in Canada.

Jacobi has also been integral to the Inuit print project at the CMH (Jacobi, 2015, 2016). Through Jacobi
it became possible to host former Moriki Paper Company President Shinji Moriki, his wife Akie, and
daughter, paper conservator Kayoko Moriki Ichinomiya, at the CMH for two days in October 2015. The
multi-generational Moriki Paper Company family have been washi distributers to North America since
the mid-twentieth century, first through New York based paper importer and distributor Andrews,
Nelson, Whitehead, (ANW) and then through the JPP. Shinji Moriki brought a notebook (1967-71)
containing records of orders from ANW showing the varieties and quantities of Japanese papers that
were making their way from Japan to North America in that period. The Moriki Paper Company
notebook in combination with paper sample booklets and price lists from the 20th century iterations of
ANW have revealed to us the surprising quantity and range of quality of the washi exported to North
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America in the 20th century, its distribution to artists at the far reaches of the continent, and the resulting
implications for artists and for conservators of North American paper collections.

The detailed knowledge of papermaking steps gained through the JPC course work and tours, together
with the more nuanced understanding of the North American paper trade begun through this Inuit Print
project, reinforces the ongoing need to encourage washi literacy among both conservators and artists
utilizing the paper in their practices. A pilot project has been launched to identify the sources and
qualities of unknown papers extant in the supply cabinets in Canadian conservation labs - both to
understand the qualities of papers that have been used in conservation treatments in the last decades,
and to ensure that high quality washi is used in the future (Maitland & Hirono, 2020; Mizumura &
Moriki, 2017).

In parallel with this paper identification project, Queen’s University Art Conservation is developing an
art material archive which will include Canadian and international artists’ media, catalogues, and other
trade information. Our current focus is on the identification and description terminology of our currently
held Japanese and other conservation papers and on the acquisition of new papers that will form a rich
legacy collection for future research. Collaborating with colleagues at the CCI, CMH, and the JPP, we
plan to develop shared technical and descriptive metadata which will be used in a searchable open-
source database.

Our efforts in these various projects have involved the assembly of a wide range of resources into an
annotated bibliography of Western conservation literature (mostly in English, though including those
published in East Asia and later translated into English) about East Asian paper with a concentration on
washi and Japanese paste and brushes. This bibliography was begun by a Queen’s University Master of
Art Conservation student during a curriculum internship at the Canadian Museum of History in 2019
(White et al., 2019). This annotated bibliography continues to be updated as project work progresses.

The JPC course provided foundational information on manufacture and use of Japanese paper, the
preparation and use of wheat starch paste, and the basic techniques for construction and care of Japanese
artworks such as folding screens and handscrolls. These materials and tools have become inextricably
linked to Western paper conservation practices, as well as Western art making. The curiosity sparked
by, and the knowledge provided by the JPC course have led to numerous avenues of inquiry that enrich
the conservation profession in Canada. Each new JPC attendee refreshes, builds and reassesses
knowledge shared by past attendees. Similarly, each new JPC attendee gains an international network
of paper conservation colleagues to foster exchange. Canadian JPC attendees remain committed to
further exploration and dissemination of topics related to the intersection of Japanese and Western
conservation practice.
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The Paper and Leather Conservation Studio of the National Museum in Krakéw has existed in its
modern form for 30 years. From the very beginning, Japanese techniques of conservation of paper
objects have been present in the Studio's practices.

From 1992 the head of the Studio is Ms. Lucja Skoczen-Rapata. She graduated from the Department of
Paper and Leather Conservation at the Nicolaus Copernicus University in Torun, Poland. From the very
beginning of her work she started to change the Studio from the bookbinding workshop to the modern
conservation studio. She also expanded Studio’s team, from three persons in 1991 to nine persons in
2022. Seven graduated conservators and two bookbinders work in the Studio today.

Not only the head of the Studio, but also most all members of the Studio graduated from the Department
of Paper and Leather Conservation at the Nicolaus Copernicus University in Torun.

The Department was a place the Japanese methods of conservation, restoration of art, the use of
Japanese materials and tools were transferred to the Studio’s members.

Ms. Mirostawa Wojtczak (1954-2015) was a lecturer and teacher of the Paper and Leather Conservation
Department of the Nicolaus Copernicus University in Torun. As a faculty member, she started to
conserve the objects of Far Eastern art in 1980s.

With passion and huge success, she has developed the field of research and conservation of the Far East
objects of art on the paper and fabric.

She participated in the 2nd ICCROM International Japanese Paper Conservation Course held in Kyoto
and Tokyo in 1993. She was the first Polish art conservator participating in the course.

In 1998 she was invited to a JPC evaluation seminar. Her presentation was about conservation of
double-sided, painted baroque funeral silk gonfalon, and was describing a work combining Far Eastern
and European techniques of paper and silk conservation. (Rosa H., Wojtczak M., Conservation of
painted, double-sided baroque gonfalon, Spiderwebs and Wallpapers: international applications of the
Japanese tradition in paper conservation, International Seminar on Japanese Conservation 14-20
December 1998, Tokyo 2000).

She created a course of lectures and exercises on the conservation of Far East objects on paper and
Japanese conservation methods. The course was created in the 1990s and is continued to this day.
During the course students learn how to cook and use wheat starch paste, use Japanese tools, especially
hake brushes, prepare papers with water cutting, line objects and use karibari board.
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She conducted her own research projects on the conservation of Far East objects of art. A large part of
her conservation achievements was a conservation work on objects of Far East art: Chinese and
Japanese scrolls, Japanese woodblocks prints, Mongolian thankgas, pictures on tsu-so paper.

At the Faculty of Fine Arts of Nicolaus Copernicus University in Torun, she co-founded the Laboratory
for Study and Conservation of Oriental Art in 2002, the first of it’s kind in Poland. The members of the
Laboratory co-founded the Polish Society of Oriental Art in 2007 and the Polish Institute of World Art
Studies in 2011. Since 2002 she co-organized a series of conferences titled “Meeting of Polish Art
Historians and Restorers of Oriental Works of Art”. She was an editor of a publications series named
“Torun Studies on Oriental Art”, printed in Torun by the Nicolaus Copernicus University Press.

Ms. Mirostawa Wojtczak was a tutor of almost 70 diploma thesis on conservation of the various objects
of art: maps, drawings, prints, pastels on paper and parchment, watercolors, books, Mongolian and
Tibetan thangkas, Chinese and Japanese scrolls, Japanese woodblocks prints, Chinese pictures on #su-
so paper, silk fans, Far Eastern embroided fabrics, palm leaf manuscripts.

Ms. Wojtczak has passed her knowledge to her students. Most of the Paper and Leather Conservation
Studio’s team were her students including the head of the Studio.

We all started to work in the Studio having basic skills of Japanese conservation techniques, and with
some knowledge of traditional tools and materials.

Two persons from our Studio’s present team are graduated students of Ms. Mirostawa Wojtczak. Ms.
Ewa Sobiczewska has presented her thesis on conservation of fukuro-toji Japanese book. Ms. Marta
Winiarczyk has presented her thesis on conservation of four Mongolian thangkas.

The National Museum in Krakow has one of the largest collections of Far Eastern art in Central Europe.
It has more than 12 thousands of objects of all kinds. The collection contains screens, scrolls, prints,
porcelain, swords and furniture.

The biggest and the most homogeneous part of this collection is a collection of Japanese art donated by
Mr. Feliks Manga Jasienski in 1920. It includes scroll paintings on silk and paper, pictures on tsu-so
rice paper, screens, fans and more than 4 600 Japanese woodblock prints.

Manggha Museum of Japanese Art and Technology was a branch of the National Museum in Krakow
for ten years. Manggha Museum was created on the initiative of film director Andrzej Wajda and opened
in 1994 as the Manggha Centre of Japanese Art and Technology. The Minister of Culture of Poland
granted the Manggha autonomy by changing its status in 2005. The Manggha Museum has been
operating as an independent museum since 2007.

Although the collection is kept in Manggha Museum as a deposit, the conservation works and research
on the objects are carried out by conservators of the owner, the National Museum in Krakow.

Department of the National Museum dedicated to Far East art collection was organized in 1994. In that
time, the Studio was granted with original Japanese tools and materials for conservation: Japanese
brushes hake and other tools, pigments and elements for mounting scrolls as Azimo cords and metal
fittings. The machine to cut out the passe-partouts, stockpile of cardboards for mounting woodblock
prints and boxes to store prints were also delivered.
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The Studio’s team has been trained by Japanese specialists. In September 1994, before opening
Manggha Centre of Japanese Art and Technology, Japanese specialists come to the Studio, unpack the
gifts and show them to the crew of the Studio.

They have taught the Studio’s team how to cook a starch paste, how to line paper objects and how to
mount them. The demonstration of calligraphy and Japanese book binding techniques were also held.

Since that time the Studio is equipped with:
- water brushes mizubake

- smoothing brushes, nadebake

- paste brushes, noribake

- smoothing brushes shirobake

- paste strainer norikoshi

- liftig sticks kakedake

- kiridashi knife, into knifes,

- awl senmaidoshi, yotsume-kiri gimlet, hakkaku genno hammer, Japanese scissors and a pair of sharp-
ended tweezers.

In the Studio we also use bamboo spatulas, wooden paste bowl, tawashi brush for cleaning hake brushes
and yahazoo stick for hanging scrolls. They were bought during courses and visits to Japan by the
members of the Studio.

Tokyo National Research Institute for Cultural Properties has been running “The Cooperative Program
for the Conservation of Japanese Art Objects Overseas” since 1991. Three hanging scrolls in the
collection of the National Museum in Krakow were restored in as a part of this program between 2015
and 2018. With a focus on an exhibition of these works of art, the International Forum “Restoration of
Japanese Painting” was held at the Manggha Museum of Japanese Art and Technology in July 2019.
Forum aimed to promote understanding of the restoration of Japanese paintings through an exhibition
of the restored artworks and the process of the restoration. Lectures, demonstrations, and workshops
were held during the forum. Members of the Paper and Leather Conservation Studio of the National
Museum have participated in the forum.

Each year about 500 different objects are treated in the Studio: prints, drawings, manuscripts, books,
posters, Japanese woodblocks prints, miniatures etc. For both, Far East and Western art objects, we use
Japanese techniques of conservation in our daily work. We use starch paste, long-fiber papers and
traditional Japanese tools.

Wheat starch paste is the basic adhesive used in the Paper and Leather Conservation Studio. We make
a fresh batch of paste when it is needed. We use a purified, dried wheat starch from Polish suppliers.
After cooking and cooling paste is kneaded twice using Japanese horse hair sieve. The paste may be
diluted with water depending on the needs. We use it for lining, infilling and mounting objects in passe-
partous.
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Sometimes we also use seaweed paste funori. We use it especially to consolidate brittle paint layers.
When it dries, it’s bulk is not apparent and it appears to be matte while having a very thin and smooth
surface. The matte effect is an important factor in the conservation of watercolors and gouache paintings.
Funori paste prevents colors from bleeding.

In the Studio we do linings mostly with Japanese, long-fiber kozo papers. For infills and sticking the
cracks in paper objects, we also use Japanese papers and tissues. Edges of paper strips are cut with brush
and water. If a lining needs joining of paper sheets, theirs edges are also cut with brush and water.
During lining process we use kakedake to safely lift the pasted paper and the nadebake brushes for
smoothing them.

For objects which were stored in rolls, we use method similar to orefuse technique in the conservation
treatment. Creases and cracks in paper caused by repeated rolling and unrolling are lined with narrow
strips of paper before lining the whole object. Paper strips are cut with brush and water. Damaged
posters, large format stained glass projects, polychromy projects, and maps are repaired that way.

Part of the team of our Studio prefer to use Japanese tools, while some part of the team prefers European
ones. Nevertheless, methods of conservation are always the same. It is really difficult for us to say,
which of the techniques used in the Studio are strictly traditionally Japanese. For us, they are techniques
that we were taught during our studies. We have perfected them later in our professional work. Some
of us had an opportunity to attend courses organized by the Tokyo National Research Institute for
Cultural Properties in Berlin and Tokyo. The knowledge gained by participants was passed to the
Studio’s team.

Japanese conservation methods are permanently woven into our own conservation daily work.

ABOUT THE AUTHOR

Marta Winiarczyk is conservator at the Paper and Leather Conservation Studio of the National Museum
in Krakow, Poland since 2005.

She graduated as MA from the Department of Paper and Leather Conservation at the Nicolaus
Copernicus University in Torun, Poland. She graduated as MSc from Protection of Cultural Property -
Museology (Nicolaus Copernicus University in Torun), and graduated from postgraduate studies of
Modern Analytical Techniques for the Conservation of Historic Objects (Jagiellonian University,
Krakéw, Poland). Marta participated in the ICCROM International Japanese Paper Conservation
Course in 2018. She participated in Workshops on the Conservation of Japanese Art Objects on Paper
and Silk at the Asian Art Museum, National Museums in Berlin (“Japanese Paper and Silk Cultural
Properties” 2013, “Restoration of Japanese Folding Screen” 2015, “Restoration of Japanese Hanging
Scrolls” 2016).

martawiniarczyk@gmail.com

93



Marta Winiarczyk

Fig. 1. Mirostawa Wojtczak (1954-2015)
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Fig. 2. Japanese tools used in the Paper and Leather Conservation Studio of the National Museum.
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Fig. 3. Japanese methods of conservation used in the Paper and Leather Conservation Studio of the National
Museum.

Author of the photos:

Fig. 1. Matgorzata Grocholska

Fig. 2. Ewa Sobiczewska, Marta Winiarczyk
Fig. 3. Ewa Sobiczewska, Marta Winiarczyk
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AN EXPERIENCE THE “INTERNATIONAL COURSE ON PAPER CONSERVATION IN
LATIN AMERICA. MEETING EAST”

Marie Vander Meeren

National Coordination of Cultural Heritage Conservation/ National Institute of Anthropology and History [CNCPC-INAH],
Mexico

Over the past 30 years, interest in Japanese paper conservation traditions has grown within the paper
conservation community in Latin America, Portugal, and Spain.

Some acquire this knowledge by reading articles and scientific publications, but above all by
attending the Japanese Paper Conservation Course organized by the Tokyo National Research
Institute of Cultural Properties in conjunction with ICCROM since 1992 or joining workshops led by
colleagues who have learned from Japanese professionals.

As a result, this knowledge was widespread in paper conservation workshops of institutions in Latin
America. However, few professionals were able to attend, either because they were not fluent in
English or because they were not informed of the existence of this course.

Something similar happened in our paper conservation studio, the experience of incorporating and
adapting Japanese paper conservation materials, tools, and techniques began in 1997 when I had the
opportunity to attend the JPC in Tokyo. Upon my return from Japan with the excitement of the
moment and impatience to put into practice what I have just learned, my first reaction was to apply
everything, but quickly I realized that I needed to pause and that it was necessary to evaluate what
was feasible or not, according to the characteristics of our paper-based heritage. I progressively
understood the need to adapt them and, during the daily work, through tests, I went from the euphoria
of the first moment to a stage of reflection, evaluation, and questioning. Questions then arose: is it
necessary to apply it in the same way? Is it correct to adapt it? What other national tools can replace
the Japanese ones, especially the very expensive brushes? Although it was clear to me that it was not
about establishing categories or comparing materials and techniques of different origins and
contexts, at that time I was convinced that it was important to know them and incorporate them,
taking into account other non -Japanese possibilities as well.

In addition to these questions, I had in mind, as a personal commitment, to promote the dissemination
of this learning, first within my institution to the students of the conservation-restoration school as
well as colleagues. And while this was only at a national level, by that time my interest was also
growing to take this knowledge beyond Mexican borders to other countries in the region, considering
it important to disseminate it in Spanish -since the JPC course was taught only in English- and to help
paper conservators to have access to this information, since we share similarities, challenges, and
common cultural references regarding the conservation of paper-based heritage.

In 2010 an agreement was signed between ICCROM and my institution. This moment allowed us to
propose a project that would become the International Course on Paper Conservation in Latin
America. Meeting East, to be held at the National coordination for conservation of Cultural properties
in Mexico.
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However, it was necessary to place the base, structure it, establish a starting point and make
arrangements to strengthen ties between colleagues from Mexico, Japan, and other countries. The first
step was to hold a seminar in 2011 with the participation of several colleagues from Latin America
and Spain who had attended the JPC in Japan since 1992, to have a space for mutual feedback, sharing
experiences after the course in their respective countries and work environments.

The conclusion of this seminar identified the importance of incorporating materials, tools, and
Japanese paper conservation techniques into Western paper conservation and their application,
directly or with relevant modifications, to the Latin American context.

The participation and the interest of Dr. Masato Kato, head of the JPC in Japan, as well as the
presence of Katriina Simila, from ICCROM, in that seminar, enable the construction of the course,
whose foundations began to take shape from that moment on.

A team of teachers was then formed with the participation of Masato Kato as coordinator of the
Japanese team and for the Latin part: Florencia Gear (Argentina JPC2006), Luis Crespo (Spain, JPC
2011), and myself as general coordinator of the course, to dedicate a little less than a year to structure
and elaborate the contents of the course.

In addition to this planning work, before the beginning of the course, Masato Kato invited me to
participate in the 2012 JPC, which allowed me to clarify doubts and raise new strategies for the
incorporation and adaptation of Japanese materials, tools, and techniques to the characteristics and
problems of conservation of our heritage.

The main goal of the Latin American course is on the first time to fully understand the characteristics
of traditional Japanese paper conservation before integrating them into a different context, in this case
the Latin American one. On the second time, encourage adapting of Japanese conservation techniques
for paper-based heritage, and third, incentive the exchange of paper conservation experiences and
knowledge between Latin American professionals.

The course has an intensive two-week program divided into two parts, Japanese and Latin, combining
theory and practice through lectures and experimental work. Frequent and enthusiastic interaction
among participants and instructors is necessary for fruitful discussions and a successful course. The
content focuses on six main subjects: paper, tools, adhesives, lining, drying, and flattening, each topic
is approached from theory and practice.

As we have mentioned, in the first part of the course, in charge of Japanese instructors, the objective
is that the participants understand Japanese paper characteristics and tradition and learn the basic
concepts of Japanese materials, tools and techniques. In the second part of the course, instructors
from Mexico, Spain, and Argentina present the applicability of the Japanese approach, materials,
and techniques to non-Japanese cultural heritage with particular reference to Latin-American paper
heritage and share our experiences with their adaptation. The modification of some Japanese
techniques to the Latin American context was an original and fundamental contribution to the design
of the course, which would give restorers the possibility of having alternatives and options, instead of
encountering the limitations that we had encountered when we returned to our countries of origin and
that took time to overcome.

Most of us who attended the JPC know the Japanese brushes; essential tools in the different paper
conservation processes, are often not used properly. During the course, and especially the Japanese
part, special attention is put on how and when to use the proper one, how to handle and how to clean
it.

98



Theme 4 Transfer Expertise to the Next Generation

In the Latin part and since Japanese brushes are very expensive and difficult to acquire in Mexico and
other countries of the region, we encourage participants to look for similarities in their countries,
based on the characteristics of each Japanese brush and their use for paper conservation process.

One of the main topics of the course is certainly to prepare properly starch paste. The Japanese team,
first present a lecture about wheat starch, its characteristics, properties, and the changes during the
cooking process. During the cooking process on induction stove, the participants have an active role,
in moving and moving the wooden stick.

Once the starch is ready, follow the process of sieving, preparing the paste, and then the correct
dilution.

On the other hand, in the Latin session, we also show the alternative cooking process on the gas stove
and microwave, since some countries do not allow the use of gas or don’t have induction stove. In
1997, we cannot find wheat starch in México but thanks to Masuda-san, who at this time was the head
of JPC and our instructor, I learned a very simple way to obtain starch from wheat flour. In some
Latin American countries, it is still difficult to reach wheat starch, so we included that practice in the
course as an alternative to obtain a low-cost starch.

The topic of Japanese paper has been difficult to tackle, given the diversity in quality and thickness,
together with the lack of information from suppliers, which makes the selection process for specific
purposes a complex one. The Japanese team has made a great effort to summarize the most important
characteristics to take into account when selecting Japanese paper for lining or infilling.

For the lining process, participants practice the traditional Japanese lining technic on Japanese paper,
but in the Latin part of the course, they practice the lining process on western paper samples where we
discuss the kind of paper, the sense of fibers, and the proper dilution of starch paste to use. We also
developed a lining exercise on western paper samples taking into consideration Japanese papers of a
different kinds of fiber and thickness, pasted with several starch consistencies: thick, medium, and
diluted. The purpose of this practical exercise is to evaluate the behavior of the lined paper samples
after drying and flattening, such as flexibility, adhesive strength, whether or not they present some
roll-up etc. Through continuous observation and testing, it is clear to us that not always the Japanese
paper considered "better quality" based on the type of fiber or its manufacture process is the most
appropriate to be incorporated into our paper heritage, it is necessary to understand the characteristics
of each one to take advantage of it according to the intended use.

Another Japanese technique that has been incorporated and adapted in our studio is the drying process
on Karibari. To achieve a similar result, we make a Mexican Karibari with local material. The wood
structure of our Karibari was elaborated with red cedar, a species used in Mexico for its conservation
qualities, and we adapted the dimensions to make it more compatible with larger paper such as maps.
To complete the paper surface of our Karibari, we used Japanese papers available in our studio,
with similar characteristics to those employed in the Japanese Karibari. Making a Karibari is not
something easy to execute, as much for the materials as for the technique of elaboration. For this
reason, we have incorporated the wood panel as an alternative material for the drying process.

On 2017 an evaluation seminar was scheduled in Mexico, but the earthquake of September 19, 32
years day by day after the 1985 earthquake, prevented us from doing so we prepared a survey. The
goal of this survey was to obtain quantifiable data of all the course's emissions for its evaluation and
have a general approach to how the knowledge acquired during the courses has been transmitted and
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applied. The main topics were: general Information, material, tools, technique, process, and
dissemination.

Throughout these years, the course offers us notable aspects: the opportunity to upraise knowledge
provides feedback, improve the contents of the course, and strengthen our daily practice. The
participation of different Japanese colleagues gives us the chance to observe and continue learning
year after year, being the direct source. While they maintain very consistent teaching, they also make
very subtle and personal adaptations that they developed from the traditional techniques they learned
in practice.

Concerning materials, starch is the adhesive of Japanese tradition with which we have worked the
most, achieving a greater understanding of its characteristics before, during, and after cooking,
incorporating different heat sources, such as the gas stove and the induction. In addition, it was
important to systematize the starch cooking process in the studio by recording information in a
register that we initially took from our Japanese colleagues and adapted to our particular needs.

In December 2020, and with the challenging and complicated pandemic situation that we have all
experienced, we organized a 4-day webinar entitled “Experiences and reflections of the International
Paper Conservation Course in Latin America. Meeting East, 2012 — 2019

The purpose of this webinar was to share the experiences, reflections, and testimonies of Latin
American paper conservators who participated in one of the seven editions of the course.

In retrospect, it is very significant to make a recount of 70 paper conservators from 15 Latin American
countries, Portugal and Spain, who attended this course and spent more than 2 weeks in long days of
learning and practice with Japanese and Latin teachers. In addition to the intense technical work, the
participants assimilated values such as order, cleanliness, discipline, and that intangible component
that characterizes the Japanese technical execution, which was silent, precise, and rhythmic. Although
it was not easy to appreciate, as the days went by it was very encouraging to hear their impressions on
learning about a different conception of the conservation of works on paper, which for many of them,
as they expressed it, led to a break in their professional careers.

