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Summary 

This dissertation is an account of an internship in painting conservation 

undertaken at the Auckland City Art Gallery during the period January to 

August 1983. It has been divided into three parts with six associated 

appendices. 

Part one discusses the functions and facilities of the Conservation 

Department. The functions being classed into two main categories, that 

concerned with the Auckland City Art Gallery and that concerned with 

National Conservation. The facilities of the Deportment ore not only the 

equipment and materials of the Conservation studios but the equipment and 

design around the Gallery that facilitate the task of the conservators 

whether it be through treatment or by preventative means. Part two 

covers the programme of work carried out. As indicated in Part one, the 

conservation department hos many other functions apart from the treatment 

of works of art, and as a member of the department during my internship, I 

was involved in a number of these which are discussed in this section. This 

includes packing, meetings and visits to other institutions. 

Part three deals with the conservation treatments carried out. Section one 

summarizes the methods and materials used, section two lists the works 

treated in the order that they were begun, and section three covers the 

condition and treatment reports for each work. 

Finally, six appendices have been included which augment information in the 

text such as a description of the present renovations to the Auckland City 

Art Gallery and a brief history of conservation in New Zealand. 
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Introduction 

In 1980 I worked on a voluntary basis, one day a week at the Conservation 

Department at the Auckland City Art Gallery. During this time Edward 

Kulka encouraged me to read about, and involve myself in the practical 

aspects of conservation. Even though the tasks I was involved in were 

quite basic - such as report writing, tape removal, mending and the surface 

cleaning of works on paper, they gave me a clearer understanding of the 

role of conservation. As I had a great interest in conservation and was 

completing a Bachelor of Arts in Art History that year, had previously 

studied chemistry and had involved myself in painting and drawing, I decided 

to apply for a place in the Master of Materials Conservation course at the 

Canberra College of Advanced Education for the following year. I also 

applied for funding from the Interim Advisory Committee for the 

Conservation of Cultural Property. 

While in Canberra I was involved in learning about organic and inorganic 

objects, paper and paintings. During two of my vacations I worked in the 

pointing conservation laboratory of the Australian War Memorial Museum. 

During my last year I specialized in painting conservation. 

With the continued support of the Interim Advisory Committee, I was able 

to begin an internship at the Auckland City Art Gallery Conservation 

Department under the supervision of Mervyn Hutchinson, senior conservator 

for paintings. This dissertation is an account of the internship from January 

to August, 1983. 

In this dissertation I have attempted to explain the role of the conservation 

department in relation to the rest of the Gallery also to show the facilities 

within the gallery which make this role possible. As a .record of my 
me. 

activities during my internship, I have first discussed the general program1. of 

work undertaken including work other than the treatment of paintings such 

as packing, buying of materials, giving of advice and the attendence of 

meetings. Secondly, I have recorded the condition and resultant treatments 

of paintings worked on. Appendicies have been included to clarify the main 

text. 
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PART 1 

THE AUCKLAND CITY ART GALLERY 

CONSERVATION DEPARTMENT - Function and Facilities 
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Section A: Function 

The content of the dissertation covers work done during an eight month 
/9~ 

period from January to August,;.. while carrying out the internship 

requirements of a Masters in Materials Conservation from the Canberra 

College of Advanced Education specialising in paintings at the Auckland 

City Art Gallery Conservation Department. The functions of the paintings 

studio are shared in part by the paper laboratory and can be categorised 

into two main areas: 

1. Auckland City Art Conservation 

2. National Conservation 
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1. Auckland City Art Gallery Conservation 

The Auckland City Art Gallery principal objectives are as follows: 

-
11 display, collect, register, study, disseminate knowledge of and conserve 

works that exemplify excellence in the visual arts; 

- provide a programme of such temporary cultural events that amplify and 

expand the public's enjoyment of the collections; 

- promote a greater understanding of, and wider support for the visual and 

plastic arts." ( 1) 

The Art Gallery, a department of the Auckland City Council, is run by the 

director, Rodney Wilson, who is responsible to the Art Gallery Board of 

Management. The Board is appointed by the Auckland City Council and 

decides matters relating to the management of the Gallery. 

At present there are 23 full-time staff working at the Gallery and 

at Outreach, the cultural education centre. Each position can be 

categorized into one of the following areas - administration, curatorial, 

conservation, technical, educational. The diagram on the following page 

explains the organisational structure. (2) 

All members of the gallery staff have some contact with conservation 

although those at Outreach have less. Outrea~h is under the directorship of 

Rodney Wilson, but is located in another area of the inner city. Here, 

classes are held for such activities as painting, printmaking, weaving, 

pottery and drama. Exhibitions of visual and performing arts are also held 

here. 

The rest of the staff have responsibilities which are in fitting with their 

titles and further details can be found in Appendix 1. 

There are two senior conservators, Edward Kulka (paper) and Mervyn 

Hutchinson (paintings). Initially both worked on two-year contracts as 

Notional Conservators - Edward beginning in late 1979 and Mervyn in late 

1980. Upon the completion of their contracts they were both established on 

the staff of the Art Gallery. Edward Kulka holds a Bachelor of Arts in 

Music and a Meister of Museology degree from the University of Toronto. In 
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1975, after working for the Canadian Department of External Affairs as 

co-ordinator of touring exhibitions he enrolled in the Master of Art 

Conservation programme at Queens University in Canada. He was employed 

by the National Gallery of Canada in Ottawa before coming to New 

Zealand. (3) 

Mervyn Hutchinson holds a Bachelor of Fine Arts degree from the 

University of British Columbia and a Masters in Art Conservation from 

Queens University in Canada. Upon the completion of his degree at Queens, 

he worked at both the Canadian Conservation Institute and at the National 

Gallery of Canada before opening a private practice, which he operated in 

Vancouver, British Columbia. 

Both conservators report to the Director and Hase with him as well as the 

technicians, registrar, curators and security personnel, although recently 

Edward Kulka has been made divisional head of conservation. (4) As senior 

conservators they are responsible for the following: (5) 

1. Executing work required of the picture conservation section on holdings 

of the Auckland City Art Gallery and ensuring that ethics and standards of 

conservation are maintained at all times. 

The collections include significant European old master paintings, drawings 

and prints, a small Gothic collection, 19th and 20th century British 

drawings, particularly by Thomas Rowlandson and Henry Fuseli. New 

Zealand artists and works date from the time of Captain Cook's voyages to 

the present, . including the paintings of the Francis Hodgkins Collections and 

works from the United States and elsewhere are also represented. (6) The 

permanent collection comprised of 1366 easel paintings; 1932 drawings and 

watercolours; 3256 prints; 27 6 photographs and 192 pieces of sculpture at 

the end of 1982. (7) 

2. Developing restoration and preservation techniques to provide for any 

new and changing requirements in the field. 

3. Testing new materials and supplies suitable for conservation purposes. 
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This is done using available resources such as the ageing oven, natural 

sunlight or by making small replicas for test pieces. More advanced 

analytical facilities are available at the university and DSIR but were not 

used during the period of this dissertation. 

4. Preparation of reports and technical· papers on conservation problems for 

museum and/or conservation journals. 

5. Consulting and answering public queries regarding conservation problems. 

The public can phone up for advice at any time during the week and may 

bring works in for inspection on any Tuesday. 

6. Training of junior conservators and interns as well as providing any 

technical guidance for other members of the art gallery staff. 

7. Holding special lectures, workshops etc, and disseminating conservation 

literature. 

8. Monitoring and recording of environmental conditions at the Auckland 

City Art Gallery as well as survey of the physical plant. 

Up untill recently the maintenence of thermohygroghaphs was done by the 

exhibitions conservator, Ian Bergquist, but now Chris Seager and myself 

have been given this responsibility (refer to Part 2). General lighting levels 

for exhibition ore controlled by David Ropp, on exhibitions technician, 

although the advice of the senior conservators is sought if new lighting 

apparatus is considered and occasional checks ore made by conservation. 

9. Storage, handling, pocking and condition reporting of the collections as 

well as temporary exhibitions. 

The new storage facilities at present under construction at the Gallery ore 

the result of recommendations from various sources including conservation 

(8). Stoff are well versed in correct methods for handling works of art. 

Packing of pictures is done by the exhibitions staff to meet conservation 

requirements and the making of crates is done by the exhibitions 
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conservator or by contract, also to specified standards. Although most 

condition reporting is done by conservation staff, the condition of travelling 

exhibitions before departure is carried out by the exhibitions conservator. 

10. Consultation with curators regarding new acquisitions and paintings to 

be borrowed for exhibition. 

11. Organisation of National Conservation. 

This will be discussed further in part 2 of Section A. 

12. Supervision of conservation staff at Auckland City Art Gallery 

laboratory. 

At present there are no other permanent conservation staff apart from the 

two senior conservators, Ian Bergquist, the conservation technician, liases 

with conservation but is responsible to the exhibitions designer. Christopher 

Seager is at present wor)dng on a two-year contract with the Auckland City 

Council and I am being funded by the Interim Advisory Committee for the 

Conservation of Cultural Property to complete my internship. A regional 

conservation scheme is planned which should increase the staffing by two 

more conservators and is discussed more fully in the following section on 

the National Conservation function. 

13. Purchasing materials and equipment for the laboratory as well as seeing 

to the servicing of the latter. 
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2. The National Conservation Function 

The conservation department in the Auckland City Art Gallery is unique in 

New Zealand in that the two senior conservators are also National 

Conservators. (9) 47% of their salaries are paid for by the Interim Advisory 

Committee for the Conservation of Cultural Property which allows one third 

of their time to be allotted to National Conservation and the rest on 

Auckland City Art Gallery concerns. As National Conservators they are 

available to Art Galleries and museums throughout New Zealand for the 

following services: 

1. Surveys - environmental conditions 

- storage conditions 

- security and emergency procedures 

- condition of the collection 

2. Training- internships, public lectures and workshops 

3. Conservation advice about specific problems and information about 

materials. 

4. Exhibitions of National importance - assessing of the condition of works, 

recommendations for crating, packing etc. 

5. Remedial Treatments - only for works of National importance. 

In addition testing of certain materials and new conservation techniques are 

carried out. (10) 

Conservation in New Zealand is rapidly changing and the National 

Conservation positions were created to fill the gap before a more 

comprehensive national scheme could be employed. Information about the 

history of New Zealand conservation is located in Appendix 2 and also 

discusses Nathan Stolow's report which has set a new direction toward 

regional conservation schemes. 

Although ultimately it is hoped that four regional centres for conservation 
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will be established· in New Zealand, the Auckland City Art Gallery has 

decided to go ahead with the support of the Interim Committee and form a 

pilot regional laboratory. This will mean that the senior conservators will 

no longer be National Conservators and their salaries will not be subsidised 

by the Committee but paid in full by the Auckland City Council, although 

they will still carry out minor duties -nationally until the whole national 

scheme is begun. Two regional conservators will be funded by the Interim 

Committee to work at the Auckland City Art Gallery and will have the 

responsibility of looking after the needs of a number of Art Galleries and 

Museums from New Plymouth/Napier northward. Georgina Christensen, the 

National Co-ordinator of Conservation is at present completing the contract 

necessary to get the pilot scheme underway - information about the 

contract is located in Appendix 3. Rodney Wilson recommended to the 

Interim Committee that Christopher Seager and myself be employed as the 

Regional Conservators. (12) Already we have both been involved in the 

treatment of works from regional collections as a test piece (refer to 

Reports 26 a and b) 
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Section 8: Facilities 

The Auckland City Art Gallery was built in 1888 and has undergone a 

number of changes since that time, including the present major renovations, 

which should be completed in February next year. A description of the 

Auckland City Art Gallery building and present renovations is found in 

Appendix 4. The following section covers the conservation facilities 

available in the Gallery. As conservation is not merely the treatment of 

damaged works but the prevention of unnecessary damage, the facilities 

within the Gallery which help to make this possible are just as important as 

those within the laboratory itself and are included in this section. 
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1. Galleries 

The Auckland City Art Gallery is divided into 2500m 2 of gallery space, 

850m 2 for public circulation and 3570m 2 of service space. (13) There are 16 

exhibition spaces shown in the following diagrams 2{a) and (b). The basic 

building structure is made of brick and· reinforced concrete. The exhibition 

areas have floors that are either carpeted, tiled or wood sealed with 

polyurethane. Walls also vary between wallboard covered in hessian, 

plastered brick or smooth painted 18mm customboord and range from four 

to five metres in height. For extra hanging surfaces or for separating 

galleries, moveable screens made of wallboard covered in hessian are used. 

The pictures are hung on screws which are inserted into holes _drilled in the 

walls. The screws fit into the cleats which are screwed into the back of 

frames {refer to photograph 21). The clets hove a simple locking 

mechanism and the picture con only be released if it is lifted upwards first. 

All of the walls can be · drilled or nailed into and easily repaired. All of 

the galleries have white walls except for the Mackelvie, Grey and Auburn 

galleries which are a medium grey. 
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2. Lighting 

Lighting in the Gallery varies depending on the function of the area in 

qt.eestion. 

i Galleries - Natural lighting hos been eliminated from all the galleries 

except for the foyer. This area hos windows and doors on two sides. Only 

one doorway is used regularly and the other area is curtained off. No 

direct sunlight enters this area and lux and ultra-violet levels ore 

acceptable (ie 150 lux and below 75 ,A.L-W/lm) without incandescent lighting. 

Generally though, the foyer is used for sculpture display. The rest of the 

areas used for display ( 15 al together - refer to the diagrams 1 and 2) 

depend on artificial lighting. The three public lounges hove windows but 

those off Wellesley Street Galleries are to have ultra-violet absorbing filters 

(Solorscreen Pl5), (14), as here there is a slight chance that light will reach 

the exhibition space, due to the height of the windows. 

In general all areas depend on fluorescent lighting to produce the ambient 

lig,ht and incandescent bulbs to provide spot and wash lighting. In all areas 

the ambient light systems are dimmable (ie on rheostadt circuits) but track 

lighting is only dimmable in the new galleries (ie 4, 5, 6, 7, 8, 12, 13, 14, 

15, 16 on the diagrams). The intensity of the incandescent lighting can be 

varied by changing the bulbs - a choice of 45, 75, 100 or 150 watt PAR 

buFbs, ( 15) or in the old galleries (2, 3, 10 and 11 ), by using one of the four 

different tracks on each ceiling. In the foyer areas, track lighting is 

limited and incandescent lights are fixed and not dimmable except by bulb 

chonges. In each gallery is a lighting control box and patch board (for 

plugs). 
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2. East Gallery looking into the West Gallery - spot lights, ambient lighting 

and thermohygrograph (on dividing wall) are visible. 
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The types of lighting used are as follows: 

Fluorescent: 

Incandescent: 

Philips 37 (low ultra-violet out put, ie below 75 µw/1 m) 

(a) Philips - spot focusing reflector (1 00w) 

- multigroove (100w) 

(b) Thorn - DSR 100 spot 

- spot focusing reflector (lOOw) 

(c) Concord - powerflood (wash) 300/500 WTHD 

- Multigroove (spot) 150w Max E27 

(d) Selecon - spot 500 (dimmable and does not yellow, has 

yellow, has a built-in transformer) 

Light levels are adjusted for individual exhibitions using a lux meter. The 

maximum lux levels are determined by the particular materials in the 

exhibits. For instance, ·varnished oil paintings are allowed a maximum of 

150 lux; works on paper, or those with exposed fabric are restricted to 50 

lux; and in exhibitions where both types hang side by side a compromise has 

to be made between the two levels. The disadvantage of making a 

compromise is that in this case the works on paper could suffer unless the 

length of exposure is taken into consideration and the works are not kept on 

exhibition too long. 

ii Storage -

(a) PAINTINGS - Here only flourescent lighting is used (Philips 37). 

Eventually when the painting storage facilities are complete an independent 

incandescent light for examination of works will be located near the 

entrance of each storage level so that unnecessary lighting of the collection 

will not occur. 

(b) WORKS ON PAPER - When not on display, most are kept in shelved 

solander boxes and therefore are not exposed to light. Those that are 

framed are slotted into shelving and until recently only Flourescent (Philips 

37) tubes were used. Now a tungsten halogen light has been put into the 

ceiling of the matt-cutting area which could damage the framed works 

eventually so a black curtain is to be put over the storage shelving for 

protection. 

(c} SCULPTURE - At present there is no special storage area for sculpture 
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as it is yet to be completed. But lighting will be of the fluorescent variety 

(Philips 37 again). 

iii Conservation Department - Here a combination of f lout".escent and 

natural lighting is used. Philips 37 tubes provide most of the light from the 

ceiling and in the inpainting lamps. Natural light is utilized, although 

direct sunlight is controlled by the use of blinds which reflect outside 

light (with a 'silver' coating) and on the laboratory side are white. 

iv Cart Dock and Workshop - utilize both natural and fluorescent lighting -

although no direct sunlight enters this side of the building. 

Conclusions -

In general, the lighting systems used in the Gallery are satisfactory. Light 

levels are closely watched and in situations where compromises must be 

made the duration of exposure is taken into account. The spot lights in the 

exhibition galleries are incandescent and therefore emit heat but the air 

' conditioning systems seem to be able to cope with this (refer to 

thermohygrograph recordings on page 20 and 21 ). Philips 37 fluorescent 

tubes are used in the Conservation Department and the storage areas. 

These emit acceptably low levels of ultra-violet radiation. 
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3. Air Conditioning 

There are four separate air conditioning plants which control the 

temperature and relative humidity throughout the building. Temperature is 

normally maintained at 20°C :._ 2 and relative humidity at 50% RH :._ 5 but 

some minor problems have occured recently due to the renovations. 

Monitoring is done using thermohygrographs which are now placed in fixed 

perspex holders fairly high on the walls of galleries for regular records, or 

put in areas where queries about temperature and humidity fluctuations 

have occurred. Copies of two thermohygrograph recordings follow showing 

recordings from one of the two painting storage areas and from an area 

between the central/west galleries. At present both these areas are close 

to and affected by renovations on the building so humidity levels vary from 

the usual specifications, but work on the building will soon be complete so 

the environment can return to normal. 

A further small airconditioning plant is found in a small room located 

between the painting and paper laboratories. This only controls the 

environment in the painting studio as the paper laboratory is airconditioned 

by another plant adjacent to it. This small system has been electronically 

connected to the Halon fire suppression system in the labs and will help 

dear the room of smoke and gas after any fire has been extinguished. 
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5. Fire Prevention 

An automatic system exists throughout the gallery of heat and smoke 

detectors which are connected to the fire department so that immediate 

assistance is possible. Wormald have recently installed 22 two-hour rate 

fire doors (Wormald Metalbilt) to divide the gallery into two totally 

separate fire compartments, and a Wormald Halon 1301 fire suppression 

systeni has been installed in the conservation studios. Smoke and heat 

detectors set off electronically controlled fire alarms which are heard 

throughout the gallery and are connected to the fire department. If the 

switch stopping gas release is not set off within 30 seconds after the alarm 

begins, the Halon 130 l gas will be released and the fire will be suppressed 

by the stopping of the combustion reaction - with no further damage to the 

fire area. Warning signs will light up within end outside of the studio and 

doors will automatically close (but not lock!). The clearing of the gas will 

occur, as mentioned in the previous section, using the small airconditioning 

unit which is independent of the gallery system, and fume exhaust systems 

present in the laboratories. These will be turned on by a representative of 

the fire department. ( 17) ( 18) 

Conclusions -

The fire prevention systems are quite effective - especially the Halon 130 l 

in the Conservation studios. This could extinguish the explosive type of fire 

that ignited solvents could cause and halt further damage. This system 

could be very useful in the storage areas, where even a small fire could 

cause a huge amount of damage to the collection. However, at present 

there are no plans to install this type of fire suppression system in these 

areas. 
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6. Security 

The Gallery has a permanent security department with a security officer, 

three full-time gallery attendants and a number of part-time attendants. 

(17) These staff are equipped with two-way radios so that assistance can be 

called, and alarm raised or the attendants can be called to a problem 

elsewhere in the building by the attendant on duty in the security room. 

This room is located in a position where surveillance may be maintained 

over incoming and outgoing goods and staff. A comprehensive closed circuit 

television system, space and perimeter intruder control systems, egress 

stairs, the Education Department/ Auditorium Street entrance control 

system, all fire alert systems and a series of airconditioning malfunctions 

alerts are all monitered from this room. (19) When the gallery is closed 

movement detectors are used to detect any intruders. 

Conclusions -

During the period of my dissertation, the Security staff at the Gallery have 

had to cope with renovations to the building and new security equipment. 

However, security has remained very effective. 

23 



7. Storage 

i PAINTINGS: While the new storage areas are being completed, the 

paintings have been placed in other temporary storage areas such as the 

Conference Room (where windows were covered, storage racks erected and 

paintings placed on chocks), the Mackelvie and Grey Galleries (where many 

paintings were hung on the walls as in galleries in the past, is an exhibition 

aptly called 'Artichoke') and at present most of the paintings are located in 

the Mackelvie Gallery which has been closed off. As temporary measures 

these areas were sufficient although far from ideal when considering 

refreival possibilities and preventative conservation measures. The new 

storage areas are located in the top two levels of the East block. 

Two separate storage systems are at present being installed in these areas, 

the lower being a top hung screen system with a central aisle which will 

accommodate the larger works. The top hung system uses spaces very 
M 

efficiently and with the 124 double sided screens (3 x 2.5.< in dimension), this 

provides l 890m 2 available space. Access to the screens is good and the 

ability to maintain a level of cleanliness under the storage system is also 

an advantage. The screen system allows a flow of air throughout the 

storage area which discourages the growth of micro-organisms. (20) The 

disadvantages of the screen system are that a number of works hanging on 

the same screen must be moved in order to see one painting involving 

unecessary movement of these works. There is also a chance that a 

paiJlting could fall off and get damaged during movement. 

Another storage system was chosen for the upper level as the shape and 

size of the room restricted the design and _ made the use of screens less 

economical. This system was modified from the 'Victor system' which 

utilizes rollers for the movement of goods in grocery warehouses. Each 

painting is firmly attached by the clets and two screws in its frame to a 

sealed pine storage frame. The storage frames are made in three sizes and 

are adjusted internally so that the individual paintings fit (refer to following 

photographs). The entire assembly slides into its allocated space in an 

enameled steel storage structure on a series of polyvinyl chloride rollers 

(21}. Plans for the 'Victor System' follow this section. Work had been done 

on developing this system by the exhibitions preparation staff over a couple 
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3. New victor painting storage system during installation. 4. Frame attached to victor storage system rack protype. 
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of years resulting in a number of advantages - namely, it was cheaper, the 

pictures were densely packed, it was hoped to eliminate any vibrations, 

unnecessary movement of other pictures was avoided, and the paintings, 

which were attached to modular storage frames could be put in re-usable 

crates for the transportation of the works. 

It was decided not to use the 'Victor System' on both ·floors because it was 

felt that it would not work as well for large paintings (as they would be 

rather heavy), and because of the size of the room only the smaller works 

could be accommodated here. Also it was a new system and it might be 

best to have a proven method of storage for at least half of the area 

available. Finally, the 'Victor System' was found to be fairly 

heavy-requiring reinforcement of the floor and this reinforced floor would 

be ideal for attaching a top hung screen system from. Other disad

vantages found with this system ore poorer access for cleaning the floor 

area and problems caused by a lack of proper air circulation due to the high 

density of· this closed system. {20) The latter has been overcome by the 

relocation of air-conditioning vents. 

Some economising measures have been made to the original system designed 

by the exhibitions preparation department, such as reducing the number of 

rollers and only having them below the storage frames, not above as well. 

Changes have also been made to the storage frames altering the modular 

sizes and giving them shallower depth - the results of which cannot be 

properly assessed as yet. 

ii WORKS OF ART ON PAPER: The works on paper are stored in the 

'Print Room' which is adjacent to the Grey _gallery and lower foyer. This 

area at present is also the off ice for the Curator of Foreign Art, the 

Registrar and also houses matt cutting facilities and framing area for works 

on paper. These pictures are divided into four categories according to size 
ul!-r-<t-V1olel- obsorbit19 

- A, B, C and D (oversize). There ore standard matt,( Perspex anc:1 frames 

for each of these groups and when not on exhibition, sizes A, B and C are 

kept in standard sized solander boxes (22) which in turn ore kept lying flat 

on shelves. Works from category D or any pastel, charcoal, gouoche, or 

other friable pictures from any other category are kept permanently framed 
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and the pastel and charcoal works have glass instead of perspex glazing. 

These framed works 'are slotted into a framework in the matt cutting area. 

iii SCULPTURE: At present sculpture is stored in a variety of areas 

around the gallery including the staff room (mainly marble) and the 

basement. When the renovations are complete, there will be a new 

sculpture storage area in the basement of the new service block {refer to 

Appendix 4). The concrete walls will be sealed for dust prevention and 

many of the works will be kept in crates {especially those in many pieces). 

