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Before undertaking any restorative intervention should be performed a number of previous
studies that help the restorer to know in depth the painting technique used by the artist,
and the condition in which it is. Through this previous studies that it is necessary in all
cases, the information obtained by the restorer ensures a correct degradation diagnosis of
the work and therefore to be able to apply a successful restoration treatment. However, to
keep the objects save from the material point of view there are only two ways: preventing
deterioration “preventive conservation” and repairing the damages “conservation-restoration
or intervention”. Both points are complemented, but restoration usually occurs as a result
of the absence of adequate preventive actions. It also has to appeal to intervention when the
aging of the material itself happens, even under the most favorable environment. Every day
attends to prevent more because the costs of the restoration are higher, but nevertheless
there are many works in awful condition that do not allow more than intervening, since no
matter is eternal.

When it needs to intervene an object is necessary to distinguish two completely different
questions: the repair-restoration and conservation-restoration. In both cases there is a
direct intervention in the matter (restoration), but while the repair is directed toward
the usefulness of an object and its functionality, the conservation respects the material
historicity to enable the transmission of the artwork to the future with its symbolism and

cultural background, even at the expense of the functionality.

Fortunately, when these objects are intervened by qualified professionals who carry out
rigorous scientific studies, they also follow conservation criteria and guidelines to be
able to restore responsibly. But in a confused and uninformed society about this kind of
knowledge, there are some unscrupulous persons who should be stopped their activity for
the benefit of cultural heritage. It is therefore absolutely essential that the government helps
to provide the necessary rigor of training and education in the field of conservation and
restoration and keep working to professionalize this activity.

Since a time we have been distinguishing two concepts as “old” and “antique” with very
different connotations. An old table in a house, in case of breaking a leg could be repaired,
restored to thereby be able to continue using it; we could replace the broken leg by a
new one. An antique table however, belonging to a museum or collection, keeps all its
original elements even it is no more functional. The functionality is not as important
as maintaining its historical character and all of its original materials. Nevertheless the
concept of functionality in the artwork may vary with the works we should restore, such as
the cases of video art, kinetic art, monochrome paintings, ephemeral art... The functionality
of the artwork will be subjected exclusively by the symbolism and artist’s intention, two

concepts that the restoration has to preserve and respect.

The restoration understood from the postulates of the theory of Cesare Brandi, is any
intervention designed to restore the efficiency of a product. It could be concluded that any
intervention gives the right to excess in restorations if its condition is recovered. However,
it is not the restoration that conditions the artwork but rather its artistic character. Art as a
human production requires a restoration that follows the rules that has been promulgated
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by the artwork. With this view comes the recognition given by the restoration to the artwork
and names the “restoration as the methodological moment of the recognition of a work of
art in its physical form and in its dual aesthetic-historical polarity in view of its transmission
to the future”.'

Thanks to the action of intervening on a work of art and transform the reality in which it
is immersed, comes the affirmation of Umberto Baldini: “can not be a conservator if the
objects to preserve do not know” >. Under this observation, Tripodi adds that can not restore
if the values of the artwork are not respected. The importance of both Baldini and Tripodi
comments reside in the need of recognize the work in its totality and in its dual polarity,
because the artistic postulates between contemporary art and ancient art differ considerably.

The works of modern and contemporary art have the particular characteristic of containing
infinity of meanings by using the same material. The artists know about the interpretation
and symbolism emanating from the creation of their objects, and require curators and
restorers full knowledge about their productions. This means that a contemporary art
restorer should know to discern a work surface like monochrome, figurative, conceptual...
order to properly develop his role. The rigorousness of his knowledge determines the
success of the restoration and therefore the respect for the artwork and as Cesare Chirici
adds “an intervention that does not recognize the artistic values of the artwork should not
be considered restoration”™.

The conservator knows when facing modern objects how important is to maintain the idea
about the material. The importance is reflected by the sensitivity to damages, since any
change of the surface can provoke a profound alteration. Thus, the conservator can discern
between works susceptible to any change or transformation, along with others which
deterioration endorse the meaning. This is the case of the artist Antoni Tapies, whose
production is characterized by high texturing and diving in the ideas of the fragility of the
matter and life as spiritual transformation. Irene Civil adds about accepting the damages
of his artworks telling that the degradation “can be considered as a natural extension of the
idea of the artist, a natural progression of the organic image”*. In addition, Tapies accepts
the aging and corroborates saying that “the time perfects the art”’.