Likewise, for us, each edition of the course has been an opportunity to evaluate and improve the
contents, update topics and reinforce the practice.

It is important to mention that since 2012 we have been fortunate to have the institutional support of
both the Tokyo National Research Institute for Cultural Properties and the National Coordination for
the Conservation of Cultural Heritage in Mexico, together with the collaboration of ICCROM, to
maintain the complex management required to carry out this international course.

Each issue of the course has fulfilled its purpose of disseminating these teachings in Latin America,
and after 7 generations it has been motivating to open a space to meet again in a wider environment
through a virtual platform and listen to the experiences in the application and adaptation of what has
been learned. Although the face-to-face modality is irreplaceable, given the impossibility of doing it
this way, we have focused our interest and work on generating this distance meeting. The results of
this webinar will be soon published in our CR 24 Magazine, Conservation and Restoration.

In addition to this and while the pandemic situation continued in 2021, we also thought it was
important to share certain Japanese techniques and materials with conservators of our Institute who
are dedicated to the conservation of other patrimonial objects since they could apply and/or adapt
them in certain processes.

This year, in the hope that the pandemic will give us a break, we will hold the 8th edition of the
course on November.
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JPC AS PART OF ICCROM COURSES

Speaker: Valérie Magar

Unit Manager - Programmes, [CCROM

Konichiwa and good afternoon to everyone from Rome. It is an immense pleasure to be here with you
today for the symposium following the amazing three-day evaluation seminar of the International
Course on Conservation of Japanese Paper. I want to thank the Tokyo National Research Institute for
Cultural Properties and Mr. Masahiko Tomoda, and particularly Kato-san and his team for organizing
this four-day event. I also want to thank everyone who has worked behind the scenes and particularly
my colleagues, Alice lemali, Elisa Ortiz and Franco Barrameda, for making the gathering of former
participants possible. Finally, I also want to thank all the speakers and former participants for sharing
their experiences, comments, anecdotes, questions, and suggestions with us.

I would like to speak of the JPC course from the ICCROM perspective. As you all know, ever since
ICCROM was created in 1956, one of its main aims has been to provide training and capacity building
activities for conservation professionals in its Member States. Over more than 60 years, the shape of
the courses has varied greatly in contents, length, and location, responding to the needs in the field in
different regions in different parts of the world.

So, now, the courses are centered around two main groups. On one hand, there are the courses linked
to our programs which can be thematic or focused on a specific region, and the the other one there are
courses we call Training Partnerships, of which the JPC forms a part. The field of conservation has
often oscillated between very technical materials-based courses on one hand to others focusing more
on broader perspectives and on management issues related to collections and sites. At ICCROM, we
believe in the importance of both types of training, both materials and management, particularly in an
ever faster-changing world. Our original or thematic programmes tend to focus more on the
management perspectives, although not exclusively, and we currently have eight of those programmes.

We have four flagship programmes which include the First Aid and Resilience for Cultural Heritage in
Times of Crisis (FAR programme); the World Heritage Leadership Programme; the ATHAR
(Architectural Archaeological Tangible Heritage in the Arab Region) programme for Middle East
countries; and the Youth.Heritage,Africa Programme. And then we have four prospective activities or
programmes which include Sustainable Conservation for Latin America and the Caribbean; Sustainable
Built Heritage Conservation; a programme that is called Our Collections Matter; and a programme on
Sustaining Digital Heritage.

In the Training Partnerships, we focus a lot more on the technical aspects of material-based conservation.
These include courses on paper, wood, stone, and textiles as well as archaeological conservation. We
also have summer school on communication and teaching skills.

Over the last 30 years, the JPC has been one of these pioneer courses, and it has become a stable
reference to the conservation community. It was structured from the beginning to offer highly
specialized training and access to traditional Japanese methods and conservation techniques. However,
the origins of these courses actually date back to the 1970s. ICCROM has developed a specific training
program to introduce paper conservators to the principles of Japanese mounting and paper conservation
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procedures because especially Japanese mounting was highly used or in demand in many countries. So,
at the time, this project was supported by Mr. Katsuhiko Masuda, Head of the paper and textile section
of the Department of Restoration Techniques at the Tokyo National Research Institute of Cultural
Properties. Masuda-sensei, who had been a former ICCROM student and who worked at ICCROM in
the early 1980s, was the leading person for the development of the curriculum of these courses. From
1977 to 1991, Mr. Masuda organized several workshops in Rome, in Venice, and in the European
countries. Due to the very high demand for those courses, [CCROM and TOBUNKEN joined efforts to
develop a new course. This course was to take place in Japan with a very generous sponsorship from
the Japanese government to allow for exposure of something that was mentioned during the last three
days of the real working environment and context with Japanese experts in the field. The first course
took place in Tokyo and Kyoto from 26th October to 13th November 1992 with 15 participants. So, the
JPC was born. Since then, the course has changed somewhat in its contents, length, and in the number
of participants. But the constant in all the courses has been the full sharing of the understanding of
traditional Japanese methods and techniques, the proper handling of different brushes, and the
preparation of wheat starch paste, of course. But also, constant has been the admiration and respect all
students develop for the master techniques in Japanese paper conservation. As we very clearly heard
from the presentations during the three-day evaluation seminar, the value of the courses is reflected in
the benefits gained by participants of highly specialized knowledge and techniques.

Over and over last week, we heard of life-changing experiences from our colleagues who kindly shared
their perspectives with us. We also heard of enriching experiences of generous and open learning
environments and of knowledge transferring. All participants were quite emphatic on how they
cherished and have used what they gained during the course for their daily work in their own institutions
or workshops. We also heard about new ideas or adaptations of Japanese methods, techniques, and tools
for non-Japanese paper-based collections and for very challenging types of papers, of course, as well.
One presentation spoke of the importance of the course for having transferable skills and materials,
which I think perhaps evolved very well. I also particularly appreciated the constant reference to sharing
knowledge with colleagues after having taken the course. This is extremely valuable given the relatively
small numbers of participants accepted each year, but which after 30 years now form a fairly large
network or family as it was referred to by former participants.

I also know, having witnessed the course that has been delivered in Mexico by the National Institute of
Anthropology and History and TOBUNKEN and by the evaluation that was undertaken two years ago,
of the development and testing of Japanese materials and techniques to other types of heritage, for
example, mural paintings or stone.

All of this is quite amazing and shows the validity, the importance, and the full relevance of the JPC to
keep the knowledge alive and secure its transmission to new generations.

With more challenges to our heritage due to many factors, including climate change but also economic
and social factors that affect the world of heritage, we need to make sure that skilled conservation
professionals who can think critically, creatively, and working broader interdisciplinary teams can
respond to the challenges and act diligently on our incredibly valuable paper-based heritage.

Another thing I really appreciated was that many former participants have kept in contact, both with
lecturers from TOBUNKEN but also among themselves to create the networks that we always hope for
our I[CCROM courses. This is an area in which we would like to be able to do more, to actively
encourage peer learning, discussions, and new research and knowledge and know about it but also to
explore possibilities for updates on courses and their contents for former participants. It will be very
interesting to see how today’s discussion evolves also on this topic.
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I, finally, want to thank TOBUNKEN and all our Japanese colleagues and all the institutions involved
for their incredible generosity over the last 30 years, and I really hope that our collaboration for the JPC
will continue for many more years. Arigato.
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OVERVIEW OF JPC

Speaker: KATO Masato

Head, Conservation Practice Section
Japan Center for International Cooperation in Conservation, Tokyo National Research Institute for Cultural Properties

Hello everyone. I am Kato Masato. Today, I would like to provide an overview of the history of the
JPC.

As already mentioned, the JPC officially started in 1992. Over these years, our institution has gone
through slight and gradual changes. Not only in terms of restructuring of the organization but also the
changes related to the issues regarding our budget size. Ever since 2001, the budget has been steadily
declining. The overall budget size has been cut down to half of what it used to be, but regarding the
JPC course, we have been trying to bring down the budget to two-thirds of what we had in the
beginning. This two-thirds of the budget size actually is the necessary minimum, so we try to cut
down on other project budgets and then bring this money into the JPC course. I am not quite sure how
long this method of procuring the budget from other projects is viable or sustainable. I believe that as
long as [ am in charge of the JPC, I believe it should be okay, but we have to come up with something
new in order to secure the budget for the following generations. We tried to reach out to the
government in order to attain enough budget, but in order for us to do so, we really need your support
on this behalf.

Another important change regarding the restructuring of our organization is that our email address has
been changed. The old address you have is no longer valid, so you can either access to our webpage
and see the representative email address, or also you can use the email address that we used to contact
you in order to hold this seminar. If you have been contacted by other alumni regarding the email
address, please tell them the new one.

As you see, this is the history of JPC (Figure 1). There are certain periods of time when the course
was held every 2 years, but basically, the JPC started in 1992 and has continued until today. As
already mentioned last week, there have been 228 participants from 69 countries. [ have put on the
photos of the years in which I have been involved in creating the content of the JPC course (Figure 2).
I tried to put up the photos taken at different locations and then come to looking at these photos we
really visited different parts of Japan. We also have photos from the years before this, those photos are
not digital but film, and we are trying to document and also archive these photos. This slide is about
the Latin American JPC (Figure 3), and it has been already explained by Marie last week. If you have
to call this community like a JPC family, then it involves more than 300 members.

Now, let us introduce the actual contents of the JPC. Since the objective of this evaluation seminar is
to think about what we need to do in the future from this time on, so let us take a look at the purpose
of the JPC first.

Our purpose here is to introduce a new toolbox which is different from what you already have (Figure
4). What I mean by the toolbox here is that restoration techniques based on traditional mounting, and
the tools that are inside the toolbox refer to Japanese paper, paste, brushes, and knives. In order to
better understand these tools, we also need to understand the Japanese culture and history as a
background of these tools. In our context, the target of conservation is not necessarily limited to
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Japanese cultural properties. Also, as always mentioned in every JPC course, in order for us to be able
to master the techniques of Japanese conservation, it would take at least 10 years of training, so our
two to three weeks of training is too short to attain the skills. On the other hand, you already have
long experience dealing with your own cultural properties, so what we think here is that you can apply
Japanese techniques to build upon the techniques you already have to be used for your cultural
properties.

Here, I would like to compare 1992 that was the start of the JPC and our latest course that was held in
2019, which was pre-pandemic years (Figure 5). Now, let us review the content of the lectures.

As | mentioned, what we teach here is called soko restoration techniques — based on traditional
Japanese mounting technique. In order for you to understand the technique, it is important to know the
historical background or the context. Thus, we offer lectures on Japanese cultural properties and their
protection systems we have in Japan. On this regard, there is not much difference between 1992 and
2019.

Speaking of materials in 2019, we offered a lecture called paper basics, which covers not only
Japanese paper but also Western paper as well. Also, we talk about paste. In 1992, it seems paste has
been discussed in practical sessions, but today, we have an independent lecture on paste. Speaking of
tools, especially brushes, seem to have a very high demand for inquiry, so we have an independent
lecture on brushes.

As for practical sessions, in 1992, we had karibari making, a large-format paper lining, and decorative
papermaking (Figure 6). Today, we work on kansu—handscroll making, Japanese bookbinding and
others include maintenance of tools. When we ask how Japanese paper is used, we often hear that
mostly only it is used for lining. In order to focus on the lining process, we consider that learning how
to make a handscroll will be a good idea. In previous years, we had decorative papermaking such as
suminagashi or sunago, but since they have a very little to do with conservation itself, so it is not
included anymore. Those who are very interested in Japanese culture would also be interested in
suminagashi or sunago techniques, but because of the limitation of time, they are not included.

As a whole, it seems time spent for practical session seemed to be shorter and then also the content
seemed to be smaller. Let me talk about this. In 1992, the duration for the tour was shorter. Therefore,
they were able to locate more days on practical sessions.

Another reason for the change is that it has something to do with the institutional change that I
mentioned in the beginning. In 1992, there were three permanent staff members and also, there were a
few assistants helping to coordinate this course. On the other hand, today, the only permanent member
staff is myself, and the rest of the staff are what we call associate fellows who are 5-year contract-
based workers. When we look at our associate fellows, we are proud of their high skills, and they are
very hardworking. But when we consider the continuity of the content and the course, there is always
high turnout and also the issue of replacement which could be a weakness of our course.

Then, let me talk about the third reason—Iesson hours. In 1992, the session started at 8:30 am in the
morning and ended at 6 in the evening. That sounds like a very workaholic Japanese practice, but
today, it is not considered appropriate. For example, in 1992, the staff members here had to show up
at work at 7:30 am, and they would have to stay at work until 10 pm to 11 pm. Such long-hour
working is no longer permissible in Japan. Our associate fellows start working at 9:45 am and end
their work at 5:45 pm. Obviously, there are occasional days when they had to exceed their working
hours, then they are dually paid, so there is nothing that we are doing illegally or ethically wrong.
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The fourth and the last reason. I have something to do related to the health management of the
participants. The current JPC starts in the end of summer and the beginning of fall, but this is still a
very hot season in Japan. Especially in recent years, due to global warming, the heat or the
temperature is rising and becoming really hard. We have shortened our sessions in order for the
participants to take enough rest. In fact, ever since I became in charge of the JPC course, there are no
participants who became seriously sick.

As you see, the session hours became shorter, but there are some merits too. With shorter hours and
then also less content, each participant is able to focus more on each process. It also gives teachers
more time to teach at their own pace as well. Especially when I started working on JPC, there was a
lot of content to the extent that people felt that that is too much. Consequently, we focused more on
completing each process instead of acquiring techniques. This is what we call the objectives, and the
means are reversed, referring to that the work which should be the means to our ends actually turned
into an end itself. I would like to emphasize that there is no such thing happening in our present
course.

Let me talk about the tour. In 1992 the course took place mainly in Kyoto, so we visited sites related
this course around Kyoto and Nara. Today, the course is held in Tokyo and then we visit Nagoya,
Mino, and also Kyoto. Now, we have more days for the tour, so we are able to visit more places
(Figure 7).

The last thing I would like to say is that we have made some significant modifications (Figure 8).
These modifications are based on your feedback and the questionnaires we ask you to complete in
every course. On our part, we are trying to make sure and clarify what we want to achieve through
this course. From your comments and feedback, there are calls for demands for longer training
sessions, also the provision of an advanced applied course. However, because of the financial reasons,
these are not feasible up to this point. There are other requests for learning how to restore Japanese
artworks. We actually offered other workshops on this point. Speaking of this last point, teaching the
restoration for Japanese art does not really fit with the objectives of the JPC.

This is all from me. Thank you very much for listening.
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1 Changes in our organization

+ In 1992, when JPC started

the National Research Institute for Cultural Properties, Tokyo was a department of Agency for Cultural
Affairs

+ 2001

Restarted as a branch of the Independent Administrative Institution National Research Institute for
Cultural Properties.

Then our Institute was united with National Museums in 2007.

Later, English name was changed from “the National Research Institute for Cultural Properties, Tokyo,
NRICPT" to “Tokyo National RCesearch Institute for Cultural Properties, TNRICP”

« Now
Tokyo National Research Institute for Cultural Properties
National Institutes for Cultural Heritage
TOBUNKEN, NICH
= Since 2022, we have started to use new email address. @nich.go.jp

2 History of JPC

- International Course on Conservation of Japanese Paper
TOBUNKEN, ICCROM

1992~1997
1998~2010 Every two years,
2011~now
1998 Proceeding Seminar, 2020~22 canceled

Total : 228 participants from 69 countries

2008

Figure 1

Figure 2

2 History of JPC

+ International Course on Conservation of Japanese Paper
CNCPC-INAH, TOBUNKEN, ICCROM

2011 Pre-seminar

2012~now
2017 canceled because of Earthquake
2020 webinar, 2021 in CNCPC-INAH

Total : 70 participants from 17 countries

JPC family

More than 300 members,
including participants, lecturers and organizers

3 Contents of JPC  considering purpose of JpC

Purpose : proposing another toolbox - using washi for conservation

4 To get this toolbox=Soko technique
+ Understanding
washi
nori (paste)
tools
Japanese culture
Japanese history
Perspective on nature
View of religion
difference of methodology between the West and Japan

Figure 3

Figure 4

3 Contents of JPC  Lecture and demonstration

1992 2019
# Background, context # Background, context
Japanese cultural properties Soko -Japanese restoration based on
Japanese restoration traditional Japanese mounting technique
Traditional materials System for protection of cultural properties
in Japan
* Materials Protection of intangible heritage
Deterioration of paper
Material for practical session * Materials
Paper basics
* Tools Adhesives for soko
* Tools
Brush

3 Contents of JPC  practical session

1992 2019
® Karibari making # Kansu (handscroll) making
Cooking paste Cooking p:
Cutting -with knife, with water (kus Cutting -with knife (kuisaki

Joining paper
Lining for paper
Infilling

O

| making -pasting paper or
lattice

se (reinforcement with paper strips)
® Large-size paper lining
for paper # Book binding

v fabric Japanese book binding
per (sample book of washi used in the course)
# Decorative paper making  Others
Suminagashi Maintenance of tools

Sunago

Figure 5

3 Contents of JPC Tour

1992

#Kyoto prefecture

« Kyoto
Restoration studios (in Kyoto National
Museum)

#Nara prefecture
+ Nara city area
NABUNKEN
Nara National Museum
Todaiji temple
+ Yoshino area
Misugami papermaking
Udagami papermaking

2019

* Tokyo
TOBUNKEN
Restoration studio in TOBUNKEN ~ (Soko but
modern studio)

#Nagoya and Mino
+ Nagoya
Nagoya Castle and Hommaru Palace
Atsuta shrine
Paper shop
+ Mino
Minogami papermaking
Mino washi Museum
Former Imai Residence and Mino Archives

*kyoto

+ Kyoto
Restoration Studio (traditional studio)
‘Soko materials and tools shop

4 Modification

#Modified based on
you - feedback, questionnaire in every course
us - intention of TOBUNKEN

Not achieved

- Longer-term course

« Advanced course

« Restoration for Japanese Art & Another workshops
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FOLLOW-UP: LECTURE

Speaker: KATO Masato

Head, Conservation Practice Section
Japan Center for International Cooperation in Conservation, Tokyo National Research Institute for Cultural Properties

Now, we are moving on to the follow-up session. Let me share some information, and afterwards, we
will move on to show our demonstration.

So let us begin with sharing the information. First, I would like to talk about the name of kozo, the
plant called paper mulberry in English (Figure 1). Kozo is a hybrid of two plants, himekozo and
kazinoki in Japanese. It was found recently that the scientific name of himekozo was wrong. The
Japanese name has not changed, but the Latin name has changed. This means that the person who
gave the scientific name made a mistake. Previously, himekozo was called Broussonetia kazinoki, but
the correct name is Broussonetia monoica. As 1 have said in my lectures, the fact that the kazinoki in
Latin refers to himekozo in Japanese causes a confusion, but furthermore, we now know that it was a
mistake. So, please remember that the word kozo refers to a hybrid of B.monoica and B.papyrifera.

Next, I would like to talk about rice paper, a subject that came up in the first three days. Many people
ask this question, but we have to make sure that there is no rice paper in Japan as paper. For example,
California rolls are something that come to mind when you talk about sushi in United States (Figure
2). It is the same as if you try to find this type of sushi in Japan, you will not be able to find it. So,
based on what you have told me, I did some investigation of rice paper and summarized as follows.

When you say rice paper in Japan, what comes to the Japanese mind is the skin that is used for Thai
and Vietnamese fresh spring rolls — or summer rolls (Figure 3). Rice paper in our field is not this rice

paper.
What comes to mind next is rice paper as you see in this illustration (Figure 4). This is a material that
is found in the Kew Garden in England. It says Chinese rice paper here. This is taken from the pith of

the plant and made into very thin sheets. There are many explanations as to what this was used for,
but I am not quite sure what it is for. Of course, this does not exist in Japan.

The next, perhaps this is the most common idea that is found, is that thin oriental paper is called rice
paper (Figure 5). This seems to come from the direct connection between the words “Asia”,
“oriental”, and “rice”. In other words, Asian people eat rice. The word “rice paper” was transferred to
refer to thin and translucent paper. Thus, this rice paper has nothing to do with rice plant.

Another interpretation is that it is paper made from and/or with rice-plant-origin materials (Figure 6
and 7). The paper made from rice straw and the paper made with rice powder as a filler. In Japan, rice
filled paper was used for, for example, Ukiyo-e prints or other printed material.

Technically, it is very difficult to determine what you are referring to when you use the term “rice
paper” unless we actually see the object.
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The third topic regards Japanese materials and tools (Figure 8). You have probably learned in the
course that production of traditional materials and tools is getting ceased. With regard to this point,
there are several institutions such as The Association for Conservation of National Treasures that is an
organization of conservators who use materials and tools, and Association for Successors of
Traditional Preservation Techniques that aim to support craftspeople. Although these are non-
governmental organizations, and their work is not maybe the best possible, it seems working well.

What is more difficult or more problematic nowadays is the raw materials used for such techniques. In
other words, we have those who can make the traditional materials and tools, but we do not have
enough raw materials, for example, fibers of paper, and hair and wooden handles of brushes. It is
getting hard to get these materials and tools, and to get good quality of those raw materials. With this
regard, there is a governmental project called Takumi Project. Non-governmental organizations, and
we ourselves too, are joining the project for Takumi [craftmanship, craftsperson or artisan] to try and
maintain techniques, tools, and materials from those bases, such as raw materials. If these raw
materials are found to be not in demand, namely, if the users no longer want them, they will disappear
rapidly, so we encourage you all to use them continuously. These projects can be supported better if
the users from overseas raise their voice. So, we ask you to voice your opinion as to how important
the raw materials are.

These are the three topics that [ wanted to share with you.
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TOPIC 1: NEME OF K0Z0

>4+ 27 « kozo : Japanese paper mulberry
« hybridof B X277/ (himekozo) and #7¥ /% (kajinoki)
« BEX37Y (himekozo)
Standard Japanese name has been unchanged

Scientific name (Latin name) : name of himekozo has been corrected

Former name: Broussonetia kazinoki
Present name: Broussonetia monoica *

kozo
Broussonetia _monoica X Broussonetia papyrifera

*OHBA and AKIYAMA, “Broussonetia (Moraceae) in Japan”, the Journal of Japanese
4

Botany, vol. 89, No. 3, 123-128, 201

TOPIC 2: WHAT IS RICE PAPER?

» There is no rice paper in Japan,
same as there is no sushi like -

Figure 1

Figure 2

TOPIC 2: WHAT IS RICE PAPER?

»There is no rice paper in Japan.

»Rice paper means
a. Sheets made from rice, which used for making summer roll

b.
c.
d

TOPIC 2: WHAT IS RICE PAPER?

»There is no rice paper in Japan.
»Rice paper means
a

b. Thin sheets made of pith of plant
c.
d.

e.

Figure 3

Figure 4

TOPIC 2: WHAT IS RICE PAPER?

»There is no rice paper in Japan.
»Rice paper means

a,

b.

c. Thinorieptal paper = thin and translucent paper
d.

e

e

Ijfage of Asia by Western people

Asia, Oriental..... Rice
Because in oriental
world, people eat rice.

TOPIC 2: WHAT IS RICE PAPER?

»There is no rice paper in Japan.
»Rice paper means
a

b.
c.
4. Paper made from rice straw

e.

Figure 5

Figure 6

TOPIC 2: WHAT IS RICE PAPER?

»There is no rice paper in Japan.
»Rice paper means

b.
c.
d.
e

Paper with rice powder as a filler

TOPIC 3: JAPANESE MATERIALS AND TOOLS

»Before

Japanese paper, brush, etc. for restoration may be ruined in the future because of
short of successors.