Small sculptures will be shelved and there will be regular inspections. 

Conclusions -

Painting storage has been fairly unsatisfactory this year because of the lack 

of proper storage facillities. The new systems will bring great 

improvements although both have disadvantages. 
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8. Workshop and Cartdock 

The workshop and cartdock are located on the ground floor of the East 

Block. The workshop is the 1dirty 1 area of the Exhibitions Preparation area 

where tools, machines, benches, wood and some storage for frames are 

located. All of the machines and tools can be used by conservation if 

necessary and they include: 

8 inch saw bench 

band saw 

6 inch buzzer {for planning) 

mitre machine 

nail guns 

router 

heavy duty vacuum cleaner 

drill press 

bench grinder 

radial arm saw 

workmates 

stapleguns 

dust extractor 

The cartdock is basically a loading and unloading area, adjacent to the 

security room so all movement in and out can be observed. The cart dock 

has a hoist and at present a well for trucks to back into, but 

modifications to the design are to occur early next year when the 

worksheds used in the general renovations of the Gallery will be removed -

allowing more room for trucks. Negotiations about the final design are not 

yet complete but it should include side loading facilities and an extended 

roof to cover vehicles coming to the entrance to loan and unload. 

Large double doors separate the cart dock from the two areas of the 

Exhibitions Preparation Department and from the new goods lift. This lift 

will accommodate large works and take them to the first floor galleries. 

Two other sets of large double doors separate the cartdock from · direct 

access into the Mackelvie Gallery. 

Conclusions -

The Workshop is an efficient and useful area. Conservation staff can utilize 

the tools and machines here and this is where many of the crates for 

transporting works of art are built. At present the cartdock is useful for 

storage but will be more effective as an unloading and loading area when 

renovations are complete. 
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9. Conservation Studios 

Diagram 3 shows the present arrangement in the Conservation Department 

where paper and painting conservation have one room each. Plans for 

enlarging conservation studios have been in the pipeline for many years now 

and finally a solution seems to have been agreed on. Painting conservation 

will take over both rooms presently used by the whole department and paper 

conservation will move into the attics on the corner of Wellesley and 

Kitchener Streets. Although this will mean that the Conservation 

Department will be rather spread out it will allow both areas to be serviced 

by lifts and will mean . a great deal more space is available for spray booths, 

proper documentation facilities including x-ray and some storage for works 

waiting for or undergoing treatments. This increase in space is important 

also for the laboratories to function as regional laboratories. 

Plans for the arrangement of the new paper laboratories are only in the 

beginning stages although basically the area will .be divided into wet and dry 

areas. Mervyn Hutchinson and I designed plans for the proposed painting 

studios which give the architect a basis to work from. Because the present 

paper laboratory does not have as good natural lighting as the painting 

studio (which has additional windows facing north), this area will be used for 

tasks where natural lighting is not as important, and will have facilities for 

photographic documentation and an x-ray booth, spray booth, hot and cold 

tables, a small library, and fabric and chemical storage. The present 

painting laboratory will provide inpainting facilities, work benches, desks for 

report writing, filing cabinets, a sink and fridge, and a small painting 

storage structure. The storeroom off the painting laboratory will be 

renovated to provide an off ice for the senior conservator and there will no 

longer be a need to use the fire corridor. Diagram 4 shows the basic 

proposed layout. 

Some of the basic equipment in the laboratories are listed below. New 

equipment to be purchased for the renovated painting studios includes a new 

vacuum-hot table, a second Zeiss microscope (OPMI l on a rollable floor 

stand), good quality photographic flash lights, and another easel. 
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5. Paper laboratory 

6. Painting laboratory 



Microscopes 

X-ray 

Cameras 

Camera 

Equipment 

- Bausch and Lomb Binocular 200m (Cat no 31-33-04, 

from Bx - 40x) 

- Zeiss OPMI 1 on a rollable floor stand with a camera 

attachment ( from 6x - 40x) 

- Binocular Nikon 

- Softex type J (non- ~und;ol"lol) 

- 2 Nikons and 1 Nikormat with 2 macro lens (Micro

Nikkor 55 mm) 

- 4 x 5" Linhoff 

- Meter (incident and reflected light) 

- Manfrotta tripod (model no 058) 

Lighting Systems - photographic lights (only temporary ones) Halogen 

quartz lighting units by Kaiser (3049 220V, 1000W, 

3400K and 200 W /1 m) 

- 2 inpainting lights, on wheels with an adjustable tilt 

(each has 6 Philips 37 tubes) 

- 2 Ultra-violet lights on wheels (each has 6 tubes). 

These lights, as with the Inpainting areas are made by 

Conservation Lighting and Equipment (London) 

- a hand-held ultra-violet lamp 

- fibre-optics by Schott Mainz (KL 150 B) 

Find-R-scope by F .J. W. for near infra-red viewing 

Digital ther.rnoelectric thermometer (Digi-temper T .D. T. 942) 

Heated Spatula by Conservation lighting and Equipment (London) T .M. 

spatula system 

Two hotplates - both by Chiltern (one is a stirrer also) 

Kenwood Chef mate - has beater and blender functions 
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Ohaus Triple Beam Balance 

Hairdrier - Babyliss sensonic 

Vacuum tweezers by Conservation Lighting and Equipment, London 

Cold Table - designed by Mervyn Hutchinson and Graham Snowden 

(Auckland City Art Gallery) 

Vacuum Hot Table- New Zealand made, designed by Les Lloyd and 

electronics by Honeywell 

Easel 

Workmate 

Compressor by Devilbiss (pressure from 0-7 atmospheres) 

Two Senco Stapleguns (Types J and JN) 

Spray gun by Devilbiss 

Hand Staplers 

Tools 

Thermohy

grographs 

Psychrometer 

- Hitachi Jigsaw 

- variable speed reversing drill (Black & Decker} 

- saws, screwdrivers, hammers, files, pliers etc 

- two Casella (London) 

- 8 Micromech (Model MM-01) 

- 'Psychron' Model No 566 by Bendix 

- Sling psychrometer by Casella (London) 

Minilux illuminator meter 

U.V. Monitor Type 760 (Crawford} 
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Two presses for paper conservation 

Drying oven by Clayson 

Dionizer 

Fume hood and extraction motor 

PH meter 

Conclusions -

The conservation facilities in the Gallery are soon to change. However the 

present facilities are quite effective but certain disadvantages exist - such 

as the lack of proper ventilation facilities for spraying 'adhesives or 

varnishes; insufficient room for proper photographic documentation facilities 

and the lack of storage space. 
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KEY to Present Conservation department diagram 

.. /\\ work table or desk 
:-:4: 

storage 

t· A,;;-; bookshelves /If! 

1. Drying racks 

2. Covered sink 

3. Metal plan chests 

4. Verticle storage slots 

5. Filing cabinets 

6. Tool storage 

7. Storage for resins, waxes etc 

8. Photographic equipment storage 

9. Documentation easel 

l 0. Horizontal painting storage 

11. Easel 
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KEY to proposed painting conservation department diagram 

work table or desk 

filing cabinet 

storage 

portable cabinet 

bookshelves 

1. Senior conservator's office - existing shelving would be removed and 

windows exposed. 

2. Sink area - larger sink than present one and with a fridge fitted 

underneath at one side. Fixed pigment shelves against north wall. 

3. Inpainting area - two easels plus portable cabinets. Track .lighting as in 

the galleries along the ceiling beam. Wall and/or movable screens to isolate 

the area. 

4. Office area - two desks and filing cabinets. Bookshelf on the inpainting 

wall, and a sofa for reading. Also a microscope table attached fo the 

inpainting wall. 

5. General work area - work tables and stools on wheels. Electrical outlets 

every five feet and an overhead moveable exhaust system. 

6. Slotted painting storage. 

7. Air conditioning room - the door to be changed from the south wall to 

the east wall. A lighting fixture will be installed and further storage space 

will be available here. 

8. General work area - heavy electrical outlets for the vacuum hot table, 

which, with the cold table, are located in this area. The solvent store, 

more storage shelving and a canvas rack will be located in this area. 

9. Examination room - this room will be used for x-ray and photography. 

The x-ray controls will be locaterd on the outside of the room by the door. 

All walls and doors will have to be lead-lined (to regulation standards) and 

an easel will be present. The room will be painted matt black with double 

. light proof doors so that ultra-violet photography can be carried out. 

Electrical outlets will be found on north, south and east walls. A sink unit 

for developing film will be present in the south west corner, with shelving 

above. All photographic equipment will be stored in this area. 
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10. Spray booth - folding doors will separate this area from the main work 

space. An effecient exhaust system will be installed at the south wall and 

an easel will be placed in front of the vent. As with area 9, 

explosion-proof fluorescent lights will be installed. An air compressor will 

be located in the adjacent airconditioning room and a tube from this will 

run through the wall to area 10 and will be long enough to be extended 

further if desired. One window will be left unblocked but will have 

complete blackout blinds. 

11. Storage area for resins and adhesives. 
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PART 2 

DETAILS OF THE WORK PROGRAMME 

CARRIED OUT 
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Many different tasks were performed during the 8 month period covered by 

this dissertation. A range of works were treated using basic to more 

advanced conservation techniques. I was involved in the packing and 

transport of works of art. Indirectly I was associated with the storage and 

display of objects through the monitoring of environmental conditions. I 

was involved in the designing of the new painting laboratory facilities, 

buying of new equipment and general supplies. I also gave informal talks to 

groups of school children and answered public inquiries about painting 

conditions, materials, techniques and recommended treatments. I was 

involved in general gallery staff meetings and a number of meetings for 

conservators. 

The following information covers the programme of work in more detail: 

1. Condition Reports and Treatments 

A variety of treatments was carried out during the internship and these 

are described fully in PART 3. Generally the programme was determined 

by coming exhibitions - if the exhibition was produced by the Auckland City 

Art Gallery, then generally there was a considerable amount of preparation 

hecessary before the show - such as the New Image Exhibition (11.2.83 -

18.3.83), the Gordon Walters Retrospective Exhibition (23.3.83 - 22.4.83) and 

Aspects of New Zealand Art: The Grid, Lattice and Network Exhibition 

(28.4.83 - 22.5.83). Priority is usually given to paintings chosen from the 

Gallery collection. Exhibitions produced elsewhere generally required little 

or no conservation work such as the Rita Angus Retrospective Exhibition 

(27.5.83 - 26.6.83) produced by the National Art Gallery - for which I 

treated the painting 'Marjory Marshall, 1938' (Report 28) when it was added 

to the exhibition just for the Auckland showing. The exhibition, Seven 

Painters - The Eighties, ( 13.7 .83 - 21.8.83) was produced by the artists 

themselves, and Paul Klee Exhibition (1.8.83 - 18.9.83) from the 

i<unstsammlung Nordrhein-Westfalen, or,sseldorf, only required 

minor work carried out by the senior conservators, although I did reframe 

the painting 'Red Waistcoat, 1938'. The painting was loose and mending 

plates were. sliding around because they were only screwed into the frame 
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with one nail each. Consequently I placed balsa-wood strips around the 

edge of the painting and drilled a second hole in each mending plate, then 

screwed them back into the frame. Some condition reports were written 

for paintings to go in the Auckland University Centennial Exhibition (26.8.83 

- 25.9.83) but they required no treatment so are only listed in PART 3. 

Paintings from the Permanent Collection which are to be permanently hung 

in the Grey, Mackelvie and lower Wellesley Galleries when renovations ore 

complete were inspected and treatments begun on the most damaged -

namely 'St Anne, the Mother of the Virgin Mary cl470' by the Girard 

Moster {Report 27), and 'Ibiza' by Francis Hodgkins (Report 29). 

The paintings by McCohon {Reports 1 and 2), were chosen for treatment 

because of the nature of their damage and their high pr-iority in the 

collection. The painting by Francis McCracken - 'Washerwoman at stream' 

(Report 5) was treated immediately for preventative conservation reasons 

and because it required a fairly simple treatment. 

The three paintings treated for regional galleries were done so as part of 

the transition from having National Conservators to having Regional 

Conservators. The painting by C F Goldie in Report 6 was done as the 

result of National Conservation and the Dobies in Reports 26 (a) and (b) 

were solicited by National Conservation as a trial run for Regional 

Conservation. Since completing the treatment of the paintings by Dobie, a 

new system of charging for regional conservation work has begun, as 

mentioned in Appendix 3. When Reports 26 (a) and {b) were completed, the 

Hawkes Bay Art Gallery was only charged for materials, whereas in future, 

galleries are to be charged an hourly rate plus cost of materials. Condition 

and treatment reports are typed and filed with relevant photographs and/or 

slides. 

2. Photography 

Photography was done using one of two cameras, a Nikon F or a 

Nikkormat, both with a macro lens (Micro-Nikkor 55mm). A Gossen Lunasix 

3 light meter was used for light readings. 
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At present photography is done in the fire corridor which is far from 

satisfactory. Apart from having to regularly put the equipment (tripod and 

lights) away, the area is rather cramped and impossible to properly darken 

for ultra-violet photographs. As this will change when the laboratories are 

renovated, it has been decided that in the interim only small, light, 

inexpensive lights will be used. At present, halogen quartz lighting units by 

Kaiser {type 3049) are being utilized but these cannot have polarizing filters 

attached to them because they are too hot, which has obvious disadvantages 

when photographing shiny surfaces. Also only 35 mm cameras have been 

utilized during this interim period except in special circumstances when the 

photographer's assistance has been called. When the renovations are 

complete, flash units with polarizing filters will replace the cheaper lights 

and it will be possible to use a 4 x 5 view camera as well as the smaller 

format 35 mm cameras. 

Photographs of paintings were taken in black and white film and/or in 

Ektachrome {colour slides) before the treatments commenced except in the 

case of Reports 8-21 and Reports 24-25. The paintings in these groups 

were photographed by the Gallery photographer, Julian Bowron, and their 

reproductions are taken from the exhibition catalogues. The treatment of 

these works was very rushed, easily reversible, minor and the improvements 

due to treatments would have been extremely hard to capture in a 

photograph anyway - consequently no after-treatment shots were taken. 

Although colour slides were taken of many of the paintings before and 

after, I concentrated mainly on black and white because of it's superior 

permanence and because little would have been gained by the use of colour 

in the case of the paintings treated for the purposes of this dissertation. ( 1) 

Ultra-violet photographs were taken of the painting in Report 27 using 

daylight film and gelatine filters 2B and 85A. All lights were turned off 

during the photographing except for the two ultra-violet lamps (having four 

tubes each). Long exposures were the most successful such as f3.5 for 60 

seconds (50 ASA). These photographs were not entirely successful because 

of the light leaking from the gallery into the corridor which was extemely 

hard to block out. 
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I took no infra-red photographs because it did not seem necessary for the 

works treated (2) although it was possible, but not easy, to do so. A device 

which ultilizes near infra-red radiations called a Find-R-scope (3) was used 

regularly for examination. X-rays were taken of the painting in Report 27 

to get a closer look at the structure of the thick panel painting. Results 

also indicated that fills and inpainting closely matched areas of damage 

which were quite considerable. As there is no X-ray facility at the 

Auckland City Art Gallery as yet, we had to look elsewhere and were able 

to get the assistance of Mervyn Smith, a radiologist at the Auckland 

Hospital. The machines were usually used for detecting cancers and were 

held above the patient. The most successful setting for the wooden panel 

was 20 Kv, 200 mA at 12 seconds. 

The Zeiss microscope (OpMi-1) was used a great deal for the examir:iation of 

paintings because of it's range of magnifications {6-40x) and ability to be 

moved over the surface of a painting. Attempts at photomicroscopy were 

made although difficulties were found with excess vibration (4); however, it 

is hoped this can be righted for future work. 

3. Inspection of Paintings outside the Gallery 

This was done for one of three basic reasons. Firstly to inspect works to 

see if they were in good enough condition to be exhibited and travel. 

Secondly, to give advice concerning the storage, hanging, condition or 

suggested treatment for paintings belonging to the public - visits like this 

were done if requested and time allowed and often involved pictures which 

were large and/or historically valuable. And lastly, to inspect a travelling 

exhibition produced by the Auckland City Art Gallery. 

Visits were as follows: 

17.1.83 

18.2.83 

Inspected a painting owned by Mrs Carr concerning its 

condition and possible treatment. 

Inspected a mural on a wall at the DSIR, Auc;kland 

(Department of Scientific and Industrial Research) 

concerning advice on the treatment of the work. This 
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21.2.83 

29.3.83 

14.6.83 

included giving the name of a private conservator who 

might carry out the treatment. 

Inspected a painting by Maddox {later treated - refer to 

Report 30) owned by Denis Cohn (an art dealer) to 

discuss whether the painting would be included in the 

Grid Exhibition. 

Inspected two paintings by Goldie owned by Dr P Noakes 

to give advice for treatment. 

Inspected two paintings that had been proposed to go in 

the Auckland University Centennial Exhibition. The 

painting owned by Terry Stringer, was found to be in a 

good condition but the work at the Auckland Grammar 

School was found to be damaged and would require quite 

an elaborate treatment to conserve and restor1= it -

consequently it was rejected from the exhibition. 

25.7.83 - 29.7.83 Brief condition reports were written about all the 

paintings in the Gordon Walters Retrospective Exhibition 

while they were at the National Art Gallery, Wellington, 

making 

Auckland 

reference to condition reports written in 

before the show - to assess whether new 

damages had been incurred during the trip from Auckland 

to Wellington as suggested by the Wellington 

conservators. No travelling condition report forms had 

been filled out for this exhibition by the conservation 

technician, as is usually the case with travelling shows 

and so the Wellington conservators had nothing to refer 

to. It was found that little new damage had occurred - a 

copy of the report summary is found in Appendix 5. 

During this trip I was also responsible for the packing 

and transportation of all works involved (refer to section 

8). 

4. The Giving of Information and Advice to the Public 

i General: The public is free to phone at any time with queries concerning 

painting materials, techniques, the storage, transportation or hanging of 

their paintings. If people want information concerning the structure, 

condition or possible treatment of their paintings, they are advised to 
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bring the works into the gallery on a Tuesday for a proper inspection. 

Names of private conservators can be given although we are unable to 

recomrrend any of them because of possible legal action that could result. 

As mentioned in Section 2 trips are made to inspect privately owned works 

if necessary. These services are well used by the public. 

ii Open Day: An open day for all of _the Gallery departments and many of 

the renovated areas was organised for the 9th July from l-5pm. This was 

very successful, and a continuous line of people walked through the 

laboratories asking questions and looking at displays. Tables were lined up 

to prevent the public from wandering very far into the room as a safety and 

security precaution. 

iii School Groups: Six groups of school children have visited the 

conservation laboratories as part of their tour around the Gallery organised 

by the Education Officer. Usually I hove given .the children a brief 

introduction about what is done in painting conservation and then preceded 

to show them paintings in various stages of treatment as examples. It is 

planned to ovoid these talks in the future, and augment the tours of the 

gallery with a video recording showing the workings in the gallery behind 

the scenes which should give the viewers a more comprehensive idea of 

what is going on and save conservation time. 

iv Morning Television: A film crew from Northern television made a ten 

minute film about Mervyn Hutchinson and myself for morning television on 

the 9th February. In it we talked briefly about general painting 

conservation with a few examples and very briefly about training for 

conservation. The film was slotted into a programme called 'People with 

Unusual Jobs'. After it was played on television we got a number of 

related enquiries about conservation from the public. 

v An Article: As there is no official New Zealand Conservation journal -

Mervyh Hutchinson started a conservation ·column in the AGMANZ News 

(quarterly of the Art Galleries and Museums Association of New Zealand), 

and has been trying to encourage other conservators to send in articles.· To 

start things off we decided to write up two treatments done together -

those of 'Ibiza' by Francis Hodgkins (Report 29) and 'Untitled 1981' by Allen 

Maddox (Report 30). The article was titled 'The use of modified rigid 

support systems for the treatment of two paintings - Considerations and 

Treatments' and is reproduced in Appendix 6. Because it was published in a 
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magazine not specifically for conservators we decided it was best to make 

it fairly general. and therefore not all of the details of treatment are 

included. This information was written at the end of the article with an 

invitation for interested people to write for further details to the 

authors. 

5. Monitoring the Gallery Environment 

Until July, the two Casella thermohygrographs were maintained by the 

exhibitions conservator. Since then Christopher Seager and myself have 

been given this responsibility, and eight new thermohygrographs have been 

bought so that it will be possible to place them in strategic places all 

around the building. An exhibition technician, Graham Snowden, has 

designed a perspex holder for these thermohygrographs that can be bolted to 

the wall above the level of the paintings. This keeps it out of the 

exhibition design area and tests showed that height had little effect on the 

recordings. The holder has sides and a gap in the base to allow proper air 

circulation into the device. Four holders have been put in position,one in 

the Auburn Galleries, the Kitchener South Gallery, the Watercolour Gallery 

and between the East and West Galleries. Other areas have been restricted 

because of continuing renovations, although recordings have been taken in 

the Print Room, Conservation Studios and in the new Painting Storage 

Areas. Examples of recordings taken in two areas are found in PART 1, 

Section B. Regular inspections of the gallery conditions including light 

levels, were carried out and any problems observed by other members of the 

staff were reported to conservation. 

6. LaborQtory Design 

From the 9th February to the 11th, I was involved in drawing up rough plans 

for the organisation of the new painting laboratories, which would indude 

both present painting and paper studios. Mervyn Hutchinson was away on 

National Conservation business at the time and the information was needed 

for a meeting on the following Friday so I was not given much time and the 

result was only rough. Later when Mervyn Hutchinson arrived back, further 

work was done utiHzing _this basic design. This resulted in the plan 

reproduced in Diagram 4. Changes to my original design including moving 

the vacuum hot table and cold table into the present paper laboratory, using 
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the small room off the painting studio as an off ice instead of painting 

storage as I had originally envisaged, and enclosing the inpainting area on 

two sides with white walls to help improve the lighting and concentration. 

These plans give the architect a practical basis to work from when creating 

the final design. 

7. The Purchasing of Equi pment and Materials 

It is very important to ensure the laboratory has sufficient items to enable 

it to run smoothly and make sure treatments can be done using appropriate 

materials and equipment. In New Zealand, where specialized conservation 

suppliers are not available except for Ransons (owned by B J Ball, Australia) 

and the importing from overseas is often prohibitively expensive, a great 

deal of time can be spent locating materials suitable for• conservation 

treatments such as honeycomb, fabrics and adhesives. 

An adhesive called Primal (5) in New Zealand was found to be the same as 

that called Rhoplex overseas, used in cold linings (refer to Reports 26 a and 

b}. Paper honeycomb (6) and end-grain balsa-wood (7) was found to be 

easily available locally, inexpensive and excellent for the making of certain 

solid supports (refer to Reports 3, 7, 23, 29 and 30). I was involved in the 

buying of a number of these items as well as filter media (8) (refer to 

Report l ), Araldite (9) (refer to Reports 29 and 30), aluminium sheeting (10) 

(report 29), researching and buying various tools such as stapleguns, 

airbrush, spatulas and brushes. 

A certain amount of paper work is required in processing the accounts that 

come in. Order forms must be filled out, bills allocated to either a general 

or upgrading funds and then returned to the Accounts Section of the 

Auckland City Council. Items are purchased using order numbers if over 

ten dollars, otherwise petty cash is used if available. 

8. Packing and Transportation 

Pocking and unpacking of exhibitions is usually done by the exhibitions 

technicians to specified standards, but I was involved in the packing of four 

shows leaving the Auckland City Art Gallery and of one exhibition leaving 

the National Art Gallery. 
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i New Imaoe: In March I assisted Dean Buchanan to wrap and pack some of 

the New Image paintings including the Chilcott wall hangings which were 

rolled over plastic tubes and fitted into a crate (refer to photograph 7). 

ii Gordon Walters Retros pective: In April I assisted Ian Bergquist to pack 

up the Gordon Walters exhibition. Funds were not available for the crating 

of this exhibition (which is the usual system) but it was decided to go ahead 

and send the paintings off to Wellington which was the only other venue. It 

was hoped that as most of the works had been brought to Auckland by 

truck and had received no damage, this would also be the case on the 

journey down with good packing. Unfortunately because of the tight 

exhibitions schedule at the time, no travelling condition reports were 

written by the exhibitions technician as mentioned in Section 3 and 

Appendix 5. The paintings were first wrapped in tissue and then plastic. 