The time factor in the artwork of Ho Te-lai does not play a determining role but shows a
light patina flourishing in some cases. Ho Te-lai is an artist with strong history and great
artistic production, an artist who was concerned about the human being and the catastrophe
lived in the World War II. Proof of this is the important collection of oil paintings in the
Taipei Fine Arts Museum and with a special mention the large format canvases that the

artist painted.

The conservation project of Ho Te-lai was carried out thanks to the collaboration between
the Taipei Fine Arts Museum and the Cheng Shiu Art Center. The project involved a group
of paintings with different damages. The deteriorations presented in the paintings were not
so relevant but nonetheless required intervention to prevent future damages. The paintings
had tears, mould, paint loss, cleavage, dirt and slack canvases among others. Therefore, and



due to the artworks were to be showed in a solo exhibition, it was decided to restore.

Next, we would like to present some examples of some artworks that were restored and the

processes that were carried out:
Ho Te-lai, Starry Night, ({1 » 57%)

The blue painting had mould in a wide area of the canvas. The mould was located in the
middle and lower zone and it covered large areas. In the lower right corner had a tear surely
caused by an impact and also had some paint losses. The mould was completely removed
by a disinfectant. The tear was repaired by performing a micro suture and small threads
were used to attach the tear and reinforce the support without the need to employ a patch.
All the paint losses were filled and retouched with watercolour.

The mould is clearly visible on the painted =~ The first image shows the tear. In the
surface. second image the tear has been restored by
a micro suture.

Ho Te-lai, The Over-Populated Earth, ({785 » A 2% AT HIER )

This Ho Te-lai artwork also had mould, but this time very focused on a single point. It
also contained paint cleavage and losses in different areas. The mould was removed by a
disinfectant and the cleavages were consolidated with the help of an organic adhesive. The

paint losses were filled and retouched with watercolour too.
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Detail of cleavage and paint loss. The image Details of filled areas and them retouched by watercolor.
shows the weights that were placed to be
consolidated the painting.

Ho Te-lai, The Post War, ({755 » 7%k )

This work did not show serious damages, but a few paint losses at the edges of the canvas
that were filled and retouched. However, this paint was studied more deeply due to its
particularity shown by X-rays. The X-rays showed how the artist used the canvas three
times. The first time he used it he painted horizontally a still life with different kind of
fruits. When he decided to reuse it again, it was been replaced to paint vertically a male
portrait. And later it was reused one more time to paint The final war. Probably the first two
times he used the canvas it would be before the World War 1II, as the artist was profoundly
shocked by this event. The decision to reuse the canvas again would be motivated by the
need to express his feelings.

Face and reverse of painting after been restored. The X-ray shows the different paint layers.



Ho Te-lai, The Death Indicates What Our Life Is (ff#53 -+ Af&JH—%E )

This large format canvas had different kind of deteriorations, which most important were a
tear and slack canvas. The painting was very dirty and also had many paint losses.

Once the tear was repaired it was the need to stretch the support and give back the tension
again to the canvas. To do this several metal keys ( RHEFHHEES ) were placed at the edges
of the stretcher to be able to open and stretch the canvas. There was no need to separate the
canvas from the stretcher. The dust was removed by a mechanical cleaning and the paint
losses were filled and retouched with watercolor.

Detail of the cleaning process. The painting had a large

amount of dust. Back of the artwork. At the edges of the stretcher

were placed metal keys to stretch the canvas.

Conclusions

The restoration of the artworks of Ho Te-lai from the collection of Taipei Fine Arts Museum
showed that they were in a good conservation condition. Besides preventive conservation
measures employed by the museum, the good general condition was due to the good
materials used by the artist, with special relevance of high quality stretchers. The quality
stretcher enabled to recover the tension placing metal keys. The placement of the metal keys
was very important because they helped to stretch the canvas without being dismantle it.

Finally, it should be added that the“preventive conservation”and the “conservation-restoration”
are very linked and both are strictly necessary for the maintenance and preservation of the
cultural and artistic heritage.