Nongovernmental
ion for of iti i
»Recently
Row materials for Japanese paper, etc. will be short.
Governmental
Project of Takumi* for cultural properties

*takumi: craft, craftmanship, skill, craftsman, artisan O

Figure 7

Figure 8
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FOLLOW-UP: DEMONSTRATION
LINING OF LARGE-SIZED PAPER

Lecturers: TAKASE Atsuko, IKEDA Kazuhiko

The Association for Conservation of National Treasures

Aiming for refreshing former participants’ knowledge and further encouraging the use of Japanese
techniques, TAKASE Atsuko and IKEDA Kazuhiko demonstrated the process of lining of a large-
sized paper. This technique was highlighted for three reasons: firstly, results from the evaluation
survey showed that the majority of former participants have employed Japanese lining techniques
particularly for large works. Secondly, the presentations during the seminar showcased lining of a
variety of large-sized paper objects. Lastly, recent editions of JPC have not included practices of
large-format lining whereas it had been taught at the time when JPC started in 1992. All these factors
indicate a high demand among the participants to learn the technique. Therefore, TAKASE and
IKEDA introduced two methods of lining for large-format paper objects. One method involved
consecutively applying two minogami lining paper to an object, while the other involved applying
joined lining paper to an object (Figure 1). [KATO Masato]

Figure 1 Broadcast the demonstration

114



Symposium

Lining While Joining Papers

We are going to line an artwork using two sheets of minogami lining paper with feathered edges.

1. Lightly mist the working table with a spray and place a sheet of rayon paper. Lay an object (brown
paper) on top, facing down, spray water and then straighten it with a shirobake (soft brush).

2. Apply diluted fresh wheat starch paste to a sheet of lining paper evenly using a noribake (paste
brush). Make sure that the feathered edge would not collapse. Check the surface under a raking light
to avoid any debris.

3. Make sure that the object is flat and adequately moistened.

4. Place a ruler adjacent to the object as a guide to see where the lining paper should be aligned (this
process is optional).

5. Lift the lining paper by using a hikkake stick. When working alone, hold the hikkake in the left
hand and the shirobake in the right hand.

6. Begin placing the lining paper from the lower right corner, controlling it with the hikkake and
ensuring alignment with the half of the guide as it is positioned. Gradually lower both hands (Figure 2
and 3).

7. Place the lining paper while gently smoothing the surface with the shirobake.
8. Thoroughly smooth and press to fit using a nadebake (smoothing brush) (Figure 4).
9. Apply the paste to another lining paper using the noribake.

10. Optionally, use a ruler as a guide for the joining of the lining papers. A thinner ruler is
recommended as it does not cause shadows. Ensure that a guiding ruler is removed before smoothing
the surface otherwise the feathered edge of the latter lining paper can adhere to the ruler.

11. In a collaborative setting, one person holds one side of lining paper with a hikkake and the other
holds the side of the paper by hand, determining the placement position together. The person holding
the hikkake must maintain proper tension in the lining paper (Figure 5).

12. Place the lining paper from the corner and smooth the surface with the shirobake as previously
described.

13. Remove the guiding ruler and smooth the surface thoroughly using the nadebake. The lining is
complete.

14. Lift and place the lined object facing up on a blanket. A large or heavy object can be lifted by
using a hikkake attached to the edge of the work.

15. Remove the rayon paper and allow the object to dry on the blanket (Figure 6).
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Figure 2 Place the lining paper on the object (brown Figure 3 Participant’s view on the Zoom (Screenshot)
paper, facing down). The instructor (right) applies
diluted wheat starch paste to the other lining paper

Figure 4 Smooth the surface with a nadebake Figure 5 Two instructors placing the other lining paper
to join the feathered edge on the object

Figure 6 Flip over the object, remove the rayon paper
and dry the object on the blanket
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Lining Using Preliminary Joined Lining Paper

In the field of soko (mounting), it is common to join small sheets of paper using diluted fresh wheat
starch paste prior to lining. It subjects to be heavy when joined paper is long and is wet with paste,
making it difficult to handle. A support sheet can be used beneath the lining paper to facilitate the
lining process. Non-woven textiles, polyester sheets, or other synthetic sheets can serve as suitable
support options, but it is important to be aware of the amount of water and paste used to avoid excess.

1. Place a polyethylene sheet on the working table flatly. Place the lining paper on the sheet.

2. Alongside the sheet, place a sheet of rayon paper. Place an object (blue paper) facing down on the
rayon paper. Straighten the object with a shirobake by spraying water.

3. Apply the diluted fresh wheat starch paste on the lining paper on the polyethylene sheet using a
noribake. Make sure that there are no wrinkles. Wrinkles would be difficult to flatten once they are
made on the sheet (Figure 7).

4. Next to the paper with the paste applied, place the other paper and apply the paste evenly to join
two lining papers with the feathered edge. In other cases, several sheets of paper can be joined and
can be as a roll. Check the surface under a raking light to make sure that there is no debris.

5. Make sure that the object is flat.

6. One person lift the lining paper with a hikkake while the other person holds the shirobake and the
opposite edge of the paper. Flip the lining paper.

7. Align the edge of the lining paper attached to the sheet to the object and position the corner of the
paper.
8. Place the lining paper, smoothing its surface with the shirobake (Figure 8).

9. Remove the polyethylene sheet and smooth well the surface using a nadebake (Figure 9 and 10).
The lining is complete.

10. Lift the lined object and place it, facing up, on a blanket.

11. Remove the rayon paper and allow the object to dry on the blanket.
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Figure 7 Apply paste on the lining paper placed on the Figure 8 Two people pasting the joined lining paper
polyethylene sheet attached to the polyethylene sheet on the back of the
object (blue paper, facing down)

Figure 9 Remove the polyethylene sheet Figure 10 Smooth the entire surface with a nadebake
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PANEL DISCUSSIONS

Moderator KATO Masato (TOBUNKEN)

Panelists TOMODA Masahiko (TOBUNKEN)
Valérie Magar (ICCROM)
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YAMAMOTO Noriko (The Association for Conservation of National Treasures)

Beatriz Haspo (Library of Congress, US)

Georgios Boudalis (Museum of Byzantine Culture Thessaloniki, Greece)

Florencia Gear (Museo de Arte Latinoamericano de Buenos Aires, Argentina)

1) Summary of the presentations

KATO First of all, I ask the three moderators
to give summary of the presentations and
discussions made last week. Let us begin
with Beatriz Haspo-san, the first day
moderator.

HASPO Good morning. Good afternoon to
everybody. It is a pleasure to be here.

During the first day, we heard three
presentations of conservation treatment that
use the Japanese techniques. Two
presentations addressed the lining of
transparent and tracing paper architectural
drawings. And the third presentation

discussed the lining of an oversized painting.

During the presentation, it was clear that the
Japanese lining technique used improved
restoration work, providing effectively,
especially to control the humidity of fragile
items. The treatments included controlled
humidification and overall lining using
starch paste and kozo paper. One of the
treatments used yasha, the colorant brought
from Japan, to tone the infills.

One of the presentations, especially for the
oversize item, actually a scroll of almost 66

meters long, included many challenges
besides taking place in the pandemic. They
included the size of the piece, the number of
damages, how to rotate to allow access to
the back, and the considerations for
mounting and storage. The conservators had
to design and build a working rack to
facilitate the work.

I want to encourage the audience to look at
those presentations which were absolutely
amazing results.?

During the discussions, it was emphasized
the importance of having access to good
materials and new techniques in addition to
collaborations and knowledge sharing,
giving more access to information. There
were also practical tips and suggestions
shared from the audience with the panelists.

All the presentations show examples of
restoration work and solutions using the
techniques learned during the JPC courses.
It was clear, the importance and impact of
being in Japan in person for the course. This
is because they could embrace the culture
and everything else beyond the course. The

! [Editor’s note] The recordings of the presentations
were accessible on the ICCROM YouTube channel
until the end of September 2022. They are currently
unavailable to the public.
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expression, “a life change experience”, was
used many times which I believe resonates
with many of us that attended the JPC in
these decades, me included. Beside the
cohort, we build friends for life. But we also
heard about the need for more ways to
continue sharing the information and
experiences and the need to have access to
Japanese tools, paper, and materials in a
more affordable way especially for less
developed regions.

This includes joint efforts to find suppliers
in various countries among other things.

In summary, it was an enriching experience.
As the moderator, I felt very honored and
grateful to be part of these discussions.
Arigato gozaimashita.

KATO We would like to turn to Dr.
Georgios Boudalis who was the moderator
for the second day to give us a summary of
the second day’s presentations and
discussions.

BOUDALIS Thank you very much. Once
again, I am very happy to see you all.
Before going into the summary of the
second day, I would like to make a comment
of what we have seen and heard about this
morning. All of the things we have seen and
heard about this morning were extremely
interesting. Kato- san, I am most grateful
for clearing out the issue of the kozo and the
kozo tree. Because where 1 live in
Thessaloniki, ~we  have plenty of
Broussonetia papyrifera. 1 always thought
and believed that this is actually the kozo
tree, which is not true after what we have
heard this morning. A very beautiful tree I
have to say.

Again, [ would like also to comment on the
statistics we have seen about this research
you have done on the impact the JPC course
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had all these years. I found it extremely
interesting.

Now about the summary of the second day
of the seminar, we had two sessions. The
theme of the first session was about — it had
the title, From Conservation to Exhibition —
Institutional Practices. In this session, we
have seen and heard two colleagues about
two very interesting and very, [ think,
important collections. One is the National
Gallery of Victoria in Australia, and the
other one is the Bodleian Library in Oxford.

The first presentation was by Ruth
Shervington from the National Gallery of
Victoria. We have seen how she dealt with
the different ways to display different sort of
Japanese art, from more classical art to more
modern graphic 20th century Japanese art.

The second talk was by Marinita Stiglitz
from the Bodleian Library. We have heard
about the extensive collection they have at
the Bodleian and about some items of the
collection that they repaired after she
participated in the JPC course. We have also
heard about the project they are starting
about how to consolidate pigments in
Japanese paintings. She several times asked
for advice and communicated with the
colleagues in Tokyo on issues of
conservation.

The second session was about Conservation
Ethics, Philosophy and Methodology, and
there were two talks on this session. The
first one was by Claudia Giostrella, who is a
paper conservator working for the Ministry
of Culture in Italy. Claudia presented us an
outline of her Ph.D research which is about
the lining of large-scale artworks on paper.
She showed us some examples of previous
methods for lining large artworks on paper.

The second talk of this session was from
Hilda Pérez de Penamil Rodriguez from
Cuba. She also shared with wus her
experience from participation in the JPC
course. Hilda works for the Cabinet of
Conservation and Restoration in the



Historian's Office of Havana in Cuba. She
discussed about how methods, techniques
and materials she learned about in Japan
were adapted into the specific conditions,
climate, and other conditions of Cuba. She
also shared the repair of Japanese screen and
how they approach the conservation and
what came out of that conservation. She also
made the discussion, a more general, a
broad discussion about the Japanese
approach to conservation and the aesthetics
of conservation and of the materials.

The discussion that followed after the
presentation, something I will repeat what
Beatriz just said that we all felt that this
course and the participation in that course
was precisely a life-changing experience,
both professionally but also in a more
human, in a more personal level.

We insisted on this idea of the embodied
knowledge so that knowledge gained
through participation is much more deep and
much stronger than knowledge shared
through reading or through other non-
embodied ways.

Of course, we understand that participating
in the JPC course, no matter how important
it is, it does not make us experts in the
things we learn. So, it is definitely a good,
an excellent starting point for that, but we
don't become expert. I think that's a point to
remember.

For example, concerning Claudia’s
presentation, we just said that even if we
have seen lining and we actually learn how
to line smaller objects, this is quite different
from lining big objects like big art on paper.
This is something that even if you know
how lining works, it is not something any of
us can easily do. You need more practice on
such big items.

I think, finally, we all agreed that Japanese
paper conservation techniques are rather
flexible. The materials are rather flexible as
well, both metaphorically as well as
precisely. So, we all have seen, and we all
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try to adapt what we learned in every day
working conditions.

This is from me. I should repeat again that it
is a great honor to have been part of the JPC
course and also an honor to be invited to
participate in this seminar. Thank you all
very much. Me and, [ am sure, everyone, we
are always available for anything that we
might be able to contribute to improving the
course or anything else really. Thank you
very much. Arigato gozaimasu.

KATO Thank you very much. Now, we
would like to continue with the third day’s
presentation. Florencia Gear-san will give us
the summary of the presentations.

GEAR First of all, good morning, good
afternoon, and good night to Japanese
colleagues. I want to thank Masato Kato -
san, TOBUNKEN, ICCROM, and all
organizers of this seminar and symposium.

I will comment on the third day of the
seminar. We dealt with Transfer Expertise
to the Next Generation. Firstly, we listened
to Dr. Mandana Barkeshli. She was a
former participant of the JPC in 1992. She
commented about 30 years of her experience
in Iran and Malaysia. She spoke about local
handmade paper making workshops and
described the Tamezuki and the Nagashizuki
paper making methods. She also referred to
her work to inspire local conservators and
artisans by exploring local fibers and raw
materials to replicate paper making methods.
She kindly shared the experience of several
alumni who have heard her and expand the
knowledge of Japanese techniques.

On the second presentation, we had the
experience of 30 years of JPC knowledge
dissemination in Canada presented by the
conservators Amanda Gould, Rosaleen Hill,
and Crystal Maitland. Their presentations
stressed on the legacy of the knowledge
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dissemination and research that started with
Sherry Guild [participant of JPC 1992] in
1992. The three of them detailed paper
conservation treatments and training
activities, and commented on the dialogue
with local Canadian paper suppliers that has
helped spread the knowledge of Japanese
paper to Canadian artists and conservators.
On a personal basis, I comment, I found it
very interesting, they focused also on the
need to have a consensus among
conservators not only from Canada but
sharing these interests with colleagues from
other places of the world to find a way to
better know how to assess the quality and
the good performance of Japanese paper. It
was also interesting to hear that local artists
have been intensely using Japanese paper
for their works very for several years.

On the third presentation, we had Marta
Winiarczyk. She was a participant of the
JPC in 2018. She works as a paper
conservator at the Paper and Leather
Conservation Studio at the National
Museum in Krakéow in Poland. She
commented on the Japanese techniques of
conservation in practices at her museum.
She did mention and showed us, which was
really interesting, the kind of heritage and
the very huge collections the National
Museum of Krakéw possesses. It was also
interesting to see she and her colleagues
tend to merge the methods learned from the
Western tradition as well as the Japanese
tradition.

On the fourth presentation, we had Marie
Vander Meeren. Marie was a participant in
1997 of the Japanese Paper Conservation
course. She presented the experience of the
International Course on Paper Conservation
in Latin America: Meeting East. This is a
course organized between the National
Institute of Anthropology and History from
Mexico together with TOBUNKEN from
Japan. This course is, of course, organized
in conjunction with I[CCROM. Marie has
commented how each of these courses
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delivered since 2012 has fulfilled the
purpose of disseminating the teachings of
the JPC in Latin America. Also, stressing on
the idea that the face-to-face modality is
irreplaceable and as it has been said today,
earlier. The Mexican experience has had 70
participants from 15 Latin American
countries.

I will invite you all, as previous presenters
have said, to see the whole presentation. As
you will see, there are plenty of images to
address all the details mentioned, certain
questions and comments that arose during
the presentations. You will be able to see
and experience it by yourself by seeing the
YouTube presentations. Thank you.

2) Discussions

KATO Now, based on the presentations
made in three days of last week and today's
presentations in the first section, I would
like to get into the discussion.

First, I would like to see if we can update on
the distribution of Japanese tools and
materials in different regions. We are very
pleased to hear that the JPC has been a very
useful tool or a very useful opportunity for
everyone, but we cannot have nice work
without tools and materials, so I decided that
this might be a very good topic to talk about.

I would like to ask Ms. Yamamoto, the
Japanese specialist, whether the materials
and tools in Japan which in the future may
not be possible for us to obtain, whether this
is the problem in Japan itself, not just in
other countries of the world.

YAMAMOTO Speaking of the tools that
you used in the JPC courses, actually, they
are still safe, you have access to them. Then
also, many of you mentioned that Japanese
brushes are really good. Mr. Kobayashi, his
brush shop, who has given presentations and
lectures in the JPC course over the years, his



supply seems to be stable. But over these 10
years in Kyoto, there are actually two brush
shops that discontinued their businesses.

Speaking of Japanese paper, also, there were
issues with a number of papermakers, but
also speaking of the raw materials to
produce paper, kozo seems to be still a
stable supply. But when it comes to
dispersant or what we call neri which are
basically plant-based mucilage, the plants
themselves are, actually, in short supply.
Speaking of this issue, TOBUNKEN, the
Agency of Cultural Affairs of Japan, and
also some specialists and experts are trying
to research on this issue. They are trying to
make some kind of network or connections
with the producers of raw materials
themselves. This process is just beginning to
happen in Japan. What's important here is
that the number of people who want to use
paper decreases, then the number of people
who produce such raw materials also
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decreases. Thus, we need to continue to use
very authentic high-quality Japanese paper
around the world.

KATO Thank you very much. With regard
to this question of demand and supply, the
manufacturers, it seems, are very motivated
when they are told that the raw materials
they produce are really in need, not just in
Japan but throughout the world. It is very
important for us to let the manufacturers of
raw materials realize that what they are
making or what they are doing is demanded.

I would like to ask the participants, you
have had experience since your participation
in the JPC, we would like to ask if you feel
that the system of distribution of materials
for paper conservation is improving or not
in the years that you have experienced since
the JPC participation.

Beatriz Haspo-san?

Fig 1. Online symposium at TOBUNKEN
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HASPO 1 believe that the supply issue is a
critical topic. It was already a challenge
when I was in Japan in 1995. This supply
and demand issue needs to be coordinated
globally. From my experience, I have seen
uneven distribution and access to the
Japanese material. This is generally related

to financial support that the institutions have.

In less developed regions, the access to the
material is almost impossible. I believe that
one of the efforts we could do is to build a
network among the participants and the
institutions of the participants to, as a team,
inform the need for those materials. This
will help the institutions not to build a single
effort, but it should be a joint effort.

KATO Thank you. I would like to pose the
same question to George Boudalis about the
situation in Europe and in Greece.

BOUDALIS Well, I have to make a
comment here. The need for material, the
original authentic Japanese material, is
different from the collection like the
Bodleian, for example, which has a big
Japanese collection, and in a museum like
the one where I work where really the
material is mostly Western.

We basically have access to all different
papers, etc. The situation in Greece is that
the only, I think, the most important issue is
the cost because we do not import directly
from Japan but through another European
country like Germany, maybe or Britain, or
France. So, the cost is even higher.

I think the big problem is we think, like
brushes, because good brushes are
expensive. Since expensive, good brushes
are like, they have a character of their own,
each of them, so I am very hesitant to buy
an expensive brush that I haven't seen
myself, just to buy through a catalog. That is
a problem for me. I can buy paper easily,
paste and all these things, but for good
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brushes, I cannot. I have to find a big
supplier maybe in some other European
country, not in Greece. It would be helpful if
we could have a list or if there are suppliers
in Japan who can be directly contacted, I
mean suppliers to whom we can buy directly,
for example, from Greece or from other
countries rather than from suppliers.

Yeah, that's the situation, I think in Greece
and in Europe. In other European countries,
I believe it is easier and cheaper to buy these
materials because they probably import
directly, but in countries like Greece, they
are rather expensive.

KATO Thank you. I would like to ask
Florencia-san. You’ve told me before that it
was difficult to obtain these materials and
tools in Argentina. Has the situation
changed since then?

GEAR 1 am so sorry to say, even at this
moment, we have quite a lot of restrictions
to import things. As I am a very positive
person, I was about to suggest some ideas. |
think an international standard, if that may
be possible to work, as Beatriz said, in some
way. | mean if we could develop common
language on an international standard for
Japanese paper for instance.

Dr. Masato-san, we do not have suppliers in
Argentina, at least, of Japanese brushes.
There are a few importers, one or two, of
Japanese papers. But these suppliers have no
demand from local buyers because of lack
of knowledge. So, I think there should be a
minimum quality requirement to be sold as
conservation Japanese paper, for instance.
Conservators get confused with paper names
and nominations by suppliers. So, I think
we should be prepared to ask the right
questions about a certain paper, fiber
composition, fiber processing, thickness,
size, etc.
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Figure 2 Panel discussions (from upper left to lower right: TOBUNKEN; Florencia Gear; Valerie
Magar; Beatriz Haspo; Georgios Boudalis)

GEAR On the other hand, the government
purchasing  procedures  for  national
institutions demand a product description.

If we have an appropriate description of a
specific conservation material, then it can be
included in the government purchasing
procedures. There are certain protocols to
include a material to be bought by the
government. So, if I don't have a precise
description of the product, it cannot be
purchased by national or public institutions.

KATO Thank you. I would like to ask
Valerie-san about this point. Is that okay
with you? I think you have seen other
courses offered by ICCROM. Have you
seen problems like this in other courses? If
so, what are some of the solutions that are
used or given for the issues?

MAGAR Thank you very much for giving
me the floor. I would answer this question
probably in two parts. One is some
traditions that are being left out because of
lack of demand for those materials or for
those tools. So that is a worrying thing
whenever a tradition is disappearing, and a

certain production or certain materials is no
longer valuable enough for whoever is
producing it or because they don't feel it's
useful anymore. So that is one thing that
certainly the problem that you have
mentioned in Japan to safeguard. The
traditional knowledge is really useful. It
exists in a few countries but not too many.
So that is one when it's the production itself
that is disappearing.

The other is access to those materials which
we have also been speaking about and the
possibility to get very specific materials for
conservation purposes in different parts of
the world. And this is not always possible
either, because of resources, because it is
too expensive and it's difficult to import.

Going back to those materials that are
difficult to access, whether it is because of
the costs of acquiring them or even the
possibility of importing them, sometimes
you might even try to buy them online,
especially nowadays when that is possible,
but the cost for import taxes would be
prohibitive. In those cases, what we have
been trying to do in many of our courses is
to actually look for those alternative locally
available materials that could actually be
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suitable enough for conservation. So that's
something that we are trying to promote
through some of our courses.

And alternatively, the other possibility is
also looking for—I mean, last week, the
participant from Cuba was mentioning the
possibility of sometimes getting materials to
certain projects, sometimes that could also
be a possibility having international
organizations that actually helped with the
possibility of acquiring materials that could
reach institutions that are in need of those
materials.

KATO Thank you.

May [ ask Mr. Tomoda? Although your
specialty is not paper but architecture, in
your field, you are involvedwith the
technical transfer training in Japanand
abroad. When it comes to transfer
Japanese techniques of architecture, are you
trying to work on a universal level or trying
to convey what is locally acceptable?

TOMODA When we are actually teaching
from the perspective of Japan, then we often
deal with the issue of restoration of wooden
architectural heritage. A big difference from
the cases of paper conservation is that, I
believe, it is really rare to have a Japanese
building architecture being transported and
transplanted in another foreign place. If we
are involved in the restoration project of an
architectural piece of that particular country,
then we are more likely to use the traditional
technique inherent or that had existed in that
particular country. So, I believe that we
would not have such a problem as not being
able to procure the kind of material that we
use in Japan.

However, because of climate change, for
example, it has become difficult to also get a
large size of wood and also in some cases,
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some species are forbidden to be cut down.
So, in that sense, it has become difficult to
carry out traditional skills and techniques. In
the case of Japan, the Agency of Cultural
Affairs has tried to establish a framework of
protection that is to protect the producers of
the materials for construction or architecture
by supplying subsidies or providing training
programs. Such protection systems for
suppliers could be transferred or the
information could be shared with other
countries.