Paintings of similar size were placed face to face with a • sheet of core

flute or corrugated cardboard in between cind on either side and then taped 

firmly together. A number of paintings had arrived in crates and these 

were repacked into the appropriate containers after being co_vered in tissue 

and plastic. Works on paper which were framed with Perspex glazing were 

packed into crates. The crates are made of pine, sealed with paint on the 

outside and covered in aluminium insulating paper on the inside. The 

paintings are usually slotted into ready-made spaces with compact foam on 

either end for shock absorption, but in this case the crates had not been 

completed and cardboard was put between the works and polystyrene to the 

sides to stop movement. The wrapped paintings were strapped into a 

wooden frame erected inside the truck by Ian Bergquist. The crates 

containing works on paper and those containing paintings were securely 

strapped into the vehicle. As mentioned in Section 3, I was involved in 

checking and packing these works before they left Wellington in July. 

The packing done in Wellington was very similar to that done in Auckland 

but corrugated card was substituted for much of the core-flute because of 

it's greater rigidity. Packing was done with the assistance of the National 

Art Gallery exhibitions technician and designer. Because there were less 

large works that had to be returned to Auckland than were brought down, 

no framework was considered necessary in the truck and a description of 

the packing arrangement can be found in Appendix 5. The packing into the 

truck was done together with Graham Snowden who had come down from 

the Auckland City Art Gallery to help drive the truck back to Auckland. 
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7. Packing of Chilcot wall hangings from 'New Image' 
exhibition. 

8. Packing of the Gordon Walters paintings before core
flute was taped on either side. 

VI 
N 
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9. Typical crates for framed works {Rita Angus Retrospective). 



iii Aspects of New Zealand Art: The Grid, Lattice and Network Exhibition: 

In June I helped wrap up paintings in the Grid exhibition so they could have 

some temporary protection (especially from dust) while being stored in 

readiness for their eventual crating and transportation to another venue. 

Nearly all the paintings were wrapped in craft paper and taped on the 

outside. 

iv Seven Artists: The Eighties: I helped take down the works from this 

exhibition on the 22nd August. Some paintings were also wrapped and 

pocked into ready-made crates and other very large works were moved into 

temporary storage areas. 

9. Meetings 

Informal discussions about technical matters occurred frequen'tly within the 

conservation department, but the meetings I attended from January to 

August were basically related to the structure and content of conservation 

in New Zealand rather than the conservation techniques themselves. 

Jerry Barton, the ethnographic conservator at the Auckland Museum, and 

Sherry Reynolds, the Liason Officer for the same institution, were involved 

in three formal meetings with the conservation staff at the Auckland City 

Art Gallery before the New Zealand Conservators' meeting in March. 

These meetings were arranged to gain a better idea of what we all felt 

were the important issues and to see if there was any agreement between 

them. Most time was spent discussing the proposed structure for Regiona.l 

Conservation. 

On the 8th of March, the National Coordinatol'"' of Conservation, Georgina 

Christensen arrived in Auckland to have a meeting, firstly with the 

conservation staff of the Auckland City Art Gallery, and then with the 

conservation staff and Dr Rodney Wilson, the director. Both discussions 

were about the Stolow Report on Conservation in New Zealand (refer to 

Appendix 2), specifically concerning his recommendations about Regional 

Conservation.Dr: Rodney Wilson had already made submissions to the Interim 

Advisory Committee for the Conservation of Cultural Property concerning 

the establishment of a pilot Regional Conservation laboratory at the 

Auckland City Art Gallery (refer to PART 1, Section B) and discussions of 

the workings of such a scheme were held. 
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Most of the conservators working for public institutions in New Zealand 

attended the New Zealand Professional Conservators Meeting from 21st to 

22nd March 1983. This numbered 26 participants in all and topics discussed 

included professional concerns such as salaries and working conditions, 

training and continuing education, freelance work, professional 

communication and future meetings. The Stolow Report was also discussed 

concerning the Conservation Council 1s role in relation to Regional Centre 

coordination, training, scientific research, disaster prevention and 

emergency relief, information publication and continuing education, 

travelling exhibitions, bulk purchase and the development of a conservation 

checklist. The implementation of Stolows recommendations concerning the 

Conservation Council, the National Institute and Professional Conservators 

Group was also covered. 

Discussions at the meeting were recorded and representatives for each 

major region (Auckland, Wellington, Christchurch and Dunedin) were chosen 

to form an executive committee. The formation of a Professional 

Conservation Group was initiated and a draft constitution has since been 

completed which is similar to that used by the International Institute for 

Conservation (IIC). Regular comrrunication between conservators has been 

encouraged through circulars put out by Pam Najar at the National Library 

and Mervyn Hutchinson's conservation column in AGMANZ News, and 

another formal meeting has been organised for February 1984. 

Other meetings that I have been involved in during my internship have been 

occasional visits from other conservators, such as Jerry Barton and Karel 

Peters (recently appointed as the head conservator at the Auckland Museum) 

and regular fortnightly visits from Sherry Reynolds concerning regional 

museums and art galleries, disaster planning and the formalization of the 

association between her role and that of the regional conservators. During 

August, the conservation staff at the Gallery had a meeting with Georgina 

Christensen about the proposed structure for the pilot regional scheme to 

begin at the Auckland City Art Gallery (refer to appendix 4). Finally I 

attended monthly Gallery staff meetings. 

10. Visits to other Institutions 

During the period of my internship I visited six other institutions including 
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the Auckland Museum. Here I was shown around the new conservation 

facilities set up by Jerry Barton. The conservation department has only one 

room which is fairly small. Jerry Barton has arranged the fittings and 

furniture around the room so that the available space is very efficiently 

used. Doors open out from the laboratory into an enclosed courtyard which 

could be utilized by conservation in the future. During my visit it was 

apparent that the conservation budget -for conservation at the Museum was 

very limited resulting in only minimal equipment and materials being 

available. Other visits were made during the first day of the Professional 

Conservators meeting in Wellington to the National unit, the Bank of New 

Zealand Archives and the Conservation Department of the National Art 

Gallery and Museum. Both the National Library and National Gallery are 

soon to be moved into new buildings which include modern conservation 

facilities although present facilities are adequate. The National Library 

Conservation Department is rather spread out with a numbei- of rooms on 

two different floors, the BNZ Archives are small with minimum 

conservation equipment and mainly preventative and stabilizing treatments 

are carried out by one conservator. At present the National Gallery and 

National Museum conservation facilities are combined in a two storey 

building near their also presently combined institutions. The conservators 

for these institutions find this has positive advantages as for as 

communication and cooperation between conservators is concerned. The 

disadvantages are that they are cut off from regular communication with 

the rest of the Gallery or Museum staff and there are obvious problems 

with transportation of works from the institutions to conservation. 

During my visit to Wellington in July concerning the Gordon Walters 

exhibition (appendix 5), I spent most of my time at the National Art Gallery 

but I did find time to make daily visits to the Conservation Department. 

These were very interesting at I was able to sit in on their informal 

meetings, look around at current treatments underway and discuss the 

Walters exhibition, conservation adhesives and lining techniques with 

conservators there. During the return trip from Wellington, I visited Art 

Galleries in Palmerston North and New Plymouth. Both galleries have 

similarly sized exhibition spaces, although the former is housed in a modern 

building, and the latter, in a renovated cinema. Service and storage 

facilities are present and both have large service entrances. Because of the 

nature of the journey - the delivering of valuable works of art - both visits 

were necessarily brief. 
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PART 3 

CONSERVATION TREATMENTS 

This section is divided into three parts, the first summarizes the treatments 

carried out, the second lists the works treated and the third contains full 

condition and treatment reports for each painting. 
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Section A: Summary of Treatments 

1. Condition Reports 

Condition reports are written for each painting that needs conservation 

treatment or for each painting in an· Auckland City Art Gallery-produced 

exhibition whether it needs work or not. Generally the filling out of an 

order form is sufficient, but a further condition report can be attached (a 

copy of an order form follows this page). The reason for each treatment -

whether it be for exhibition, for national conservation (ie a painting of high 

national priority), for regional conservation (ie a painting of high regional 

priority), or a painting high in priority and badly damaged within the 

permanent collection, is listed in section 3. Because there are so many 

paintings requiring some treatment, priority - whether it be related 

nationally, regionally or within the collection, and time available for 

treatment are very important factors. 

Condition reports have been reproduced in full for all paintings which 

underwent treatments, but those which required no treatment will only be 

listed below: 

Artist 

Tony Fomison 

Ron Stenberg 

Peter Brown 

Title 

'The Agony in the Garden' 

'Self Portrait' 

'Study of a Girl's Head' 

Condition report 
date 

25.5.83 

21.7.83 

21.7.83 
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· ORDER FORieA SHEET 59 

AUCKLAND CITY ART GALLERY Conservation Department - ORDER FORM 

Requested by date - ----------------------------- ------------

Purpose of examination (exhibition etc) -----------------------------
De ad lines - to complete examination --------------- ----------------

- to complete treatment ------------------------------------------------------~--------------------------------------------------------------------
Artist - --------------------------------------------
Title ---------------------------------------------
Medi um accession no size - ------------------ ---------- ----------
Present location ------------------------------------------------------------------------------------------------------------------------------------
Examination carried out by ______________________ date __________ _ 

Condition report and recommended treatment ---------------------------

ESTIMATED TIME REQUIRED FOR TREATMENT __________________________ _ 

Curatorial Approval. ___________________________ date. __________ _ 

-------------------------------------------------------------------------------------------
Stopgap Treatment __________________________ ___ ___________ _ 

ESTIMATED TIME REQUIRED FOR TREATMENT __________________________ _ 

Curatorial Approval _ _________________________ date _ __________ _ 

==-----------------------------------------------------------------------------------------
Conservation approval for exhibition _________________ date ___________ _ 

Charge treatment to _______________________________________ _ 

Work returned to storage by ____________________ __ date ___________ _ 



2. Treatment Reports 

Minor treatments are often written up on the order form, although here I 

have written all treatments in full. Permission to carry out treatments on 

loaned paintings has been received from the owner prior to the 

commencement of the work. 

3. Surface Cleaning 

Techniques used for surface cleaning were as follows: 

Brushing with a wide soft Delta 3 inch brush (Series 219) 

ii Dry cleaning with a Staedtler Mars-Plastic eraser 

iii Dry cleaning with a Groom/stick molecular trap cleaner (l) 
' 

iv Wet cleaning - using saliva on a cotton bud. This technique was 

suggested to me by Mervyn Hutchinson and Ed Kulka and is written up 

in Barbara A O'Hoshi's Masters Thesis. (2) I found it an effective and 

safe method of cleaning surface dust, fly specs, other accretions and is 

often more successful than the ammonia solutions tried. 

v 1-2% (U/V) ammonia in water 

(sodium reh·aole.cyl suli:ote) 
I did do some testing with 2 ~i (U/V) T ergitoli in water but found it to be 

unsuccessful or not as successful as other techniques that did not require 

cleaning with water afterwards - hence increasing the risk of water damage. 

Nearly all paintings treated were surface cleaned using one or more of the 

above techniques. 

4. Varnish Removal 

Most of the paintings treated were contemporary or near contemporary 

works with either no varnish or a fairly new and effective coating (such as 

Reports 1 and 26a and b), so no removal was necessary. In the case of 

Report 27, the varnish coating was also found to be quite stable and clear, 

any removal of the coating would have also removed the old inpainting -

which was decided against in this case. 

The varnish in Report 6 was removed using a mixture of iso-proponol and 
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shellite (l: l) which was quite effective. The use of propanol was suggested 

to me by Mervyn Hutchinson who has had success with this solvent with a 

number of paintings requiring varnish removal. 

5. Tape Removal 

This was only necessary for Reports 26a and b and was done by scraping 

with a spatula with the aid of damp blotters or swabs to gel the adhesive. 

6. Consolidation 

Most consolidation was done locally using a dilute solution of Beva 371 in 

toluene (about 15% U/V). The solution had to be diluted enough to run under 

and between cracks of paint. A number of coats were applied and then 

with the use of a heated spatula, the cracking or chipping paint was 

flattened and the adhesive set. In both Reports 5 and 29, consolidation was 

done in this manner. The painting in Report 6 was consolidated with 

Paraloid 872 in toluene {15% 'v.//V) and in Report 27 the painting already had 

wax/resin in the areas of flaking and chipping paint so it was utilized. 

7. Flattening 

Flattening of the chipping of gesso ground in Report 27 was done by the use 

of iso-propanol and water ( l: l) so that the ground could be softened before 

flattening occurred. General flattening of painting was done differently, in 

the case of Reports 26(a) and (b) these paintings were sprayed extemely 

lightly on the back and dried between blotters under we ights. The 

cold-lining process further flattened them with the small amount of 

moisture present in the glue and the constant even suction. 

In report 29 the painting was flattened by spraying a blotter lightly with 

iso-propanol and water (1 : -l), laying the painting face-up on this and 

heating it all on the vacuum hot table until it was dry. This treatment was 

used to flatten extreme cracking and flaking in the paint layer that had 

resulted in many distortions in the canvas. 
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8. Lininc, 

Four types of lining process were used: 

i Loose lining (3) - for the support and protection of the original canvas 

as in Reports 4 and 5 

ii Cold lining (4) - for the paintings in Report 26(a) and (b) as the 

paintings were small, had no tacking edges and needed to be kept flat 

iii Strip lining (5) - was carried out in Report l as the painting has no 

tacking edges and viewing of both sides is required. The process, as 

with all others, is fully described in the report. 

iv Lining with Beva 371 on to aluminium with a fabric interlayer (6) was a 

technique used in Report 29 as part of the process of building up a 

solid support for the painting. 

No wax linings are reported here as I felt that it was best for me to 

experience different lining techniques than those I had done previously at 

the Canberra College of Advanced Education - where I did four wax 

linings. 

9. Solid Supports 

Three different varieties of solid support were construded: 

An aluminium/balsa-wood support (7) as mentioned above for Report 29 

ii Paper honecomb/hardboard supports (7) were constructed for two 

paintings on hardboard as reported in Reports 3 and 7 

iii A hardboard/balsa-wood/filter media support {7) was constructed for a 

particular problem painting in Report 30. 

l 0. Attaching a painting to a new stretcher 

A painting that had never been stretched (Report 5) and a pointing on a 

strainer from the collection required for exhibition, Report 4, were stapled 

on to new custom built Turnbuckle stretchers made in Auckland by Studio 

Supplies. (8) The wood used in the stretcher is a finger-jointed pine giving 

it lightness and stability {also ensured by sealing the stretcher with 

poly urethane). The paintings were stapled on with bronze staples. 
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11. Infilling and lnpainting 

Infilling was done using either pigmented wax (Victory 555) or gesso (5% 

Rabbitskin glue in water (v..;/V) plus reventol mixed with whiting) depending 

on the nature of the painting, for example, it was found that in Report 29 

the transparency of the painted surfac·e seemed to require a similar effect 

in the infilling and inpainting which was achieved using pigmented wax only. 

On the other hand the painting in Report 3 which had solid bright colours, 

suited gesso best as the infilling medium. 

Inpainting was done using liquitex acrylic paints for Reports 22, 24 and 25, 

pigment and water or chalk for most of the Walters paintings (Reports 7-21) 

MS2A in shellsol T (9) (25% \vN) plus the appropriate pigments for all the 

rest. Inpainting has to be fairly flexible technique so that one can make it 

as invisible as possible but all the time ensuring it remains reversible. 

12. Varnishing 

Reports 5, 6, 27, 28 and 29 were varnished with paraloid B72 in toluene 

(20% \vN) with 80H wax (10) to make a semi-matt varnish. The varnish 

was brushed onto the smaller works and sprayed onto the larger ones. 

Ketone-N resin was not used because of reports indicating that it does in 

fact crosslink over time. (11) 

13. Framino 

All new frames are made by the exhibitions technicians and a great deal of 

the framing of paintings is done by them too. The general procedure to 

reach conservation framing standards is the_ application of black or grey felt 
emulsion 

to the rabbet of the frame using PVAf The painting is placed in the frame 

and wedged in with balsa-wood or archival board strips if it is loose. The 

painting is held in the frame with galvanized steel mending plates {13) 

which are attached with two screws each on to the frame. A backing board 

made of Core-flute (14) is attached to the back of the stretcher, strainer or 

frame using small screws and taping it down to seal it. Because Core-flute 

attracts dust, it is covered with kraft paper so that the walls are not soiled 

after every exhibition. Clellts are screwed into the back of the frames for 

hanging paintings, these_ can be slotted on to screws in the walls of the 
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galleries. Cle&s are bought from boating suppliers and apart from being 

very strong they have a simple locking mechanism which ensures pictures do 

not accidentally fall off the walls etc. (refer to photograph 19) 

Framing problems such as in Report 3 and problems with displaying 

paintings such as in Report 23 are dealt with individually. 

14 Aid Received 

Work done on major treatments such as constructing the supports in Reports 

3, 7, 29 and 30 was done together with Mervyn Hutchinson, as these were 

new treatments on valuable paintings and were easier done by two people 

working together. Other treatments, which I had not attempted before, 

were done with the aid of Mervyn Hutchinson - such as the strip lining in 

Report l, and the cold lining process for Reports 26 (a) and (b). Discussion 

and research for proposed treatments before work proceeded was carried 

out for all major treatments and in an informal way, for all others. 
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Report 
Number 

2 

3 

4 

5 

6 

7 

8 

9 

10 

11 

12 

13 

14 

15 

16 

17 

18 

19 

20 

Artist 

Colin McCahon 

Colin McCahon 

Paul Hartigan 

George Baloghy 

Francis McCracken 

C F Goldie 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Gordon Wolters 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Gordon Walters 

Title 

North Canterbury Landscape, 1957 

Titirangi Landscape, Feb 1954 

Landscape no 1, 197 4 

Taranaki 

Wasterwomen at stream 

T amati Waaka Nene, 1934 

Painting no 1, 1965 

Painting no 7, 1965 

Untitled, 1972 

Kahukura, 1968 

The Poet, 1947 

Untitled, 1955 

Untitled, 1955-56 

Untitled, 1955 

Painting no 2, 1953 

Mokoia, 1977 

T autahi, 1977 

Genealogy I 

Rongatai 

Tahi, 1967 

Purpose of Treatment 

Permanent collection 

Permanent collection V, 
n> 
n 

Exhibition - New Image (ACAG) .... .... 
0 
:::, 

Exhibition - New Image (ACAG) CD .. 
r 

Permanent collection 
... 
I.II .... 
0 

National conservation -h 

iJ 
C 

Exhibitions - Gordon Walters (ACAG) 
... 
:::, .... ... 
:::, 

Exhibition - Gordon Walters (ACAG) cc 
I.II 

-I 
Exhibition - Gordon Walters (ACAG) 

.., 
n> 
C .... 

Exhibition - Gordon Walters (ACAG) 
(i) 
C. 

Exhibition - Gordon · Walters (ACAG) 

Exhibition - Gordon Walters (ACAG) 

Exhibition - Gordon Walters (ACAG) 

Exhibition - Gordon Walters (ACAG) 

Exhibition - Gordon Walters (ACAG) 

Exhibition - Gordon Walters (ACAG) 

Exhibition - Gordon Walters (ACAG) 

Exhibition - Gordon Walters {ACAG) 

Exhibition - Gordon Walters {ACAG) 

Exhibition - Gordon Walters (ACAG) °' l.r, 



Report 
Number 

21 

22 

23 

24 

25 

26 (a) 

26 (b) 

27 

28 

29 

30 

Artist 

Gordon Walters 

~oy Thorburn 

Allen Maddox 

Ray Thorburn 

Ray Thorburn 

B C Dobie 

B C Dobie 

The Girard Master 

Rita Angus 

Francis Hodgkins 

Allen Maddox 

ACAG - Auckland City Art Gallery - produced 

NAG - National Art Gallery - produced 

Title 

Karakia, 1977 

Modular 2 series Z., 1970 

Purpose of Treatment 

Exhibition - Gordon Walters (ACAG) 

Exhibition - Grid (ACAG) 

Finer and finer and more gutless 197 6 Exhibition - Grid (ACAG) 

Modular 3B, series 4, 1973 

Modular 1 2, series 2 

Tussock Uplane 

The Bush Edge 

Exhibition - Grid (ACAG) 

Exhibition - Grid (ACAG) 

Regional Conservation 

Regional Conservation 

St Anne, Mother of Virgin Mary c 1470 Permanent collection 

Marjory Marshall, 1938 

Ibiza 

Untitled, 1981 

Exhibition - Rita Angus (N AG) 

Permanent collection 

Exhibition - Grid ( to travel) 

°' 0,. 



Section C: Condition and Treatment Reports 

REPORT l 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support; 

Point Layers: 

Colin McCahon 

North Canterbury Landscape, 19 51 

Auckland City Art galleq, {Ace No: 1960/24/1) 

1185 x 1020 mm (wxh) 

in brushpoint, recto, lower left: t,kCohon May 51 

The painting hos a wooden frame which is in fairly good 

condition al though the corners have received some minor 

damage. The frame is slightly large for the painting. 

10.1.83 

The picture is painted on a heavy canvas and has had its 

tacking edges removed. The painting has been glued to a 

7mm thick piece of hardboard with a wax/resin mixture 

and top and bottom areas of the canvas have separated 

from the hardboard. 

The picture is painted in oil over a ground. The paint 

has been applied thickly and in a manner which has 

resulted in the top layers being raised and hollow in 

many areas. This results in a fragile surface which has 

broken in two areas: 

35mm from the bottom edge, from 37 .5 - 39 .5 mm 

from the RHC (right--hand corner). 

- 65mm from the bottom edge, 180 mm from the RHC 

Surface coatings: The painting appears to have a varnish layer and a small 

amount of surface dirt. 

TREATMENT 

Cleaning: 

14.1.83 - not complete 

1. The painting was dusted and 1°hen solvent cleaning 

tests ·were carried out. Out of shellsol, shellsol/ Acetone 

(3:1), propane! and shellsol(l : l ), ammonia solution (1%), 

the ammonia was the most effective in cleaning the 

painting as the paint layer V✓as found to be generally 

quite solubie. 
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Backing 

Removal: 

Painting on the 

Reverse: 

Wax/resin 

removal: 

2. The painting was separated from the hardboard using 

teflon spatula which was attached by masking tape to a 

regular spatula for extra length when separating the 

central sections of the work. In general the separation 

was an easy process. 

3. Once the painting had been removed from the 

backing it was possible to see the reverse of the work -

this revealed another landscape painting under a layer of 

wax/resin (refer to close-up photograph of painting during 

wax/resin removal). The paintings were orientated in 

opposite directions. 

4. The 'North Canterbury Landscape' was laid face down 

on a layer of compact thin foam - which had been taped 

to a table on wheels slightly larger than the picture for 

easy work accessibility. 

Removal of a wax/resin mixture caused a number of 

problems because of its strong attachment to the paint, 

similar hardness of both surfaces and the thinness of the 

surface paint which creates the landscape design. A 

variety of techniques were attempted to remove the 

wax/resin mixture. Firstly a spatula was used to scrape 

the mixture off - but this wasn'·r very effective and had 

its dangers - ie it was hard to avoid chipping tops off the 

paint in the high places on the weave of the canvas. 

Secondly various solvents were tested with the following 

results: 

Shellite 

Shellsol/T) 
removes wax/resin 

Shelli te/T oluene (4: l and 2: l) - removes some wax/resin 

but also paint 

Shellsol T / Acetone (4: l and 2: l) - not very effective 

Shellite was the most effective but was still very slow. 

Next a Leister-tool ( 15) was tried, but it was found that 

it was too hard to control the heat so a hair drier (16) 

was found more satisfactory. 

The hair ·drier was put on high heat and low speed which 
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Staining in the 

sky 

Double strip 

lining: 

would soften the wax/resin allowing most of it to be 

scraped off with a wooden spatula and the remaining 

wax was removed with shellite or shellsol while the wax 

was hot. Care had to be taken even with these mild 

solvents as too much rubbing removed paint. 

5. Certain areas in · the sky of the painting on the 

reverse were found to be 'stained'. Various solvents were 

tested to see if these 'stains' could be eliminated or at 
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least reduced. Bol-fdJ. (V /V) ammonia in wate; and peroxide(3Dvol) 

had no effect; and 2% (W/V) sodium perborate had some 

bleaching effect which changed the purple stains to pink. 

When observed under the microscope, it was possible to 

see that in some of the stained areas and in other areas 

also, the wax/resin hod combined with or penetrated the 

paint layer - which could explain the solubility of the 

paint. Consequently it was decided to leave these areas 

rather than damage them. 

