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INTRODUCTION

[t bias been a long time that | huve been thinking about parucipating in an AIC annual mecting, and today T'm
really happy to be here and 10 feel part of your community. The AIC mectings represents a great opportunity for
all conservators who want 1o updite their knowledge, and who want W have an understanding of the most topical
carrent issues, both in the gencral session and in the puintings specialty group.

Starting in 1994, after & great workshop held by Gustay Berger and organized by the West Lake Conservators

in Skancateles NY, | telt that it was time to create a deeper link between my Talian reality and my Amernican
hackground. My good friends Susan and Margaret Blakney and John Sutton gave me the apportunity in 2002 1o lead
a five day workshop that demonstrsted the developments and perspectives of my personal expenences as well as
those of the lalan community of paintings conservitors, During that workshop | met Serena Urry and we went deep
in discussion about the beautiful Dreams of Men by Tintoreto on display at the Detroit Institute of Ants. Thanks to
the curiosity and professionalism of Serena, and the trust of Barhara Heller, it was possible 1o proposc a project for
the treatmcat of this big, ancient, and fragile painting.

For many vears a general review of all of the methodologics applied o the conservation of pantings on canvas
has been going on in Taly, and in the past few yean o gond partnership has been bunlt between the Opiticio delle
Pictre Dure, eniversity rescarch centens, peivate sciontists. and comervalors, with most of them actively involved
in Cesmar? programs. CosmarT is a group of comernvakons, sciontists, and art historans, that focus their interests on
polvchrome surfaces, with a special interest in materials research for pamtings on pancl and canvas. Our common
vbyective is 1o systematically face the issues and the methodologics that drive conservation treatment towards

3 more gentle and respectful direction, looking at the philosoplues of minimal treatment in a dynamic way. We
organize an intemational meeting held every (wo years dodicared 10 specific problems in painting conservabon
with workshops, internships, courses and other initiatives rekated 1o specialized training programs. We focused oor
atrention on cleaning issues, and the theory and practioe of minimal teatment and 1n November 2006 our mecting
in Milano will be completely dedicated to the consolidation of the painting structure and pictonal layers. Many
important researchers will be with us, and several projects and posters will be presented on this very important and
not particularly well studied wopic. Also during the past few years, a small group of conservators and researchers
started a collective review of the methuds applied in structural paintings conservation, giving more attention to the
re-evaluation and re-design of traditional methods and the uses of waler based adhesives and glues.

The lalian artistic heritage is unbeliovably rich and diftused throughout the country. In Italy we find large paintings

decorating ceilings, walls, and altars, located in the historic towns and cities, in churches, convents, historical
buildings, and in museams. The treatment of these kinds of objects pushes conservators 1o create case specific
projects, many tmes using materials and supplies that they do not use everyday, With each of these projects we
must change something in our procedures, and adapt the methods of trearment to the individual charactenstic of the
painting, related to the technique of execution and the state of preservation.,

To represent the issues and discussions that 1 often have with my Italian friends and colleagues T chose to descnbe
here the different ways in which we work, trying to design individual treatments that also take into consideration the
other very important parameters: money, time, availability of materials , and quite often wrong mentalities.

Before getting tw the technical descriptions 1 want to point out some information about how things work in Italy,
otherwise itis not possible to understand how different our working conditions are,
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As you probably know Italian cultural henitage is supervised by the Ministero Beni Cult srali organized in local
depanuments called Soprintendenze
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It 1s therefore necessary to do a professional job and at the same time it in low estimates and short working tmes
Ihese conditions push conservators to find a satisfactory balance between

cach of the needs
My technical presentation is divided in three sections

No-lining, munimal treatment, and materials and solutions

To cover the issues of no-lining and minimal treatment | chose two different projects to show
The first involves a 500 vear old painting that had never beer
restored, that by Cesmar/ as a case-study (g ')

We orgamzed two meetings, held before and during the treatment
where all participants had the possibility to look at the condition

Was used

and discuss and test several treatment solutions. It was decided
0 work inside the church and 1o not ¢
original stretcher
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The first action was to reinforce the stretcher
and 10 support the painting with & gnd « { thin
nolvamide cording on the reverse. Missing

S were temporar lv reinforced with an
open yolvamade net pp 1ed 10 the reverse witl
Plextol gel