So, the core of the restoration or
conservation is what we need to keep and
then also, I think that priorities or principles
are different depending on different
countries. For example, Japan and Europe
probably have different priorities or
principles, but anyway, what's important
here is that in Japan, what we conservators
are trying to do for the best, what kind of
principles are there, what kind of problems
or issues are there, and we need to sort of
put them on discussion tables with people
from different parts of the world.

When it comes to paper conservation and
when you are conserving Japanese cultural
properties or works of art, we would like
you to use Japanese materials. But in cases
where you are dealing with local materials
or local artworks, then using Japanese paper
conservation techniques, I wonder whether
it has to be, like you have to use Japanese
materials or instead for conservation
purposes. What is important is to consider
what kind of materials you need, what kind
of properties such materials should have,
and also what you want to preserve and
achieve. Through such considerations, we
will come up with the most appropriate type
of materials and techniques.

KATO Thank you very much.
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EVALUATION SURVEY
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REPORT ON AN EVALUATION SURVEY

OKAWA Yuka, KATO Masato

Japan Center for International Cooperation in Conservation, Tokyo National Research Institute for Cultural
Properties

Introduction

Prior to the JPC 2022 evaluation seminar, ICCROM and TOBUNKEN conducted a questionnaire
survey of former JPC participants. This study aimed to investigate how JPC resources have been used
in participants’ practices. The survey was also intended to capture interest in the evaluation seminar
and topics covered (Table 1).

Table 1 Overview of the survey

Organizations ICCROM, TOBUNKEN

Methodology Online questionnaire form created with LimeSurvey was sent via mass
emailing

Survey Themes - Respondents’ Information

- Overall Feedback on the JPC

- Tools and Materials

- Techniques

- Sharing the Skills and Knowledge

- Interests in The Evaluation Seminar
From 18th-March to 11th May 2022
Participants 228 JPC former participants (1992-2019)

Sent to 193 email addresses

154 received the survey

Number of Respondents 52
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Survey

Results

Respondent Profile

This section illustrates basic information of respondents. Note that the number of respondents is
indicated in each of the following graphs, and those graphs that do not specify the number of respondents
indicate that responses were received from all 52 respondents.

Regions of Affiliations

A total of 52 responses were received from 26 countries. Over half of the respondents (58%) were
from Europe and Africa, 14 (27%) were from the Americas, and 8 (15%) were from Asia and the
Pacific. The proportion of survey respondents from Asia and the Pacific was low compared to that
among all 228 former participants at the time of JPC participation (Figures 1 and 2).

Affiliations

The highest number of respondents (21) worked in libraries and archives and five worked in
university libraries. Twelve worked for museums, three for art galleries, and four were involved in
educational organizations. Three more worked for governmental organizations and six worked at
public or private conservation studios. Others worked for groups to preserve cultural heritage,
multiple institutions, or privately. A total of 41 of the 52 respondents have maintained their
affiliations since their participation. Nine changed their workplaces, and four went abroad. Two of
them will retire in 2022.

Occupations, Specializations, and Work Experiences After JPC

Regarding occupation, nearly 90% of the respondents (46) were conservators and 14 of them were
managers (senior or head conservators). Among the other respondents were one art historian, one
architect, one conservation training specialist, one museum director, one collection officer, and one
curator. Almost all respondents specialized in paper and books, while some also covered other
specialties, such as photographs (3), parchment (1), leather (1), and preventive conservation (1). Six
of them had work experience as conservation consultants.

Over half of the respondents (28) were responsible for education, training, or mentoring, apart from
their conservation practices, regardless of their teaching position in universities. Several respondents
also participated in courses that TOBUNKEN had held in Mexico and Germany.

The findings illustrated participants’ contributions to the conservation realm. Five respondents
completed or pursued postdoctoral research after the JPC. Others also wrote research papers,
published books, presented at conferences, received or prepared for accreditation, served as board
members of a conservation committee, and worked on an exhibition about Japanese paper.

JPC Participation Year

Mapping the respondents according to years of participation showed that recent trainees tended to
respond more frequently to the survey (Figure 3). We could not reach some of the early participants
because of changes in their contact details; nonetheless, overall, the replies represented a good
distribution from most generations.
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Figure 1 Mapping of respondents corresponding to country
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Figure 2 The regional proportions of respondents and all former participants
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Figure 3 Respondents corresponding to year

*An evaluation seminar was held in 1998. The JPC was not held in odd years during 1999-2009. Instead, the
International Course on Conservation of Japanese Lacquer (URUSHI) was held.
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Survey

Target Objects and Projects

This section describes conservation projects in which the respondents have incorporated their JPC
experiences.

Conservation Objects

We investigated the types of objects conserved using the resources provided by the JPC. The results
revealed that the most commonly conserved objects were works of art on paper (48 responses),
followed by documents (33), books (29), Asian paintings (19), and photographs (9) (Figure 4). In
each region, more than one-third of the respondents mentioned works of art on paper. In the Americas,
the proportion of books conserved with resources was higher than that in other regions, whereas
there were no reports of photographs being conserved in the Americas in this survey.
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Figure 4 Conservation objects
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Figure 5 Objects conserved in respective regions

Conservation Projects

We attempted to identify projects in which former participants incorporated resources from the JPC.
The findings revealed that these resources were utilized to conserve both Western and Eastern
objects, with variations in the dates of creation ranging from a 16th century Western print to modern
photography. Based on the word cloud generated from the comments, the types of objects that were
most conserved with the aid of JPC resources were those in scroll format, followed by books, works
of art, maps, and screens (Figure 6). Lining was predominantly used, particularly for fragile or
fragmented objects that had been damaged by iron gall ink, as well as for large-format objects. Other
comments indicated that paper hinges were used for mounting and paper strips were used to reinforce
tears. However, two respondents reported that their planned projects were postponed or suspended
due to the pandemic. A summary of other projects and their conserved objects is listed in Table 2.
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Figure 6 A word cloud generated from comments on conservation projects where JPC resources were used. The
cloud was created without general terms that appear in almost every comment (Japanese, paper, technique,
conservation, restoration) (Number of responses: 50)

Table 2 Conservation objects and projects in which JPC resources were incorporated

Conservation of Eastern Objects

e Conservation of Japanese folding screens, Japanese archive, East Asian books, hanging scrolls,
Hokusai's woodprints

e Conservation of Chinese scroll paintings on pith paper or Xuan paper

e Handling of Chinese scroll mounting but mounted in Japanese style

Conservation of Western Objects

e Lining and reinforcement of a Greek rare map using paper strips

e Lining of a Mexican driving map sewn to a textile lining

e Lining of paper that was severely degraded by iron gall ink

e Conservation of a Jewish Kabbalistic rotulus scribed in iron gall ink on rag paper

e Repair of piano rolls (sound recordings)

e Lining of sheet music

e Conservation of 16-20th century Italian, Spanish, and French prints

e Conservation of lithographs

e Wet treatment with aid of rayon paper of the 18th century pastel paintings

¢ Mounting, lining, and drying of photographs, and tinting using hinoki

e Mounting systems for parchment, conservation of limp binding in parchment, and conservation of
alum tawed leather

e Regularly repairing and hinging artworks within window-mounts, using wheat starch paste and
Japanese papers

Preparation for Exhibition

e Packing scrolls for loan, inspections before display, small repairs to the mounts

e Teaching students how to prepare and use paste
e Providing training of staff of scroll mounting that JPC information pack was always referred

Maintenance of Facility

e Setting up of Print Heritage Museum
e Establishing a laboratory for fiber manufactures for restoration paper
e Rehousing the entire Asian scroll collection
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Contributions of the JPC

This section describes how the course content has contributed to the work of former participants.

Frequency of Use of JPC Resources

Sometimes
All participants used resources from the JPC; 85% of 15%‘
respondents used them often or always (Figure 7).

Changes in Approaches

The most significant finding was that respondents deepened
their understanding of starch paste, paper, and brushes
through the JPC experience. This led to a more respectful and Figure 7 Frequency of use of JPC
careful approach to objects and treatment. Particularly, resources

responses from Europe and the Americas highlighted that the
Japanese working process and its underlying philosophy had
a positive impact on their daily work. Knowledge of the
materials and structures of mounted objects was also reported Very likely to

to enhance the recognition of issues in conservation. recommend
100%

Likelihood of Recommending

All responder}ts were likely to recommend the JPC to their  pigyre 8 Likelihood of recommending
colleagues (Figure 8). the JPC (Number of responses: 51)

Frequency of Use and Usefulness of Japanese Conservation Techniques

Over 85% of the respondents frequently or sometimes used all the techniques listed in Figure 9.
According to a comment from a respondent, lining is used relatively less frequently due to the limited
opportunities to use it on Western objects. Furthermore, various techniques have been reported to be
frequently used: orefuse, wet cleaning, cleaning using capillary action, repair and inpainting,
consolidation using funori', facing, and leaf casting.

The most useful technique for most respondents (42) was paste making, followed by lining, kuisaki,
and caring for tools. Learning how to replace a hanging cord® was also found to be helpful.

! Consolidation using funori can be employed in Western conservation practice. However, in Japanese conservation, funori is
primarily used for temporary facing or as a thickener, and it is not mainly used for consolidation.
2 Replacing a hanging cord of a scroll is no longer offered in recent editions of the JPC.
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Figure 9 Frequency of use and usefulness of Japanese conservation techniques

Comments on Techniques

Among the respondents, almost 20 indicated that they changed the way they made paste after
participating in the JPC, with most choosing the Japanese method. One respondent reported that
using a bain-marie was more appropriate for their needs. All regional areas reported that the
techniques learned in the JPC were beneficial, although respondents from Europe and the Americas
tended to mention struggles in adapting the techniques to their specific objects and expressed a desire
to learn more about adaptation during the course. Another respondent requested feedback from
course instructors on projects carried out using Japanese techniques.

Frequency of Use of Conservation Tools and Materials

More than 40 out of the 52 respondents frequently used Japanese paper, wheat starch paste, and
Japanese brushes (hake) (Figure 10). More than 90% used a bamboo spatula (kera), although it was
used less often. A total of 11 and 16 respondents did not use knives or karibari-panels, respectively,
and the proportion of users who frequently used knives and karibari-panels was limited to
approximately one-third of users.

According to the comments, the overall use of Japanese paper increased after JPC participation. A
total of 27 respondents stated that the knowledge of paper helped them assess paper quality when
purchasing. Two respondents reported that wheat starch was appreciated as a natural material and
thus was used more often. One of the recent participants had been taught by an earlier participant,
and the JPC served as a good opportunity to refresh their knowledge of the tools they regularly use.
The other tools and materials are listed below.

Number of respondents
0 10 20 30 40 50

Japanese paper

wheat starch paste
hake, Japanse brushes
knives (into, mrubocho)

bamboo spatulas

karibari-panel

M Frequently & Occasionally B Never Mn/a

Figure 10 The usage frequency of tools and materials in Japanese paper conservation
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Table 3 Materials and tools other than those listed above

Used materials for other works or

norikoshi (12 responses) e into, knives, scissors (3)

funori (8) e wooden and metal

spatulas (2)

sprayers (8) e wooden rulers (2)

noribon (6) o hikkake (2)

awls (4) e awooden panel (as a

karibari panel substitue) (2)

Use of a Handscroll Made at the JPC

Participants made a handscroll during the JPC,
and we asked them how they used it after the
course. A total of 80% (42) used the scroll as a
reference. One-third to one-fourth of
respondents used it in their daily work, and
some used and for experiments; one
respondent disassembled it. Using the scroll
for educational purpose and showing other
related people were also be reported.

Respondents
0 20 40

Used for daily practice
Used as a reference

experiments
Stored

Disassembled 1

Figure 11 The use of a handscroll made during JPC

e nikawa e yahazu

e methylcarboxycellulose o fabrics

e bamboo sieve (for making e yasha (dyestuff)

paper)

e pigments e kakishibu
(dyestuff)

e nonwoven textiles e traditional seals

e glass beads

Use of a Material Kit

We provide a spare materials kit for making a
handscroll (some editions did not offer this).
With the exception of one respondent, all
respondents used the kit in various ways, with
use as a reference being the most common
(Figure 12). Three respondents started to
make the handscroll.

Respondents
0 10 20 30 40

Completed the product(s)

Used as a reference

Used materials for other works or
experiments

Did not use

Have not received

Figure 12 The use of a material kit
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Distributions of Japanese Conservation Tools and Materials

This section addresses the current situation of obtaining Japanese conservation tools and materials
overseas.

Likelihood of Ease of Purchase

The findings showed that Japanese paper and wheat starch paste are relatively easily available, but
it is difficult to obtain tools. Respondents from Latin America and Africa reported challenges in
obtaining Japanese paper. Japanese brushes (hake) were found to be used frequently in the previous
section; by contrast, the greatest number of respondents said that their availability is ‘neither
available nor not available’, suggesting the difficulty of obtaining brushes that match their demands.
In Latin America, they actively substitute tools and materials by extracting starch from cone starch,
creating brushes, make a karibari-panel in collaboration with local craftspeople, and use kitchen
tools as a substitute.

Number of respondents

Japanese paper

wheat starch paste
hake, Japanese brushe
knives (into, marubocho)

hera, bamboo spatulas

karibari-panel

m Very likely Neither likely nor unlikely ~ mVery unlikely mn/a

Figure 13 Availability of tools and materials

Table 4 Other Tools and Materials That the Respondents Tried to Purchase

Available Not Available

- Almost everything (Austria) -+ Special brushes, high-quality Japanese brushes (UK, US)
- Noribon (Spain), norikoshi (US, Spain) + Noribon (Belgium), norikoshi (Belgium, Argentina)

+ Furunori, sprayer (Denmark) - Sprayer (Vatican)

- Reina beater (Egypt) + Kakishibu (Belgium)

Silk thread for binding (Czech Republic)
Pigments, fabrics (Poland)
Hardware for hanging scrolls (US)

Everything (Bhutan)

Obstacles to Obtain Tools and Materials

A total of 31 respondents said that obtaining Japanese tools is ‘expensive’ and 32 replied there are
‘no dealers or suppliers’. Respondents shared issues in that the quality of materials acquired from
local suppliers is not guaranteed and material information does not suffice. In particular, a
respondent from Zambia reported that suppliers could not reflect their conservation needs. Direct
imports from Japan, particularly of brushes, were in demand; however, public institutions in Greece,
for example, needed to purchase from local suppliers. The institutional budget is also likely to affect
acquisitions, especially in countries that rely on imports from other countries. Other respondents
mentioned language barriers and the lack of need for their work.
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Source of Tools and Materials

Hiromi Paper, which operates in the US, Canada, and Australia, has been used by conservators in
those countries (Table 5). A respondent from China imported goods from the US rather than buying
goods from many companies because it is more efficient Similarly, those from Czech Republic
reported that goods imported from European suppliers are cheaper than goods available within their
country. On the other hand, those from Cuba imported goods from Europe as well but they are
expensive. Those in Egypt and Cuba also said that they had received goods from other institutions.

Koiki in Poland is a supplier established by a former JPC participant.

Table 5 Suppliers of Japanese conservation tools and Materials (Number of responses: 11)

+ Archival Survival
- Hidakawashi
+ Hiromi Paper

- Hiromi Paper California USA
- Talas

- Masumi Corporation
- Paper Nao
+ Yoshida Shoten

- One company in HongKong

- Supplier specialised in Japanese
paper

- Imports from the US

Canada - Hiromi paper

- Japanese Paper Place
- Paper Nao

- Talas

- Provided from UNESCO

- Basic materials are available

- Imports from Europe
- Through collaborative projects with other

countries locally
- CxD (Conservation By Design) o G ad g - Deffner & Johann
- PEL (Preservation Equipment Ltd.) - GMW
- Chemical company for wheat starch - Kremer
- Koiki - Crescat

Satisfaction with the Quality of Available Tools and Materials

Seventy percent of respondents were satisfied with the quality of paper and wheat starch paste. Sixty
percent were satisfied with the quality of Japanese brushes; those in Mexico and Argentina were
particularly dissatisfied with the available brushes. Although knives and karibari-panels were not used
by the majority of respondents, the proportion of those who were ‘dissatisfied” among the respondents
who responded to this question was higher than for other tools and materials.

Number of respondents

0 10 20 30 40 50

Japanese paper

Wheat starch paste
hake, Japnaese brushes
knives (into, marubocho)

hera, bamboo sptulas

karibari-panel

M Very satisfied ~ m Neither satisfied nor dissatisfied B Very dissatisfied mn/a

Figure 14 Satisfaction with the quality of available tools and materials
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Information Dissemination

This section explains how former participants have shared information learned at JPC.

Contacting JPC Family

44 out of 52 respondents (84%) contacted other former participants after the course. 6 reported that
exchanging contacts had been the most beneficial thing of JPC experiences. 13 and 21 also reached
to the lecturers and the organizers of JPC, respectively. Five have not contacted anyone.

50

40 |

30

20

sjuapuodsay

10

m B _

Participants Lecturers Organizers No

Figure 15 Chance to contact the JPC family

0

Disseminating Information

All respondents disseminated information on the JPC (Figure 16). They most actively shared their
knowledge with paper and book conservators, followed by students, conservators of other
specializations, curators, and historians. This trend is consistent with the fact that the majority of
respondents worked in conservation practices and teaching positions. Other responses included the
provision of tours to libraries and museums.

in.1:

Paper or book Conservators Curators and art Clients Students Public
conservators who specialize  historians
other materials

Figure 16 Persons who received the information related to the JPC from respondents
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Methods of Information Sharing

Respondents shared information primarily through personal communication, followed by teaching
in the workplace and educational programs (Figure 17). The majority of respondents used a
combination of methods, with forty-one selecting two to four options and five selecting more than

five options.
50
40
30
20
; H N
0

sjyuapuodsay

Personal Training in a Educational Written reports or  Conferences or Interdisciplinary
communications workplace programme website articles meetings collaborative
projects

Figure 17 The methods of information sharing
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Topics Attractive to the Audience

The topics that attracted the audience varied depending on their area of specialization. Most
respondents indicated that practical techniques such as paste making, lining, drying, the use of
brushes, and the handling of mounted objects received widespread attention. The adaptation of paste-
making techniques was one of the central topics; however, some audiences expressed reluctance to
use these techniques due to differences in climate between their environments and those of Japan.
Japanese culture and Japan’s philosophy of conservation also tended to attract the interest of younger
professionals. Those in Spain highlighted the importance of posture and breathing for precise work,
which can be challenging to teach. Other popular topics included the protection of tangible and
intangible cultural properties in Japan, visits to papermaking studios during the study tour,
bookbinding, and the history of traditional Japanese tools and materials. JPC information inspired
not only conservation students, but also art students, particularly with regard to paper hinges.

Interests in Evaluation Seminar

More than half of respondents were willing to participate in the online evaluation seminar (Fig. 18).,
52% out of those who replied ‘yes, I participate’ or ‘maybe’ preferred a program distributed over
two weeks instead of five days in a week (Fig. 19). Specific preferences for which weeks or days
were not particularly observed (Fig. 20 and 21).

Fifteen respondents said they would like to focus on conservation treatments in which they utilized
resources from the JPC. Other highlighted differences and interactions between Eastern and Western
philosophy in conservation. Other respondents suggested topics that cover workshops, research by
their students, preventive conservation, display, tools and materials distribution, infills, and use of
washi as a primary support by artists.

No@ n/a @

Consecutive

5 days
Maybe Yes
58% Several days
per week
Figure 18 Willingnes for participation Figure 19 Preferred schedule
40 40

sjuspuodsay
sjuapuodsay

30 30
20 r 20
10 | I 10 |
L :
Mon Tue Wed Thu Fri

2022/9/5-9 2022/9/12-16 n/a
Figure 20 Preferred weeks Figure 21 Preferred days
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Conclusion

A total of 52 former JPC participants responded to this survey, with the majority working as
practitioners and teachers who actively utilized resources from the JPC. The knowledge gained from
the course deepened their understanding of paper objects, helping them improve their awareness of
the details of working processes and approach objects with care and respect. The Japanese paste-
making method was significantly employed in their studio settings after the course. The
establishment of a museum environment and the dissemination of Japanese art to the public were
also highlighted as course outcomes.

However, the survey also revealed issues with the distribution of Japanese conservation materials
and tools, particularly for respondents in Bhutan, Egypt, Zambia, Cuba, and Argentina. In these
locations, it can be challenging to obtain various materials and tools, with some countries requiring
costly imports from other regions. Even in countries with suppliers for conservation purposes, such
as the US, UK, and Australia, respondents reported difficulty in obtaining specific materials for their
needs. High-quality Japanese brushes are unlikely to be obtained despite high demand. Furthermore,
whilst knives and karibari-panels are used less frequently, the quality of the available goods is
insufficient. One of the factors in maintaining the conservation quality of goods is the
communication challenge between suppliers and conservators. Many respondents called for the
direct import of Japanese brushes, particularly from Japan, to cut costs and guarantee the quality of
the goods. However, in some countries, including Greece, the government restricts direct imports
from other regions to public institutions. On the other hand, positive reflections were also indicated;
responses from those in Latin America showed active adaptation of techniques and tools. This shows
good results of knowledge dissemination through the conservation course in the region coordinated
by former JPC participants.

We are grateful to all those who participated in the survey.
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Annex.
International Course on Conservation of Japanese Paper
(JPC): Evaluation Survey

TOBUNKEN and ICCROM invite you, former participants of the JPC, to this survey to receive your
thoughts and opinions of the course.
After being asked about yourself and overall feedback, you will be also asked how the course
experiences and the resources provided have influenced your practice in terms of:

- tools and materials

- techniques

- sharing skills and knowledge
It should take around 30 minutes to complete.
All the information we collect will remain confidential and be used for research purposes only.
Your cooperation would be greatly appreciated.

Privacy Policy: | hereby acknowledge that | have read and understood ICCROM's Privacy Policy (link to:
https.//www.iccrom.org/privacy-policy), including the specific purposes and legal bases of data
processing stated therein.*

O Yes, | agree.

1. ABOUT YOU

Please answer the following questions about your personal information. The ones marked with a (*) are
mandatory.

1.1. Title* 1.7. Country of institution
O Dr. O Mr. 0O Mx.
O Prof. O Ms.

. . 1.8. When did you participate in the
1.2. First name JPC?

1.3. Last name* 1.9. Please briefly describe your career

path and professional activities in
conservation after participating in the
JPC (most recent at the top).

1.4. E-mail address*

1.5. Occupation/ Specialty*

1.6. Institution
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2. ABOUT THE OVERALL FEEDBACK ON THE JPC

2.1. How often do you apply the skills 2.2. To what type(s) of objects have
and knowledge gained from the JPC to you applied the skills and knowledge
your professional practice?* acquired in the JPC?
Choose one of the following answers Check all that apply
O Always O Works of art on paper
O Often O Books
O Sometimes O Documents and records
O Seldom O Photographs
O None O Asian paintings
O Other

2.3. What information provided through the JPC was the most beneficial to your
work?

2.4. Please describe any projects where you have incorporated the skills and
knowledge gained from the JPC. (Ex., what was the project about and how did the JPC
resources contribute to it?)