6. Due to the discovery of a painting on the reverse it 

was decided that a method of treatment would have to 

be found that enabled one to see both sides of the 

painting properly. The artist had been consulted 

concerning his feelings about the painting on the reverse 

being exhibited, and it seemed apparent that he had not 

thought it very successful at the time and this is why he 

had painted another picture on the reverse a few years 

later. Consequently it was decided that the reverse 

painting would be kept visible only for ar1"-historical 

research reasons. Consequently a stretcher incorporated 

into a double-side frame (17) appeared to be the most 

suitable treatment {this will be discussed more fully in 

section 8). This meant it was necessary to give the 

painting a strong strip lining (5) so that the weight of the 

two heavy pictures could be supported. The procedure 

was as follows: 

{i) A cotton duck which matched the weight of · the 

picture's canvas was cut into 4 strips o-f approximately 

10cm wide to fit around the edges. Because the edges 

were not exactly straight, the line around the edge was 



was drawn on to the strips and cut with a scalpel so that 

the painting and strips could be butt joined. 

~ butt join 
,--------------J~,..,....,...,.._ -

PAINTING 

---~ ... 

Polyester canvas 
strip 

---------------,,..,i~ ~ 

Diagram shoyving cutting of canvas strips 

(appr-mc. 5°/0 w{v) 
(ii) The canvas was then soaked in a dilute solution,.(_ of 

Beva 371 in toluene. and allowed to dry. This would give 

extra adhesive strength to the bond between the strips 

and later strips to be placed on either side of the join. 

(iii) The painting was laid on to silicon-release paper. 

The strip? were placed around the canvas and 5 minute 
(co111.111el'C(Q\ o,uqttl,y) 

Araldite..( was syringed into the minute gap between the 

canvas and painting edge. This was allowed to dry under 

silicon release Mylar and weights. Once the araldite was 

dry, any excess was cut off with a scalpel. 

(iv) Fibreglass tape (3.8 cm wide) was cut into 8 strips 

to go on either side of each canvas join (refer to iii). 

These were sprayed with a thick web ( 18) of Beva 371 in 

Toluene (20% V/V) on one side. 

(v) It was important to have the lining covering the 

same area on the front and back of the painting so that 

using a double frame would be possible (although a small 

difference could be possible as long as both sides were 

square). Consequently it was necessary to locate the 

corners - and this was done by r:-1easuring the diagonals 

on the front painting and pricking small holes through to 

the other side to match the corners there. The fibreglass 
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Filling and 

inpainting: 

Stretching and 

framing 

strips were laid on one side covering approximately 

7.5cm of the painting - in actual fact a small amount of 

tacking edge (approximately 3mm, width) did remain on 

most sides so less painting than this was actually 

covered. A heated spatula was used to attach the tape 

to both canvases and one side of the painting was done 

at a time. 
paint layer 

painti':9 ~ canvas 
~ ~aint layer :z----:-:-e:--3:.-ze~m--~@,.J§§f-PU#+I#-¥ 

polyester canvas 
strip 

Fibreglass tape 

Diagram showing cross-section of strip lining 

7. The paint losses to 'North Canterbury Landscape' 

were filled with gesso and inpainted using MS2A in 

Shellsol T (20% W/V) with appropriate pigments. The 

painting on the reverse had no paint losses and it •..vas 

decided not to cover the staining as it was not 

immediately obvious and inpainting it would have resulted 

in a large portion of the sky being painted by myself -

which is not as the artist originally. intended at all! 

8. It has taken a long time to develop a suitable 

stretcher/frame arrangement for the painting. After 

reading B R Bauman's article on a 'Technique for 

Stretching and Framing a Double-Sided Canvas•, it was 

decided a similar construction would work here. 

Cooperation between the Conservation Department, 

David Rapp of the Exhibitions Preparation Deportment 

and Squirrel Wright of Studio Supplies has resulted in a 

design which incorporates turnbuckles instead of the jC\t1er 

spring mechanism in Bauman's system. Because of the 

tight exhibitions schedule this year, the stretcher/frame 

is not completed yet. Basically Hie system consists of 

two small slip frames which ore screwed together over 

the strip lining to hold the picture. Attached to this 
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frame in regular intervals are turnbuckles which are 

incorporated into the back of a frame. The frame is 

attached to another by brass plates held by screws - two 

on top and two below. A space between the slip and 

frame allows tension adjustment using the turnbuckles. 

Adjustment is only . possible when the two frames are 

separated but is easily done. Bauman suggests the use of 

an inner spring mechanism which could mean a certain 

amount of self-adjustment would occur with changes in 

temperature and humidity but this painting has been 

painted so thickly on either side that it is unlikely that 

the changes in the gallery environment would effect it. 

Bauman's System also results in screw ends being visible 

all around the edge of the double frame as these are 

used for the tension adjustment of the inner spring 

mechanisms, which is not necessary when using 

turnbuckles. 

Although this frame/stretcher arrangement was chosen so 

that both sides of the painting would be visible - due to 

the different orientation of the two paintings and the 

artist's attitude toward the work, it will probably only be 

exhibited so that the 'North Canterbury Landscape' is 

visible unless for special display or research reasons. 

When the painting is to be exhibited showing one side 

only, a lipped shelf will be attached to the wall above 

and below the painting to hold it in place and avoid 

damaging the frame on the reverse. If double viewing is 

required the painting will probably be incorporated into a 

partition, so that people can walk around it (and possibly 

stand on their heads when viewing the reverse!). 
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10. Report 1, front, before treatment 

11. Report · 1, reverse; close-up of wax/resin on painted surface before 
removal 
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12. Report l, reverse, close-up of wax/resin on painted surface during 
removal 

13. Report 1, author r~moving residue wax/resin using hairdrier and solvents 

74 



75 

14. Report l, reverser after wax/resin removal 

15. Report l, front, after strip lining 
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16. Report 1, frame-stretcher prototype showing turnbuckle position 



REPORT 2 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Ground: 

Colin McCahon 

Titirangi Landscape, February 1954 

Auckland City Art Gallery (Ace No: 1982/15) 

896 x 508 mm {wxh) · 

in brush point, recto: 

'EVENING, TITIRANGI, McCahon Feb '54' 

verso: 

(i) on top stretcher beam 'Colin McCahon Titirangi 

Landscape Feb 1954 oil on canvas' 

(ii) in central canvas is a Winsor and Newton Stamp 
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(iii) in lower left is another stamp 'copied in Mackelvie 

Gallery, Auckland'. 

(i) The painting is attached with tacks to a stretcher. 

The stretcher is in good condition and has a complete set 

of new keys. 

(ii) A frame has been attached around the edge of the 

painting using nails which penetrate through the tacking 

edge of the painting and into the stretcher. The frame 

has a number of scratches and areas where red, white 

and black paint have been rubbed on to it. 

12.1.83 

The picture is painted on a commercially prepared canvas 

by Winsor and Newton (School of Art Canvas). The back 

of the canvas is fairly dirty, with a light stain running 

across the centre of it. T_he pattern seen in the cracking 

of the paint layers is replicated on the canvas back as a 

series of valleys and hills indicating that the paint has 

caused these deformations. Six small bumps in the 

canvas can be seen on the front along the left edge 

which could be the result of something caught between 

the canvas and stretcher. 

Commercially prepared ground covers the canvas. 



Paint Layers: The picture was painted in oil. The surface is no longer 

flat due to the cracking which is found all over the 

painting. There are minor losses in the following areas: 

top edge 40mm from left-hand corner 

5mm from bottom, 215mm from the right corner 

63mm from bottom, .172 mm from the right corner 

l 0mm from right e_dge, 178mm from the right corner 

3mm from left edge, 188mm from the left corner 

4mm from left edge, 122mm from the left corner. 

Also a scratch is located from 36mm from the bottom 

and l 06mm from the right to 30mm from the bottom and 

97mm from the right. 

Surface Layers: There is no varnish and the painting has a certain amount 

of surface dirt. Some white paint is found ·acm from the 

TREATMENT 

top left corner. 

12.1.83 - 14.1.83 (although not complete) 

(i) The painting was dusted and then cleaned with a 2% 

(V /U) solution of ammonia in water. · 

(ii) Although the treatment for this painting began some 

time ago now, work for exhibitions, and other paintings 

such as in Report 29, have been given higher priority and 

so this painting has had to wait. 

The proposed treatment is as follows: 

(i) Locally consolidate the worst areas of cracking and 

any flaking using dilute Beva 371 in toluene and a heated 

spatula 

(ii) Flatten the entire painting on the vacuum hot table 

using a small amount of moisture (refer to Report 29 for 

technique) 

(iii) Attach it to a aluminium/balsa-wood support as 

described in Report 29. To ensure that the paint layer is 

kept rigid to prevent any future cracking or losses. 
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17. Repori· 2, front, before treatment 

18. Report 2, front, raking light before treatment 
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19. Report 2, reverse, before treatment 



REPORT 3 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Acee ssorie s: 

CONDITION 

Support: 

Paint Layer: 

Paul Hartigan 

Landscape No 1, 1 97 4 

Auckland City Art Gallery (Ace No: 1981 /25) 

1210 x 608 mm (wxh) 

None 

A . frame has been nailed into the strainer which forms 

part of the support for the painting. The frame projects 

out past the picture plane on all edges e><cept the centre 

of · the top edge. This reduces the protective function of 

the frame such as leaving it open to damage if the 

painting is laid face down. 

17.1.83 

The picture is painted on hardboard fixed to a wooden 

strainer ( 19mm wide) along the edges. Some of the nails 

used to fix the hardboard to the strainer hove been 

pulled out slight!)' due to the movement in the support. 

The picture hos been painted in enamel house paint. 

Losses have occurred due to the movement of the nciils, 

especially along the top and bottom edges. Further 

losses are found: 

650mm from the lower left corner on the bottom edge 

top right corner 

top left corner (minor). 

Surface Coatings: There appears to be no varnish and a small amount of 

TREATMENT 

Frame: 

surface dirt is present. 

24. 1.83 - 19. 1.83 

1. To make the frame protect the painting on all sides 

the 2 nails that hold the centre of the frame along the 

top edge were punched into the strainer using a hammer 

and nail punch. The frame was then pushed forward and 

hammered into place, making two nev;1 nail holes. 

Unfortunaf·ely as the painting has warped forward, away 

from the strainer in this area, some more paint on the 
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Support: 

nails flaked back and there were some minor losses 

during treatment. Consequently these areas were 

consolidated with Paraloid B72 in Toluene and flattened 

by hand (as the paint was still very flexible). Holes in 

the frame were filled with DAP Wood Dough (Tawa 

Variety). 

2. To make the support more rigid ( 19) and therefore 

prevent future movement and loss of paint - a solid 

backing was attached. Honeycomb cardboard was cut to 

fit inside the strainer and then stretched out into place 

with drawing pins. The honeycomb cardboard was then 

removed and gum cloth was stuck around the edges (refer 

to diagram) to prevent glue seeping through here and on 

to the front of the paint·ing. Primal AC 234 was put 

over the back of the painting quite thickly and 3cm up 

the sides. The honeycomb was put in and stapled in 

place using a staple.gun powered by a compressor. A 

piece of masonite which had previously been cut to fit 

behind the honeycomb v-1as placed on top and various 

v✓eights were laid over it to ensure proper adhesion. 

A few hours later the wei!;;hts and masonite were 

removed and c liQht coat of primal AC 234 was brushed 

over the hardboard. This sealed the board and when dry 

allowed a much more even coating of adhesive. The 

clued side was then placed face down on the honeycomb, 

weighted and left to dry. 

strainer 

frame 

front 
gum cloth tape 

Diagram showing the structure of the rigid support 
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Cleaning: 

Inf iHing and 

Inpainting: 

For further support once the weights had been removed, 

an edge stripping was nailed into the strainer around the 

masonite. Information concerning the structure of the 

solid support was written on the back. 

3. The painting was cleaned using a very dilute solution 

of ammonia in water (around 1 %). Only slightly damp 

swabs were used and the painting was wiped with lens 

tissue afterwards to ensure that none of the paint's gloss 

was dulled. 

4. The areas of paint loss were infilled with gesso end 

inpainted using MS2A in Shellsol T (20% WN) with appro

priate pigments. 
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20. Report 3, front, raking light, close-up before treatment to emphasise 
the protruding nails 

21. Report 3, reverse, pefore 1-reatment 
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22. Report 3, reverse, close-up of paper honeycomb during construction 
of the support 

23. Report 3, front, oft.er treatment 
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24. Reporf" 3, reverse, after treatment 



REPORT 4 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Ground: 

Paint Layers: 

TREATMENT 

George Baloghy 

Taranaki 

Auckland City Art Gallery (Ace No: 1981/53) 

615 x 915 mm 

in brushpoint, recto, lower right: GB8 l 

strainer of four bars 

19.1.83 

The picture is painted on jute which is fixed to a 

strainer. The jute is slack and flexing. 

A ground is present only on the front of the canvas and 

not on any tacking edges. 

The paint layers are thick and are composed of several 

different medium ie acrylic, oil glazes and enamel. No 

varnish is present. 

19. 1.83 - 21. l.83 

Because the paint layer is so thick, there is a good 

possibility that if the support continues to flex then the 

paint layer will crack. Consequently it was decided to 

give the jute canvas a loose lining to give it support and 

put both on a new turnbuckle-type stretcher. This will 

enable the canvas to be kept taut. The procedure was as 

follows: 

(i) A new turnbuckle stretcher was prepared which 

corresponded to the irregularities of the original strainer. 

The painting is not square and as the tacking edge is 

supposed to be visible when the painting is exhibited (in a 

shadow frame) it was important to have a stretcher that 

was exactly the right shape. This was done by cutting 

off small slithers of wood from two sides. 
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(ii) A piece of medium weight polyester fabric (20) 

was attached to, the stretcher - stapling it on the back. 

(iii) The painting was next stapled to the stretcher over 

the top of the lining fabric, also stapling it to the back. 

(iv) The painting was framed to conservation standards 

by the exhibitions technicians in a shadow frame. 

front of painting 

'shadow frame 

black paint 

Diaaram of a shadow frame {cross section) 
v 
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25. Report 4, front, after treatment 

26. Report 4, reverse, after treatment 



REPORT 5 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Ground: 

Paint Layer: 

Surface Layers: 

T'REATMENT 

Cleaning: 

Consolidation: 

Francis fv'lcCrocken 

Washerwomen at stream 

Auckland City Art Gallery (Ace No: 67 /21) 

550 x 465 mm (hxw) 

in brushpoint, recto, lower left: F. McCracken 

in ballpoint, recto, lower tacking edge: accession number 

and Auckland City Art Gallery. 

None 

21',. 1 .83 (or hesio.ri) 

The painting is on light-weight sacking clothiwhich is in 

good condition with 7 nail holes along the top tacking 

edge. The painting has never been on a strainer or 

stretcher as indicated by the lack of nail holes and 

creases around the painted area. A few creases in the 

canvas do exist - on in a diagonal direction from the top 

left-hand corner to the bottom right-hand corner and 

another jus·i- above the bottom tacking edge. 

A white ground covers all of the canvas except for most 

of the top tacking edge. 

The picture is painted in oil. Where the painting has 

been creased the paint layer has cracked also. 

There appears to be no varnish layer present, but a layer 

of surface dirt is apparent. In a few areas small pieces 

of brown paper are adhered to the painting surface. 

They have been stuck down with a water-soluable glue. 

25. 1.83 - 10.2.83 

l. The painting was dusted and ·then cleaned using a 2% 

(V /V) ammonia in water solution. Paper vrns removed by 

using warm water rolled on with swabs. 

2. Areas of the painting which had cracked due to 

creases were consolidated and flati"ened using a dilute 

Beva 371 solution (apprm:i1,1ately 15% VN in toluene). 
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Stretcher: 

Framing: 

This was brushed on and then the area was covered with 

weights uni"il dry. 

3. A Turnbuckle stretcher was made to fit the painting 

and a loose lining of medium-weight polyester was 

stapled on. It was decided to include a loose lining for 

two reasons, firstly,· sacking cloth does not age as well as 

other canvases such as linen, cotton or polyester and 

therefore it is a preventative measure to give it the 

added support of the long-lasting polyester fabric. 

Secondly a loose lining protects the back of the canvas 

from dirt and some damage and seems to slow down 

oxidation to a certain extent. 

The painting was next stapled on to the stretcher and the 

tacking edges had to be bent using the heat from on iron 

to avoid cracking of the paint surface. The painting was 

then stapled on using bronze staples. 

4. The painting was framed to conservation sfondards: 

(i) Felt was adhered to the rabbet using PVA. 

(ii) The painting was held in the frame with aluminium 

mending plates screwed into the frame only. 

(iii) Cle:m: were screwed into the frame. 

(iv) A Core-flut backing board was ai"toched with screws 

to the stretcher. 
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27. Repcrr 5, front, before treatment 

28. Report 5, front, raking light before treatment 
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29. Report 5, reverse, before treatment 

30. Report 5, front, after treatment 



94 

31 Report 5, reverse, after treatment 



REPORT 6 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Ground: 

Paint Layers: 

C F Goldie 

Tamati Wacko Nene, 1934 

Waitangi National Trust 

455 x 405 mm (hxw) 

in brushpoint, recto, upper left: C F Goldie 1924 

The pointing has a stained wood frame which is in good 

condition although it needs padding in the rabbet for the 

protection of the painting. 

22.2.83 

The picture is painted on canvas and alth<?ugh it would 

have originally have been attached to a stretcher or 

strainer, as indicated by nail and fold marks, it is now 

glued to a 5mm thick piece of hardboard using a 

wax/resin adhesive. Areas of the support have come 

away from the hardboard just above the bottom edge. 

The ground covers all of the front of the canvas and is 

painted on in a regular textured manner - the pattern of 

which shows through the paint layers. 

The picture is painted in oil. Drying cracks are found in 

the eyes, mouth, under the nose, on the ear and on the 

neck - exposing white ground. Some of these areas are 

flaking slightly as well. Paint losses are found on the 

edges of the painting due to the frame which has also 

deposited it's black paint on the picture - indicating that 

the paint on the frame wos probably still damp when it 

was put on the painting. 

Surface Coatings: The painting is covered in a fairly uneven varnish (which 

has discoloured slightly) and a small amount of surface 

dirt. 

TREATMENT 21.3.83 - 30.3.83 

1. The areas in the painting that were no longer stuck 

to the hardboard backing were heated using a spatula and 
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Conclusions: 

then placed under weights. This allowed proper adhesion 

to take place between the two layers although it is 

suspected that this will not last indefinitely due to the 

nature of the wax/resin mixture present. 

2. The painting surface was dusted and then a mixture 

of shellite and iso-propanol (l: l) was used to remove the 

varnish. Attempts were made to remove the black paint 

on the edges of the painting which had come from the 

frame. Although it was possible to remove most of it 

after a concerted effort, paint losses were found under

neath - probably from previous framing. Consequently it 

was decided not to remove all black paint except where 

it showed when the painting was put back in its frame. 

3. The crackino areas were consolidated using a dilute 

solution of Paraloid B72 in toluene{approx. ID·%w/v). 

4. Inpainting was done in the cracks using MS2A in 

Shellsol T (20% WN) and appropriate pigments. It is still 

possible to see the cracks but it was decided not to 

interfere with the original paintwork too much as these 

cracks would hove occurred soon after the artist 

completed the work and therefore are part of its 

construction. 

5. The painting v1as revarnished by brushing Paraloid 872 

in Toluene (20~~ V /W) over the surface. 

6. The painting was framed to conservation standards. 
e1>1uls1011 

Black felt was glued with PVAt to the rabbet of the 

frame to protect the front edges of the painting. 

Because the frame is slightly large. Balsa wood strips 

were inserted between the painting and frame to keep it 

firmly in place. A Core-flute backing was cut to 

protect the reverse of the paintins, and this and the 

painting were kept in place using mending plates. 

This trecitment can only be described as short-term as 

eventually this wax/resin adhesive will fail a9ain due to 

its brittle nature. If time had been allowed, a more 

permanent treatment could have been employed, and still 
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may be at a later date. This would entail removing the 

picture from the hardboard, removing wax/resin from the 

reverse of the picture, and attaching the picture with 

Beva 371 to a rigid support as was done in Report 29. I 

feel that this picture would be better lined onto this kind 

of support than strip lined and attached to a stretcher, 

because the cracking of the paint layer would be better 

protected from damage if it was kept rigid. 
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32. Report 6, front, before treatment 33. Report 6, front, close-up of cracking before treatment 
'-0 
C0 



34. Reporf- 6, front, after treatment 35. Report 6, reverse, after treatment (clea{s -were o..t\-a.ched 
\akr +a re.p\ace -\-he ov-fginal ha.ng,hq O'flpo.rah.1s.) 
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REPORT 7 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

Gordon Walters 

Painting No 1, 1965 

Auckland City Art Gallery (Ace No: 1966/4) 

914 x 1219 mm 

in brush point, verso, upper left: Gordon Walters Black on 

white 1965; and in pencil below: Gordon Walters 

None 

14.2.83 

The picture is painted on a hardboard support which has 

been attached with only adhesive to a strainer of four 

bars. The support is in good condition except for minor 

chipping along the edges. 

The work has been painted with a PVA based paint. The 

paint layers appear to be sound except for minor losses 

associated with chipping along the edges, and a blotchy, 

spotty appearance in both the white and black areas. 

Surface Coatings: The painting was sprayed with a resin coating (possibly 

po1 >4Wrethane) by the artist which has resulted in this 

slightly yellowing blotchy appearance. (21) 

TREATMENT 14.2.83 - 18.2.83 

1. It was decided to make the support rigid to avoid 

further chipping and general paint losses, this was done 

as follows: 

(i) Gummed cloth tape was attached to the join between 

the inside of the strainer and the back of the painting to 

stop adhesive seeping to the front of the painting. 

; ,I J 

gummed cloth tape_J .,, 
/ / ,/ 

strainer 

hardboard 

painting 

Diagram showing position of gummed cloth tape 
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Conclusion: 

(ii) Primal AC 234 was brushed on to the reverse. 

(iii) Paper honeycomb was attached to the reverse using 

staples to hold it to the strainer. 

(iv) A piece of hardboard was cut to fit on top of the 

honeycomb and was also brushed with a coat of Primal 

AC 234. 

(v) The backing board was put on top of the paper 

honeycomb and covered in weights until dry. 

(vi) An edge stripping was glued with PVA over the join 

between backing board and strainer for further strength. 

(vii) A description of the support was written on the 

back for future reference. 

2. It was found that the resin coating was not reversible 

on a PVA based paint layer, so it was left: The front of 

the painting was brushed and white areas near the edge 

were cleaned slightly using vinyl eraser. 

3. Infilling areas of loss around the edges was done 1:1sing 

gesso. 

4. Inpainting was done with MS2A in Shellsol T (25% 

W/V) mixed with a small amount of 80H wax to give it a 

slightly matt appearance and appropriate pigments. 

The hardboard/honeycomb backing made the support rigid 

and kept the painting fairly lightweight. To reverse the 

treatment, would require cutting off the hardboard and 

honeycomb, and scraping off the adhesive. Further 

Primal could be removed using Toluene although a 

certain amount would remain in the hardboard. 

As Primal 234 contains a certain amount of water, one 

must be cautious when applying it to a water sensitive 

support such as hardboard. A certain amount of the 

adhesive must penetrate the surface of the support for 

proper adhesion to take place but it may be better to 

add a thickener to the Primal, such as Natrasol {refer to 

Report 26 on cold lining) to give better control. 
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36. Report 7, front"' 
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37. Report 7, reverse, after treatment 



The following 14 Reports cover minor treatments done as preparation for 

the Gordon Walters Retrospective Exhibition. As Mervyn Hutchinson and I 

were very pressed for time, having just finished preparing for the New 

Image Exhibition, only minor work was done on loaned paintings. There was 

no time for full documentation, such as before and after photographs, 

anyway the nature of the paintings meant that these would have revealed 

very little. Because of the sharp geometric designs using colour contrasts, 

these works were quite difficult to restore. They all had delicate matt 

surfaces (except for Report 7) which even marked slightly when swabbed 

with saliva. Consequently it was very difficult to inpaint - water and 

pigments seemed to match most well although this mixture has the obvious 

disadvantage of being almost too reversible. 
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REPORT 8 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions 

Accessories: 

CONDITON 

Support: 

Paint Layers: 

Gordon Walters 

Painting No 7, 1965 

Paris Family, Wellington 

1220 x 915 mm 

in ink, verso: Gordon Walters Paintings No. 7 1965 

strainer 

21.2.83 

The picture is painted on hardboard. A strainer has been 

adhered to the reverse of the support. 

PVA has been used as a medium for the paint. Fly specs 

and other surface accretions are present on the surface. 

Surface Coatings: None are present. 

TREATMENT 21.2.83 - 23.2.82 

1. The accretions were partially removed using saliva 

and the fly specs were totally removed by this method. 