Reference:

1. Brandi, Cesare, Teoria del restauro, Giulio Einaudi editore, Torino, 1977, p.15.
2. Baldini, Umberto, Teoria del restauro e unitd di metodologia, Vol. I-II, Nardini editore, Firenze, 1981, p.9.
3. Chirici, Cesare, Critica e restauro dal second ottocento a nostril giorni, Carte Segrete, Roma, 1994, p.90.

4. Civil, Irene; Milchalsky, Stefan; Murria, Alison, Cracking the ‘matter paintings’ of Antoni Tapies: The role of artistic intent,
deterioration and underlying mechanical causes, AAVV, ICOM-CC 13TH Triennal Meeting, Rio de Janeiro, 2002, p.408.

5. Ibidem.

63



B& % The Virgins

SROMRIARR ¢ BACBGE R A

UV examination: darker colors show repeat
inpainting

TE VARG

bR T IR
Cleaning the paint layer
Top: Before Bottom: After

restoration (reverse)

AR fi

TEAR AT AL B M AN (P91 D

Aging canvas with uneven surface before

EAR R AT 2 BR[N] ANF

Extremely uneven canvas before restoration

fEfE % (HTH )

After restoration (reverse)

Pre-restoration condition

JRIER RV ~ IREETFSE ~ WhARTSH ~ BRI -
B AL

EEEA

Local flaking, dust, oil contamination, repeat inpainting, severe oxidation

Restoration Item

R Y | BB LR IGRE | e | e |
FLIECHE | FHEEPIHE | MRt |
SEAIER | PR E G | M | EaEA |
AT | S REE IR A | ERAHE |
XOtkaid | RIS | RLSMREGE T |

Support dampening & flattening | Varnish coating |

Surface consolidation | Edge lining | Substrate consolidation |

Adjust support frame | Surface cleaning | Loss filling/ hole mending |
Remove inadequate prior inpainting | Inpainting | Canvas restretching |
Canvas relining | Stretcher metal keys replacement |

Resetting (support frame replacement) | X-ray examination |

Ultraviolet (UV) examination | Infrared examination |



fffEzie | %2 ~ KB | 1920 | Ho Te-Lai | Oil on Wooden Board | 72.5x 60.5 cm

81



N i 2% BRI it 5k The Over-Populated Earth

TE AR AR R - I
mold

Pre-restoration examination

R

TEAR R4S L 5 o o e S i e R
Cupping and losses at top right of the paint layer before
restoration

RLA M bR I EE 2 H 5855 1h LB (R AH S - HERHE Ry
(£ YNGITE SERTE YRy Ep st eVt h S (N

Infrared examination reveals the top layer of the moon differs
from that of the rest of the painting--likely inpainting done
using a differing approach and medium from the original

AR R TR e SR DL S I i ] TR B JELAGH 4 5 (Rl e

paint losses cupping

Consolidate cupping paint  Fill losses with Estuco
with fish glue (before inpainting)

Pre-restoration condition

AR ~ RRR S OB TR

fEfEEH

Paint losses, cupping, mold stains, perimeter warping

Restoration Item

HER Y- | EELENTE | Sl E | 5E |
LI NS | FEEAHE | BRI Bt |
B | SRR ERME | it | EEAD |
AR | EREE RS | SRAE |

X ekl | SRRt | ALAk Rt |

Support dampening & flattening | Varnish coating | Surface consolidation |
Edge lining | Substrate consolidation | Adjust support frame |

Surface cleaning | Loss filling/ hole mending |

Remove inadequate prior inpainting | Inpainting | Canvas restretching |
Canvas relining | Stretcher metal keys replacement |

Resetting (support frame replacement) | X-ray examination |

Ultraviolet (UV) examination | Infrared examination |



Az | i

A

¥

A | 1950 | Ho Te-Lai | Oil on canvas | 145.5x 112 cm
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AN#&H—%E The Death Indicates What Our Life Is

TEAZHT A5 /56 IR IRER

Crease marks from the support frame on the right before restoration
TEALAITA D bt [ I R % AL

. paintlosses holes
Pre-restoration examination
AR/ R ORI A WA R ERR NIRRT B 1 B8 88+ (0T i A7 BRI S =G
Damage at 4 (Fliant) Bottom right of reverse side after BRI ARG SR - BRI AR
bottom left before Filling paint losses with ~ Testoration Ironing with a small heated taking iron
restoration Glue gesso to patch holes with linen and composite
(before inpainting) laminating resin in order to reinforce canvas