2.5. Have you changed your approaches of conservation since participating in the
course? If so, in what way? (Ex., please describe if you have developed any technique(s)
acquired in the JPC so that it suits individual circumstances)

2.6. How likely are you to recommend the JPC to your colleagues?
Y*oHoFoHoK
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3. TOOLS AND MATERIALS

3.1. How do you use the product(s) 3.2. How do you use a spare material
which you have completed during the kit that had been given during the JPC?
JPC? Check all that apply

Check all that apply 0 Completed the product(s)

O Used for daily practice O Use as a reference

O Used as a reference O Used materials for other works or
O Used materials for other works or experiments

experiments O Did not use

O Stored O Have not received

O Disassembled O Other

O Other

3.3. We would like to ask about tools and materials used for Japanese paper
conservation. How often do you use the following tools and materials since practiced
them in the JPC?

You can select No answer if you have not been taught in the JPC.

Frequently Occasionally Never No answer
Japanese paper m] m] o o
Wheat starch paste O O o O
Hake, Japanese brushes O O O ]
Knives O O o O

(into, marubocho)

Hera, bamboo spatulas ]
Karibari-panel O O o O

3.4. If you use any other tools and materials that do not appear in the list above,
please specify. Also, how often do you use them?

3.5. How likely are the following tools and materials available in your region?
You can select No answer if you have never tried to purchase.

Very likely Neither likely nor Very unlikely No answer
unlikel
m] o O

Japanese paper m]
Wheat starch paste m o m O
Hake, Japanese brushes o o o O
Knives O o O O
(into, marubocho)
Hera, bamboo spatulas o o o O
Karibari-panel O o O O
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3.6. If you have tried to purchase any other tools and materials that do not appear in
the list above, please specify. Also, how likely are they available?

3.7. Where do you purchase the tools and materials? Please specify the website(s)

where you purchased from on the comment box below.
Check all that apply

O Within your country

O Direct import from Japan
O Through other countries
O Other

3.8. To what extent are you satisfied with the quality of the materials and tools that

are available?
You can select No answer if you have never had.

Very satisfied Neither satisfied Very dissatisfied No answer

nor dissatisfied

Japanese paper o o m| o
Wheat starch paste O O o O
Hake, Japanese brushes ] ] O ]
Knives O O o O

(into, marubocho)
Hera, bamboo spatulas m m o O
Karibari-panel O O o O

3.9. Could you identify the factor(s) of which the tools and materials are unlikely to
be acquired?
Check all that apply

O Too expensive
O No traders or dealers
O Other

3.10. Please leave any comments about acquiring and using tools and materials used in
conservation of Japanese paper.
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4. TECHNIQUES

4.1. We would like to ask regarding techniques used in Japanese paper conservation.

Since having practiced in the JPC, how often do you use the following techniques?
You can select No answer if you have not been taught in the JPC.

Drying on panel o o m

Frequently Occasionally Never No answer
Preparing paste o o O o
Paper cutting o o O o
Lining o o m o
Caring of tools and o o m o
workplace organization
Flattening o i m o
Moistening o o O o
Feathered cut, water cut (kuisaki) o o o o
]
m]

Handling o i m

4.2. Please specify if there are any other techniques of Japanese paper conservation
you use in your work. Also, how often do you use them?

4.3. What technique(s) have you found the most effective for your work?
Check all that apply

Preparing paste

Paper cutting

Lining

Caring of tools and workplace organizations
Flattening

Moistening

Feathered cut, water cut (kuisaki)

Drying on panel

Handling

Other

Oooooooood

4.4. Please leave any comments on applying techniques acquired in the JPC to your
work.
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5. SHARING THE SKILLS AND KNOWLEDGE

We would like to ask you about what and how have you shared your experience acquired in the JPC.

5.1. Since taking part in the JPC, have 5.2. Have you had any opportunities
you had any contact with participants, to share your experience of the JPC? If
lecturers or organizers? so, whom did you share with?
Check all that apply Check all that apply
O Participants O Paper or book conservators
O Lecturers O Conservators who specialize other materials
O Organizers O Curators and art historians
O No O Clients

O Students

O Public

O Not shared with anyone

O Other

5.3. In what way did you share your experience of the JPC?
Check all that apply

Personal communications

Training in a workplace

Educational programme

Written reports or website articles
Conferences or meetings

Academic journals

Interdisciplinary collaborative projects
Other

Oooooooao

5.4. What topic(s) do you think your audience were particularly interested in?
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6. EVALUATION SEMINAR

We are currently planning on a 5-day online JPC Evaluation Seminar in September 2022. It aims to
assess the course outcomes and share the developments of individual practice among former
participants, lecturers and organizers.

The virtual seminar would consist of presentations, the live follow-up sessions, and a symposium. Pre-
recorded presentations will be available to attendees so they have access to the recordings at any
convenience. Questions can be submitted through a dedicated platform and addressed during the
follow-up sessions. The symposium (also live) will be open to the public to explore and promote Japanese
paper conservation.

Your responses will help us preparing the seminar programme. Any topics that relate to your experience
at the JPC would be welcome.

6.1. Would you like to participate in 6.3. Which of the following dates
the online JPC evaluation seminar in work(s) for you?
early September 20227 * Check all that apply
Choose one of the following answers O 5th-9th September 2022
O Yes O 12th-16th September 2022
O No
O Maybe
6.2. (For those who answered 6.4. Which day(s) would suit you best?
yes/maybe to Q6.1.) The seminar is Check all that apply
planned to be five days in total. Which O Monday
schedule works for you? O Tuesday
O Consecutive five days (1 week) O Wednesday
O Several days per week (2-3 weeks) O Thursday
O Friday

6.5. What topic(s) would you like to contribute to or discuss in the seminar?

6.6. (For those who answered no to Q6.1.) What is the main reason you are not going

to participate in the seminar?
Check all that apply

OO0 Not interested

O Not relevant

O Not enough time/ Unavailable
O Other

Thank you very much for your cooperation.
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L=V I R=N—CHEIN-EBEREDOREFEDT-HD
HADGHEEERAT OFIF
FYeva -<)7 - ALsy v FITF

WA~ TP (F=aflEl, 797 - 277 —-nv=—)
PRAIFEIER

F

E 2

HHRP 0% L oEYIE. ACGEH. MEHEIE. SRRl ER 2L Twb, b L
=YV IR =N [ FEHEMH OFEM & L CIRAS b TE 2, XTI aEREZFRT 2
DT, BEHE L W WE PR 572729 ThH % (Borysenko et al., 2013),

EARICH > N2 BRI EANRIC L > THETE 5, I%Iﬁ?&bb&W%L%FLK
[, translated drawings [BRBEEIE 2], HIFRHUE, $BEEM-CT|MEEM. Bk HROFIC
Fae—Av7 K- AxEROK, FhH, K& KMV, ZHEkoxryF o dd 5, *?
b, HE e Y 27 PRI, HER, A A —VRE o ZEERRP T V=T OFIC
2 ERN, ZEEZEMTCICHSEMIC B S b (Laroque, 2000), % < D E RO LR{FIKHE i(ﬁﬁw
CHDOTIFRL, BRI E 2 2w %, ZICIFEWERAT, ik, REFE L AR L »
ST EIEAERDPERL TS, aL 7y a v e LTERW CERETHREI N T 3 Ef
LT, BEMAITRVE, NERCF 2L -2 —CFEHINT, ZMifEM e IAaR S
nTZ b o7z (Wilson, 2015),

L2 L. 25 I3EMMEBIS 2 O 0 ZEIRE D Tld v, B, i, il
B OWREIT) -OOEBERERIIFE L L <. BER, BER, BEK, vy =7., #iit
HHFI 72D DR ICE N THEETH 5, BEKADOIFRKOREZZEE L. ZD X 5 =%
IO Hh, HECEITNAFEN T2 L 3L TLOARETIEAVE W) ZLICEREL A
TNEEo%mv, ZERLEITKTIIEHREZTEIIEBRA LI LR TERL2LTH S, iz
%iéi LI LTHINE XD R PEEOHIPEN. fMoEMICH 2138 A LR AT WEHICREER

VBREOTATTEave S N OB EEELHEFET S 5 2 CEHELEMTH % (Laroque,
2000)0

FL =y v I RN — i CE N TR E RN s e 720, FEESIR S LE R D

b, TNW 2z, REFEEOMENR S DaL sy avict s THELD %,

2. L=V I R—N—DELERE

B OHE IZERARICOC U TR 2, Fl 213, 0o < BIc i3 B EM o Ziri2s v g
INREL ., AV 2 Bnd b hERIBEL TS, PL—y v I/ R—X—D-ED X FE
T, NEBRDLDLLFEHA— LMD LDETH B,

U [fwid] JESCIE transparent paper, [ L—3 v 7' == "— | Z2&GERAE OB WIKE TR,



7= 1 (BRI

BIAMKIC I, A& IO U CRR AL ® 5, Hl 2 TG (parchment paper) . 375 B 7z [
FH#K (transparent drawing paper). 4 —7 v M7 v ¥ v 27~ —} (baker's parchment) . B3R AK
(ersatz parchment) . FXWi ki CIE > 7288 (paper from shredded fiber). &R (imitation
parchment), EGHL (copy paper). WHME (waxed paper). 7 = A (varnished paper) 72 & TH %
(Laroque, 2000), LA L D#KIZ 3~ CEIAME L W5 R Z D O,

AL EE L TEICOWTIE I T I Aidih 23D 5, Hl 2L, 1431 FFICFE D N7z Jehan Le
Begu BARICIE, #7 AOHEE L THREMICHE 5 ZEH RO 8EICEE T 25l 2sdi~ 5 T
3% (Laroque, 2004),

FL—v v =" —0@EHMITZ 0BEFEICK S, MoEdhoEA 2Ll e — R L
U0 b o LY FZ %0, MR O A 2R L CERR 2K TS5 THE, %
NS DITIEIC K o TERITF o nFI@EN 38 R EAKIES LS (Bachmann, 1983),

FL—v v I R= =R {E 2 JEICIIEIC 3D 5, LA, L, S TH 5,
19 Al o e, EIH MBS AL (vellum paper) ¥ 7z 1% Verge paper % b & ICfEb Nz, X &
TE M, BB, Vv 2R, S REZNOLERELZDDOEREME Zﬁ'ﬁ KEREE T, LR
FEZEVH L, 19 Midoniy:, SEEOWEL T, 1842 FFiid, A H > T 55
EHO P L= v I RN =8 T & fz, ALFALEIC X Z)i?fiﬁﬂﬁfﬁﬁ@ﬂi%ﬂ@%“ﬁq: i, 77 VAT
1846 FICHUF X N7z, 1857 HFXLOR Y FY DT « 7 « v—thid, KEAERMNZ TR S 27

(Bachmann, 1983),

DX AL BRIC X 2 FHMIE ., R A o 222 R RIRER iR L2 b, AL 7=
TYEZTE, LEICEZIICZV ) v a—RERELDOTHHFL ER L, <
T X D ARIZFEEAK (parchment) D X 9 BREAVICRD, ZIhHN—=F AV PR—o¥=b
IBENET N,

PHADAN—=F A Y P R= N = DR =R ([F T T R=N—=TH o7z, 19 AL DOKD D ITEH MK
D OBWESTEDBHFE S Nz, kA n—R L ¥ T F v CHILE L TR Z AR L, L v X
T (calendering) & X Y BéMkIVICZA{LZ N 2 /5ikCTH B, &5 L CTEMIT FEKITEE
BTk oD T, TEIERMCMEZEo72ER AL, TR UHEBHLETH o 72,
C OFET 20 AL D —PUEHl £ <A L i 47z (Bachmann, 1983),

Mz ERT 277313 19 MidohE» A b P L—v v =" — BT LT
BHotoo K, 7, KIKHZAZRED XS b o0 2V EEYT v 7 2R b fibiiz,
19 HACICiE, WYLy, 7y 2 A B (BERLED) (i 2 <& IBHHE & i b ig o 7-

(Borysenko et al., 2013),

20 LD BFICHARICL > TR L =Y v I R=—DR DY ITEWL T T ZF v 7 FM
RS X507z, AL LTI I EFROEEM L LM ki 72 (Laroque,
2000), HEERICL o TE, PL—v VI R=N—DFERWEZ T THREL L IPEED, 1 v
7R EBRIEDR O TEREM~EE T 270 ICHELRE TH o7,

3. ERIE DL DI
FL— v v RN CE N TR E R IC X, SO 2 R O R I 2 TERAK L
W BEEMICEAELREBEDAONS, MADIHEIZI =T F2—1 [MIBHEO Z L2 BT/
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Mob DAY 2o RO DL THY, HEZEZTNZNOBE TR S, FEXIMHICIE
KEDD ORI AONE, FRFIREE BERE) IETEMIC b w5, BENME
FEEYTH Y. Bz iE, FEHARCEFEOT vy 70 (WOEEY) d&FENn 5,

INLOMEICIE, fFEiske LTflibhTwizc e, 2% b EffifEdh e 3B A s kbl
ZLCLICX2EED I H B, 7, #EDOI VT4 avREROZD bR T
72 map-board ¥ Z Do~ v F 2o AHEICUIV IO L BONEEME R 5L H 5,
KHOFERmZ XS EZTIKIM L 722 LI X2 O EIT o X 5 2N AEE D MR cH 2

(Borysenko, 2021)

Z D X5 GO REE NS (1943 FO VA4 VDT 7 v A MRIEH 2B 55 D F — 7RI
it dbE==2 X} (Monument in honor of the liberation of Kyiv from the German-fascist
invaders in 1943)) OFAERFICH b, WRIEMKIFERCERERCTHL 7 )T — - Fvox
v 2 (Hryhoriy Domashenko) 7% 1944 fFICHUEL 72 DT, EfEEREXY 74T « A7+ ¥ —
7 (Sofia of Kyiv) ®aL 27y ave LTUURINT WS, HEDOEMD Lichi>7 [duplicated.
THICL, ZZTEREITBLZEWS XD ARERDS] P —v v IRt 7 R
T, BT L Tz, ZORIER, 2 2OWFICZ>TLE>TH Y, BEIFEMBERDO7ZD
K= v A REMICHETHED O, TREMICE, ROFELEEA VAT
—7TOoRIH Lz R o (K1, 2),

1 BER P~y zva (IMBFEOFA VD7 7 v XA MREE b2 LD X — 7 ERETLET 2E= 2R
v b)) BiER K
42 HER vy 2 v a (I3 FEDFA VD7 7 v A MNRIEE b2 bDF — VR ETLET 2E=2 2
v &) BER =

WHE OME E B, PL—v v I R= = itffip BRI X LI L IEEKNEN &
N_HICGoTw2, FHEERITIEILRHAD - TEIT L2070, ZOHEADVLOH, B
R LlRXTT270TH5, HOBEVAKIZ, L —v v r~—ox— L O AIER XL
Hhloabzgl 23, 2o 3EZ, Mg, Bt & oJfK & 7% (Laroque, 2000),
BHUEOEZHML, 25 R THOREZHIEST 2 & id, RIFEEOEE TR
TH b,

FL—v v I R— =% T DR L BILICRE T 5, 19~20 tHACLARTIC /A
BRICEVIELN P L —v v =Nt 3E S L oERI 23 H 5, —77. LI
DEAITIZMMAED B 5, 2N XV dRIHEON P L —v v =03 — (3, RELEE DL
fic X VUE T, ZOWIBHEDDICE L WA SR INE T L23H 5,

L=y v == BEICE T A, JHAlE L CHO B 2o L, K&
EHICHME o T DML L g ZR 3, HMPEEO &R b FERICHEs k%
tr b 7203, VELEHIL, B E 2 YR TH 2B EM DA TS < 3% (Bachmann,
1983), L7z28->C, SUEEANZHAI L, £ DR e b L — v 7= —C RIS 3 & P
T2 LM, 2D L) nfFMORFLBEOFFICHr b 2 BERERE G2 5 LICk b,



7w 1 (BRI

4. 1818

KGR MDBER~DEIRZIT L B L —2 v = — DIRIF DB E I,
RN >TORETH 2, PL—v v = X— DR L EHEDREIC
DI 1960 FEIC & FT7 —F « AFRFFIC X % (Subotina, 1960),

1970 FfRIC P L —v v I R——fg LT, BfEombE BRE25 23] 17
SNHEDEFE N, COXIRSGEEDLICTTIAF v 27 4L (filmoplast) =% AT
Tk 72508 T & 72,

1970 FFRROBFETIX, INET % & & THETE(L £ 715 Renova-Papier. BEVA 371, Klucel 2357
a—F 4 v IZElE LClibhiz, COa—T4 v IZOEMERoTZDORY T+ vy (GHEE)
L HI#72 o 7= (Bachmann, 1983), EA%ff o TEIGAI Z G 1E(L 3 2 /713, BIEOKM L &M%
ELT 52 TE, kY oBOERIMEZEAET2aL 7y avicHAHTHS, Lol
FL =Y v I R= RN ITENICAE 522 2 L IC XDV BB EDRHLDT, TD X
IR EM S L FICHBELATRE RS R, BORKE# > CEITSL % 3 2 GHEN A H
RKOFIEIE 1980 FR 63 —w y S CBEICHbATER, MREIFLL BERIAG BT,
{ob DRI L Tl & figikih & 7 o 72, ok HARDEAIE ICCROM O 7 —<jl=2 —
AL o TIRE o7, E72. 1984 FITFH XA Z T S Bz A HUE L7z 2 & T BER
PEDOEWBERKEZBEATE3X51Cho722 8D BWEE 7572 (Masuda, 2006), Ei[H
OB L T, BERT, PEOSRS R I N, MMl AEHOIY R WE RS ITT 50
BF vy NN= T avT—TNedT T v I ARHEWIRD T,

ITI—-ty7 (199) OFEFICLZE, FLAEDHEEDN, PL—Y v IiR—nN—%

BRCHES L X iCiE, X FEREEoay yReH vy o FHE I, n—rCofRftan s
BRI 2 FIMK 2 IFA T e, % K OB E 3 I E (EH 3 2 fth o B @R, Hl 2 ITRECH T
DHIFRICE T D FRIETH 5,

LHaL, 9294 FDBEFKDODERICO VT W2 IE, MEEYFAEL  oIcBE T LE
IWEAES O irick 2. v 27 74 FCIImENICEE 2 EEM (uniform strength and tissue
paper) Z{HoTWwiz, ZhidsZ b HESARECMOER, Hl X X OFRBEE Lo Lt
BE AT WRER ad o/ w0 ) X RERDI OB INEMHELLEDNLSE, IbitrEy
7 (1999) OFEICX B L, v 27 T4 FOBERKITNEMEIFATHES —77, MHDBERD
ZE A EBT v TR A F e m — R Klucel G, BEVA 371, B-72, EE(LIEREE AL
CT VYT vEeEAFLEera—RbH25 0T Elvace DIRGEYZBRLTCwWEZ ebhrotk
(Lubick, 1999).

ey 7 (1999) ORI, FL—v v I R—N—%E5I1cT 3 FHEOEREOOEDE L
TIREDVICERLTWE, L OEEEVETO T L AZIFHLEE > T3, FFEDHMIC
ﬁwfﬁgi\ﬁ%b%ﬁ%?ékwvgﬁ&iﬁwfbboéo

ZoFEICIza —a vy o TIRAE L2 LT, fEih% map-board I > CIEF C & T
72 T20DHHZ, TONERFRHORERIMOBEICEEL T TX{ffibhz
(Borysenko et al., 2013), Z OFEEEE L {2 %77k (soft pressing) #HbE7zfile LTH IS
LN DBRICIBRIZBER V-~ 2 v ad (1943 FFO VA VD7 7 v A MRKEEZLLHD

1L RTFE

FEBE
EEEEESY s 2]
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F— TR EZFLET 5E=2 A (Monument in honor of the liberation of Kyiv from the German-
fascist invaders in 1943)) (X13) 7wy =7 FTh 5,

3 BER P~y zva (I943FED N4 YD 7 7 v A MREE 2B 5D F — VRN EGLET 5E= 2 A
v b)) BER £

DX BERMDBEIFIC L —F === [ L=V R=—0] ZHUED LIC
W2DRKEDT —ZADATHY, LT LBM2DTITlEAEVEV) xR THL, &t
mHh, BRICHEONZZ P L — v v IR N [ JRECIBEOLENC X VB RICT 206 TH
% (Borysenko et al., 2013), Z O3, WM CHEERCTH L7 v - 7Y a— v (Pavlo
Alyoshyn) @ (a2 v ¥ —1F « F—1) (1914) & (¥ LA+ U+ KD 7 7% — F (Facade of the
Zemstvo House)) (1913) TH 2, {FEANME%Z b L —> v /= —CHUEL | HiE IZEEE
DJEMIC, BH IS DM (sticky paper) IC ERED LzdDThH 2 (X 4~7) (Borysenko,
2018),

HRHIEER TH o727V a—v v (1881-1961) 1% 1918~1920 F D, F — 7 i D F AT
KCThHotzo F—UDIa7 « LT7v 21 DEMF (Mykola Murashka’s art school) T TF,
VI FRTAUTAVI D LARWER - EMiFHL (Institute of Civil Engineers and the Academy of
Arts) REFH LB CHEEL 72, HOERE L CRMINZEEM DL  IFFEHEEL Y. K
iR EFIC AL E c XA Bbane@mu L v XY v I B R T B 5. I OfE R
DRI, FIZEEL, PL—v v I/ R=— N2 EO I EIE MBI 2 EEM & L Cffio
T3 TH2 (Borysenko, 2021),

KEEE, 4 v 7 8 KLoCw (7 yva) oo floX T4 7 ClEbiLs:
(B2 by +Bo77y—F) 7av=71+ (¥ 4) oFEROHFHE L2, PL—v v
NR—oN— TR L T Y, s T, QL RRE IR T AL 2 oYL A 23 A
Ll Twie, BUYERHCIERIC X > THIEEOMT TN Y ThTwnie, REZL, IREELH),
HICE o T L =2V I R= =3I DR BN T, ST E koG - —
fiy 73k, RIAICHE > 2RO PEIY), (EMORE Y IcizAE L2, oo a2 (). a4k
DAE— BB IKEDBE R R oz, fEMOBMEIICIIRE, RiF, Bnrioh,
FL =2 v 7 R= =i IR, Do 225G, B H 24 L, T I L RERLYEIE
G R L N7,

fEETIE L -y v I R—oN— izl e Esi ik T 2185 E LA o 72, TR D T i
HAICIZE Nz 4 ~ 7 T [TDetail of the facade of the Zemskyi Housel civil engineer, St. Petersburg
1913 (T2 % —KD 7 7% —F, #lE) LAREHA, v 27 b =TFATAT1913) ] L)
HEADEHER TV a—v VHBOIA VBB o7z, BEICIEEOR 2 v T BEHEIC
K 2EZAD B BHREICIIFEVGEREEROEEC. ML 7 — 702 d - 72,

[ 4 BERT ) a—v v (XLRA MY 8o 7 74— F) BER £
[ 5 BERT ) a—v v (XA MY+ Bo7 74— F) BEE £

77 v va, KERE, A v eETH»rN (v —1F k=) (K 6) 1k, BEE
ICEIE L 2B ic BERBAE ST b, BERORESGZES N, (FROBEMTHZ P L —
VIR GFfE QR LT E T, BB OERO LICHi o Tw 7z, FicA T

10



7= 1 (BRI

Too fEEMIZ DD =il TnTz, (FFIC K 2EMABM BRI N T, RE, A
. RV & T XY Bl o DREERR S Lz,

RBLIFIE RGN MR, RS, FRAHO YA, AEAIZREZE, EaE o
MoORERH Y, RESEIKEOTN IR LAEFLRAE D Rohz, 728, RiEoFiE.,
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(K 17) » TOX5 AiEMAGERFZICIY Ml & ©, HADRERPAEE &5 200 7m
fizfEE T2 LB TEBXHICR D,
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FEEIHE O RAF L& ] (JPC) KB MLThb 10 Fickh b, HETn 70 Zz0ER
EEFRVIERZDICH x5 ERVEEWTH A 5, JPC 2011 (218 KFENFIC B 2 [FE 7 U E
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FIBNB L2720 REDRZ D =V %D oV EMEILF VT2 LT bIcELL
(Minte 2017)