2. The surface was brushed and then wiped using lens 

tissue. 
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38. Report 8~ front* 



REPORT 9 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accesories: 

CONDITION 

Support: 

Point Layers: 

TREATMENT 

Gordon Walters 

Untitled, 1972 

Fulton, Auckland 

1219 x 912 mm 

in brushpoint, verso: · Gordon Walters 72 

strainer of 5 bars 

23.2.83 

The picture is painted on canvas attached to a strainer. 

The work is painted with PVA and acrylic mediums. The 

surface has a number of fly specs, pink stains and grey 

lines on the surface. 

23.2.83 - 24.2.83 

1. The front was drycleaned to remove the grey lines 

and pink spot using a vinyl eraser. 

2. The surface was dusted using a soft brush and lens 

tissue. 

3. The fly specs and remains of the pink stain were 

removed using saliva on cotton buds. 
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39. Report 9, front* 



REPORT 10 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

TREATMENT 

Gordon Walters 

Kahuku ra, 19 68 

Victoria University, Wellington 

1140 x 1520 mm 

None 

strainer of four bars 

24.2.83 

The picture is painted on canvas attached to a strainer. 

PVA and acrylic mediums have been used. Numerous 

accretions are present - yellow accretions, black spots 

and splashes, and a red streak. Extensive abrasions are 

present along the edges especially the bottom edge. 

24.2.83 - 1.3.83 

A variety of methods were tested to see if there was a 

way of removing the accretions on the surface. Out of: 

1 % ammonia in water, shellite, a vinyl eraser and a 

modecular trap cleaner - the last two were the most 

successful. The molecular trap cleaner ( 1) had a further 

advantage in that it did not leave rubbings which were 

difficult to remove. Consequently most of the yellow 

and red streaks were removed in this way, but nothing 

could be done about the other accretions - so inpainting 

was necessary to cover these and the extensive abrasions. 

Inpainting was done using. pigment and water applied with 

cotton buds. Although it was difficult to judge the final 

tone (as the inpainting dries to a lighter shade), this gave 

the necessary matt result with only a thin covering which 

seemed sufficient. 
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40. Report 10, front* 



REPORT 11 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

TREATMENT 

Gordon Walters 

The Poet, 1947 

Gordon Walters, Christchurch 

410 x 511 mm 

in pencil, recto, lower right: Walters 47; verso: The Poet 

1947 /Oil and pencil on canvas/Gordon Walters. 

Stretcher of four bars. 

25.2.83 

The picture is painted on canvas which is attached to a 

stretcher. The support is slack and three stretcher keys 

are missing. 

Oil paints and pencil are used. Surface dirt is present 

especially around the edges. No varnish is present. 

25.2.83 

l. The edges of the painting were drycleaned using a 

vinyl eraser. 

2. The lost keys were replaced with new wooden ones. 

3. The painting was keyed out. 

4. The painting was framed to conservation strandards 

by exhibitions technicians. 
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REPORT 12 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

TREATMENT 

Gordon Walters 

Untitled, 1955 

Gordon Walters, Christchurch 

510 x 622 mm 

None 

None 

25.2.83 

The support is comprised of muslin adhered to hardboard. 

A small amount of fraying of the cloth is found in the 

middle of the right side. 

The picture was painted with oil paints. The condition is 

good. No varnish is present. 

25.2.83 - 2.3.83 

l. The painting was dusted. 

2. Framed to conservation standards by the exhibitions 

technicians. 
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42. Report 12, front* 



REPORT 13 

Artist: 

Title: 

Owner 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

TREATMENT 

Conclusions: 

Gordon Walters 

Untitled 1955-56 

Gordon Walters, Christchurch 

461 x 611 mm 

in ink, verso, upper left: Gordon Walters 1955/56 

stretcher of four bars 

25.2.83 

The picture is painted on canvas attached to a stretcher. 

One of the stretcher keys (bottom left) is damaged and 

has caused the stretcher wood to split above the keyhole, 

pushing the wood into the reverse of the canvas. The 

canvas is fairly slack. 

The picture was painted in oils and has small areas of 

surface dirt and fly specs. No varnish is present. 

25.2.83 - 2.3.83 

1. The damaged key was removed with pliers and the 

split key-hole in the stretcher was repaired by adhering 

it together with PVA and under weights {a piece of wood 

was wedged between the stretcher and canvas and silicon 

release paper with weights on top) was placed on the 

canvas. This prevented the split wood pushing on the 

back of the painting but was not strong enough for a 

new key. 

2. The remaining keys were keyed out. 

3. The front of the painting was cleaned - with saliva on 

a swab to remove the fly specs and with a vinyl eraser 

to remove the surface dirt. 

4. The picture was framed to conservation standards by 

the exhibitions technicians. 

Because the priorities for treatment were given to 

Auckland City Art Gallery works and because of general 

time limitations, a more permanent solution to the 

problem· of missed keys and split wood was not possible. 

This would have been to put. the painting on a new 

stretcher altogether (preferably of the Turnbuckle 

variety)~ 
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REPORT 14 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

TREATMENT 

Gordon Walters 

Untitled, 1955 

Gordon Walters, Christchurch 

510 x 606 mm 

with brush point, upper left: Gordon Walters/1955 

Stretcher of four bars. 

25.2.83 

The support is comprised of canvas attached to a 

stretcher. All keys are intact but the painting is a little 

slack especially at the bottom right-hand corner. 

The picture is painted with oils. There are small areas 

of flaking paint and some losses. A sm~ll amount of 

surface dirt is present. No varnish is present. 

25.2.83 - 4.3.83. 

1. The painting was keyed out. 

2. The surface was cleaned by brushing and rolling swabs 

with saliva over the soiled areas. 

3. The cracked areas of paint were consolidated with 

dilute Beva 371 in toluene and left to dry with weights 

above and a flat piece of wood below. Silicon release 

paper was put around the painting to prevent adherence 

to weights or wooden support. 

4. Losses were infilled with gesso. 

5. lnpainting was done using MS2A in Shellsol T (25% 

W/V) 

6. The picture was framed to conservation standards by 

the exhibitions technicians. 

117 



118 

44. Report 14, front* 



REPORT 15 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support 

Point Layers: 

TREATMENT 

Gordon Walters 

Painting No 2, 19 53 

National Art Gallery, Wellington (Ace No: 1982/60/1) 

482 x 356 mm 

in ink, verso, upper centre: Painting No 2 1953/Gordon 

Walters. 

stretcher of four bars 

3.3.83 

The support is canvas attached to a stretcher. All but 

two of the keys are lost and the canvas is fairly slack. 

The picture is painted in oil. Some minor losses are 

present. No varnish layer is visible. 

3.3.83 - 4.3.83 

l. New wooden keys were inserted and the painting was 

slightly keyed out. 

2. Paint losses were infilled with gesso and these areas 

were inpainted using MS2A in Shellsol T {25% W/V) and 

appropriate pigments. 

3. The pointing was framed to conservation standards by 

the exhibitions technician. 

119 



120 

45. Report 15, front* 



REPORT 16 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Point Layers: 

TREATt.,,1ENT 

Gordon Walters 

Mokoia, 1977 

Paris Family, Wellington 

1220 x 982 mm 

in ink, verso: Gordon Walters 65-75 Mokoia 

Strainer of five bars and an aluminium frame 

4.3.83 

The support is canvas stapled to a strainer. 

The picture is painted with PVA and acrylic mediums. 

Minor fly specs are present, as well as minor surface dirt 

along edges from handling. 

4.3.83 

1. Flyspecs removed using saliva on swabs. 

2. Some surface dirt removed using a vinyl eraser. 

3. A new frame was made for the painting for the 

duration of the exhibition and the picture was framed to 

conservation standards by the exhibitions technicians. 
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46. Report 16, front* 



REPORT 17 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

TREATMENT 

Gordon Walters 

T autahi, 1970 

Beagelhole, Wellington 

1524 x 1143 mm 

None 

Strainer of four bars. 

4 •. 3.83 

The picture is painted on canvas which is attached to a 

strainer. Damage to the canvas has resulted in a loss (30 

x 10mm across) to the surface of the canvas in the 

middle lower area of the painting. Spots, which .look like 

mould, are visible all over the back of the canvas and 

are starting to show through on the front. 

The picture is painted with PVA and acrylic mediums. 

Scuffing is present along the edges anq small red and 

blue accretions are visible. 

4.3.83 - 18.3.83 

1. Scuffing was toned down with pigment and water. 

2. The accretions were removed with saliva on swabs. 

3. Restoring the damaged support was difficult because 

the continuity of the painted and texture surface was 

broken up but the loss was only surface damage and 

therefore was not deep enough to allow an inf ill. The 

paint was also an unusual beige and very matt in 

appearance. Layers of pigment and water were applied 

to the loss while the painting hung in the gallery where 

it was to be shown. This was done to ensure that the 

lighting was correct - as the shade was so subtle and 

incredibly obvious when only slightly off. Once the 

colour was matched the textural inconsistencies were 

played down considerably. 
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REPORT 18 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories; 

CONDITION 

Support: 

Paint Layers: 

TREATMENT 

Gordon Walters 

Genealogy I 

D Williams, Auckland 

1217 x 913 mm 

in ink, verso, upper left: GORDON WALTERS 

GENEALOGY 1 Nov, 1969 

Strainer of five bars 

7.3.83 

The support is made of canvas attached to a strainer. 

The picture is painted in acrylic and PVA. Fly specs are 

present, as well as dirt along the edges and general dust 

on the surface. 

7.3.83 - 8.3.83 

l. Fly specs were removed with saliva on cotton buds. 

2. The edges of the painting were cleaned with a vinyl 

eraser. 

3. The painting was given a general dusting. 
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48. Report 18, front* 



REPORT 19 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessions: 

CONDITION 

Support: 

Point Layers: 

TREATMENT 

Gordon Walters 

Rongatai 

Michael Dunn, Auckland 

1520 x 1150 mm 

None 

Strainer of five bars 

8.3~83 

The picture is painted on canvas which is attached to a 

strainer. 

The medium is PVA and acrylic. Some flyspecs are 

present, and scuff marks are noticeable in the black 

areas of the painting. Small droplets of wax are found 

on the black areas at the top of the painting. 

8.3.83 - 10.3.83 

1. Flyspecs were removed using saliva on swabs. 

2. Pigment and water was rolled over the scuffmarks. 

3. Most of the wax droplets were removed manually and 

then using shellite, but some had to be left due to paint 

solubility. 
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49. Report 19, front* 



REPORT 20 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Point Layers: 

TREATMENT 

Gordon Walters 

Tahi 1967 

Fletcher House collection of Fletcher Challenge Ltd, AK 

1525 x 1140 mm 

in brush point, verso; upper left: Tahi/Gordon Walters 

1967. 

Strainer of five bars and an aluminium frame. 

8.3.83 

The picture is painted on canvas attached to a strainer. 

PVA and acrylic mediums were used. The painting hos 

been knocked from behind at some stage leaving circular 

cracking in the lower middle area, · but , this · is quite 

stable. Flyspecs are present on the surface and scuffing 

has rubbed streaks across differently coloured areas. 

8.3.83· - 18.3.83 

1. The painting was generally dusted. 

2. Black streaks were removed from yellow areas using 

saliva on swabs. Yellow streaks on black were not so 

easy to remove so had to be covered with pigment and 

water. 

3. Fly specs were removed using saliva. 

1.?.9 
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REPORT 21 

Artist: 

Title: 

Owner: 

Dimensions: 

Imcriptions: 

Accessories: 

CONDITION 

Support: 

Point Layers: 

TREATMENT 

Gordon Walters 

Karakia, 1977 

National Art Gallery (Ace No: 1978/19 /1) 

1525 x 1140 mm 

in ink, verso, upper centre of the stretcher: Title 

'Karakia'; and central strainer support: Gordon Walters 

77. 

strainer of five bars 

10.3.83 

The picture is painted on canvas attached to a strainer. 

PVA and acrylic mediums have been used. Some fly 

specs are present, surface dirt is visible around the edges 

and some scuffing. The scuffing has streaked paint 

across other coloured areas and left other parts with 

paint losses. 

10.3.83 - 18.3.83 

1. The flyspecs and streaked paint were removed with 

saliva on swabs. 

2. Surface dirt was removed with a vinyl eraser. 

3. The paint losses were inpainted using pigment and 

water. 
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REPORT 22 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

Ray Thorburn 

Modular 2 series 2, 1970 

Auckland City Art Gallery (Ace No: 1970/25/5) 

4 panels of 1370 x 1370 x 75 mm (h x w x thickness) 

None 

None 

29 .3.83 

The picture is on hardboard fixed to l 0cm wide wooden 

strips which form a strainer. 

Diagram showing 
reverse of the 
four panels 

Some of the nails used to. fix the hardboard to the edge 

strips have pushed back through the picture. Although 

there are no paint losses associated with this yet, it has 

caused the paint layer to bul9e and crack above the nail 

heads. There are minor losses of the support in corners 

and on various edges and '2 holes ·drflled -through t.he 
. ' 

support on 2 sides of each panel. (22) 

The picture has been painted in enamel. The design has 

been done by taping and ~pray painting to create a 

"hard-edge" striped effect. The stripes are slightly 

raised due to the thickness of the paint, and the overall 

aesthetic effect is a very subtle interplay of colour. 

Consequently any losses or scratches on the surface could 

greatly impair viewing of the picture, and would be 

almost impossible to correct by inpainting. There have 

already been losses associated with the holes drilled in 

the edges, and there has been considerable chipping along 

the edges. 
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Surface Layers: 

TREATMENT 

Damage from nails in the support has already been 

mentioned and cracking of paint in one panel from a 

blow on the reverse. 

None 

29 .3.83 - 19 .4.83 

Limitations on treatment time meant that it was not 

possible to strengthen the support with honeycomb, 

this could be done at a later date. Consequently the 

treatment carried out was basically for aesthetic reasons 

ie so that the damage would not detract from the overall 

visual :image. This required much infilling with gesso and 

inpainting. After some work had been done, it was found 

that if the panels were moved, they would flex slightly 

and some gesso would fall off. Hence most infilling 

was removed and only used in the most obvious areas. 

As it turned out, the optical illusion of movement 

created by this work made it almost impossible to see 

the damages as long as they were painted the right 

colour. Liquitex acrylic paints were used for inpainting 

because of the similar characteristics they had with 

the thick glossy paint which covered the work. It had 

been hoped that an airgun would be suitable for the 

inpainting of this picture but unfortunately the 

time limitations prevented me from attaining the 

necessary skills. However I think this could be a useful 

technique for such pictures in the future. 
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53. Report 22, close-up of point losses before treatment 54. Report 22, close-up of point losses ofter treatment 
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REPORT 23 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layer: 

Surface Layers: 

TREATMENT 

Allen Maddox 

Finer and finer and more gutless, 197 6 

Auckland City Art Gallery (Ace No: 1979 /11) 

830 x 2060 mm (hxw) 

lower left: x 6pm 6.67. Finer x Finer x more gutless 

None 

8.4.83 

The picture is painted on non-sized lightweight cotton 

fabric. The oil medium has bled beyond the periphery of 

the pointed image to stain the fabric. It is expected 

that the linseed oil being directly in the fabric will cause 

the fabric to prematurely deteriorate. Pin holes ore 

present along the top edge as this was the original 

method of hanging. 

The picture has been painted in oil and because medium 

hos been leeched from the point into the support this has 

made it lean. Also because the point has been applied to 

a very fexible support, it has cracked in some places and 

con be expected to continue crocking. 

No varnish is present. 

19 .4.83 - 25.4.83 

Because the painting was intended to hong in a loose 

manner, lining or attachment to a solid support were 

considered unsuitable treatments. But the problem of the 

cracking point remains and · therefore it was decided to 

attach the painting from the top edge to a hardboard 

support. This would allow less movement and would 

ensure that during travel or storage the work was kept 

flat and supported. The treatment was carded out as 

follows: 

1. A piece of velcro (2100 mrr. in length and 50 mm in 

width) was sewn onto a strip of polyester fabric that was 

that same length but wider than the velcro (as wide as 
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the parafilm ie JOO mm). Parafilm was attached to the 

back using an iron and silicon release paper to stop 

sticking. The strip was adhered to the top back edge of 

the painting using the iron. 

2. An auxillary support was constructed on which to 

hang the painting 

(i) A piece of hardboard was cut slightly smaller than 

the dimensions of the painting. 

(ii) To keep this rigid a strainer of wood was attached 

to the back using Primal AC 234 as an adhesive. When 

this was dry more adhesive was put on the back of the 

hardboard and sides of strainer, and paper honeycomb 

was stapled in place. A piece of 2 ply archiVQj board was 

adhered to the top with more glue and staples and then 

put under a glass sheet and weights. Problems were 

found with the archivQI board which seemed to cockle 

from the wetness of the adhesive. These distortions 

were not great and did not effect the strength or ability 

of the support to remain flush against the wall. 

--archi\Ql board 
.. f$ ... ID<)?v _____ S6?:F==;;====;;;».;;;w'"'lij'irfx"'"""-iil'i'><=--. ... v=;~;;.,===;;;;"'111-m strainer 

-- honeycomb 
----- hardboard 

Diagram of auxillary support (cross-section) 

(iii) The front and sides of the panel were painted in 

matt white to match the gallery walls. 

{iv) Velcro was stapled to the top edge of the panel and 

cleats were screwed on to the back for hanging. 

(v) The painting was attached to the panel. 
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Conclusion: This painting is part of a travelling exhibition and it has 

been specified that it travel attached to the auxillary 

support (not rolled up) and be properly crated. This is 

a problem painting, because of its construction is part of 

its appeal, but also the reason for its deterioration 

which brings up the question of whether one should buy 

works of art like this and if so - should one let them 

naturally fall apart and not interfere with conservation 

treatments? 

painting 
hardboard (painted) 

Diagram showing the painting attached to the 
auxillary support (cross-section) 
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55. Report 23, front* 

56. Report 23, front, close-up of cracked paint 
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57. Report 23, attaching the paper honey comb during the construction 
of the support 

--

58. Report 23, 
reverse of the 
auxillary support 
showing cockling of 
the 4-ply board 
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59. Report 23, reverse, adhering the velcro strip 



REPORTS 24 and 25 

The paintings described in these reports were loaned for the exhibition and 

arrived in Auckland just before the opening. There hod been no time to 

check all the works that hod been loaned from other centres for this 

exhibition and it was hoped that the curator chasing the pictures would have 

token their condition into consideration and that any minor damages could 

be repaired if necessary. These two paintings had been hung in the gallery 

prior to the opening of the exhibition when minor damages were noted and 

restoration was carried out in situ. 
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REPORT 24 (no photograph is available for this work) 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

TREATMENT 

Ray Thorburn 

Modular 3B, series 4, 1973 

Hacken Library, Dunedin 

860 x 380 x 30-50 (variable) - 8 panels 

verso: modular 3B Series 4, Ray Thorburn '73; each panel 

is individually lettered: E, F, G, H, FF, EE, HH, GG. 

Clamps that hold the panels together. 

26.4.83 

The picture comprised of eight panels was spray painted 

using cellulose lacquer. A number of paint losses are 

present on the corners of panels. 

26.4.83 

The paint losses were inpainted with Liquitex acrylic 

paints. 
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REPORT 25 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITON 

TREATMENT 

Ray Thorburn 

Modular 12 series 2, 1970 

Manawatu Art Gallery, Palmerston North 

1220 x 1220 x 50 mm - 4 panels 

verso, each panel: Modular 12 series 2; verso, one panel: 

Ray Thorburn 1970. 

clamps to hold the panels together 

26.4.83 

The picture, comprised of four panels, was spray painted 

using cellulose lacquer. The painting was found to have 

a number of minor losses on its edges when it had been 

hung in the gallery. 

26.4.83 

The paint losses were inpainted with Liquitex acrylic 

paints. 
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60. Report 25, front* 
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REPORTS 26 (a) and (b) 

These two paintings were sent to the Auckland City Art Gallery by the 

Hawkes Bay Art Gallery and Museum. The Hawkes Bay museum is a 

regional Gallery which has neither the facilities or expertise to undertake 

their own conservation treatments and the two paintings by B C Dobie are 

of significance to their collection - therefore the work was taken on by the 

Auckland City Art Gallery as part of the beginnings of a regional 

conservation scheme. 

REPORT 26 (a) 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

.. 
1-;-/-s '{ G ~-

c!~ c.. ~:J 

CONDITION 

Support: 

() 

B C Dobie 

Tussock Upland 

Hawkes Bay Art Gallery and Museum (Ace No: 66/48) 

252 x 401 x 392 x 401 mm (hxw) 

Recto: none; in black crayon, verso centre: 'GOLD'; 

reverse of the matt - 20 14 

The painting has a window matt, backing board*, frame 

and glass. 

*The painting board has information about conservation 

work done on the painting (refer to the following 

photocopy) . 

11.4.83 

The picture is painted on canvas which is not flat. The 

painting has no tacking edges and has been attached to a 

window matt with brown paper tape along its top edge 

from the back. The torn remains of the brown paper 

tape are found on all edges of the front and reverse of 

the pointing. Pin holes are found in each corner. 
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Paint Layers: 

Support Layers: 

REPORT 26 (b) 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

Surface Layers: 

The picture is painted in oil over a white ground. These 

layers are distorted as is the support. Brown paper tape 

is found on all edges. 

The picture is varnished and a small amount of surface 

dirt is present. 

B C Dobie 

The Bush Edge 

Hawkes Bay Art Gallery and Museum (Ace No: 66/49) 

254 x 334 x 257 x 336 mm (hxw) 

recto: no signature or date; in pencil, verso upper right: 
1 12 p op'; in black crayon, verso centre: 'Black' 

The painting has a window matt, backing· board, frame 

and glass. 

11.4.83 

The picture is painted on a canvas support which is no 

longer flat. No tacking edges are present and the 

picture has been attached to a window matt with brown 

paper tape along the reverse top edge. The torn remains 

of brown paper tape are found on all edges of the 

reverse and in on area 5.7 cm from the right edge and 35 

cm from the bottom. Pin holes which go right through 

all layers are found in each corner. Pull-marks on the 

right edge could indicate that the picture has been 

stretched in the past - ie was probably on a stretcher or 

strainer. 

The picture is painted in oil over the top of a white 

ground. These layers have been distorted as is the 

support. Brown and black paper tape is found on all 

edges. 

The painting has been varnished and has a little 

superficial dirt. 
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TREATMENT 11.4.83 - 8.6.83 

'The Bush Edge' and 'Tussock Upland' by B C Dobie were 

both treated in the same manner and consequently their 

treatment reports have been combined into one. 

1. Both paintings were removed from their frames and 

matts. 

Tape & Adhesive 2. Tape and adhesive residue was removed as much as 

removal possible - some of the adhesive had been absorbed into 

the fibres of the canvas and was therefore not removable 

in this case. Wet and dry methods were used, although 

the most successful technique was leaving thick damp 

blotter strips over the areas needing tape and adhesive 

removal, putting some mylar and weights on top, and 

leaving it for approximately 30 minutes (the time varies 

for different thicknesses of adhesive and the painting 

should be checked regularly). The moisture caused the 

adhesive to swell and was easily scraped off the canvas. 

Flattening 

Cold Lining 

3. The paintings were given a general flattening by first 

giving the back of each painting a light spray a water 

and laying them face down on blotters. Silicon-release 

paper was placed on the back (to stop any residue 

adhesive sticking to the blotters) with more blotters and 

weights on top. This was left until completely dry with 

the occasional blotter change. 

4. It was decided that the paintings should be cold lined 

as this would allow them to be put on a stretcher, kept 

taut and therefore remain flat. The paintings were done 

separately but using the same technique as follows: 

(i) A medium weight polyester fabric was stapled to a 

lining stretcher. The size of the stretcher was large 

enough to leave an approximately 300 mm wide gap 

between the painting and stretcher beams on all sides. 

An area, the size of the painting was taped around on 

the lining fabric to ensure that the adhesive was only put 

on this area. 
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(ii) The adhesive for attaching the painting to the lining 

fabric was prepared by blending some Primal AC 234 
(me.+hvl c.elluloseJ 

with 2% Natrosol. The Natrosol,.< is a thickening agent 

and prevents too much absorption of the adhesive into 

the canvas which should be avoided because the adhesive 

is water based. The solution was then squeezed through 

a screen with medium sized holes resulting in small dots 

of adhesive on the lining canvas. 

