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The surface of the painting
after the completed

conservation treatment

Photo Veljko Dziki¢

Glezna péc restaurdcijas
darbu pabeigsanas

Foto Veljko Dziki¢s

Uz virsmas dalas, kuras bija zudis grunts un krasas slanis, tika uzklata restauracijas
grunts. Tas sastavs noteikts, veicot autora grunts sastava fizikalkimiskas analizes,
tadéjadi nodrosinot materialu saderibu.

Restauracijas grunti ieklaja, imitéjot Lubardam raksturigos otas vilcienus, un virsmas
retusu zudumu vietas veica ar akvarelkrasu tratteggio tehnika (9. att.) [10].

Ar planu retusas lakas slani tika parklata visa gleznojuma virsma, un pédéjiem
retusas darbiem izmantoja Restauro krasas. Péc retusas tonéjuma vietam tika

uzklats vidéja spiduma lakas aizsargslanis (10. att.).
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CONCLUSION
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Seriously damaged paintings raise a number of issues for the conservator and
require a review of each decision. Even when it is necessary to do major inter-
ventions on all structural layers of the painting, it is possible to carry them out with
minimally sufficient concentrations of new materials. Such materials, for example,
are those used to fix unstable parts of the painting or for consolidation of its poor
original material. Such approach also means implementation of the necessary
scientific research only in order not to cause new damage on the already damaged
paintings. This work has presented physico-chemical testing of layers of the painting
“Prisoner” by Petar Lubarda, the painting that represents a drastic example of devasta-
tion of its structural layers. Analysis have established that all layers of this painting
are mutually compatible and that they are not the cause of damage regardless of

the fact that the author was prone to experiments with industrial materials [11].

The main cause of the serious state in which the painting was found actually
includes inadequate preservation conditions and major and sudden oscillations of
microclimatic parameters inside Lubarda’s house. Establishment of the technological
characteristics of the painting had allowed the conservator to apply adequate
techniques and compatible materials without risks for any layer of the painting.

Also, prevention of devastation must be a categorical imperative, especially for those
paintings that have undergone complex conservation treatment. Such an approach
will allow conditions in the renovated Lubarda’s house that will be adjusted to

the painting “Prisoner”. They will be specified depending on the technological
characteristics of the painting and its sensitivity to ambient factors. This approach is
the sole guarantee of the painting’s duration in the future.

The author thanks Vojka Scekic, associate chemist at the Faculty of Chemistry in
Belgrade, and Jelena Djurdjevic, physico-chemist, associate of the Central Institute
for Conservation, for their physico-chemical analysis, consultations concerning test
results and application of those results on the individual case; Ksenija Samardzija,
curator of the Belgrade Heritage House, for her assistance in the research of archive
material relating to the painting “Prisoner”; Milica Konstantinovic, graduate
conservator-restorer, associate of the Central Institute for Conservation, for her
successfully performed conservation-restoration treatment that required many
months of all-day-long work to save this heavily damaged painting.
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NOBEIGUMS

PATEICIBAS

Loti smagi bojatas gleznas ari konservatoriem rada daudzus sarezgijumus, un

katrs pienemtais léemums ir rupigi jaizvérté. Pat gadijumos, kad ir paredzama plasa
iejauksanas visos gleznas uzbaves slanos, to iespéjams istenot, izmantojot minimali
nepiecie$amo jaunu materialu klatbatni. Tie ir materiali, kurus, pieméram, izmanto
gleznas nestabilo dalu nostiprinasanai vai slikta stavokli esosa sakotnéja materiala
konsolidésanai. Sida pieeja ari nozimé to, ka ir javeic zinatniska izpéte kaut vai
tikai tapéc, lai neraditu jaunus bojajumus jau cietusajam gleznas dalam. Saja raksta
tika izklastiti visu smagi bojato gleznas slanu fizikalkimisko analizu rezultati

Petara Lubardas darbam “Ieslodzitais”. Analizés tika konstatéts, ka visi gleznas

slani ir savstarpéji saderigi un to neatbilstiba nav bijis bojajumu célonis. Tas bija
nozimigs atklajums, jo makslinieks médza eksperimentét ari ar ripnieciskiem
materialiem [11]. Galvenais iemesls gleznas sliktajam stavoklim, kada ta tika atrasta,
bija nepieméroti glabasanas apstakli, ka ari ievérojama un strauja mikroklimatisko
apstaklu maina Lubardas nama. Gleznas tehnologisko ipasibu noteiksana lava
konservatoram piemérot adekvatas metodes un saderigus materialus, neapdraudot
nevienu gleznas slani.

Absoliti nepiecie$ama ir arl preventiva konservacija, kas ir batiska, lai novérstu
talaku bojasanas procesu. Ipasi svariga ta ir gleznam, kuram ir veikta sarezgita
konservacija. Sada attieksme atjaunotaja Lubardas nama laus nodrosinat apstaklus,
kas bus Ipasi pielagoti gleznai “Ieslodzitais™ Tie tiks precizéti atkariba no gleznas
tehnologiskajam ipasibam un tas jutiguma pret apkartéjas vides faktoriem.

Si pieeja ir vienigais veids, ka nodrosinat gleznas turpmako pastavésanu.

Autore pateicas Belgradas Kimijas fakultates asociétajai kimikei Vojkai S¢eki¢ai un
Centralas konservacijas institata asociétajai fizikalkimikei Jelenai Djurdjevicai par
veiktajam fizikalkimiskajam analizém, konsultacijam saistiba ar testu rezultatiem

un to piemeérosanu katra gadijuma atseviski; Belgradas Mantojuma nama kuratorei
Ksenijai Samardzijai par palidzibu arhivu materialu pétijumos saistiba ar gleznu
“Ieslodzitais”; Centrala konservacijas institata asociétajai konservatorei-restauratorei
Milicai Konstantinovicai par vinas labi paveikto konservaciju-restauraciju, kas prasija
daudzus ménesus ilga darba, lai glabtu $o smagi bojato gleznu.
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