TFIFAMELDE T AT BB, i E T ik T ¥ 2flioTO
% (X 15, BEEREZ (K 16). 2ok ifFRL - [#ieE] 2, EARORERBICEL T
EigY Lz (K 17), ZoiEkxAwC, EEloXH), 71 —F v 7 offn, fEEkof~o)b
EWAEIE LT, AL TcH 2572707 7 Y (Gloiopeltis furcata) 2> 5 i L 72 JunFunori® % |
KIEEIC BT 28E, ZRE, 2o~y PaAVIREE~OR7ZHOBED D X2 HERL
oo 2 KDV —T N (7 uTvDE) Fr, —RIBEEAZEMT272010.H 5 —KRIZT
NI =N EFATEOIMERA Lz, Tra—nid, ko BER oGz ED . 2 DR§EED
FIpfeEE O TICAY 23K T2 7201,

14 MS. Japan d. 30-50
15 HHk

16 ik & B2 iR 5
17 HIHEE D v 7

T oA IE, LEEPTER O (1603-1868) DIEHEWIFEIDEA  (MS. Japan c. 8) DIf
FEE 2 FEL TS, AMEOHELIWEICH -0, EFEHEEMEE & o 2B L 72,
COHFTEY 27 MIYEOMFBER Ly 7tk 5T, 20X nERO [EERT] HE
LRTEEIEAE IC B T 2 EMNEEEZ R0 5 ) A THMTH D, LI, TDaTFRL—va
vaRBL T, RFBEHEMEXE LS HMEN O LR Z T2 2 £ 5 RN ZEFRZRS L%
WL CTw3,

17.18 A2 D HARDIREARDBEZR T & IRIHEE X, (RIFEER P F 2 L — & — UL
Db B AL FEE I 5T, HicfhFEE2T2MAEEZ 52T D, 22 THEHONDHRERIT.
—f Tz ARy b, BHEES, HEPEE L T & Yo HARES e 2 i e X
HBTEICHORNS,

LERENDOTR

HEEClk, EREECrrDL s ST ERMEHOLFEER L7y a v 2ESHWT, K4
BRZEDTnE, LTI, YEEEE e e, Mt HADEMICE Rz 5 W2 BEER
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IV vavEBELE, CofH [(Afe zoWiE] cBIciio Tw 232007 ) OO HIRY)
KNz, IHICEERDDE L SIAAFLTCEZ, Hl2id, HRKOFIT MO BRAKE A%
et TFF 2RI (1974, & 5 %) ©. MGt [ 1] o> bol#ET 2508505,
DHEFEIT 1930 FRICHATRITEINAERIRTZICM T 2 BEAME T, 2 Oficidiy - s
PUER DL b B T N T35, F 7z, MiKo8E, M, HARcBET 2 —RERPEIL
B [FTver s, FRx—nY] BIELE, 205 hEROBI L LT ERES (%
B AN) (1950) Dav—235% 22, X 51,1969 ISR K] o 70 FER& L L
TR E N AR [TFEMEEI] a2y s viclibof. <o RAKIEIC I E SO
FHELLDHIC200KMUEOHERDOFEE MM b Tw b,

¥ 72, FALGMMLE? DR ZEBRWICEL w3, (REBEICELDNS S DT Tk
CVEREFE BOTO L) I, CEPAR, BYofEIcibn s bHOINEL T2, fhickt
B o T 7 CEMMRL P E H D R FEEEMBEL TETH S (K 18~21),

X 18 Iy VOHGEEWES (HEGREE - RAJIFIKLIE)
19 Wi LI % JPC 2011

X 20 Ak % E 4% JPC 2011

X 21 & A & RF: JPC 2011

Ffic oW T oHEER Ofhic, HARDEFE [book. TV A, 1. BT T~T] T&L
RoN B LHENERSZDOIT L 7o ik CEROBEER IR L T b, FLlFIFE
¥ E BT L7z, ZRIC XV IRBOREZFEL MY AR EE O IREERHMl &8 (LALE I fid
ABTEBTED, . ~7H4 b (&) .liquid gold [ 2 & TSR], FMESCED X 5 7%,
BBl OBLEICEA T 2 8RS & 5 [ALIE & B3R T3 28],

JPC T, #EIEZFM L 2B icie B ofLEp s Bt L & T BIRED 5 72, JPC IZAALE
DR ELE . 2 OIRREF T, FEILO B R 2 fb v, EHIZ, NS ONFIXFEICHET
308 CchHh, Hloa—2oFRICKRY S5 2L#E2 5,

nn:ﬁ
JPC 13, AV 7 VB Ol < EH L A2 B AHD b CHARORIHEERKE 25 AE
EREORMCHBEAREEHZ R L, X oI HEETTR ot AR 2 o Hiffi 2 F & ¢
5720087l —FF =y TERFEC, BEEREZE LD T, FHMA RV PR EBEF %
WML CHAER 2L 7 v a v E HRORFHEERKMI~0RHEEZ M L3+ 2, 20 X5 it
NzE5Gz Tl i,

JPC BSMFICEG ARV EL T2 MAERICIHICERILBH L. L) L rHlo 7
EcpCc o7 mn T Lk 7 —L, WETIMERDHL L EMET S, LR LFEE X
274 =T =3, HHRFPDOa v Sx—ict o, MIEMZHEIBRICLIZTULITEET 2L

2 [ FRIREEN (1895-1984) (MlZ 2 A) (1950) AMBULR, FrEdE, —dh—%, L5 EEMEER CUbEEt v
< A4 ¥ : https://bunka.nii.ac.jp/heritages/detail/201144, 2022 4F 9 1 4 HRE)
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WHTREICI Y M 72D DREN DI LICRIZDOTH S 5. TD XD BEZHE L OSINE L L
FHOHEZIERZ L 2 EA TV D,

Sk

Stiglitz, M. and Bearman, J.: Of Earth and Sky: A Pair of Ming Hanging Scrolls, from Past Repairs to Present Conservation, Restaurator
37:304 (2016), pp. 309 — 328

Suzuki, H., Kamba, N.: An application of a new roller clamp for scrolls: Toward an approach to symptomatic treatment in conservation.
Journal of the Japan Society for the Conservation of Cultural Property 54 (2009): 52-65.

Minte, R., Japanese picture books conservation project, 2017. https://www.bodleian.ox.ac.uk/about/libraries/our-work/japanese-books-
conservation accessed 21/07/2022
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SRVZX - RT A7) v VEA Y 2 AT 4 — FRER N 7 VIEERRFHEET 5, RERORFEERE LA XY T
DAFRL — b OKFHEEERRFEE4L (European School for the Conservation of Library Materials ) CTHlififk, v —~< K% 7 -
Py 7 CEMBEEELE, TORT ANV v — - v 7 AT HEHTHRORFBELZ V.7 > v v DCOEA L
V2T VR T O 7 M HUC i 0 R T O T RR B O RIHEE 2 EIIC AL, n—=Ta v oS =L LT
Wizth, 2004 FEICR R Y 7V KEAICHTR, HMIIEAMIG A (illuminated manuscripts) & KAHRIE S, BI7E IXAG A R % &
BARWIIL 2 HbicAT 5. ICONRERE.

marinita.stiglitz@bodleian.ox.ac.uk
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KEWEEMORTFEERE | BERDGEHRNBEBERN &L EEDREFEEE~DT
70—FotEEER
REEBEORE. B¥. AERICEIIMREOE—DEEL S

2T AT cVaAbLy T

ARV TXAE eVR. Vv B FEl - E - REBETER 7 4 LYY s REFENER - 87 5 — 3 v 7T — VRS
LA RS - N7+ — IV ST = OE L RFEEHI (A 2D T)
HCPRIAETE SR

Frif

2019 FOEFRIHE [HORE LEE] 12, EXEORFEEICNT 2 /7. &, HiEime%
ZTlze X BT, oSN & BXURTEATE 2 L b AL ICEREARBRTH 572, HATD 3
T, BRI R RFEER N —Z iz, HARESICHARDOFMR A L Clafbid 2 2 &2
JEHICHEETH B &, ERIRERL 2570032 D L2 3D7E0B—I2o20nTo, #L
SRR EZGS LA TR, HROXE, Bh. HEEGZICERICE >RV EPD, &
ERFEMIRFTE ICR 5 RED L WA 211G T, [EHA 2R X A CEmo TE ZHH L.
TR OTTEER N T VAR D 0722 LT, EFIIHEERORERMICN T 2 B 05 8%
HobwhbL, MEBHEICOVWTIRL ZEDTELRWHZAfEETE (7 7o —F) 2153
TEBTEI, EFICL o TIRFBEER OISR B BB O EZ iR+ 2 2 L A9k
HICHECTH o7, HlZIX. HROREBEMAMEDEL WL AV OV idsod
obrb L5 bDTIE R HROBEHMRIBFEHCHICONTDH b o THID TEfiFET
25, RRICHE R L2223, AR nETEA Tz DL 32l B 2H8KiED
BPFC, BooWo R 2E 2, BEEScE bbby, Jlofss»5MEE2 B2 2 &5
BEIC 7R o 72,

A 20 7ICIREE I, REEEOYECRFEDOHEL T TR, R=—1—=T7 -+ OEEEL
YA BT VF—L - ANETT 2021 ., 42 ) THAULHEDO Y z € F = L, HMEKT
F7%0n% K DAL ICIERZIEZ 22157,

INOOHEBE R, HAL~DKE RBL. 2L T JPC TR 7ZEW L L OHES 4 £
U7 OXALBEBIICER D b, FFIIIFZEEHE 2 72T, 2021 4E 11 HiZ7 4 L vy o REEEEAM
TS (Opificio delle Pietre Dure) THEAEE - Hfli « L7 - BEE O IR 2GS 2 C & 23
T&7-,

WFgE 2 A4 b ovid TRHEHCUL I O RIHEE © HARDIGHR 2 AEIEEAN & P9 o (RFEE T ik
DHAMEM] T BT HARDBERIM & i oBERNomEOHAEHER . 2 OHAIFEN
DRI DIRIEBEELIE I E ORERE L 52 72055 L TH D,
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w7z s b
MOMRGFBEEMR & LGB T 2 T, KHFEIE SR O FRE I ISR 22 BA0 2 f v ¢
&7, KHEFRIES ORIFIC A ORMER D D, RR-CUE LR R IGE 1% W2 T
LGRIWCIE LT 3 720 0] 7o R ikl 2 3%t T 2 0 E2RH 5, HiboFRERIZ, Kz
TP A P LR, BEORNEY R AMLE, Hl2ZIEH2HOEITHEDL S0 D,
JEFEICHE OB MBI OFHZR EIChET S (K1),
1 XEDTEPNTIRAG [HRR=Y2— b, B2 0IEH A FAM] 1 X 2 R (drawing) ~D ST
b EARIEOEMICE > T\
HCHIRFEERYENER T AR AREO O L DIF, BT WEE, 2 ) HEweY
VETHD, KEOEEA (K 2) 2MEMEHL L, Ko oFZMMEA+AE 3¢, HEZTaelc
BoTLEoTW3, FEALDES, HELC, HAEIN: (MED»LR5], BFh~y v
FMEGETERIN TV,

X 2 17 HFL DV — < v 2 DRI O B DI JEFAT B & % B OHEH

RKEREMOEEICE T 2D ) Ve >0EELRAIF, (FME2LEICKZAZLTHL, M
DY F LICIIBMADEEEBLETH Y fFET 27200t AR—2bRLETHZ (X
3). L GG, ERBMEEBICEIVVIL T, KRTFEELZ LATHIER bR, b LIEEED
Tl EZ T TR TN, TRTOTRICEWTEMP S 2 O fEMICER 3 % nlfetk:
BH 5,

3 K D AR 2> & i O BAT 2 MY B A7 b, 1y 7 — F FEMiERC T

L O L EEZRABOMAEEZEZERL TV 2biFcixinl, LA, (FECIH

(transposition) D7-®DH Y SN7EETH L, Z0OHET 2 oIciE, EEEREOEEZR
Flcilpiz Rz e cd 2 (Bl TRIcEonsbony), 20720 [2F ), EE
L LCofffle AR WO HEEO DD TH 720 ], BURECER S, LIFLIEH
NOBEICD X fHbhafiET—7 (K 4) O X5 A #inftmmssd ., A=—=2AH7%\»
EVOHIHHTENZVIFT -0 B L VIIKRIEICHA X E2EZY, XL e L CofRETIE R
WITIETCRE SN &, TEIERYHN, NENIA -V OEREZ->TwS (K5),
X 4 HOREE T — i X 15
[ 5 TR D, B 2 LI X 3 IR

bV OoDKREpEIE, KHMOBRIEMORMFEETH 2, BAMEMICIZ, L DR
MR cigBEaEe, KBEO A v 7 RERPAEH I T s, L 2itid, HHIATwS
EM B ENRREZBERICRED 21CH720 ., FERANEZEZIALLELRD 5, [GHIT
R OEGETE b N EMER OB I X, IO & BB L3 BB R G ABIEFICS < L BEME
DEFERG . HEME ORI RIBERBRAML T B 72018 LW E23K < 2 (Facini et al.
2003)

R 72 2 & T 2, KRPIOMBAER O RIFEEIZTEEICR 2 2 L% w», fEiZzfilic
LT 20800, ZOETHERVHTRTHKLZDDRE I 2, 20, fFRO%
R HER L CHEEICHE T 2 48035 5,

35



2T AT cVaAbLy T

D LET IS 2 MELERIZ, REEBEEOEITLEMICIKS & 2H P KE W, 2ok
o IfEENE, 4 2 ) T OEMEFICHK E TV B 43 v RO FST K Tic o LEIChi S vz
HWBREICOE NS, L LERETIL MORFBERELTCOF XY Y TOHRT, ZAK
LOBETORKO T — RIS B L TE 1, v v " REREFEOSE»rOEHINEC
ho o, BITbicEbNZEMOBECIC X 2IRNPFMIEDEZELR, FfEoIcoh
THEFEICHETH L LHIHINTE 2, v VAN RABEORFEEORED O & Dix, AR
OYIERM), ALFER, EYN RS Z, vaAr Y — [FREE, fANE] MmEfRic X 3
bOPMITH L, BITIRONTZF ¥ Y ANRAD N REE T, TN F v v SR ICHEERE
THOWIAERMTH A I, FX VvV ANRICEITL INEEHTE A 52, v v AR/ FEo
BRI & o W E Ik T 3, RNIRHO BB %2 2, EBAEF A, AR
BREoRFECOFEL 525, AR EoMBEL 2 2 —J57 <, #@E LK IZE
WezofhoiiE EofMiEx 5| &2 3 FIREKTH 5 (Capriotti et al., 2014), HIESH~D F v
NREFTHEAMIE, B X o THHENEF R 2 T L 2FEIC VLT,

B ARG H B EE BT

H AR D EAEH 7 HUEEEAN % A DIRHICE AT 5 C & T, KHE ML o RAFEE 1B
T 2% OfEERRT 2 2 LT, BERE T v+ 212\ CRifie il 1 o B2 % 15
TE2X9ICho7z, WHELFEFOMOYHWFECLRENRKE (R A2 L L TH, BELEX
Frfk, BREZE. X 0EVWEEA. IO 0BG S Lwv ) mic, HRDEHREE T HARUS
DSAEE DRFBEICRELRT 70 —FD U0 Do T3, KHDOHLBICH 272
PO EMEGH O CHIE O T I, WOobEEFEEZ I L ¥ 5, ZoOTHEROELIF. &
EY 2 OH~OUUN, SO IEHNABROZ0OfRE R E, 27k ) OYBIA b LRI
AbNDLIRRIEINT WD, Fnk L, BERNREEEOERRW 2@, RO RE
BEEOFEBICREL CLCEZHFEI X T 2% E LG T, ULRmD BT
T, BAZUENERE D OEE L 2 OREIC T 2 MEHBRED L EZZ T AND XD
IZ7 > T\ % (Chungetal. 2010),

A2V 7 OFEFELMORFOIELICHE T, 1966 FD 7 4 L vy x dlkER, HRD
EEEMN. &0 D ITFHCEER L Vo MR OFERIC O WDl ©h 5, HRF o
ERCHEMES, HIEM-CHA, BREZILHE L, L LKHIERICOoOwTid, 741 v
Y = OENEHBEITFTC e —~ O R IEEM T 3T 5 72 X 9 e —H O ALEZFRZ
% DILERAEY T, REBEICHI AW DTH o7, T O DULE T E T b HEEICKH
Fx VAR EOFERICHT UEDTN [FEIE] IKfto TEMI N, LI dMOBERCTR
5 ARHEMOBERICL o TiTb iz, ikl bic, MLEEBEROAXEEY R 23
E A7z L T OMBEIR—EEHE L7z, 2DV 2 M EA4 2 ) 7 3XbED [LEFEHREMSE ]
EWVS 7Ty b7 x—LICEMAGE LT TGO o TE Y, FHREETH 5., BT,
DAL, AR O S % 4 5 TR oEH IO DEEEZ L > T 5,
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F RS

g zE L <, REFEE IS TEENITR OB G »roEETH L L2 Y, H
53 DIFFET H ERI R 2 EE O STEMmO —H L 75 C Licikd T,

[“EBRRIZBETEIE, BT L ARG, FEFIE, ZMRBEOEKRLPAE T, oo
7 MR E R M A G D 5] (Nissani 1995), EFIIZOERZTERICHMFL, Tz hiC
BRILTw2, vy 1 OFESLEMBEORFHEERICAEH, v¥ ey 7l TR BN G
FEEEEMRDO -ATHEILA/ 7 - uy vt i@ LI HEREL LS IcEI R,
REABEEEICHBICRDIAZTNE KO v Y NZROEITHRITH O, k% Fi5 5 e
BELH o7z, MORFBETGFIRK & LT, KHENER O RSN I fib i 2 MO sKH, ZSii
ZHMUCT, SEIE MBI LMo ZRT Z LA T, RERFBEEICE T 3RO
I E A& L Iickot,

2001 %22 5 2004 FICHT T, v —<HRBEITEEN, 74 TARRORFEETE. 27
—FRKFE NV LRFEY AR Y AR ORERIAEREMIR L RIFEFE DN N — T 9, F v v
NZDRNCET 2 REAEE EoMEIC O W TR EZRIB L 72, ZOEOHMIZ. ¥ v
A L ORREDIE L WIRN)DEZ B ERNICRE ST 52 2 & TH o7z, T LZRNBEEFEILZN
FTooREIN, BRAET D ICEVLTIERBRN AREROh TR INTE L, 207D,
AR TIE, RAFEOEREEZTRT 22 b HIEI N, F ¥ VAN RBICET 5RO
Brzo/JFIcBAT M. Ty b=Fd - Yo hY)—7 - ATAYVILXoTHRIT LN T,
%, fld. ICR [wv —~< i REEWIGET] O —T DX v N—T, m—<IcfllhziE £
RIS CdH Y . Equilibrarte #:0 CEO FHFFIZE TH H 2. BUEIZT v 7 F TRERYHI
ZFH LYo Y vy — - Zu—T7 X tob &, FEREOREREL LT [ERREIIC X
5% v VoS ZARB DR JJE D MIE (The determination of a tension of canvas paintings through
impulse of a sound wave) | Zfff3EL T3, Yy h Y — X, [F v v N2 HZARFICTED
fHF 2 1cid, BEAMORIMECIR Y BICHUY F1F 2 7035 5, Lo LIRFFRIEDS IR & A 8T
TObDZHETEZ ZoRUIcE LT, KR BICHY T onkiglioRkI%2Z D% £k
BIEEHIE 3 2 Bl £ 72 E L e v, BRI DEZRHN S 2 & T, HLBROBMARE LD,
T Uit 2 37 C 2 BROBIRNERLAT IR o72 5 9 1,

DD RN AR LERE, RERFEECEVWTOETITIAN-TEY, flziE, 77
A DOREBE Y 27 b [F 2 v N Rl O RE R IC BT 2 KEEEH (Water-based
adhesive in canvas paintings’ structural conservation) | 7z &23H %, 77 4 WX, v —~DEH
REMEVEESFE L 2R 70y =27 FOERFRADOT7 -2 v ay 72 flil T30, Zhid

K7w =7 Tl BRI RKEEER O ZAT 5. BHZZKEEERIIZ, 2 —1 v
o igIc b bz o TEBICEIT b IS W, 5 ThEEDOS K ORIFHEE L EITH B
RICEVEAETEEEZONTWS, LALBEETEIN —=v 27 7a 5 L0 6%I10H
AD00H b, ZOME, T2 /v rvexFanktbit, MEfo72Ef bR AT T
. 2D DO HE, 2F WV HHEES R CEBREICEL . ERICHERH 2 L v i FlRE
TICFHiCE b, EWIHFEARY RIBDH 5,
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Zo7uy s MIEFOWFRICLATO 2 ficf#$ 2, 9, KUEERIC K 2ESTH LK
~OBFNE L, AR L WO Bl S MBI A B L T b, 5, “eETHRNL
VAT LR, AFEFH LBRBEOMNTICL o T aTEEEN RV E W) TR TR -
T, DIV ODRBFHCEEDIBLETE LA TH LA, HITH LI lREDREFEEE
Bt D I ALEERTFCTH 5,

CDXDBYBENERBDIEL LTEFR I TAEED [Fx v ANAREFEA =0T F7
(Conserving Canvas Initiative) | ICSNT 2 S %157, RERFEERK TR VD2, S0
HLLGEIN, V—2vay 7 [REOEELE : SR 74 =7y A7 LI X 215
DHFICSM L 72, SRAL EHEMFZEFT (Stichting Restauratie Atelier, Limburg, 4 7 ¥ %) TBI¥
INZIANTAZV IV RTLIL, TOBEICHELE 25 F v VSR HZHHET
LIUHRTES, TOYRAT LI, HEOEIEOKRE &EA, BUZEME S D77 2348 2 5 HEid&
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L. 2R T Lz,
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A Al

EHOMFEDOHM D O & 21k, KHEIEST IR 3 2 (RIFEENNALE D FIEE ED 5 720
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mbb, BEIIEER HE)] chh, EHEF. A072b2MI%2 LTw 302 H > T3 EE
KThbd, o BEK] oMBIFIEOBEREN L 2. FEMEDICONTE{L L
ftL T < (Hill et al. 2017), 2 LT, 2D X9 AZ LIk fthoFEMK L OHAEHAOhcAETR
5HDTH 5B,
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% OHMFHEICSML T b, 2021 £ 11 ALY 74 Ly s KEFEME, X7 4 — I v 77 — VPRI LR ICERE LK
HKIESR O E TS,

claudia.giostrella@cultura.gov.it / claudia.giostrella@unifi.it

39



EAK - RLRAF =y IL-aFNYFr R

BADKE~DE
AKX - RLZ - F ==y In-mRYFR

AASFIERRBIT S RHEEE SCEREEETM (2 -, ~ov)
Mo, BV, Witds X OTaPESEAT S O IRIFEE H IR

R DOMAALM 2, BHI 2 BHOTE, BETEZRS 70 77 Li3wEZic% vy,
HEBBEOA ) ¥2 7 4ICB0WT, 2HLT—<3IY EFonTahr oz,