(iii) The lining canvas was placed on top of the cold 

table in the centre. The tape on the lining canvas was 

removed and the painting was laid reverse down on the 

adhesive. A sheet of thin mylar which covered the whole 

cold table was placed over the painting and the vacuum 

pup was turned on full for 20 minutes. At this stage the 

pressure was reduced by bending the mylar back leaving 

an 18 cm gap over the table at one end. This allowed an 

air flow to be established which would speed up drying 

now a good close contact between linirJg and painting had 

been established. 30 minutes later the cold table was 

briefly turned off while another layer of felt was put 

over the top of the painting - reducing the pressure 

further but allowing even faster drying~ 

COLD 

painting ( face up) 

2 layers of filter media 
Mylar 

Lining stretcher 

The table was left like this for a further hour and then 

the vacuum pump was turned off and a glass sheet was 

placed over the painting as it was on the table -

overnight. 

Reattachment to 5. The painting was cut out of the lining stretcher by 

a stretcher cutting a line around the painting approximately 150 mm 

out from each edge. A turnbuckle stretcher had been 

ordered for each painting that was approximatley 5 mm 
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Travelling: 

Conclusions: 

larger than the painting on all edges so that when 

framed, the rabbet would not cover the painted area. As 

each painting was not completely square a certain 

amount of juggling was required to register each on its 

stretcher. The lining was stapled to the stretcher on the 

sides and bock and any excess lining fabric was cut off. 

The stretchers had to be keyed out slightly. 

6. The paintings no longer fitted the frames sent down 

with them and as it is advisable to transport paintings in 

frames to give them added protection - the pictures were 

framed again using new materials. The rabbets were 

felted, mending plates were used to hold the paintings in 

and core-flut was velcroed to the reverse • . The paintings 

were wrapped in tissue and fitted into individual 

polystyrene boxes. The boxes were taped together and 

waxed craft paper was wrapped over the polystyrene. 

This was taped and tied with string with appropriate 

labels. The paintings were picked up and delivered by 

the Director of the Hawkes Bay Art Gallery. 

The cold linings worked successfully for these paintings 

because they needed to be kept flat and yet there was no 

pressing damage such as flaking or cracking paint to 

warrant a solid support. Consequently once back on an 

expandable stretcher, they could be kept taut and flat. 

This could be done by either strip lining or by the use of 

a continuous fabric support. Although a strip lining has 

advantages in that it's only attached to the edges and 

therefore doesn't cover _all the reverse of the picture 

with adhesive, cold lining a picture using a nap bond 

system means that very little adhesive penetrates the 

canvas and removal of the l.'i ning is an easy process. 

The cold lining method doesn't require heat as in other 

lining processes, which con cause damage to the paint 

layers. Finally there are advantages in a continuous 

support because it avoids stress areas, such as around the 

edge when using a strip lining. 
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61. Report 26(a), front, before treatment 

62. Report 26(a), reverse, before treatment 
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◄ 

63. Report 26(b), front, before treatment 

.. 

64. Report 26(b), reverse, before treatment 



65. Report 26{6), painting undergoing treatment on the cold lining table 

66. Report 26(6), filter media placed between the painting and mylar to reduce 
pressure 
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67. Report 26(a), front, ofter treatment 

68. Report 26(a), reverse, ofter ·treatment 
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6 9. Report 2 6(6 ), front, after treatment 

70. Report 26(6), reverse, after . treatment 



crack 
throug 
panel 

(repaired • 

REPORT 27 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

• 

Girard Master 

St Anne, Mother of the Virgin Mary c 1940 

Auckland City Art Gallery (Ace No: 1966/26) 

608 x 1293 x 22 mm (w x h x thickness) 

verso, 2 labels (refer to diagram l ); on frame: Auckland 

City Art Gallery label; torn ID label; 1Pitt and Scott Ltd, 

London, Auckland Art Gallery, BO 2424, No . l '; tape 185 1 

The painting has a gilded frame with a rabbet that has 

been cut to accommodate the concave nature of the 

wooden panel. 

27.4.83 

The picture is painted on a thick panel which has been 

damaged and repaired in certain areas shown in diagram 

l below. 
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crack throu·gh 
panel (repaired) 

• 

• 
• 

• 

N 
N 

co 
0 
-0 

r . 
fr a met:::=======================================::::::::::::::::::::::) l 

~--------- 1293 m 

Diagram (l) 
KEY: 
a - ACAG label 
b - Theos Agnew 

Reverse of panel showing visible damage to the support & Sons label 
- nail 

Two major cracks exist and both have been repaired 

using gesso as well as other adhesives and wooden joins. 

Gesso covers other areas which could reveal further 

damage underneath. Insect holes are found in various 



Ground: 

Point Layers: 

Surface Layers: 

areas on the back. Nails in the panel are also shown on 

this diagram. A wooden frame surrounds the painting 

and is held together by screws (seen in the x-ray film 

print taken of the painting}. The painting is held in the 

main frame using nails and corks. 

The painting has a· gesso ground and gesso moldings {at 

the top and on some gilded areas}. Losses, cracking and 

flaking of the ground is present (refer to photograph 

73}. Deformations of the ground appear to have been 

caused by the cracking and general movement in the 

wood (from humidity fluctuations). In some areas this 

has resulted in the ground being raised into various solid 

bumps with the original paint layers intact. 

The picture is painted in tempera and gilded in certain 

areas. As with the ground the paint layer is cracked and 

has many losses {refer to photograph 73). Many of these 

areas had been consolidated roughly with a soft wax/resin 

mixture. A great deal of inpainting is also present. 

The painting has a thin layer of varnish and minor 

surface dirt. 

TREATMENT (23) 27.4.83 - 29 .7 .83 

Cleaning: 1. The painting was dusted and then shellite was used to 

remove most of the wax/resin consolidation material. 

The painting was generally cleaned using a solution of 

propane! and shellite (1 :2). It was decided that past 

retouching should be left as it was, firstly because of 

the large quantity of inpainted areas and the time limits 

imposed on this treatment, and secondly because most of 

the retouching was of a reasonable quality and not 

immediately obvious. Finally x-rays showed that little 

of the original paint work had been covered by the 

restorer's work. 

Consolidation: 2. A 1 ;.( mixture of water and propanol was brushed 

into the cracks of area to be flattened. The solution was 
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Filling and 

inpainting 

Varnishing: 

Framing: 

allowed time to soak in and reapplications were applied 

if necessary. The water was intended to soften the gesso 

ground and propanol was added so penetration would be 

greater. A heated spatula was pressed over areas 

requiring flattening and in general the technique was 

quite successful. After using the heated spatula on an 

area it would be left under silicon release paper and 

weights. Areas, such as on the bottom right-hand corner 

and central region (510 mm from the top and 175 mm 

from the right-hand side) have had considerable gesso 

distortion from changes in the wood panel. Consequently 

these areas could only be reduced slightly with this 

treatment and a complete transfer would be necessary to 

properly flatten the paint layer. Limitations in time and 

problems associated with transferring the paint layer on 

to an identically concave support rejected this mog.e of 

treatment. 

3. Areas of paint, ground and/or support loss were filled 

with gesso and attempts were made to duplicate cracking 

in these areas. Inpainting was done using MS2A in 

shellsol T (20% W /V) with appropriate pigments. 

4. The painting was spray-varnished with paraloid 872 in 

Toluene (20% W/V). 

5. Felt was glued with PVA to the rabbet of the frame 

and allowed to dry. The painting was positioned in the 

frame, balsa-wood strips were placed on either side to 

keep the painting in place. Finally mending plates were 

screwed into the frame to keep the painting held firmly 

in place. 
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°' 0 



.. 

> 

161 

Cracks through 
pdnel 

I t.-eiiting paint & 
v ground layers 

Area of loss -

.
··.:_:_·_~.:_:_:_~_:_r Past retouching 

over gesso inf ill( 

~~ areas of flaking ,i,,~, 
•u~~H paing & ground ~,~,~4 
w covered in wax/ h . resin 
~paint and 

ground losses 

73. Report 27, front, ultraviolet colour slide reproduced by colour xerox - overlay 
shows area of damage 



74. Report 27, x-ray of lower right c.orner before treamtent. Structural damage 
is visible 

162 



163 

75. Report 27, front, after treatment 



REPORT 28 

Artist: 

Title: 

Owner: 

Dimension: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

TREATMENT 

Rita Angus 

Marjory Marshall, 1938 

Douglas Angus, Auckland 

480 x 555 mm (wxh). 

in brushpoint, recto, lower right: Rita Cook (24); in pen, 

verso on frame: 322 11 Marjory Marshall" by Rita Cook 

N.F.S. (24) 

A gold painted frame with borer damage. 

16.5.83 

The picture is painted on canvas which has been adhered 

to a sheet of plywood. The plywood is warped and both 

bottom left-hand corner and top right-hand corner do· not 

lie flat (approximately 6 mm from a flat surface). A pin 

hole through the canvas support is found 55 mm from the 

top. The frame hos left an imprint on the canvas around 

its edge. 

The picture is painted in oil over a ground. Drying 

cracks are located on the coat and scarf in the painting. 

A pencil line is found 4mm out from the edge all the 

way around the painting. This area and approximately 

4mm more was covered by the rabbet of the frame and 

the point has aged differently here. The edge of the 

frame has caused some paint loss to the front of the 

painting. 

FI y specs are found on the face, shirt and s·carf. These 

are relatively old and have penetrated into the paint 

layers. There is a layer of surface dirt over the painting 

but no varnish (from U.V. examination). 

16.5.83 - 25.5.83 

1. The painting was taken out of its frame and generally 

dusted using a soft brush. 

2. The flyspecs were mostly removed using a 2% (V/V) 

solution of ammonia in water. 
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3. The surface dirt was also removed using the above 

ammonia solution. 

4. Inpainting of staining from flyspecs and two minor 

losses was done using MS2A 20% (W/V) in shellsol T and 

appropriate pigments. 

5. The painting was varnished with a 20% (W/V) solution 

of Paraloid 872 in toluene with 80H wax to give a semi

matt coating. 

6. The frame was treated for borer by brushing on 1Bora 

Fluid 1 (by Rentokil) and leaving it in the empty thymol 

chamber for 24 hours. The painting was framed to 

conservation standards. 

7. Felt was glued to the inside of the rabbet of the 
et<\ufa,on 

frame with PVA;.. When this was dry the painting was 

placed in the frame, a Core-flute backing (for added 

protection) put behind it, and the picture was then 

secured by mending plates screwed into the frame. 
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7 6. Report 28, front, before treatment 
77. Report 28, front, close-up of flyspecs and cracked paint 

0... 
0... 



78. Report 28. reverse, before treatment 

0,.. 
'I 



79. Report 28, front, ofter treatment 80. Report 28, reverse, after treatment 
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REPORT 29 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

637 
m 

8 2 
mm 

Francis Hodgkins 

Ibiza 

Auckland City Art Gallery {Ace No: 1982/46/3) 

637 x 7 67 x 637 x 7 62 mm {20mm thick) 

in brush point, recto lower left: Francis Hodgkins; verso: 

refer to diagram 1 and photocopies (i) and (ii) of labels. 

:~ 
: ... . , ... 

950 mm------
765 mm ----~ 

____ keys 

----~ frame --

-----.-

reverse of 
canvas 

Diagram 1 showing inscriptions on the reverse of the 

painting 

key: 

a. 31 A (pen on a paper label) 

b. S/613 

5204 (pen on paper tape) 

c. Gallery label - refer to photocopy (i) 

d. Framers label - refer to photocopy (ii) 

169 



Accessories: 

CONDITION 

Support: 

Photocopy (i) - Gallery label 

Photocopy (ii) - Framers label 

l. Stretcher of four bars 

bevelled front with French cut corners 

- all keys intact (although 3 are new replacements) 

generally in good condition. 

2. Frame 

- gesso frame with gold highiights 

- some cracking of the gesso is present and there are 

some paint losses. 

30.5.83 

The picture is painted on a cotton canvas. The cracking 

in the paint layer has caused deformations in the support. 
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Ground: The ground (which is white) is only present on the picture 

plane. There are some losses - some of which have been 

coloured during a previous restoration (refer to diagram 

(2) for location of ground and paint losses). The cracking 

of the paint layers extends through to the ground. 

Paint Layers: The picture is painted in oil. The thick layers of paint 

have cracked badly over most of the work (refer to the 

racking light photograph) and there are a number of 

losses (see diagram 2), flaking paint and damage to the 

edge of the painting. Ultra-violet examination indicates 

that no varnish layer is present and tests with a 2% 

ammonia solution and saliva indicate that a layer of 

surface dirt exists. 
765 mm 

~ 
275 mm ) ( 147 mT 

~ 
240 mm , - ~mm 

I 1I 1}sf 25 j 
'~ 

•• l r ... • • 
6 7 -

t 

"' ◄ 

TI 
. . 
,;-

st 
< > < 

245 ' 190 < 315 
) 

Diagram (2) 

Front of painting showing paint and ground losses {mm) 

TREATMENT 31.5.83 - 19 .8.83 

Discussion: The structure of the painting comprises of a thick layer 

of oil paint on a thin layer of cotton canvas. Because of 

this thick paint layer and lack of associated strength or 

rigidity · In the support, being on ci stretcher has not 

helped protect this painting. The flexible canvas has 

moved resulting in cracks developing in the inflexible 

paint layers. 
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Cleaning: 

Consolidation: 

Cracking and flaking paint could be treated locally but to 

stop it recurring, it would be necessary to stop any 

further movement in the canvas. Consequently it was 

decided that the picture should be attached to a solid 

support. (2) 

The choice of the solid support depended on certain 

qualities being present, namely: 

(i) The support must be completely rigid 

(ii) It must be light 

(iii) Reversible - ie. the painting can be removed 

without damage 

(iv) The materials must be reasonably priced and 

available. 

Tests we had done previously with aluminium/balsa wood 

supports associated with a fabric interlining seemed to 

have the required qualities _ of rigidity and lightness. 

Reversibility was found to be possible using Beva 371 to 

attach the painting to the lining and support. The 

process would involve cutting the solid support in half 

(through the wooden centre) and removing the balsa wood 

from the back of. the painting. The picture could then be 
~,de, 

placed aluminium,(down on the hot table and heated up to 

about 50-60°C to melt the Beva 371 adhesive which 

would bind the aluminium lining and painting together. 

The picture can then be lifted off without damage. Beva 

371 was sprayed on to the lining canvas in a web form, 

and not on the picture itself, and therefore only a small 

amount of the adhesive would remain on the back of the 

work after separation. Balsa wood had advantages over 

aluminium honeycomb because it is much easier to Dhrain in 
il i~ 

New Zealand,/.. much cheaper, and· adhesion is easier 

because fuere is a continual bond. Tests showed that the 

thinner aluminium formed the best supports as it seemed 

to make a good bond and was lighter. 

1. The .painting was removed from its frame, dusted and 

cleaned using a solution of 2% ammonia in water (V /V). 

2. Dilute Beva in toluene was brushed under areas of 
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Flattening: 

flaking paint or into badly cracked areas. This was done 

repeatedly after each coat dried to get a reasonable 

layer of adhesive in place. A heated spatula at a 

temperature around 60°C was used to flatten down the 

flaking paint and set the adhesive. Silicon release paper 

was placed between the spatula and paint layer to stop 

any adhesion between them. 

3. The painting was removed from its stretcher and the 

back of the picture was cleaned with a soft nozzled 

vacuum cleaner. The tacking edges were flattened by 

brushing a thin line of 50/50 V /V water and propanol 

along the fold and then putting this area between 

blotters and under weights. 

Once the tacking edges were flat the vacuum hot table 

was prepared for the overall flattening. The diagram 

below shows a cross-section of the arrangement on the 

table. Linen was placed under the blotter to ensure 

there was plenty of air circulation to speed drying. A 

thick large blotter was used as this could hold the 

moisture and also protected the picture from the linen 

texture underneath. A very light spray of 50/50 V /V 

water and propanol was put on the blotter which was 

sufficient with the heat to cause the canvas and paint 

layers to become more flexible enabling flattening to be 

possible. Any glue size that might have been present 

would have jelled allowing the two surfaces to adhere 

together as it dried. 
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Lining: 

The vacuum was turned on first and set at a level of 5 

inches of Mercury. Next the heat was switched on until 

the picture reached 70°C~
nd

at this point the heat was 

turned off and fan turned on until the picture was cold 

which took half on hour. The vacuum was then turned 

off and the painting · left on the table overnight. 

4. Preparations for the lining of the painting on to a 

solid support were as follows: 

(i) Two sheets of 0.45 mm thick aluminium were cut 

the same size as the painting. All sides of the 

aluminium sheets were sanded except for the back of one 

( this side would be on the back of the panel when 

treatment was complete). The heavy sanding was 

necessary to give the shiny surface some tooth so the 

adhesive would adhere well. The top side of the 

aluminium sheet sanded on both sides was brushed with a 

layer of Beva 371 in toluene (20% V N) to help it adhere 

to the lining fabric. 

(ii) A piece of polyester canvas, was put on to a 

stretcher which was larger than the painting, lb <tGhs the 

fabric lining interlayer. This was sprayed with webbed 

Beva in toluene on both sides. Next the vacuum 

hot-table was prepared for lining. The picture would 

initially only be attached to the fabric interlayer and top 

aluminium sheet as these layers would be held together 

with Beva 371 which is a heat-set adhesive and 

necessarily reversible. After these layers had been 

adhered on the vacuum hot table the rest of the solid 

support could be constructed. The following diagram 

shows a cross-section of the arrangement on the table. 

The vacuum was put on a level of 5 inches of Mercury 

initially and then reduced to 2 inches. The painting was 

heated to a temperature of 60°C and then the picture 

was lightly rolled to ensure proper adhesion. The heat 

was then turned off and fan turned on until the painting 

was cool. The picture, as in the flattening treatment, 

was left overnight in this position. 
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Vacuum Hot Table 

Lining - diagram of arrangement on the vacuum hot table 

Construction of 5. A wooden frame (l 6 mm wide and ½ inch thick) was 

a solid support: made to fit inside the dimensions of the aluminium sheet 

to give a good tacking edge for the finished panel. Half 

inch thick end grain balsa wood was cut to fit neatly 

inside the frame. The lined painting was laid face down 

on some polyester canvas and medium weight mylar 

strips were laid around the edge of the aluminium sheet 

on the lining canvas. These were placed close to the 

metal to catch any excess araldite that might pour off 

the sheet so that it could be easily removed before it 

set. These mylar sheets could be kept in place by 

lightly tacking them to the lining canvas which still had 

Beva 371 on it. 

Araldite K 214 was used to adhere the balsa wood and 

frame to the aluminium ·sheet. It is a general purpose 

epoxy and is fairly thick which was suitable for this 

purpose as too much flow could have resulted in 

adhesive running on the picture and leaving little on the 

aluminium. Once the balsa wood and frame had been 

pressed into place a piece of ·mylar was laid over the 

back and glass sheets were placed on top with added 

weights. The next day the epoxy was dry and the final 

coat of araldite was put on top of the balsa wood and 

frame so that the second sheet of aluminium could be 

adhered to the partially formed panel. The sheet was 

placed sanded-side down and weighted. 

175 



Finishing: 

Conclusion: 

Staple- I 

the 
Once 1. epoxy had dried thoroughly the painting could be 

turned over. Excess lining canvas was trimmed and the 

tacking edges were stapled to the wooden frame. 

6. Excess Beva 371 used in consolidation was removed 

from the picture surface and paint losses were filled with 

gesso and inpainted · using MS2A in Shellsol T (20% W/V) 

and appropriate pigments. The painting was spray 

varnished with Poraloid B72 in Toluene (20% V /W). A 

description of the support structure was adhered to the 

reverse with the two frame labels which had been 

encapsulated in M.ylar. 

The use of a rigid support system based on a layer of end 

grain balsa wood sandwiched between two skins of thin 

aluminium appears to have been successful. The paint 

layer is well adhered to a flat plane which cannot flex or 

move so the cracking has been arrested. It is also 

lightweight and reversible. Only a little adhesive has 

penetrated into the canvas of the painting resulting in an 

effective treatment without effecting the nature of the 

painting too much, as could have occured with a 

wax/resin lining. 

Diagram of rigid support attached to picture 
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81. Report 29, front, be fore treatment 

82. Report 29, front, raking light before treatme nt 



\ 

83. Report 29, reverse, before treatment 

\ 
\ \ 

84. Report 29, panel during construction - balsa-wood and wooden 
frame are adhered ·to the lined painting 
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85. Report 29, front, raking light after treatment 

86. Report 29, reverse, after treatment 



REPORT 30 

Artist: 

Title: 

Owner: 

Dimensions: 

Inscriptions: 

Accessories: 

CONDITION 

Support: 

Paint Layers: 

Surface Layer: 

TREATMENT 

Considerations: 

Allen Maddox 

Untitled 1981 

Denis Cohn, Auckland 

1219 x 1219 mm 

lower right: AM 6.81 

strainer of four bars - quite flexible 

11.5.83 

The picture is painted on cotton duck canvas which has 

been stapled on to a rather flimsy strainer. Because the 

canvas was slack and uneven when initially stapled to the 

strainer, distortions in the canvas caused by the paint are 

found around the edges of the painting including a 

pronounced stretcher crease along the left edge. 

The picture is probably painted with a mixture of acrylic 

and commercial enamel paints. When applied it seeped 

through the unsealed canvas in many areas. As the paint 

dried to become hard, the canvas bonded to the strainer 

and the distortions became permanent. The painting has 

very heavy impasto and has dirt and hairs mixed with it. 

It is also quite brittle. 

No varnish layer is present but a small amount of dust is 

visible. 

11.5.83 - 19 .8.83 

There were a number of considerations to be taken into 

account before deciding on a treatment. The slack 

canvas support which was allowing about 50 centimetres 

of movement at the centre of the picture had to be 

made as rigid as possible so that the heavy, brittle paint 

layer would not crack. The distortions in the support 

were now an intregal part of the picture and had to be 

retained. For this reason and because it was impossible 

to remove the canvas from the strainer without cracking 

the paint a "loose lining" could not be done. As the 

picture would be travelling it had to be kept as 
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TREATMENT 

Preparation of 

the hardboard: 

lightweight as possible. The treatment had to be 

completely reversible as the owner rni_ghr wish the picture 

returned to its exact original state after the exhibition. 

It was decided that the best treatment would be to 

construct a temporary support which could be precisely 

inserted within the · boundaries of the existing strainer. 

This support would have to be very soft on the inner side 

that rested against the canvas in order that it could at 

least partially conform to the canvas distortions. 

1. The painting was laid face down on a thick layer of 

soft filter media so a note could be taken of the corner 

angles and of the inside dimensions of the strainer. A 

mylar template was then made and the dimensions 

transferred to a sheet of 3 mm thick hardboard. The 

board was cut into a shape that was the same as the 

outer strainer dimensions and then sealed on both sides 

with polyvinyl acetate in toluene (15% W/V). It was 

necessary to seal the hardboard for two reasons, firstly 

so that the hardboard would be in a state of equilibrium 

ie it would not be absorbing and loosing moisture from 

one side and not the other - which could cause it to 

warp; and secondly, so that the adhesive used to 

complete the support would not lose its strength by being 

partially or· wholly absorbed into the hardboard. It was 

decided not to seal the hardboard with the Araldite 

which was used to adhere the rest of the support, 

because the polyvinyl acetate dries faster and was 

considerably cheaper than Araldite. Araldite was chosen 

for the completion of the support because it gave a 

better result in terms of adherance than the PVA in tests 

done before the final construction of the support. Once 

the PVA had dried completely, the hardboard was sanded 

on one side. 
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Completing the 

support: 

Attachment of 

the painting: 

.. / I 

strainer / .,,, 

2. Some half inch end-grain balsa wood was cut slightly 

smaller than the inside dimensions of the strainer. This 

was to allow room for the soft filter media which would 

be adhered to the edges. The balsa wood was stuck on 

to the sanded side of the hardboard using Araldite K 214. 

182 

This is a general purpose epoxy which is fairly thick L-Jh1d1 

suited our purposes as discussed in the previous report. 

Glass sheets and weights were placed on top until the 

epoxy was dry - in about 24 hours. A piece of compact 

filter media (25) that was very soft on one side was cut 

to fit on top of the balsa wood and strips were cut to fit 

on the sides. Each piece was adhered to the support 

with Araldite K214 - soft side up, and _weights were 

applied during drying to ensure a good bond (refer to 

photograph 88 showing application of filter media to the 

panel). 

3. This construction provided a lightweight rigid support 

which could be inserted within the strainer. It was fit

ted and held in place by screwing the hardboard to the 

strainer. The canvas margin was stapled to the reverse 

of the hardboard. 