Consolidation and Nattenming of the
deformations was camed oul with the use « I a
ocally applied low-pressure vaceum. Klucel
G from the front and Plexisol from the rever

was applied to conss lidate the weak pamt

It was then possible 10 work « 1 the tacking
edges, reinforce the original nails, and apply a
gradual tension (fig. S, 6) The tear repaur and
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I'he second case descnibes a no-himng treatment on hive

-

modern paintings (fig. 7), with mixed media technigues

and very dif!

ent consohidation 1ssues (hg, 8, 9). Th

large paintings were part of a decoration of eighteen
painted by Gahleo Chimi for the Biennale of Venice in
1914. They were painted following the vertical lines of the
compositions using differently heavy impasto or very thin

and seative paint lavers

To consolidate the paint layers we used Beva applied

in different concentrabions, apphication lemperatures
and solvent mixtures, controlling in a selective way, the
drying process of the consobdant (hg. 10). Heavy anxd
ngad

solvents with a slow evaporation rate and a higher

impasto was treated with a warm solution containing Fio 9
penetration capacity. Thin and powdering paint layers were

infused with a room temperature solution using hghly volatile solvents such as hexane

Structural reinforcement was achieved using monolilament polyester fabric pre-treated with diluted or focked Beva

cut in strips and applied with a heated spatula. (Flocked Beva in various concentrations and quantities allows to

control of the bonding capacity of limings, stnp-linings, and local structural reinforcement)
Re-evaluation of water based himing adhesives

As you all know colla pasta (or glue-paste) linings are still used in different countries in Europe, and in Italy many
paintings are still lined following traditional methods
It we compare two traditional recipes and methods

the Roman and the Florentine, we can see that panting
liners have histoncally adapted the methods of use and
application to their needs in many different ways

he first big advantage that raditional water based
adhesive have is that they are non-toxic. Yet at the same
time they can be exposed to biological deterioration under

poor environmental conditions,

Many things can be said about this and other 1ssues related
10 pasta linings, starting with the reactivity of certain type
of painting supports to water. But, I want to focus on a re
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evaluation of these methods, starting from the composition of
water-based mixtures

If we look at materials that have been traditionally used in
historic recipes we find a short list of matenals used as fillers
adhesives, and plasticizers. Wheat and rye flour, animal glues
molasses or honey or venice turpentine, a natural resin Muny
of these materials are strongly hygroscopic and react quickly to

environmental vanathions,

But we can include materials used in conservation thit have
different functions. They can be fillers but have also adhesive

power, or be adhesives but also plasticizers, Wheat and nce
qarch, purified animal glues but also synthetic products six has Fo M
carboxilmethilcellulose (CMCs), Klucel and acrylic dispersions

such as Plextol 500

Modified recipes that 1 have tested in the past yeans demonstrste
that it 1s possible 10 design a specific adhesive for the needs ol

the individual painting that has 1o be lined (fig. 11). The choice

of the adhesive goes with the choice of the new suppoe, and can
be defined in many different wavs. It is also possible 10 regulase
the amount of adhesive 10 be applied using screens (fig. 12), and
following the cold lining techniques developed by Vishwa Mchra

Low-pressure vacuums can be successfully used to speed the

drving process and allow for even adbesion. It then poss bk

10 work on superficial deformations when the paanting 1s st

hiehaly humid, with cold tools or hot spatulas (fig. | i

If we also consader that ot 1s ssible 10 avoud hngh Pressures an
temperatures, 1o climinate procedures that are not neCessary

nd 1o mix successfully mix synthetic and matural matenals, we
have to admit that we must pursue further testing and research in
order to update our current knowledge of pasta linings

Getting to the lining process that we applied to the large
Tintoretto painting at the Detroit Institute of Arts we gentiy
applied a new light support without USing any Pressure or iIroning,
while allowing the lining 1o dry quickly. It was important 1o work
with freshly made materials, and to make adhesive of a certian
density. By hand, using wood tools or squecgees, it 1s possible to
apply the appropriate amount of adhesive, and then remove the
excess (see images in Serena Urry presentation)

Certainly these methods are not always the best choice and
many oversize paintings are lined with synthetics adhesives

For example large tempera decorations were treated by spraying
Beva on different fabrics. The manual re-activation with local
heat, unfortunately working in poor conditions, gave us the
opportunity work slowly during the adhesive process. Weight is
also a big concern when restoring large format paintings

(fig. 14), and flocked Beva on light weight supports seems (o be
successful also in terms of tension control

Fig. 14