SACEE D RFEER DM R b L —=v 7, 2 —a vy Sl ofis (e k] <
FrEOXALMicoB@EH L 5 2EEZINV RS <, ZoffifirBhbhTns, 355
Ao HEASALIA DIBIEALE IC D EER ATV S, TO—HNERGFIE,. Mk - GRS
EeMRFBEEOERICOKMEI W T2, 2Ehb, HEZONTOHE D 2 B A
R0 [ W Bkl Cilliz snCcEzrbTh s, o FEL X 5
BRERIECTVED, Fa2— 04, 4 OEMRIIEMCHEHE L EZEDZOL [2D
frgcmx ], HAxoFEEL2@E L CHEMEgNoBlz T2 L L bic, flifla—2LT7—2vavy
T ER@EL T, F—u v ok e R S W R 2 ST v 5,

F 2 —oNTlE 1996 FIC [BIFE LM O R LER] 2 — Ao Efiim S EERKE (ISA. 5 H
D ¥ 2 — NENLEMIARY) EMEMHR (Plastic Arts career) 4D —if & LTk &Nz, D a
— A% 2022 FICPHBH S . EYIREY L 3 DO ORIFHEED IO 4 DD a -2 b 5 [3E
PEREEESHEMEE] & L CRIREIL 72, BIfE, C o IR FRYSULEERFEEYST LY
Rtx T3,

FEHOZEZ TlE, EMER. FricSULEE O T 7= R IRFHEER 2 B K3 2 Effidigit. o
YACEEORFEEICOVT, THFEDODDLEHADDB DLW XK I T I T AL EHZ S
BEVRH 5, HADMOMFBEO Hikx X X SHET 272013, HAEMESLHADH
BTN WOMEE N AN—FTEXETH D,

faR= [K0] R, HROEX 2SI 2 L BIFETH 5, HARITHESE
fir & HAREMIC I BB BR2H 277, HEE 4 v F O SUL A ERRICTHE A S D HE—DT
Hb, Racel ICXNE, MAHL, 20X A ULWEELHAZ [ 7Y 7 XHOEYRE | ~¢&
%o 7z (Racel 2014),

ZOFERDP L, AMOBERZEZD XS ICHEL Zr03bh 5, IR O HHE i
PEDWFZE & (RIS Y . IIBFER (1868-1912) D UALKY - BUAK « kMg %L 2 7=, *
5 LT, HARDBMERMAL [P OO SULT & v o 2Bk ] Larfibavms 3 5 hck
bNOOBH - HRDGIERIET 2720, EfiEELEEI2 E Z - 72,

Iz, 1897 il [HHFFMREE, 1933 Ficid [EEEMNE /BB A viEkdd] ke,
XACEE DRI ICBE T 2 VI 0BRSS N, F 2 —SOGE, BN O U EFE R B

3 ODHRIE] BRI IFLEE [4— L 8« noxg (N FIHITE) & 2 OBIER ] OMER & 72 2 HA A F O R 7= 0 1
I E N ESERRSEIE OERER, AT LFA%E7 7 2A0MREAT 5,
4[] Plastic Art SETEZA - 5000, A IS, SRS O Al — ik & R T %,
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THH L WiEAIE 20 R CESO T T hd o7, 1977 4F 8 H 4 Hic ARSI 2ERES
XACIEPE LSS —15 (Laws No.1 of Protection of Cultural Heritage) & . [E - Hil£ =2 2 v
%6 7% (No.2 of National and Local Monuments) Z &L 7=, ZHic kb, EEZ LEELE L
TRELTART allfke LT, 3UfbE (MINCULT) 25E%3Z& iz,

HERBIC B O THEULM O BROERMA I E R 222 TEL, Fa—"0D
& Bz E TEYIEED T5] % (Manual of Museums of Cuba) ] ICR 603 X Hic, BUFHEEE 138
PESALM & L IR S Wz TdmIc it o T, L2 L oFg &k [ e L] PEEER
mn & TEMICOAMN TS, £ O5EIF, ZEMOEREFVPEFRICEDR VD,
VIR E S AHE ZA L2V HEL 2D L CIBEL 2T N7 5 2\,

ZOERRY AT L, Xe@EEE LT [A] &32 [t#EEE L CRET 57200 ] KiT
DIgErL 7%, L7zndio T, BET 2 Tl (AFE. PR B, R B8, #
W, bR &) AL R ER SRV, L OFHIZ. RIVICIIREFEBE L 3R E
FiEEROBZEICL DRI S,

FEHORBP LT 2L, HEAOXLEEICEWTIE [HAXD] MAWNEE & % 2 & 2RE
Thd, TNUIIRFBEOBA»OMRTH Y, &2 ITH L PSR ICESCF5 2
PEOLNT=LLTOH DL, £z, 20 [HADOERS] BEBRINIREELLTHH 5, WHIFE
T S N7z ALE L FAFOFEEACCLES &, ZOHRDIERORERZE{LTLZ
FIEWVI T LEMETELRVEETH L, ZOHKD VL DIE, HERDFIEICH T 5 HIHKD
HEEAR, LEFiCEECoRMICk 2, 20X ) REEN, HARDOULEE DO % —Itl.
B LLCLE S, Lo T, RIBAIIBRIC X 2 FEORE LS Z Ytk of iz, Z
DFADENFE AL D E TR & 72 55,

ZZToOMEIZ, AMORELBEEEZIRY TCHREZ, ZoRES LR p2RKT S
2 H0WET, MOMAHLWHETEBEIFE T DI EIRRKBRENTE L1 TH B,
FhaAke LCTid, HEOXLEEICIIZOEO RIS CZRARH Y. 5 LizlFo%
fLoBEEEAHE LEFEOB I WTEHT I TH 2, LWEHRL LT, HAEHR D X
FXIEAREERELIIERECERLTCVwS, T EAHRETE-0I1CIE, kY AT L5
W L CULBEEZR R T 258 BRI h 2 0 %2E2 2 L BAFLTH L, JPC Da—RATHD S
O RAFABEICBE L <, S IEAMmEZIEFEL, BELATE R bR v, 2E (BHRN
EROUL I O REDEAT) DEARRFEH . K. BMEDIEL W, I T EIE
RN, 2 QML SRR IC BT [HEE] Ko 5, #Eiis L —=vicsn
Tit. FoGRMEC, KR Y ok & &ZE. X 5 IPEHERDIGR » OFFE & BEREN: & 23
BOIAENTOIRERD 5, VEHESLEFE~ DM ANE [RFEEELE] 1<) 5 HARG
DIGH & v ) REREHZE L <, B+ XETh 2,

Z oy, FERMHY cAREN BB T 2D 9 3 L, Ex, HW, [THOME O
ICOWVTRMILTTAEZET 2 2 e CHCIHMEiZMIEL 5 2, #EYIRIIMEZZT 22 LT, B,

S [fmE] EHE X VIR ERZ T . THROIERICIZZ OF 7 v ZITRAIARAEFTERH ) . SULBIED H %, fh75.
IV o T, TEPE, FTh X2 — ST, EOHARERICH LT R UBELERSE SN TH Y, ULoRRESEE S
T, 2070, RBEFHEICI TR, HAEROERNRFBEE 7 e AnFmINE  Lick > T, LoARE %
By erfEEIng] .,
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HEROWIN, 87, % L CRITEMRRAF A ZRFEFCE 2, b ldfEk, HRDVjEChF %
T TNk X2 —D [ULD 5 IESUEIHREFEEN 2] TR UCHT 2 DIk
ICILD, % OFER, RREZDRNICIRET 2 1CH 720, EMfEMORAZEEEF EHVIC
32 & CEMOBIEIRE, oMM, S0 L SRk b T 2 kYR LTk
5THH I,

WHEA BT X EHREIBINT B 5, Hlz X, B BRI OWTHERI L,
e HROMBRFERETEOBCESNT 2 2 &, BRECHERYOMESLERL L TH S,
MzaZ<, 2ho D ALEFEL BT 2 9 2 COREEER, BEOFHHELZ T L TEMME, 2o
T HE ORE, WY 5 2mEOXLEE~DNANLEBELZEDH 2, LVRANEA) F2 T4
FEFT IR, AEREEOSULEED BRI L CUAWREZES L, RADOH 3 B %k
F2ZLRTE S, dbAHA, FEPMALM DEEIC T, BH & HADEAM ek
EAEICOWCTHIY . BT 22 L 3RIEETH S, 200, MEL A, HroLkk
T v R %, UL HARDMSULIHEE R I BEA I CBlfig 3 2 083 H 2, ThH T
RCP—kE 2% 2 & T, HRWNARGIECHE W2 ERE O T EmOBECBME R EE 5 TH A
5 L. b @O CEHELRRORFEE DS AlREL £ 2,

WE . EMPPRE T Tk, HARDEBEH» b E TN MmO FENEOFHICOVWTERT % &,
KA e T Y TEMMTICENTHOR 5, BT, WH [HROEHSLMEE
Fike 7V T EMPE] L IINENRBATHEING, ZLDOAPMEFOTEDENZT TIE
T YO RT. whbwatHEE TS5 ETcoWFEoL e EBoNd Z LICHhREHETZEKL S C
L2 b, HARDGEHIEE L ME 24 L - oRFEEEICZ9 5 5,

COMAITBE~OBELERE b 7267, MARFBERILZ. COBRMETH T, BEO
HOREME~LEET 2 ETORTEPERBEZELDZ X510k 5, 2O Thbb,
AFEOERZDODID LY bBETE~DEHICEAR B, LI THDL, BE LR
PICBEEEZTER I 2 2 R RUTIERwE WS 2Tk, BREDEMEFEL X ITKY]
rwirlThb, TNICRLT, FHEOHKOBETIE, ZVWTwoGs, WEL 2R
TIHRZOEREI YV DEETHLLEZ D,

KD RIFER I D 2 TR OB 2 HICE T X 5, FMoFEY iAo d 5%
L, CoOEEREZMIFEEHM > T, ¥Fa2— OB AIETIRZS K DEMFBMOIEE
KT v T v a0z, b, RO IKMEYBHKE Lo ThH b, TV TV
CHAEVID BT 2 O &l 27201, BEIL 2R ICEHEOiAeHl (7= —1) ZANT
Wi, ZNICD b o TWAEMREORE TR E ., HE Tl A Frerm —RZ (Tylose
MH300, Glutofix 600 % Klucel G) D X 9 %7 WROEZEFI A MEDIN D X 5 1Tk > 72,

Fa—NOEMEOELET ) TROBE~D/NET v 7V OHICOWTERT 2L, BFD
BBz o T2 FIEHEI [Ty I vilzfifT 2 L ofifEEica L] EEzis 3,
BZolE, Moo TERE RUERPE R0 0THL S, THIFFE—ZDHI
PREREER D B 2D ITER, 2D ZDHATOHEICH THMZE> THiLiX, o 23885 L
7o &9 U EMRAEORTE X 2 D TH 5, FEFE. 2013 FIiCHhl zEEAl & LML 72/EM
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3. IRV I B ARV F L —2 3 VIDRDEECRERI N2, 2022 FHETH e
PN X aERBEI N TORY,

X 1 (a). X 2(b) HADRRE () B8N AT

Z DOREEIC IZHFTOTE. oK, BEHnsdllrohsEoROBHirh w5, HADR
J& (b)) DIRTFEEEEO T AEMNIZ, BE L L CoYBENLETH -7, Betoosb, H
KOLHNTEEF 2 —NOBEICHE 2R T ANDZBER Do, LWIDDH, FEHD
FHARDGHENE R B EREE 272 o2 b TH 5, MHNAFLOBRE, BE
D LD PRHIE D, FEHE READLETH o 72,

3. 4 e EE oG
X 5~8 BERE (K5, 6 HoRE K7, 8 #HELEHDIEE)

oI, Ao T 4N %2 T LD 5 -0ICHTIERZIES 72, AFEECHEBEED >
DIk, UETC O MALEI I N T 72HTH 5, L2 LESRDSLZOROEE Lo
5ZLI3TERDP o7, EE DL OFICICIIHMMAME D LA 72 d 5 7225, HXWOHEHFIR D I
T % Z0F T FEEICHHERIE © % 72, PRIRORE & Buke. MIHUHEO R D132, F =2 —
DEMARDAT I o T WTIETLAT O Y - KMHHED [FIE. ML, 2 & @E et L CldEERE
THEMEE (SEM) B, #e B oEMETIC I3 HOE X B AT % v 7z,

9~12 HEDWER, 1T Mixtion % b 7277k T, HARDEIETH 2 &ML LHLIL 72 RUFEER
PiES N7z

13 (¢)~16 (f) W OBEEN AEFT SEA

17~19 KM

20 (g) ek oig B o R I, EEH

21 (g) Bk, Wk

) —= v 7O T, EROHIRR2h 572, HXHOEMFE O Tz FE L. 2017
I YRR A R L 72 SO IS X o ChRB O BEIEE S E T Sz,

¥ 22 (hy [Frs7 ] [ZIE1]

23 () M5) T [AA]

I 24 [rper ) TTEAE ] [ZIE]

¥ 25 HAORE (B) BEN AR

Z Dth, RBREEUITE R OES & BE & iz, HEICHFEFIRO BEIIRER%2 72722 Tk b,
JERICEE AR L LT, FFEGFOS D LHHIL 7,

5T, APHEE LEROREIIC X 2D 9 —mOJFEIE, 1999 FFICF 2 — [E T EMEE 2 &
AANFHEREBRAEEDOT T Y R 2 =T LA~FIRESEHE TR, JEAFTH
572 Z L HHIAL 72,
X 26 J IR 1f D 1515

AKECOW I, BELE, F5Ei. EEOHMFKEIEDOF THER D R —~FORRETH -
7o NS [TV T AV AICEBFEMOMEELBEE] & JPC TSN TWizhb T ZA[fET
Hotz, oI, HRDOHFEDOHEDICHIZ, PHHEDOXERRMERICHZ L > TWwE, #HlziE

¢ [mid] B O—, BYo ZJ7mIchN 250, EPICAAZ I A 37Tk
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RTEARDOGE, WEO LECHAT 2 aEAZMHS [TV R] X0 KR 0752 B
MTH2, ZOMERMEZAEHETD MM BERONVHEGAREL %25 2 &2k, b IDED
DHNE. KRB TA V27 ORRLIC X Y BERLBHELZ2ZILXEL2EITbT 501, itz 7L
— TRV REGATLoRMEENT 2775 CTH 2, EHORR TR, F 2 — YO EER%ME
~DIATER L OMEIGHE & v ) FicE T, MO AFrero—2 X0 b EHERE G,

o

JPC DHEZ [FEAT] OftF L, MOREBERICH =225 2, »oRERICHE T 5
THETHL, 2—R0BfNE L LT, Krid, 3 —ACELZRBEZHAEICILODTEZE W)
ZLEHBERETH D, Kilit I F -T2 2 L 3HEMEOM LICIERICHETH 5,
Lo, —HFARUIZZCZ & ix, MORFEEEMKXEROFZ T Tl R Cillz 2
JTwa¥htdbiltbhofiisEITsceTtchbsr, 2ok LTiE, HROFEZHIC
DWTDZ 7 RAERL, FEOHIKICT P4 X% T 5, REBEZOND, WHIEDOCELE
DIRAEBEICHAD LY TGS 272 ). HRDIEMORFEEICET 2 7uny =7 Mg
BxGIZIAALTEVTE LD TR S, HEfMEZM LI X220 ICELAMBEL TR n bk
wolx, MEZ (Ao FEo#EREIC] e LA 3L FLdTEhnEni T
Thd, 20, ULEEDOHFIIHAEHFIN TV L2020 0, L DML +IRED 5 C
L EDBY AN E NI L THD, RN ARFTIEICHET S L —= v JICHlRRH 500 L
EoTC, COMETIFELPLYDLILEFTERY, BICEFICHERBEELRHES L vw) 2T
DZLTHoThH, BIICRFBERDPFEFORE UL OE NI T 2 HUEPHE X & »w ) EEA
Haodb b, FliihFEz o5 Th 5,

SE X

Masako, N. RACEL. (2014). Okakura Kakuzd’s Art History: Cross-Cultural Encounters, Hegelian Dialectics and Darwinian Evolution. The
Asian Association of World Historians doi: http://dx.doi.org/10.12773/arwh.2014.2.1.017
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BAK  RLR T - R Ib -0 B U7 ARSI, SYSUCERE, PP - HOESEMT 2 5 L 3%, 2000 i
TR TR EE CHMN I E 2 1D 72028, RO SULEE~ DR OIGE ) TH 5, EMiEmSEHEHE (1SA)
I, ETEMEE. B RFEEEEIR O L R BT, 2021 FICF 2 — NENLEMIRY ISA) O UL EPEMRTHEE
PP CiEL SRS, REEERICHET 2EBOa -2, AV, &% v IF-0d B, ULEEEME OB B
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EPRTHE [HRDRTEEEE] UPC1992) (HEME%157-

A7 L= F7ICBII3FEER7T—9ay T

RYXF Ny al)

UCSI K¥T A VAT AT a—bt AT -2 VTAT4T7T—=Y - TVF - THAY KEFER - FEFET (xL— 7.

T TNV T =)L)
ANRN Y REZMA D) 7 = 4 FULMRFE R v 22— £ET ) v zn— (F—RX P72 0T, ALELY)

FF

#

A7 ERRTIOTICETBEIEDOEE

HADGEH R BEICIZ, T, WoBEX LHLEZD 2 2055 3, HOHE X 13 FRIHR
(794-1192) IfTbN Tz FHEFMIE Y o7k C. BEDFIED TR, #l X 1EHfa-C 2250k
EROMOL VALY THOLNT WS (Ohkawa, 1991a), i LIEZ IZHABEGDHETH 5, i
FRE DR 72 b O LR T LRI . 2V ofHIC X o T lfEL 2 %, 2 DD
& 7 DHARN 7238 1K HEH O FFE T LT O W IR FURMESR o B CRIHE 2 DAE L.
JLIEZ ClE 4 Y 29 2% (Ohkawa, 1991b), DX (FHECRPENFEHI N & Il
bNTOWAHETH L, WoEE FMRP LT -2, HRTEZAXOBICHKEL, FiE
EHO fEov 2 LTHabN b0 Bbh 3,

oLy v I HED D PETES O BIMGE DRI IC K & B2 Rz Lz, HIR [0FB] ofio
MORFEDOREL L, <Ly v CHRT I TH2EL A 27— L HRE~DEFICOVWTIR, £ <D
WFEEiEm L C& /. ~4 T - ~7€ (1993), 775V =2 (2001), 7A—2 (2001),
7774 (2001). 77 ¥ % —n (2011) 7 Lffiflid 205803, 2 07—~ ORI Z % U
T&7-,

FCIC 751 4ED X T ZAMED T L R Y AT Ic SN PEANIC X o TR A 2 T — 4l
R oI Nz WIHIFERH L, 7r—2L4 (2001) I X EZ NI H B{EHO LD
THb, T/—2IF 27 AMBEDOHGDARTD 8 il £ TIcH < v F T3 TICBRAThNT
WL L TWwa, IHicT7—Aic X, ik 7 7T cBlick Mo TEY, A
A7 — LT [7 I D A4 R T — 2 F BT oRRICiES iz fEEINE 2 &b, H
[ o BRI A DS R A DGR ICBI S5 3 2 BB D - 72 & & ZR TR REIUIFE L 2\,
T 7o B CRETEHEM G o hz 2 VRO o MIE) <k <. Bl (o] 2, 4
2T — LHFCE d OfICESL NP~y v DI OO CTH 72, 2D &
b, HEIADME > Tz & [E U Hf DHICHHDIEEZ L LTHARTHION S H D (Yagahasi,
1991) B, REOHEMICHE 7=y ¥ A\DBHD 725 DMRENED 720 1Tl o 725l 72 -
THDHI, ENT, BEAEPHEBE T ACE#BEFHL TV AZEATHE, v e R
7 O 7 OB L, iR EOREEY L WO TETRAEZT YR 20 b, BiE T
KEEmeEZOLNDE, h 7Y 27 XnE, &YID rag paper (FkHEZ V7240 13, <~
X NDT 77 NI K o THRRAT 22 DES 7z & 3 (Helman-Wazny 2020), 7272 L.
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HAPETIR, e, ik ol soPIclod>TEs Y, ZDEMKTIE rag paper & 5
Zbe NV FDLI T TROWY O EE 2 b EEKZHE T 2 X 5 Ik oD ld kMo
ZreFEzoN TS, —/T, BEDKFEIE 2T <7 V3% O RS 2 e R & L T
w2 2 &6, rag paper D% ATEMMEZJRELE LCwb Z & &7 2 (Pan 1980, Enami et
al.,, 2010,

AR T = LBDIEK L e, MOMH & ®/EEMIE v v kT O7 (=AY BT
i3 7R Cic) Ly B @R ECIR) b4 R T — AR (9 itk cicey
7,10 MREKRETIRANY THE) KhDB o7z, 9 il 17 Hidof, 47y (v v)
BT 28I A X7 — st ofttufictt~d o LHEATE Y —FRVEL ZF > T,
LA L. 18 S E TICIZBMCENR A ISR L. 19 i OMICIIFEL A< ZY, PLTD%
DRFKICEI T 2 EL IR Db LT o7,

FREMERIME oHs W

EIT 1992 D JPC ICBML RO N —TD—ANTH o7, KHEZHEDF ¥V TIC
BIF270Y 2 PRMRICORD S EELRRIRE v o7z, JPC Tid, NI RIHEEEIN 72 0
T, BRRCHOEE EMLIEE OB EEMNZ2AZ (K1, 2),

X 1 UM X T, JPC 1992, &R
X 2 Mol x T, JPC1992. &R

JPC WHE TR 74281, MOCEH DAPRHN T 2 F3 D BIR & EBAZ R L . RIFEECTD
LR~ DR D 572, FEFMLDZA Pl [y v B XA v F O I
Fi & 2 M OFFER 72 LT FE (Scientific Comparative Study on Materials Used in Persian and
Indian Miniature Paintings) | T®% %,

1992 fE5 5 1999 FEF TlEA TV DT ~F vV L TR T 71— ¥ DERiKFE DIRAEEIETR T D %
BL LT, ObHIT2004F05 2016 FICIE 7 T IN Y T—NichHE<L — v THEEART — LK
FITBWT, JPC WHE, FHCRROMMIE X CEAL L ZICH T 2 Rtk 2 PR3- 2 G 5 L
WD ZROZ L TE R, MORMEANED a3 —ZANFIC VOB RML T 2EHE R Py
7 DU EDIFHARDOFHE E ML, JPC 1992 D & ZICRRTHIY L 72 80 MO FHEEZFNL T
Wiz,

JPC1992 L REE/LA I 2L — T TOER

wE 30 FH, 17 v~ —vTTEE - REHRBL LT, EHERIRRCRAEEREDD S
M Alz, 2L 0, FHEZCL 2RO CHEIE A ICH - hERE5 27k, C
NBIHLIIFIERLRNVOMRALCHEEMLA~EHEL, FH KoM RERI NI,
AfECTlE, 2O TIEELYE 4% (U7 v 3/, L=y T 14) BEHALEWELE Y -7
ay77uY s MiconTBIcEE LBNAT S,

1.