AR fi Pre-restoration condition
TR R ~ Wl ~ 2 BT Paint losses, holes, warping on top left
BEEH Restoration Item
EEINEESE | BILENE | SminE | B | Support dampening & flattening | Varnish coating | Surface consolidation |
FLEMINE | A | RS | Edge lining | Substrate consolidation | Adjustsupport frame |
iﬁﬁﬁ}{ﬂﬁ] | ?%I%Z:E?H@ﬁ@ | ﬁ@. | i%ﬁ%?ﬁ | Surface cleaning | Loss ﬁlling/ hole mending |

Remove inadequate prior inpainting | Inpainting | Canvas restretching |

2GR | BB R | EIRAE |
X ekl | SR aBl | KLAk Rt |

Canvas relining |  Stretcher metal keys replacement |
Resetting (support frame replacement) | X-ray examination |

Ultraviolet (UV) examination | Infrared examination |



AIFEAE | % >

A5 | 1957 | Ho Te-Lai | Oil on canvas | 181.5x 227 cm

85



SR Starry Night

% u ﬁ&iﬂ WHAEEEAKHGERZCT - [EERTEIE EA B
e o€ TR SR T EEIRY - WG A5 Mold on painting before restoration
EAR R D b el BT 7 AEATL

Pre-restoration examination S .
Seen on the reverse side is the artist’s

signature and translated Japanese writing,
“This work may be hung, as suited to the
venue, at the top, bottom, left or right.”

2 3 77 2 G s A L S B 8 $1 VIR L EGIRIA - DI Wl A A i AR (Rl )

Pressing and flattening damaged and I A B R AR AR 22 2 B S After filling in losses with glue gesso
cupping paint using indirect dampening L-shape tears formed after flattening the (before inpainting)

damaged parts are repaired with rabbit-skin
glue, pressed and flattened

AR Tl Pre-restoration condition

TR ~ B ~ BT Mold, hole, deformationwarping

EEEH Restoration Item

HmBEE | EUelE | EmnE | e | Support dampening & flattening | Varnish coating | Surface consolidation |
LM | S | Rk | Edge lining | Substrate consolidation | Adjust support frame |

BRSO | SRR | B | R | Surface cleaning | Loss filling/ hole mending |

Remove inadequate prior inpainting | Inpainting | Canvas restretching |

HAGIERS | S E R A | BEIRAHE |
X ekl | FEIreaas | KLIMR AR |

Canvas relining | Stretcher metal keys replacement |
Resetting (support frame replacement) | X-ray examination |

Ultraviolet (UV) examination | Infrared examination |



fAIFEA | % >

F| | 196176 | Ho Te-Lai | Oil on Panel | 194x130 cm
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g 2% A Dream of Distant Past

A AR o0 A v (UES i

inpainting scrape

Pre-restoration examination

RLAMERAGI ATV RS2 B H R B AR IR b S AR

Charcoal grid in base sketch not apparent to the naked eye is clearly
observed under infrared examination

RSN ¢ A L IHBUEDCRE - ORISR AT SREE SR ¢ EfEA LA

UV examination: the entire painting shows clear
fluorescence; no inpainting observed

R

Scrap marks at top left of painting before restoration

Pre-restoration condition

VZRRUGRA ~ U ~ BE ~ A ERE G

EfEH

Dry cracks, fractures, scrape marks, adhesion of paint layer

Restoration Item

HHE RS- | ELESTR | S | 852 |
FLIECHNE | FHEEIHE | MRt |
HEAEGE | SRR E A | A | S |
SR | HREE RS | BEIRAE |
XOCkaml | SR ERBRBL | ALAT R e |

Support dampening & flattening | Varnish coating | Surface consolidation |
Edge lining | Substrate consolidation | Adjust support frame |

Surface cleaning | Loss filling/ hole mending |

Remove inadequate prior inpainting | Inpainting | Canvas restretching |
Canvas relining | Stretcher metal keys replacement |

Resetting (support frame replacement) | X-ray examination |

Ultraviolet (UV) examination | Infrared examination |



fapfszle | %2 ~ #HAG | 1985 | Ho Te-Lai | Oil on Canvas | 130x162.5 cm
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