Paint layers and canvas 
filter media 

balsa wood 

hardboard 

screw staple 

Diagram of rigid support attached to the picture 

4. The front of the painting was dusted with a soft 

brush and a description of the support construction was 

written on the back. 
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87. Report 30, front, before treatment 



88. Report 30, panel during construction 89. Report 30, reverse, after treatment 
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APPENDIX 1 

The Responsibilities of Gallery Stoff that relate to or facillitate 

Conservation 

1. Administration Officer: Is responsible for the day to day control of 

expenditure within estimates set together with the director. Also ensures 

that Art Gallery buildings and chattels ore cared for. 

2. Typist/Filing Clerk: Is responsible for typing correspondence and 

reports, xeroxing, distribution of circular mail and dealing with outside mail. 

3. Curator: Is responsible for the general oversight of all works allocated 

to his/her control and has to liase with the Registrar to ensure satisfactory 
' 

records, storage and insurance of these works. The curator also Hoses with 

the Director, Registrar and Conservation concerning new purchases and 

loans. Also priorities for treatment of works are determined by liason 

between the curator and conservator. 

4. Education Officer: Is responsible for establishing liaison with various 

community groups with view to expanding Gallery audiences and bring 

Gallery activities (including conservation) within the realm of experience of 

a wide and diverse public. 

5. Gallery Secretary: Is responsible to the Director and therefore can 

inform staff of his appointments and whereabouts. 

6. Exhibitions Administrator: Is responsible for routine correspondence 

relating to the insurance and transportation of all temporary exhibitions. 

The exhibitions administrator also keeps staff up to date on exhibition 

progress and refers any special problems to them. 

7. Information Officer: Consults with Gallery staff and remains fully 

briefed on· all Gallery activities so that she can prepare appropriate 

publicity material for release to the media, or refer journalists to the 

appropriate staff, or answer general enquiries on the Gallery's services from 

the public. 
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8. Security Officer: Refer to photocopy 1. 

9. Attendant: Have responsibilities complementary to those of the Security 

Officer who they report to. Basically though they are responsible for the 

daily supervision of the Gallery1 especially those areas accessible to the 

public. 

10. Registrar: Refer to photocopy 2. 

11. Research Librarian: Is responsible for the professional operation of the 

Art Gallery research library including the processing of library acquisitions 

recommended by the Conservators and indicating to staff current material 

relevant to their department. 

12. Scientific Photographer: Is responsible for taking photographic records 

to back up exhibition condition reports and servicing the Conservation 

Department needs in specialised areas using ultra-violet1 infra-red, micro 

and macro photography. The photographer also will develop and print the 

black and white negatives and arrange for 35mm colour slides to be 

developed. The photographer maintains a negative file of all works. 

13. Exhibitions Designer: Is responsibile for the design and installation of 

Gallery exhibits, such designs being informed by considerations of security, 

environment1 scholarship and education. The exhibitions designer also is 

responsible for the design and manufacture of exhibitions storage and 

packaging (in consultation with the appropriate Conservators and Curators) 

and the subsequent packaging and crating of works for transport (with the 

Conservators). He also supervises the Exhibition Technicians in all their 

tasks. 

14. Exhibitions Technician: Two of the three technicians work with the 

exhibitions conservator and exhibition designer on the installation of 

exhibitions. This team minus the exhibitions designer are also involved in 

the general unpacking and packing of works to Conservation standards, the 

making and repair of frames (and a great deal of the framing of paintingst 

the design and organisation of storage for temporary exhibitions and the 

permanent collection, and the maintenance of workshop equipment and 

185 



supplies. Some help is given to the exhibitions conservator for the making 

of crates and an exhibitions technician is in charge of the lighting in the 

galleries. Lighting is to be · kept to levels specified by Conservation. The 

third exhibitions technician is in charge of the matting, framing and some 

packing of works on paper. He also assists the registrar with the collecting 

and returning of works loaned for exhibition. 

15. Exhibitions Conservator: Is responsible for the following -

(i) Liaison between the Conservation and Exhibitions departments to ensure 

that conservation requirements are included in all aspects of the handling, 

storage and display of works of art on loan to the Gallery or from the 

Gallery's collections and to ensure that appropriate environmental conditions 

prevail at all times. Accordingly this position involves a responsibility to 

both the Conservators and the Exhibitions Designer but, for organisational 

purposes, prime reporting will be to the lotter. 

(ii) · The preparation and completion of condition reports for travelling 

exhibitions. 

(iii) The interpretation of Conservation requiremtns for the packing and 

handling of works of art and the supervision and construction of all 

packaging design. 

(iv) Advising on the installation requirements for art works of various 

media and assisting with their installation. 

(v) Working as port of the exhibitions team which installs, pocks, unpacks, 

and deals with storage of works from the permanent collection or temporary 

exhibitions. 

NB Another responsibility of the exhibitions conservator as stated below is 

now handled by conservation. 

"Researching and reporting on handling, environment, security/physical 

facilities etc. of ther institutions desirous of borrowing from the Auckland 

City Art Gallery collections." 

Reference: Auckland City Art Gallery Job Descriptions, February 1981. 
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Photocopy 1 187 

B4 B4 

AUCK!.,Z'IUD CITY ART GP..LLERY : JOB DESCRIPTION 

PCSI'I'IOU: 

IF\.S.~R,r.:por.TI~IG TO HIM/HER: 

LTAISES WITH: 

IS ?~-SS?.ON:SI3LE FOR:· 

February 1981 

SECURITY OFFICER 

Director 

Attendants 

Administrative Officer 
curators 
Conservators 
Education Officers 
Infor:nation Officer 
Registrar 
Exhibitions Designer- ( & Technicians) 

1. Regular and systematic patrols of all gallery areas. 

2. The rostering and supervision of Gallery Attendants. , 

3. The T.~~~t2n2nce and operation of electronic L~truder alarms 
a.~d ~8citoring servic9s. 

4. T:1'2 22.inten,:1.nce and operation of electronic fire detection 
syst.:::::s and monitoring ser-..;ices. 

5. 'I'~-2 rr.::>.i.:r::en2.nce of fire protection equipment. 

6. Hcr..i tcri::g t..i-1e physical security of the Gallery buildings. 

7. Q,7ers2-;ing Gallery cleaning. 

3. A~s.ist.i.:ig with loading, unloading, packing and unpacking. 

T~~ s~Jr-2~1~.sicn of cash handling. 

l·J. T!~c .s'.2;::-·~rvi.=ion of all rnov~!il.2:1-t:s of v2.lu2.ble it9ms from 
~:2 collec~ion or borrowed from outside sources. 

ll. ~~su=ing t..~at Gallery staff and services are prcperly 
?.,.."'::-2 -,-:,-, for such disasters as fire, eart..½.q:.:uake, f loading, 
=::;tC:2ry, etc. 

12. Liaison wit.~ Fi=e and Public Services. 



,7 B7 
Photocopy 2 

AUCXL.1~.ND CITY J\...RT GALLERY : ·J'OB DESCRIPTION 

February 19 81 

POSITION: REGISTRAR 

Director 

•. 

LL-1.ISES WI'I'H: Curatorial Staff-_ 
Conservation Staff 
Administrative Staff 
Security Sta.£ f ·, 
Senior Education Officer 
Scientific Photographer 

IS P.ESPOMSISL"F.: FOR: - ··· •-· ...... --...... ... .,,, ... ,~ ......... __ 
l. Maintain.ing adequate records and satisfactory storage 

faciliti.es for all works held by the Art Gallery or 
p2.ssing t.iirough the Art Gallery as part of an e.xhibi ticn 
prcgr2mne. 

2. Authcrising and recorqing all move..1Tients of all Art Galle!":_: 
works. 

3. )l._~:;::2.ng:!.ng insu::-a.nce ~nd/or other protective measures or. 
wor:;;s w:i t:.:i which t..'le Art Gallery is invol 11ed either as 
~:n~=, di.~player or borro~er. 

4. AY.::-2.=.qi.:lg transport, packaging and security for works ~n 
loc;n to t:1e Art Ga.llery or on tours organised by the ":-: 
Ga.l.J.ery. 

5. Ov-:zr.:'s:.--=ing t.b.e d_ispa-!:.ch and receipt of all A.rt Galle.::-y 
m.2.t "' .::-i2.ls in and out of the Art Gallery, including obtai::.:::; 
t..1:.2 nec-2s sary licenses, customs clearances, etc. 

6. Er!SL!:!:'i~-s t:la.. t stccks of gallery materials are held and pr::~1.::
;:: ::.(~::·:-: ac~::u..nting is maintained at all ·t.L'!les. 

7. C•::::-T.i2.i2g the in£or:nati.on neeced by the A.rt Gallery Dire-::-::::-s' 
Ccw::cil =or exh.ibi tions travel.led by the Ar.t Gallery wi ~':.:..:: 
N -2':I Z e.:..l..:!:~ci. 

8. Such CGEnple~entary duties as may be assigned by the Direc-::: 
~~cm time to time. 
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APPENDIX 2 

A Brief History of Conservation in New Zealand 

The Auckland City Art Gallery Conservation Laboratory was established in 

1965. L C Lloyd was Conservator during the years 19 65-71 and was 

responsible in 1968 for securing a sizable equipment grant from the 

Gulbenkian Foundation. This grant was given by the Foundation with the 

"intention ..• to develop the cooperative conservation service which the City 

of Auckland Art Gallery provides for museums and galleries, generally in 

New Zealand." It was also determined that the AGMANZ should administer 

the grant which was effective over a three year term. The City Council 

was always supportive of the conservation service and maintained its grants 

in subsequent years. ( l) 

L C Lloyd left Auckland in 1971 to take up the post of Director of the 

Dunedin Public Art Gallery and there he set up another Conservation unit. 

Here Lloyd trained students and did some private work to supplement the 

income of the department. The Conservation school that Lloyd established 

continued until 1980 when the Stolow Report rejected his proposal to 

establish it as a national conservation laboratory and training centre 

because of the "uncertain and disputed quality of the training programme". 

(2} At present there are two conservators at the Dunedin Public Art 

Gallery · who where both trained by L C Lloyd although both have done 

subsequent internships elsewhere - Titus Chan is the conservator and Cathy 

Beagley is the assistant conservator. 

From the time Mr Lloyd left the Auckland City Art <3allery, until 1974, 

operations were maintained on a part-time basis - the principal restorers 

being Eileen Maitland and Raewyn Cooper. Robin Ashton, paintings restorer 

from England, was engaged as Head in 197 4 staying for less than a year. 

During his term Ian Bergquist and Michael Shepherd joined Eileen Maitland 

as his assistants. During the period 1975-78, most of the staff had left, and 

services were reduced to a holding operation by Ian Bergquist. In April 

1978 Kate Woodgate-Jones was hired from Canada (prior training and 

experience in England) as National Conservator (paintings) and in the latter 

port of 1979 Ed Kulka, also from Canada was engaged as National 
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Conservator {works of art on paper). (3) By April 1980 Kate 

Woodga1~ -Jones was to leave Auckland and return to Canada to be 

replaced as Notional Conservator {paintings) by another Canadian, Mervyn 

Hutchinson. In 1982 Christopher Seager began a two-year contract to work 

in the Conservation Department and in the beginning of 1983 I commenced 

an internship at the Gallery. 

At the end of 1981, Jerry Barton started as the first full-time conservator 

at the Auckland Museum and began work on setting up the present 

conservation laboratory. Recently {late 1983) a senior conservator was 

appointed, Karel Peters, who previously worked for the Anthropology 

Department at the Auckland University specialising in the conservation of 

water-logged wood. 

In 1970 Jeavons Bailey was appointed the Conservation Officer at the 

National Library {Wellington) and by 1973 the main Conservation Laboratory 

there had been completed. At present there are two conservation 

technicians, Tony Clark {a bookbinder) and Pam Major {a paper conservator), 

and a conservation photographer, Graeme Simpson. (4) 

In 1980 Don Murchison arrived from Canada to take up the post of paintings 

conservator at the National Art Gallery (Wellington) and in the following 

year, John Harper started a two year contract as assistant paintings 

conservator. The Conservation Deportments for the Notional Art Gallery 

and National Museum are housed in the same building, and both deportments 

are fairly new. The National Museum's focillities were established about 

five years ago when Jack Fry became the Conservation Officer. At present 

there is also a Conservation technician, Gillian Watt, and an intern, Kate 

Roberts. Valerie Carson also works as part of the Notional Museum 

Conservation Department and was trained for a year at the Tex tile 

Conservation Centre in England. Mrs Corson has been recently appointed as 

the National Conservator of Tex tiles and her duties will include the 

conservation of all forms of textiles, the giving of advice, surveys, 

workshops and carrying out of preventative conservation. 

Conservation at the New Zealand Notional Archives was started by 

Rosemary Collier who subsequently trained Marjorie Pork as a conservation 
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technician. She in turn trained the present technician, Robert Herr-Hislop. 

In 1982, Mary Lee of the Pacific Regional Conservation Centre at the 

Bishop Museum, Honolulu, set up the Robert McDougall Art gallery 

(Christchurch) Conservation Laboratory. Later in the same year Lyndsey 

Knowles took up the position of paper conservator there. She is assisted by 

Lesley Cobb who is employed at the Gallery on a temporary basis. 

The Interim Advisory Committee for the Conservation of Cultural Property 

w-os appointed by the Minister for the Arts (Mr Highet) in 1979. Mr Highet 

described it as being 11 
••• an important and very positive step forward in our 

notional effort to conserve cultural property We have set up a body 

which we hope will overcome deficiencies in our present pattern of 

conservation, take over the responsibility for the oversight of continuing 

activities, (5) and develop more comprehensive policies". He went on to 

state that the new committee would advise him on all matters of 

conservation and will be responsible for the distribution of funds allocated 

to it by the Lottery Board. (5) The Committee was formed as an interim 

measure to direct conservation . in New Zealand until a comprehensive 

notional scheme could be established. 

In 1980 the Interim Committee invited Dr Nathan Stolow to visit New 

Zealand and report on the state of conservation services and to make 

proposals for their development. In short, Dr Stolow recommended that the 

most expedient and satisfactory way to deal with the serious deterioration 

to our national patrimony which is occurring was to create a nationwide 

series of regional conservation laboratories each fulfilling a specific 

conservation need for a defined, geographical area. To these would be 

added a permanent administering committee and a national director 

responsible for bringing down policy, overseeing training and co-ordinating 

the supply of materials, etc. {6) 

In 1983, the Committee appointed a National Coordinator of Conservation, 

Georgina Christensen. She was charged with the development of legislation 

for organizations and policy to replace the Inter.im Committee using the 

recommendations of the Stolow Report. A contract to establish a Regional 
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Conservation Laboratory at the Auckland City Art Gallery as a pilot 

scheme is expected to be complete in November and the legislation for the 

proposed National Conservation Council should be finished mid 1984. 

References: 

). Stolow, Dr N - 'Report on Conservation and Training programmes in 

New Zealand and Recommendations for Development of a National 

Institute' (August 1980) Page 17-18 

2. Stolow, page l 18 

3. Stolow, page 18 

4. Seager, C P - 'An Internship in the Conservation of Paper' {1983) 

page 164 

5. Stolow, page 199 

6. Wilson, Dr R - 'Report to Art Gallery Board of Management' 
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APPENDIX 3 

A Summary of the main facts in the 'Proposal for the Auckland Regional 

Conservation Service' by Georgina Christensen (August 1983) 

1. Region 

2. Salaries 

3. Service 

4. Priorities 

5 Ethics 

Northern half of the North Island which may include fine 

art collections from New Plymouth/Napier northward. 

The Interim Committee for the Conservation of Cultural 

Property will subside the salaries of the regional 

conservators 100%. 

The regional conservators will provide and assist with both 

preventive conservation and technical laboratory 

treatments. This work may include -

- Provision of advice and information 

- Training and publicity - workshops, lectures, talks etc 

- Surveys and evaluations 

- Treatments and restorations 

- Administration associated with this work 

- Any other work required by the Interim Committee for 

the Conservation of Cultural Property. 

The regional conservators will determine their own 

priorities taking into consideration -

- The cultural significance of the item/s determined by the 

relevant curator/s 

- The urgency of the required conservation 

- That preventive conservation and stabilising treatments 

have preference over items held and used privately 

- The policies and guidelines which may be set from time 

to time by the Interim Committee. 

The regional conservators will follow the accepted ethics 

for fine art conservation and will always work to the 

limits of their professional competence and to the 

facilities available. The regional conservators will 
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maintain the high standards expected of professional fine 

art conservators. 

6 Establishment Initial advertisement of the service will occur and 

institutions will be invited to become members of the 

regional scheme or 11 participating institutions". This will 

mean that they will have to pay an annual fee but in 

return - work on the institution's collection will be 

incorporated into the regional conservation laboratory 

yearly programme and the institution will receive 

subsidized rates of payment for work done, preference for 

laboratory services, including acceptance into workshops. 

Participants will be charged $17 .56 per hour and 

non-participants $25.00 per hour {plus cost of materials, 

transport and crating for both). 

7 Charging 

8 Formal 
System 

9 Pamphlets 

10 Contract 

Non participants will receive information and advice, 

emergency assistance and treatments, some workshops and 

other work at the discretion of the regional conservators. 

At the rates specified above. Certain work was deemed 

chargeable and other work was deemed not directly 

chargeable (such as answering phone and letter enquiries). 

A system for charging clients was discussed which would 

work through the Auckland City Art Gallery to the Interim 

Committee. 

The regional conservators be requested to provide an 

outline for the Interim Committee of their formal written 

system used when making arrangements with clients 

including copies of any forms used for this purpose. 

Regional conservators prepare pamphlets on preventive 

conservation aimed particularly at very small institutions. 

The contract should be for one year and should be subject 

to review after nine months. 

194 



APPENDIX 4 

The Auckland City Art Gallery - The Building and present renovations 

The Auckland City Art Gallery was opened on February 17, 1888. It was 

the first permanent Art Gallery to be erected in New Zealand and is 

located in a central position on the corner of Albert Park, close to the 

Auckland University, across the road from the Auckland Library and 

Technical Institute, two small blocks from Queen Street and close to Aotea 

Square, the developing centre of Uptown Auckland. (1) 

Originally the Art Gallery building also housed minicipal offices and the 

public library. In 1911 the municipal offices were transferred to the newly 

built town hall and in 1951 the City Council decided to create a post of 

Director of the Auckland City Art Gallery, allowing the gallery to become 

independent of the public library. (2) 

Various alterations have been made to the original gallery space since it's 

conception but the most major was firstly due to the Edmiston bequest. 

This resulted in a new Gallery entrance, four large galleries rebuilt on two 

levels, new library, new administration and renovated service spaces. (1) 

Further building programmes are in progress, financed by the Auckland City 

Council, and these are described by Dr Rodney Wilson (3) as involving 11 two 

distinctly different projects. One is the renovation and conversion of the 

original buildings, the other is the erection of a new five-level block in the 

rear, fitted to a triangular space between the Kitchener Street wing, and 

Albert Park. 11 

k Wilson goes on to describe the construction as being programmed into three 

stages and an intermediate stage. Stage One opened on August 17, 1982 

and included areas from two levels, namely the two Auburn 'Works on 

Paper' galleries, two Temporary Exhibition galleries, two Education 

galleries, a Maori portrait gallery, a watercolour gallery, a small 

audio-visual room and a small public lounge in the corner tower with views 

out into the city. 

The Intermediate stage involved the conversion of the East block, involving 

stripping all the original internal structures and inserting two new floors. 
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The top floors are at present being installed with two separate painting 

storage systems {refer to page 24 for details). The lowest level includes a 

new Security Room, Cart Dock/Loading Bay area, and the various workshops 

of the Exhibitions Preparation Department. All these areas except for 

pointing storage have been used since early 1983. The Cart Dock is to be 

rebuilt later to provide greater ease of access for large trucks. Stage Two 

is the renovation of the Wellesley Street building which was once the 

Reference Library. This gallery will be restored to its former state except 

for the flank windows which will be blocked. The bottom level will hold the 

early contemporary collection. At the park end of the mezzanine level, 

second large area will be located. Beneath the Wellesley Street Gallery will 

be an Auditorium. The Auditorium has been designed for the purpose of 

films, lectures, performances, jazz or chamber music. On the same level as 

this (refer to the following architectural drawings) is a lounge for the Art 

Gallery Associates, the Education Department offices and classroom. 

The new building or Stage Three is described by Wilson as "the engine room 

for all stages. It contains the main verticle circulatin; a passenger lift, a 

5.5 metre goods lift, a large staircase, a fire egress stair-well, and a large 

air-conditioning plant room. Also present are the sculpture store, 

Registrar's office and file room, two curator's offices and sundry small 

circulation and service spaces." (4) The Stage Three building has also meant 

that the attics on the corner of Wellesley and Kitchener Streets can be 

developed as the new expanded Paper Conservation Department. Originally 

this was to be developed into the new Photographic Department but at 

present it appears that photography will remain where it is and renovations 

will be done to the room including the building of a small mezzanine floor. 

Therefore at the completion of the renovations, painting conservation will 

have the two laboratories which now house the whole conservation 

department. 

References: 

l. Wilson, Dr R - "The Reconstruction of the Auckland City Art Gallery' 

Art New Zealand, Vol 27. Page 52 

2. Thomson, K W - 'Art Galleries and Museums in New Zealand' A H & 

A W Reed Ltd 1981. Page 16-20 

3. Wilson, Dr R - Art NZ, Vol 27. Page 53 

4. Wilson, Dr R - Art NZ, Vol 27. Page 56 
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APPENDIX 5 201 

This is a-- copy of the report written after my trip to Wellington (25 July - 29 July) 

the purpose of which was to inspect, pack and return paintings in the Gordon 

Walters Retrospective Exhibition. Catalogue numbers have been used in this 

report because of the large number of works. 

GORDON WALTERS RETROSPECTIVE EXHIBITION 

Condition Report Summary 

Brief condition reports were written about each work in the Gordon 
Walters exhibition at the finish of the National Art Gallery's 

-~hawing (25 July 1983), to access whether the paintings had incured 
any new damage during the exhibition_ 

The works on paper were found to be generally in good condition, 
although five silkscreens were reported to have slipped in their 
mounts on the way down to Wellington and had to be rehinged at the 
National ·Art Gallery (Catalogue Nos. 70, 72, .74;~76, 77). Of these, 
two of them (Catalogue Nos. 74 and 76) appear to have developed 
minor creases on the bottom edge which were not reported in Auckland 
before the trip. 

Although there were reports from the National Art Gallery of damage 
to the paintings, after inspecting them in Wellington, I found that 
most had remained in the same condition since Auckland but no reports 
of the kind generally written for travelling shows had been done for 
the Walters exhibition1which meant the Wellington staff had no idea 
of the condition of the pictures before they left th~ Auckland City 
Art Gallery. 

The large paintings with their sharp geometric patterns relying on 
colour contrasts to create the final visual effect are very deli
cate as any accretions or scuffing on the surface will greatly im
pair viewing of the picture. The thin paint layer with a matt 
finish is also more prone to irreversible damage and makes invisible 
retouching near impossible. In general damages noted by the Welling
ton conservators were those that had been note$ in Auckland during 
treatment before the exhibition, but because of the number ~f works 

·• and limited time available it was not possible to do complete treat
ments to all the works before the show, consequently not all of the 
fly specs, shiny accretions, finger prints and scuffing were removed. 
Cracking which was found to be stable (Catalogue No. 39) was left, 
as was mould observed on the back of and slightly visible on the 
paint layers of certain works. (For example, Catalogue Nos. 53 and 
56). Overall the most distracting damages were toned down or removed 
and structural work was only done to paintings belonging to the Auck
land City Art Gallery. (Except for Catalogue No. 40 which had minor 
work done to the strainer.) 

Damages which appeared to be new were as follows: 

Name 

The Poet (Cat. No. 4) 

Untitled Painting 1955 (Cat. No. 11) 

Black on White 1965 (Cat. No. 32) 

Damage 

Pen mark mid-way along the 
top edge 

Fingermarks on white paint 
half-way down the left side. 

A regular pattern of shiny 
dots on the top area of the 
painting and top edge of the 
frame. 



Name 

Mahuika 1969 (Cat. No. 40) 
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Damage 

Rusty water damage to left 
side - from roof leak at the 
National Art Gallery. 

The shiny dots seen on the surface and frame of Black on White 1965 
(Cat. No. 32) have the appearance of small bubble-pack 'prints' and 
their presence on the upper frame would also confirm this. It is 
extremely unlikely that mould would grow in such a regular manner or 
appear on the frame as well. One can only deduce that the painting 
had been wrapped in 'soiled' bubble-pack before~it reached Auckland 
as bubble-pack was not used here for the W~lters~paintings. This 
painting was sent from Christchurch in its-· own crate and may have 
been wrapped in bubble-pack at this time. Mahuika (Cat. No. 40), 
belonging to the Francis family in Wellington, was damaged after a leak 
in the roof of one of the galleries at the National Art.Gallery and 
is at present being treated by John Harper. The Francis family's 
other painting, 'Te Whiti' (Cat. No. 30)>was thought to have been 
damaged during the show, as the lower black area had been repainted 
earlier and yet appeared to have numerous scuffing; but according 
to the report written in Auckland when the painting was received 
(photocopy included in the report) the scuffing was present at this 
time and so was not new. 