1995 4, HEHIIT R 7 71— VEMIKRY: (DO TDNTTF 4 R) OREBESHC, ~3Iy
Fe=L X7 ik 0 #EINABELHT (Malekian, 1995) DIFEHE L o7, WX DT —
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~ix [BEEEHWNE Lz ~rh v FHKOEE & 1EIC (The Identification and Reproduction of
Samarqandi Paper for the Purpose of Restoration) | TH o7z, TDT —RAAXT 4 TlE, [T~V
D] 47 vigaXERE (Iran Library, Museum and Document Centre of the Islamic Council) & ® 7
VT —v [a—=7v] (&S 78840) OEL W 13O TERER 572, COffFio HINE,
RO & Bifid o FE G <. FRIHEZ (R L CRIBE D 2 Wi 3 2 72 0 R 2R T ic 3D
&, EARLFEICHMGHEZ IR 2 2 L 2o 7, COMPRDOTERLHE I, 1998 F JPC £ 17—
D7 vy —7F 4 v 7cig# S iz (Barkeshli, 1998),

COMRDOEIDO DL, <L F 7 VIEHH 2 FlE & BREAN 2 [ b X2, FIRE © S
SIFHEE VT, s v FIOHT T (experiments) DEAMZFAFE LR 72, Z DFAFE
L7z b o T, BUTEE D ZT R 2 NI C i 2 B Y o T & B2 & & AR Bl
CBILE K OZHEAEEMEL T &7z, ~LF T VI 2015 FILT~T7 v D4 7 vULEfi 7y 7
7 A4 VfFEAT (Iranian Cultural and Artistic Institute of Book Design) . {miftiyEHKICD W T
RV =2 ay TG L7z, 7 7R3 W 2 »2ARMICD2S 6~8 WDty ayT
B5, BHHEED 104 T, BESONZEPHHEELZRZ T TWo, V=2 ay 7 TEMINT
VB EE, WO BIRICHEAEZGELb 0T, Yo v vy FIROIFRICE S WTw 5,
X N Bk, FICH e B D3 (white mulberry) ORI CH 5, 3. R EZFES
2T 2D EKITRLTHALED, Kic, WEEZDHEL, AT, BV LZzob, X
DICHIRAKP & BITIIKIELF P Y T LBED XS T An ) CTESL, TAh YR L ik
ZIICH 2~3 IR 220 B, WiEZ TRV, BRI TSR 5 T TARBAT v -2 —T 8~
10 FrfENfEd 2, WHEDOH D 721, HHTICHIfE Lz L /2 F-> Tk <, Wit v *
IN@BEHZ 27 ) —v OO0 T e BHAEIITE T I NS (M3~142),

3 JPRABRAE

B4 4 EdoLi)

X 5 MBI % 2 6 0> < LIRS 2 B YD 372 0 /KU iR AT TR 72 B
6 T ) TE KPE MR, L 72 N

7 ABUFRHTE A v F I NSFHR 7 ) — B

8 HR TR

19 P oz g4 5

10 TVALRE R L2060 LicikEBE)T 2

11 R AT 2 DR AT

12 NIV F R LFTVIRKBA T ULEMN Ty 2 T A YIERTOFHE M T 2
13 FEONBHE 2 5 E b 7z it

[ 14 FRAAE 2> & 1 © 2172 K

2.

77 Y= YT 4 O (2022) KX B e, (1992 FOTRT 7=V EiRF D~ v &
F e N—Fr a2 VLM E XERFICONWTD Y T AT, EHRE 2L, s, %
LCHEMHES 7 —7 4 A bOME oo IcBHiNEKO 7 -2 v ay 7% 0b EFb 2 0wH 5
WMEfS2] Lo Thd, v~ VT4, FiidD 7 7 ATHZ LRZAMKENKE . EHOFY
DY EMEI N ALY FRICBAT2~L 7 v o &L (1995) 25572 ER %28 L
TFHEERMMICB LA, =P F 413, 2004 FICT X7 70— VEMTKRZ O HURIFEE O
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I IACFEREEMOT -7 v ay TOREZEKRD -, ZDOH, XY AX—LK¥E, TRAT 7
N=VDTHFRFREENT TR, 27 ) —ADA AT — LEMiRFER L i KFTHEED
T—rvay 7EH L LR ot, BIE 20~30 £ OZEDNFEE WKOWHER Z T T\ 5,
LI IZ, 77A4AR=PbTO T =2 v ay 7T%mubL BT, EEROKRFE L LRI O MKAE
TG U CTHEDIHE 21T > T 5, Myt MM O M2 23 L T T, #EDOFFEET
(iAo ] #¥Efiiz LB, M. 73 KKK, Y=2—1+ @FEH). . T, BEsfEbh T
W5, HRAEAFICAL RV HERIIH o Tl L TH D,

2007 . VT A4F. TRAT 7A=Y TTAR [FICZ AT 7 A —VITHEEIRTHET
BOfo—f] OFEEEIY -2 v a vy T2iub LT, ZORMEL LT T, T—74 &b
DOFHEEMELECAEMFERICI T IERERE 2o/, L2LESRI LI, 2O -2
=2 v 7% 2016 FICH# L7z, ZOHBEDOVEDICIE, BOARDOTEERT -2 a vy 7D
FZHIEF T T LMD S T X EAZ T oNGE ol BB o7, MA T, #
LW 2R T 2 DIt BEEB v e WH AN EZMK EOEESHH, TALADT —
7vay 73T LTCLE 57, ¥V T 4 1%, Astan Qods Razavi MIFEFEOLIEEZF T, v 2
FCEWI Bty —27vay 72HMRO bNE 2L 2EATHE (K 15~23 2R),

B4 15 77 Y =N YT S4B LT T A ORKT — 7 2 a v T 2007 4

X 16 T ) R CRikHE % B

X 17 SUHC TR A HOHRAHE & % 5

X 18 HCASN T RN B Tz NI O RN E (E 3 2

X 19 B ECiy — P RERT 2

Xl 20 HCRIAE % A 1 FE 3

21 e oMic 7 z v b 2

] 22 R, . EBEEORAEV D DIEL M, vV AR=XF T+ 4 (Marshmallow flower) DRGRTH A4 2 v
JINTnD

X 23 MR cTE MK, 77 THLTHA Y v IENTWD

3.

NV T Iy ZHID 2016 FE> 5 2019 FFIC, HEEIZ T ~T VDT AYF T FTREDEMERIC~ v
U OEARTMICE T 3 mEL T -2 a vy TETI XA INE, BREOBRE LT,
1992 FFICERTWMELEATIA YOS LE Y T —3v a VICHO R G 7R T X 8K, Hic
RO OEZ LM LEZ OFM2#ER Lz, wobDXHic, L OZHAELb2, B H
FOFEEHMOTLIEZ LD LT CHh LS LHlEER T, Lo L, RSB OE
IO XRM, MBI EMED 720, L BRK L7z, 03, EFEOFEEDODVDLE Y TH D+
T — - EFT7 4013, B IHRMICL 2 bOTHIIT S LR TE R, KEFEFER, KL
BT EAREMNICET 2 30 A 2 BMER2-0I1C, FEHLLD LY ZIED, 2019 F, 47
VOR—HF U R IT—vichbtAGORTREEICT -2 ay TERUDL FIFBICES T, K
34 7 v oLERED2 D W LA DOLRE S IF TN LR TE, [T —] &)
Y07 =27y ay 7% 2020 FICIERICE W,

T —D7—2vay 7T, BiKoFEE LCHERT 220, Ya—F AT EbD,
bbbt woBiic®d 2% K DEMEZH L., CONTHHID LR D L H T, Mo 7
DH TR T LKFHZ L DRV E W) RTRREDHREE L2, v —F VX T —ViEf TV
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RVRF N va)

DEERa AEFEMO o, FEE LThib S (kah-e berenj) %{EMT 2 &1k, HTIc KE
CHLERZIEHTEZ 2L WHINELED 5, FHE AT OEIE D & 1572 FFkic E o w» TfF
bIhTwb, KEZKIGRFHE 7B L, KBELF PV T LDX5%BTAh ) EWED K
D] FTEZ, Tt o 2Bic, BEHIC L 7RSS -0 IET 5, K24 55K 3213, +

VTr—DV—svay 7tz ooy Itk s,

KEED M EET 28035380 b, 2022 4 8 Hic [HITHEEY D b EA M I 2 BREIC
PEILVWIEER] 2 WIHDIaVT AT, v =P VAT —VHBFLVER - FEEZZEL
726
X 24 =PRI vOMTRELED LT — - EFT 4
Xl 25 A % Al 2> < <
X 26 e 2 KPR LKICIR T 2
27 IKTHRPE- 7218, T A7 ) PEIAHCRkifE R & 5
X 28 M L CHRo SV 7 R 15 2
X 29 2Ny POV T IR EINZ B
[ 30 T FcflZ I 5
¥ 31 Mz LIk LRy %
¥ 32 HE 1P D K EE AR

4.

ARTHREXT 220,200 ) —F vy 7 b, ~L = THEHEA R T —LK¥FED~
L=y 7 AFEBER =N - TV == BV T - v VA= ADPEEDRED S LTI A
BRI 7a Y27 b, [HOREFBEICBIZHAERE L TCOTrF 7 FHEEK] &) &4
FADHDTHSE, 2OV H—F7aycs bid, EHANZNKEEECH 2O X ICEH
2157, MEBEo oo FEERE2EE ST 21CH 720 7 F 7 (hibiscus cannabinus L) D F|FH W]
BEEZFHE T 2 720 ICHBEI N L T LD D THSE, 20U —FIF, FE&HEE
KB 7= mBER L, ~L—v T COMDRIELBE~ODHEREZ RO 2720 1 E I 1L
720 MEEMEELL, HEHMWICZOMPBEL T 22525l T 272, W 220RFENY — L
EHoTHRBR Lz, ~L =Y TONATEETE I F 7 ZHENH LD D LEEZ NS,
OV —FICLkY, REBEZED ST IERMABICMHEZ 2 FIEEMEEECE 5 a[REMED
KwWichszbdpbhrol, LaLl, ERECOERORAICLY, T_XTORELHIL 72
DI TIE R, L=y TICH MR FREEACIEE T 2 FHEMEE27-01Ci3, LVIE
MEREREZG 220D LR IMELMLETH B L brahz (K33~41 2),

B33 —HKICRY TEW7 F 7 i

34 T VIR CE S

Xl 35 Foicio72b L MfET 5

36 SUNC TR D R

37 #Eo pH D HIE

X 38 MoES LES % I3

39 HE D LR DA E

40 MO MR & 51RO RE

41 HoCE BRI ICHEb o) v 7
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1. ARELE DM, O B2 BBk 2T 2

2. JEMELE LTHT T E N B iER T

3. AUV 77—DEIBRT—TARALND=Z—R G Z 5707 1FTh, BEhXEDR
FEEODICY, B2 EAOREFHIT 2
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HFRIZHBIT B IPC DEAHNDE R 30 &£
TV R =L 1, gHFY)—v -2 JYREXL: AL FTVE*3
o F ZPEREYIEE (CMH) K- T — a4 TEREE RIHEER (hF X T4 —)

2y A = AR (DFE, FV TR Y)
BN F RREGERT (CCD) v =T avdx— ({{EH) (hFx, +x7)

1992 FE LK. 94D A F X N EFRUHE [HoRE LEE] JPC) iIc&L Tw3, FEH 34
ZZ D5 biRDILFEDOWHEDSINE T, HEELCT -2 v ay 70IEh, BEETHOME T 1
VP bEL Cwd, b oEFEEFRALEIO JPC ZMEBOMAHE LA L L TEA LT
bITWwd, AfTld, »F XOMREFEE I IFICE VT JPC B3 FEE BRI L L C & 2R
Mo WG, ZERDHERHIT D WTHRR B,

HFZ0 6 DY DSINE TH o 7= 71 F XRIEFFERT (CCD DMRFEERK > =V — - FAF
(1992) A9& L 7z3i8kiz. ZEH O 2 NZ NHFSULIATTZE T CREER L 7= N A R IR & WS L
TWwd, FAFPRERL - LoRRLEFLOREORBA BT 2L, a2 —-HLT
BO., KEE EHICHNBEIHLPICEL TE 22 L 3b2 5
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JPC DEHID 10 FEDAF X6 0BME (FAF, JPC 1995 ZMOT v X~ ~27 94 )T L
2, JPC 2000 ZMD AT Y — +~=—7 4 —) B3, w%@ﬁ%ﬁkas%@aﬂﬁa@ﬁﬁ%@
FKICHRE T % 72012, JPC OFEffiTH o 72 B HHIKZ /7 F X~ L 72, a2 —2fuciisg s
:@@#au\WC@%ﬁﬁéé%ﬁ%ﬁ%ﬁwiyﬁ&\ﬂié%#%#ﬁ%«ﬂﬁﬁhL
NTHL ZEDRYIE DI D3z 5,

B ICbiz25 JPC D a—ATlid, HRDFALEY DR T Tk FEHEDOMDIRIFESE
ICE o THEHER/NET V7 VP HROMCHE & oz EMEHCBIL T, BEARL LT
DIEFHRO—EHWRALNDE, X VILWAIFHE JPC THT, 7FXD JPC F¥ET-H 13 H 28

ZFMNTE 2, 20, A F X ORMFEENENPCEALE D% { THADEAE R FICA
DI o/l b THbE, TN a—REDOHEMEEIHLILTH S, Hl2IX. 7 F X R
T M EZ VD> DIRL TR Z L, 1993 FIEAI NI L FEDLNLTWE R, FAF
23 1992 4FIC JPC 2> b I L 72 B4FECH 5, [FkIc, A ZELEYEE (CMH) $ 7 X E6ZIK
HEF - SCEEE (LAC). 5T h X ENOMERHEEFTIC H 2 € IXEEH O HARDRETH
%

ANFZICBTFLREBEED P L —= v 7iCid, KREOBERECTHAZHMCHEmE & 6 ICED
2720D4 Vv ER=vyTITREENDE, ZTDD, JPCOSNMNEITHE S JPC D 2 — X T 7241
WELARDB DA v 2=V EOHRLIICEED > Tw 2, il Z1F 2006 Fic, HF XEXE
ff - CEMEOHIN - EAREEHO~ Y — - ~—7 4 — (JPC 2000 I<Sh0) 3. AfEoEE s
VRZNL « AA TV FDA v E—=v oy TRIGE L, RIEVIROIEVEL., RIEDMHE T,
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& EEWAEMATRTEEE 2 O E~LEA O Nz, L X SIT, 2004 FITIIT v - =
v (u—<BfE® JPC 19858 . 5 X TN IPC 2011 IC5N) 1k, AfEfEEHO TV & - =L
1 KENLEMEE (NGC) TIE Lo THUYERMOEITH 217 ) RO EZHY L 7,

2D XD BABDEIEE. A FXICE T 2 MBRFHEEO ML CIER Y ktJTw 5, 2015 F£E
ik, 3 DORE LR (0 FENLEMEE. »F X EREYIRE, 7 ZRERT) 2 O R~ 17
BIER L A v 2 — VAR F 2T O F ZREFRITICE N, 3 DOOREVIREZIRYIEL 72, JPC
DHME & % DFEFE, % LT IPC 2BEAICEATEA v 2 — VAP EZER L. BV JPC
DHFZEANSIME HH 2002 FEICEML 2T —27 v ay FTCERLEZEEDNS ZDIGE Y %,
BOEM 2 TRV E L 72,

JPC ® a2 —RARSMEICHRLAOEEIZLBA T 5, A FZAR, FALZ L ZILDEET
Lffitnx b o T3, 2019 FFICiE, A F XRIFFEFTDOA A4 F Z7 v F (JPC 2018 IC& ), A1 F
ZPESREYEED 7 — L F (JPC 2013 IS0, AW F A REHALEEO NV R - vy v 7K
W5 F— LT —2 3 a v 7 [East Meets West in the National Capital Region| % fi\>72, 4 v %
—VEDPOHIHEOXF X VT E D OREBERE T, SEIERLIVDALD 20 HLUAEHF
ZDOEEA L TICE o7, BHE LHERMOPICTIE 6 5D JPC L L, 2 e LTILKTD
FAMROMIETTHE Y ¥ ==X+ =% — - LA 2 (JPP) DHRVEF VL — Y ra
EHAWTz,

JPC LRI XS IC, oV =2y ay 7Tidfl. M. RIELZEDY B, R TEV AL —
vavEILAOOBEENAARRICEE 28w, SEIIaMomEFLHEVHEHAL, &
FIEARMKE HEOMBICESEAROBEMLEORY BAZIKTE DL L HICL L
(Maitland, 2010; Matsumura 2021), JPC THARDIRIFHEE S A3 % I BT % FL 5 KU 7 #5553,
MoRFEICoWTo#iE L VEDIDOE L, MEVwD, EDXHiflisnd, L&Y
RE L HEOMRTFBEEOGHDOEE L TIIEIEI DD, Lozl EiELA-Z, 72,
EZHERE 2 ORIERED b, BEOWTLESLHAOKREAORED H b BN iz, 7
— 77— TlE, MioBEO L L., b ENTVAVWKAEAL ZBATET 774874 %
To7. SIFICL o TlE, Wt ORI CHEfERE, Witz o — MRics 2 THE2, ftF Lc
flE 2 OB HICHHELLE 2TV B LR DI > 72, FOBERH Mg 2SO HEIC &
WEThbERI N, BEO [SULEFE] 72 2 KO ERfiH & MR 2 AT OERD
2 & #1172 (Japanese Paper Place, 2022)

PEIE DD IRIFEE L HIF O EIEDOBD Y A VICBT 2 29 LB X T2 Y RiF7z0 1,
BRICH DA FZDA—ARRHITIE R\, JPC 2l U7 ERIRIID B AA, 1I0DEHELY
— 272 ay 7ORRD LICEABR - TE-bDTH S, HlaiE, 2015 Ficve v F ¥ T ICON
3B fE L 72 [ Adapt and Evolve: East Asian Materials and Techniques in Western Conservation |
(Whymark, 2017) $ ZD 0D TH 2 L, B0 EL L CHEEEICD B> TV 5,

Bl Z21E 2019 T 2HREZFE TR A —F 7 =2 3 A 2 F— 2 2 R s 5L
Y DODOBH D, T OIHEIKIEEWEEDKA D B RRASHHEAR<— X —DFHFAKREH. JPP D
Vrya BB LAEFEEZDLICLTEY, FRRZHBTHEELL, 51T, 2015 Fica v F
v T2 N7z ICON O&FEE, 2016 FICEY F VA —ATT XY AREFEBESS (AIC) & A

S [fRiE] HABfED TPC (1992~) DRiE & 7% ICCROM Ef#Ed a—=, Afifd [ RSy 4 N [3E 2] 2511,
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F ZALH RIS (CAC) DA TR L ZEXREB L PEHETH, Ao —2v a3y
7R FE L 72,

Eo73 JPC a—ADFE L LT, 20 HiLOWIEEA b FEE T ED X 5 RO A7 7
R HolehpxBFCELILERBTONE, T L2MIET—7 4 A P R8AER, (REFEE
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T, A F X OB TI5THELFICES N2 4 X 4 v FREOZFHA L L CTflib = fIK%
HERLIRT 270y 227 P RIZL® 2 (Gould, 2015),

=N FeFEZFR A F AL EYE O —7 - F—% v MREOFHE T, 1957 F20 5
2010 FEDORIC A 2 VA THWE I N2 IR D 5 B B X 2 FHA E—FT 3000—25, HADM % HLE
MeLTwa KR LE, Ficid, EEThRVa Y Y EEHENTROLBHZIEES TEL
CARY =L ENR S, & FMEEARORK2 S, FH [EHME] ORKBROFIC X 2 HIRE
L\ )R E TH o7 (Gouldetal., 2018, 2021),

7uY e/ FOHMERRPSL, XVRAENR A X S OREE . WKIE QY E M~ 0 BRfE )
AT, Tyl by AF XL HARDH R D LiciThbiv, o= e LRI o 4w
LBAD Y o7z, DARE, AKRGHLS |l A O FEE . AKOFFEIREIRIC G 2 2 528, fKoER
B, AT 2RECHEOME AFT 2RICEMT 2MER L EICOWTO, FERCHR
fibh s X 5127 > 72 (Gould etal., 2018, 2021; Gould, 2019) ,

Zo7uy bR 579, 2015 F, BED JPC ZNE Z & TMORFAHEERD 7 v
—7BIVC Y a oOHEMELELI V. 4 X4 v b ORISR AME > 72 FIHE O FEE O fHH
DWTHR L7z, 7 —72v a3y 70SNMEFBTOMMKPHLE R AT 4, BmdTh [T A
Y A HI g S SEAAIR] (Lunning & Perkinson, 1996) °. ¥+ a2 U 23kE & & b IchAF L e
FICHEHT LT W BRSNS AT LI DO W TEE L& > 72 (Mizumura et al., 2017), Atk CTHRGE X
NTWRHEHZTTH, AR OB ICHYE T2 5 DB MMMIC DAL v & v ) BRI X
nz,

Y abd JPP ZXL L 72 1982 EEHELIE, 7 —7 4 R P RRFBEER R CEED -0, &
e enE DI~ DHfFE & 2 O O JICTRAELS D TE 7z, PP 1E 1980 FERAYIHAIC Guild of
Book Workers Standards Conferences (USA) Z#i@ L Cav ¥ N2 —IcHKEZREELIZIL®, 2D
B O RFEERFREEICD D Tholz, Yyavidflicd 7— 2L L4V %
BfE L7z, Bz 1 2002 Ficba v b v A4+ [[HFr—=7 - F—xv b] T [ F ZHIHKE
E# > 7 — 1 (Kahn, 2003) %, 2008 “FiciZ b vy b© RS I v b 2FHBL 2, B2
JCRFBERIZ. 7 FEATEonzZVEDONAZY LzT —F 2@ L CHRICih 2 A%
BTwnd,

IHicY vy aviBAFLABEREYEHETOAL X4y MREDO 70 Y 27 MITARAIREAMTH 3

(Jacobi, 2015, 2016), ¥ ¥ 2 %@L T, HRASHBERX—X—DICHEEHFEAMP L TEH X
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54



7= 4 Rz 7 Bk A

ANW 25 OFEXOREskE R L7/ —F (1967-71) 2B L7z, HAR— =D/ —} & ANW
D 20 HILOMD WA & ffitgKo 6. 20 HCICE < 13 & D& & B oA~ X T
T Bbhrotz, TENOPKEOHA ETITEEY, ZhDBT7 —F7 4 2 b RdLkoio
REBERICE >TEDL I BREELE2 -0 2B LB TE T,

JPC DIHEL A X T 4 V7 — %L TELNEEKTEOHGERIZ, 41 X4 v MREO 7r Y «
7 MiCk o TR OMEZED X & 75 2 EMVE~OEEHEA L L L DT - T, FIfKE -
fﬁ%%ﬁi%ﬁ%@%k?—r4xrcﬁtf\ﬂﬁ@%%éb:mifw<M%ﬁ%ﬁb
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#ﬁbﬂélo:?ékb\ﬁ%ﬁEWGﬁﬁ%@ﬁﬁi@mmﬁﬁﬁéﬁ@ﬁﬁkg%%i
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ZEIHEL TW3,

ZHL7MD AR, SETITERERNZFINEL, AIKSHAOM, BEZHLE L, BT
T OMICBAT 2 P RAFEE SR OF M E EFEiE e LT e b2 HIELTWwE (BT
VT CHE N SCROEFEIRD BT 2d, BEICEHEFEDODOENRET D), CoFEoTnY
7 ME. 74 =V ARFEREGEEMRAEEELOEEN, ) 27 20—5L LT 2019
AT H F ZEREYEECA v 2 — v & L TW2BRICI A E 57 (White et al., 2019), < OFRfT &
EHitlk, Tuv e PofEESED L EDICT v T TP EINTW D,
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DIEY 7 &7, BRIESCET O X 5 HARDEMBOIEY 70T ANICE 3 2 BELEH A 72 &
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