Packing and transportation 

Paintings to be returned to owners in Wellington (refer to appendix 
for lists) were covered in tissue covered in plastic then sandwiched 
individually between sheets of core-flut or corrugated cardboard. 
Crates belonging to Peter McLeavy were returned also. The large 
paintings to go to Gordon Walters· in Christchurch were packed in 
tissue covered in.plastic then crated. The smaller works to be sent 

! to Christchurch were also wrapped in tissue and plastic and packed 
;firmly with styrene and foam into 2 small crates which had been 
found unused at the National Art Gallery. These crates were sent 
Jet - X to Christchurch. 

The works on paper were packed into 3 large crates and one smaller 
one. The pictures were arranged face to face with corrugated card 
and foam to separate them all and kept them firmly in place. Because 
the large crates hadn't been completely finished before leaving Auck
land, no screwholes for the lids were present and so they were nailed 
down. The remaining paintings were covered in tissue then plastic 
and sandwiched between core-flut or corrugated card in twos (with 
core-flut and/or corrugated card in between). These were taped 
tightly together. All of these works were packed into a one-ton 
truck, the crates along the left side, were nailed in and then strips 
of wood were nailed into the floor around them to further stop move
ment. Sheets of foam were placed on the floor, around the walls and 
against the crates. The packed paintings were slotted inside the foam 
and tied firmly against the right side of the t~uck using wide up
holsterers sacking tape. Two other paintings were carried in the 
truck, one from the National Art Gallery and the other from Luit Bieringa 
for Peter Webb in Auckland, these were both packed at the National 
Art Gallery and were fitted into available space found in the back of the 
truck. 

Two paintings were returned to owners on the way back to Auckland, 
Genealogy II (Cat. No. 50) to the Manawatu Art Gallery and Tamatea 
1968 (Cat. No. 42) to the Gavett-Brewster Gallery. 



Appendix 

Destination of Pictures from the Gordon Walters Exhibition (usir.g 
catalogue numbers for identification) 

1. National Art Gallery: 

6, 13, 43, 61 

2. Dispensed in Wellington: 

Peter McLeavy Gallery - 44, 59, 67, 68 
Paris family - 31, 60 
McLeavy family - 54 
Victoria University - 41 
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3. Paintings at the National Art Gallery to be delivered to their 
Wellington owners later: 

Beaglehole family - 53 
Francis family - 30, 40 

4. To Gordon Walters in Christchurch: 

2, 3, 4, 5, 9, 32, 57, 58 

5. Manawhatu Art Gallery - 50 

6. Gavett Brewster Art Gallery - 42 

7. To Auckland to be returned to respective owners: 

8. 

11, 33, 38, 39, 45, 49, 51, 52, 55, 56, 62, 64, 65, 66 

To Auckland to go on a satellite show: 

1, 7, 8, 10, 12, 14, 15, 16, 17, 18, 19, 20, 21, 22, 23, 24, 
25, 26, 27, 28, 29, 34, 35, 36, 37, 46, 47, 48, 63, 69, 70, 
71, 72, 73, 74, 75, 76, 77 



APPENDIX 6 

The use of modified rigid.support systems 
for the treatment of two· paintings 
Considerations and Treatments 
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Sarah Hillary/Mervyn Hutchinson. Conservation Unit. Auckland City Art Gallery 

FRANCES HODGKINS "IBISA" 
A painting titled "Ibisa" was recently 
acquired from overseas by the 
Auckland City Art Gallery. It had active 
cracking, cupping and flaking of paint. 

Condition/Structure 
The support is lightweight cotton 
canvas attached to a stretcher of four 
bars. The paint layer is thick oil paint 
which has dried to become quite hard. 
The canvas is too lightweight for proper 
support of the paint layer and this has 
resulted in extensive cracking, cup
ping, and flaking of the paint. De
formations associated with the cracking 
have appeared on the reverse of the 
canvas. 

Overall front, raking light before 
treatment. 

Treatment 
The picture was removed from its 
stretcher, the cracks consolidated. and 
the cupping and deformations returned 
to normal. Two sheets of .05 mm 
aluminium were cut corresponding to 
the exact size and shape of the old 
stretcher. The one selected to be against 
the back of the picture was heavily 
sanded on both sides to provide "tooth" 
for the adhesives. Beva 371 was 
brushed onto the side which would be 
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Considerations 
The cracking had to be consolidated 
and the cupping and surface de
formations returned to normal. This 
could not however arrest the cracking 
as the canvas would still not be capable 
of supporting the paint layer. If the 
picture were "lined" in the traditional 
manner of attaching a new fabric to the 
reverse of the original, it is likely that 
the activity would still continue as the 
paint layer is very heavy. Consideration 
was therefore given to the use of a rigid 
support system. 

Recent research in the area of sup
ports for paintings has indicated that if 
used correctly rigid supports are much 
more stable than traditional stretchers 1. 

As a result of this, rigid supports based 
on a system of expanded aluminium 
honeycomb sandwiched between two 

nearest the painting. Next a piece of 
polyester fabric was stretched and Beva 
3 71 was sprayed onto both sides of it to 
obtain a "webbed" effect. The polyester 
fabric was used as an interleaf between 
the reverse of the picture and the 
aluminium sheet sprayed with Beva. 
The picture, interleaf, and aluminium 
sheet were bonded together on a 
vacuum-hot table. 

/\ thin wooden frame was con
structed corresponding to the size of the 

thin sheets of aluminium or polyester 
resin are now widely used in America. 
Although this method is excellent, the 
honeycomb foil must be speciallv im
ported into New Zealancl. In addition to 
the lengthy time period involved, the 
honeycomb is very expensive. Because 
of this we have for some time been 
attempting to find a suitable substitute 
material available within the country. It 
would appear that end grain balsa 
wood, readily available through sup
pliers of boat building materials, is such 
a material. Extensive testing showed 
that it is lightweight and can be made 
rigid and dimensionally stable. It was 
decided that the use of a system based 
on balsa wood would be suitable for the 
treatment of the picture by Frances 
Hodgkins. 

Overall reverse of Hodgkins, raking 
light before treatment. 

aluminium sheets. It. and a !aver of end 
grain balsa wood corresponding to the 
thickness of the frame were then 
attached to the aluminium sheet which 
had already been bonded to the picture. 
Finallv the second sheet of aluminium 
was attached on the reverse to cover the 
balsa wood and frame. The tacking 
margins of the canvas were folded 
around the support and stapled to the 
frame. They were also adhered to the 
back of the rigid support with Beva 371. 
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Diagram 
support. 

showing construction of 

Showing construction of rigid support. 

Overall front of Hodgkins raking light after treatment. Overall reverse of Hodgkins, after treatment. 

Discussion 
The use of a rigid support system based 
on a layer of end grain balsa wood sand
wiched between two skins of thin 
aluminium appears to work very well. 
The paint layer is well supported on a 
flat plane which cannot flex or move so 
the cracking has been arrested. It is also 
lightweight. As the Beva 371 was 
sprayed onto the polyester interlayer, 
there is no penetration of the adhesive 
into the canvas of the original picture. It 

can be reversed easily on a hot table or 
even possiblv bv mechanicallv 
separating the original canvas from th~ 
interlayer. Because there vvas no im
pregnation as with a wax-resin 
adhesive. there is no possibility that the 
paint layer vvill be adversely affected. 

Comments 
The use of this svstem should not be 
confused with that of attaching a 
picture to a piece of hardboard which 

has in the past been widely used in New 
Zealand. The hardbmu-d is not rigid. It 
still allows the picture to flex which 
will not arrest the cracking problem. In 
many cases it has proven unsuccessful 
and it is very difficult to reverse. 

1 Mecklenburg, Marion "Some Aspects 
of the Mechanical Behaviour of 
Fabric Supported Paintings" 
Copyright Marion F. Mecklenburg 
1982 
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ALAN MADDOX "Untitled 1981" 
An untitled picture by Alan Maddox 
was included in the Grid Exhibition. 
Althouoh ofa vulnerable nature it was 
consid;red an integrai part of the show
and the owner was desirous that it 
travel to all the venues. 

Condition/Structure 
The picture is painted onto cotton 
canvas which has been fixed to a flimsy 
strainer of four bars. The c9:nvas is dis
torted around the edges and there is a 
pronounced stretcher crease along the 
left edoe as the canvas was slack and 
uneve; when it was initialJv stapled to 
the strainer. The paint layer is 
probably commercial enamel 
adultered with acrylic paint. When 
applied it seeped through the unsealed 
canvas in many areas. As the paint 
dried to become hard, the canvas was 
bonded to the strainer and the dis
tortions became permanent. It has a 
very heavy impasto and has dirt and 
hairs mixed with it. It is also quite 
brittle. There is no varnish to protect 
the paint layer. 

Diagram rigid support attached to 
picture. 

Overall photograph of Maddox 
raking light, before treatment. 
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Considerations 

·There were a number of considerntions 
to be taken into account beforP. de
ci c.l ing on a treatment. The slack 
canvas support which was allowing 
about 50 centimetres of movement at 
the centre of the picture had to be made 
as rigid as possible so that the heavy. 
brittle paint layer would not crack. The 
distortions in the support 11•ere now an 
integral part of the picture and had to 
be retained. For this reason and be
cause it was impossible to remove the 
canvas from the strainer without 
cracking the paint a "loose lining" 
could not be done. As the picture 
would be travelling it had to be kept as 
lightweight as possible. The treatment 
had to be completely reversible as the 
owner mav wish the picture returned 
to its exact original slate after the 
exhibition. It was decided that the best 
treatment would be to construct a 
temporary support which could be 
precisely inserted within the 
boundaries of the existing strainer. 
This support would have to be very 
soft on the inner side that rested 
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against the canvas in orc.ler that it cou Id 
at least partially conform to the canvas 
dis tort ions. 

Treatment 
The painting was laid face down on a 
thick !aver of soft filter media so a note 
could be taken of the corner angles and 
of the inside dimensions of the 
strainer. A template was then made 
and the dimensions transferred to a 
sheet of thin hardboard which had 
been sealed on both sides. End grain 
balsa wood was prepared and attached 
to the hardboard corresponding to the 
pattern of the template. Filter media 
which was very soft on one side was 
attached to the balsa wood. This con
struction provided a lightweight rigid 
support which could be inserted 
within the strainer. It was fitted and 
held in place by screwing the hard
board to the strainer. The canvas 
margin was stapled to the reverse of 
the hardboard. 

- Paint Layers and Canvas 
_, / ;:~t.;r.Jf.Jli.~.--,::;_;,;'.:iri_!.l.~f,:-~"i:;,-- Filter Media 

Str aine 
_, / /., ; ~! ~:i1,l1,~1~!l~JjJlJ1iji,:ll,l1,-~,l1,l!,l!!t,~1,I1l~i~l11l\~~~~j~~i- Balsa Wood 

,,. , , , 
1 1 

· ' · • • • • • • Hardboard 

Sc:::-ew I 
Staple 

Showing application of filter media to 
rigid panel. 1o 



Panel made up - raking light to show texture of filter media. 

Discussion 
The temporary support appears to be 
verv successful. The soft filter media 
see~s to correspond to the distortions 
of the canvas without applying excess 
pressure on it. In addition to this. the 
canvas tends to cling to the texture of 
the filter material. The movement of 

Reference: 

the slack canvas is now negligible and 
the picture is rigid and lightweight so 
it can travel with a minimum of 
danger. Although small screw holes 
will remain in the original strainer, the 
treatment can be easilv reversed 
should the owner desire it. 
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Overall reverse of Maddox after 
treatment. 

Editor's Note 
As this material is directed to a general 
museum audience, manv details have 
been omitted. Queries ·about details 
should be made directly to the authors. 

Hutchinson, M and Hillary S. - 'The use of Modified rigid support systems for the 

treatment of t\.vo paintinos - Considerations and Treatments.' AGMANZ News, 14, 3, 

September 1983. Pages 24-27. 



NOTES 

Part l 

l. 'Art Gallery Objectives' from a memorandum for the Associate Town 

Clerk from Dr Rodney Wilson, 30.11.81. The emphasis was added by the 

author. 

2. Based on the 'Proposed Organization Structure' July 1982. 

3. From 'Auckland City Art Gallery Conservation Laboratory' by Edward 

Kulka (1981 ), AGMANZ News 12 (3), 22-24. 

4. This occurred in October and is therefore out of the bounds of this 

dissertation, although it implies that Ed weill be responsible for the overall 

activity and financial planning within conservation as well as the co

ordination of Art Gallery planning and policy making in a co·rporate sense, 

(from a memorandum to all staff from Dr Rodney Wilson, 7 October 1983). 

5. Based on an 'Auckland City Art Gallery: Job Description' for a Senior 

Conservator (September 1981 ). 

6. From 'Report on Conservation and Training Programrres in New 

Zealand and Recommendations for Development of a National Institute' by 

Dr Nathan Stolow FIIC FCMA FCIC, August 1980, pages 16-17. 

7. Auckland City Art Gallery, 1 Artists Represented and Stock Summary to 

end of 1982 1 page l. 

8. Such as 'Criteria for Painting Storage' by Mervyn Hutchinson (1981} 

written for this purpose. 

9. Valerie Carson was made a National Textile Conservator earlier this 

year and is based in Wellington at the Buckle Street Studios (conservation 

facilities for the Museum and Art Gallery combined). Further information 

can be found in Appendix 2. 

10. 'Services available to Museums through the National Conservators' by 

Mervyn Hutchinson ( 1983} A GM ANZ News, 14 ( l ), 19-20. 

11. From I Minutes of the Interim Committee for the Conservation of 

Cultural Property' Meeting 2/83 (Thursday 16 June, 1983}. 

12. Letter from Dr Rodney Wilson to Annette Offenberger, the Secretary 

for the Interim Advisory Committee for the Conservation of Cultural 

Property, l O February, 1983. 

13. Wilson, Dr R - 'The Reconstruction of the Auckland City Art Gallery' 

Art New Zealand, vol 27, page 57. 
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14. Solarscreen is made by 3M New Zealand Limited, PO Box 33246, 

Auckland 6. It is a plastic film that is adhered to the inside of the 

windows. It comes in a variety of shades and I Bronze 1 (P 15) was used in the 

Wellesley Street Galleries because of its good colour rendering qualities, 

63% solar heat reduction, 81 % glare reduction and 99% ultra-violet reduction 

15. PAR (Parabolic) 'A sealed-beam tungsten spotlamp manufactured in two 

parts which are fused together; reflector and lens, (from page 166, 

Thomson, 'The Museum Environment' Butterworths [1978]). 

16. Unfortunately all of these lights produce heat which the air 

conditioning system has to cope with, but to replace them at present would 

be far too expensive and more research into a perfect replacement would be 

necessary (Such as the Daylite Fluoro-spray Floodlite suggested by the 

Canadian Conservationb Institute in their CCI notes). 

17. Auckland City Art Gallery 'Conservation Facilities Report' - M F 

Hutchinson (Senior Conservator) and L S Teixeira {Security Officer), 15th 

July, 1983. 

18. Wormald Enterprise - 'Fine Protection at the Auckland City Art 

Gallery' July 1983, page 5-6. 

19. Wilson, Dr R 'The Reconstruction of the Auckland City Art Gallery' 

Art New Zealand, vol 27, page 56. 

20. Wilson, Dr R 'Painting Storage: Level 5 1 Memorandum for members of 

the staff and the City Architect, 14 December, 1981. 

21. Wilson, Dr R 'The Reconstruction of the Auckland City Art Gallery' 

Art New Zealand, vol 27, page 55. 
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Part 2 

1. Also the cost of making prints from slides for the purposes of this 

dissertation was beyond my means and I feel that little extra· would be 

gained with the paintings that I worked on. 

2. Because there was no easy access to a 4x5 view camera and developi ng 

facilities at present, all infra-red, would have had to be done in 35mm 

format requiring a whole roll of film to be used at a time before it went 
1off 1

• Consequently there would have been a great deal of waste. 

3. Find-R-Scope by F J W Industries, Mt Propsect, Illinois. 

4. The microscrope is attached to a rollable stand which is fairly sensitive 

to the minute vibrations around the room, possibly from the air conditioning 

room and from traffic on the busy street adjacent to the laboratory. 

5. Primal AC234 or AC507 from Rohm and Haas (NZ) Mangere, Auckland. 

6. Paper honeycomb used in construction of doors from UEB Industries, 

Church Street, Auckland. 

7. End-grain balsa wood used in boat construction obtained from Fox and 

Gunn, Ponsonby, Auckland. 

8. Filter media used for airconditioning units fromn IPSCO, Otahuhu, AK. 

9. Araldite K2 l 4 (general purpose) from Ciba-Geigy, Patiki Road, AK. 

10. Aluminium sheeting from Metal Import Company, Auckland Limited, 

Grey Lynn, Auckland. 
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2 l l 

Part 3 

1. by Picreator Enterprises Ltd, 44 Park View Gardens, London NW4 2PN, 

England. 

2. 'An Investigation into the Composition and Properties of Saliva in 

Relation to the Surface-Cleaning of Oil Paintings' by Barbaro A O'Hoski. 

Masters Thesis, Queen's University, Kingston, Ontario, Canada, Sept 1, 197 6 

3. Loose lining is a preventative conservation technique I first observed on 

a painting at the Australian War Memorial. Although the work hod been 

painted during the first World War, the loose lining had protected the 

painted canvas extremely well by giving it some added support and by hiding 

it from light and dirt. 

4. References used for Cold Lining were: 'A Low-Pressure Cold-Relining 

Table' by V R Mehra and 'Further Developments in Cold Lining' by V R 

Mehra. ICOM Conference, Venice, 1975, 13-18 October. Also information 

and practical advise was given to Mervyn Hutchinson (iind then passed on to 

me}by Don Murchison (Conservator at the National Art Gallery, Wellington) 

from experience he had gained while using Cold tables at the Canadian 

Conservation Institute. 

5. References used for strip lining were: 

(i) 'Investigation of Synthetic Resins and Polymide Tissue for Strip Lining' 

by Rustin Levenson, Project :/151. 

(ii) 'Adhesives for Strip Lining' by Rusrin Levenson and Marion Barclay. 

Both of these articles were from Lining of Paintings - A Reassessment - the 

proceedings of a seminar held at the Notional Gallery of Canada, Ottawa, 

April 6-8 197 6 edited by Mervyn Ruggles, Notional Gallery of Canada, 

Ottawa. 

(iii) 'Strip Lining from Restoration of oil paintings by as cold method using 

synthetic materials by Swamo Kamal Bhowmik, Baroda Museum and Picture 

Gallery Vol 22, 1970, page 127. 

6. Bevo 371 is a thermoplastic adhesive formulated by G Berger. It is 

discussed in his article 'A new adhesive for the consolidation of paintings, 

drawings and textiles' Bulletin of the American Group - IIC, 11, No 1, 

pages 36-38 (1970). 

7. References from a variety of sources were used in the development of 

the designs for the three solid supports: 

(i) Mecklenburg, M F Some Aspects of the Mechanical Behaviour of Fabric 

Supported Paintings Copy righted by Morion F Mecklenburg 1982. 



(ii) Hedley, G The Stiffness of Living Fabrics: Theoretical and Practical 

Considerations ICOM Committee for Conservation, 6th Triennial Meeting, 

Ottawa, 1 ( 1981 ). 

(iii) Berger, G A 'Unconventional Treatments for Unconventional Paintings' 

Studies in Conservation, 21 ( 197 6 ), pages 115-128. 

(iv} Spurlock, D 'The Application of Balsa Blocks as a Stabilizing Auxillary 

for Panel Paintings' pages 149-152 and Beardsley, B H 'A Flexible Balsa 

Back for the Stabilization of a Botticelli: Panel Painting' Pahes 153-155. 

Both from Conservation of W cod in Painting and the Decorative Arts, IIC 

Preprints of the Contributions to the Oxford Congress 17-23 September 

1978. 

(v) Buck, R The Behaviour of Wood and the Treatment of Panel Paintings 

IIC, Oxford Congress, 1978. 

8. Practical Studio Supplies imported turnbuckle parts from the United 

States so that this type of stretcher could be made in New Zealand. 

(i) MS2A is a 'modified polycyclohexanone resin with a low residual ketone 

content. Dissolved in white spirit it produces a stable surface coating. Its 

handling properties match closely those of . mastic and. dammar resin 

varnishes, without the evident disadvantages of these natural resins. In 

practice MS2A coatings fulfil several desirable criteria: although the resin is 

slightly yellow, little further discolouration is observed in the dried film. 

Solubility in mild solvents appears unchanged after a decade', from "Picture 

Varnishes Formulated with Resin MS2A" by H Lank. In Conservation and 

Restoration of Pictorial Art edited by Brommelle and Smith, published by 

Butterworths {197 6) page 148. 

(ii) Shell.so/ T is a white spirit that has the leasf amount of aromatic 

carbons of the shellsols available and is therefore the least toxic. Density 

at 15°C, kg/1 = 0.758, colour from the Saybold scale = +25, aromatics {% 

vol) = nil, flash point, A el (°C) = 26, NZ dangerous goods classification = 
3C. It is supplied by Shell Oil. 

10. Cosmolloid 80H is a synthetic amorphous micro-crystalline wax that is 

non-yellowing, neutral and stable with a melting point of 65°C, from 

'Picture Varnishes Formulated with Resin MS2A' by H Lank. In 

Conservation and Restoration of Pictorial Art edited by Brommelle and 

Smith, published by Butterworth ( 197 6) Page 149. 

11. The Effect of Inhibitors on the Removability of Aged Ketone Resin N 

Varnish Films' Raymond H Lafontaine J.IIC-CG Vol 3, No 2 pages 7-12. 
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12. Decreasing the Yellowin8 Rate of Dammar Varnish Using Antioxidants 

Raymond H LKafontaine (Chief Environment and Deterioration Research 

Division, Canadian Conservation Institute). 

13. Aluminium mending plates and supplied by Triad Industries Ltd, 

Auckland. 

14. Core-flute is a name given to Nylex Polyflute. This material is made 

from high density polyethylene with an ultra-violet stablizer. The supplier 

is Argo International, Auckland, and it is imported from Australia. 

15. The Leister-Tabor tool was on trial to the gallery from the distributors 

(R T Carr Ltd, Auckland). It was found that the heat levels were hard to 

control because of the huge range of temperatures that were possible and 

with only a small dial to control these - this meant that even the slightest 

movement of the dial could result in huge temperature changes. Also the 

distance between the tool and the pain~in9 effected the t~mperature as 

well. These two factors would not be such a problem if the tool was only 

needed for a small job, but in this case a great area had to be covered and 

it was found that the hairdrier was more suitable and less hazardou~. 

16. Babyliss Sensonic is a hairdrier with two speeds and three heat levels. 

It was supplied by Smith and Caughey Ltd, Auckland. 

17. Derived from 'Technique from Stretching and Framing a Double-Sided 

Canvas' by Barry R Bauman. Journal of the American Institute for 

Conservation Vol 21, No 2, Spring 1982, pages 77-79. 

18. Fibreglass tape was bought at Fosters Ship Chandlers, Auckland. It is 

possible to cause Beva 371 in toluene to web or partially dry in a fibre-like 

form before it hits the support when spraying. This enables a nap bond to 

be possible. 

19. Mecklenburg, M F Some Aspects of the mechanical Behaviour of Fabric 

Supported Paintings copyrighted by Marion F Mecklenburg, 1982. 

20. Polyester Gabric, 160 cm wide, quality type 2324 from the National 

Museums of Canada, Canadian Conservation Institute, Ottawa, Ontario, 

Canada, KIAOM8. 

21. This information was given in a letter to M Hutchinson from the artist 

in 1983. 

22. Holes had been drilled so that bolts could be inserted to hold the panels 

together. Unfortunately this method resulted in paint losses on these edges 

handling required to fit bolts and removing them for travel. Consequently 

the holes were filled in and clecits attached to each work so that they would 

be hung independently. 
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23. Hoenigswald, A 'The 11 Byzantine 11 Madonnas - Technical Investigation' 

from Studies in the History of Art, Vol 12, National Gallery of Art, 

Washington 1982, pages 25-31. 

24. Rita Cook was the artists married name which she only used between 

1934 - 1947. 

25. Filter media - Type T3/290 (Code Reference 1A1
) from IPSCO Sales and 

Manufacturing Limited, Auckland. 
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