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Conservation Examination Report

Title: Nude in the Grass

Artist: Tito Canepa

Medium: oil on canvas

Date: 1939

Accession Number: 2018.7.1

Dimensions: 34 x 24 4 x 7% in. (Hx W x D)

Distinguishing Marks: “CANEPA ‘39” signed in red paint in bottom right corner

Examiner: Josephine Ren
Exam Date: June 7, 2022
Overall Condition: Fair

General Description:

The painting is a full-length portrait of a topless woman seated in front-facing view in an outdoor
setting. The artwork is an example of modern American figure-painting. The figure is sitting in a
grassy area with locked hands resting on top of her head and an elbow resting on one propped-up
leg. There are rocks and a cloud-filled sky in the background. The medium is oil paint on canvas.
The artist’s signature and date are in the bottom right corner. The artwork came housed in a
modern wooden frame with painted design and gilded borders.

Condition Summary:

Overall, the painting is in fair condition. The canvas is stably secured to the stretcher. There are
minor draws in all corners of the canvas and some planar deformation. A small canvas patch is

adhered to the reverse as a mend for a small tear in the canvas. The ground and paint layers are

intact and stable. The image is dulled and discolored due to a noticeable layer of surface grime.
There may be retouching or overpaint around the tear.

Auxiliary Support:

Construction:

The painting is on a commercially primed canvas tacked to edges and back of a four-member
wooden stretcher. The stretcher has mitered corners, mortise and tenon joins, and originally had
eight expansion keys. Half of the keys are of a different wood to the other half. There are no
crossbars.
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Condition:

The stretcher is stable and adequately supports the canvas but is not completely square. There is
a layer of surface dirt and dust along the bottom member and between the stretcher and canvas.
Two out of the eight keys are missing: one in the upper left corner and one in the lower right
corner. The upper right and both lower corner joins have expanded. There are scratches and
abrasions throughout the overall wood surface. No backing board is present.

Support:

Construction:

The canvas is a medium-weight, 2-to-1 plain weave cotton canvas with a vertical, double-
threaded warp and horizontal, single-threaded weft as indicated by selvedge at the left edge. The
original color appears to be cream or beige. Tacking margins are present and secured along all
edges of the stretcher using staples and blue-painted tacks. Several pinholes are present in all
corner areas of the canvas and are punctured via the face of the artwork.

Condition:

The canvas is slack overall and is stably secured to the stretcher. The canvas fibers are rougher
and slightly brittle due to age, yet there is moderate elasticity and drape in the overall fabric.
There are draws in all four corners, most noticeably in both upper corners and in the bottom right
corner. Minor undulations are present in the upper left corner due to slight cusping in the tacking
margin. There is slight buckling by the lower edge. A small hole is in the upper right corner edge
due to breakage caused by the stretcher corner. There is also surface breakage in the canvas
fibers in the upper left corner. A visible ¥s inch-long vertical tear is in the upper center of the
canvas. There is slight fraying along the right canvas edge.

The reverse of the canvas is dirty and dusty. An irregularly-cut, circular canvas patch measuring
at 1 %2 x 1 % inches is adhered to the reverse in the upper center, mending the aforementioned
tear. The patch appears to be cut out of a sized, medium-weight canvas. The weave of the patch
is finer than that of the support. The adhesive under the patch is unconfined and applied atop the
patch, and has darkened or discolored.

Ground Layer:

Construction:

The ground is thinly and uniformly applied and appears to be an oil-based medium of a grayish-
white color. The layer extends past the edges of the tacking margins and cut canvas edges yet
stops before the selvedge, indicating that the ground was commercially prepared.

Condition:
The ground is stable with minor losses around the pinholes and tear in the center of the canvas.
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Composition Planning:

Construction:

A transfer outline of the seated figure is visible from the reverse of the canvas, indicating the
possible presence of an underdrawing or tracing used to render the image. Graphite or charcoal
underdrawing is visible with the naked eye in some areas of the figure’s outline. Pinholes present
in the canvas corners may indicate that the canvas was pinned up prior to stretching, and that a
cartoon or transfer drawing was used to construct the image.

Paint Layer:

Construction:

The paint layer is lean vehicular and applied in thin passages. The brushwork is a combination of
wet into wet applications blended onto the canvas and wet onto dry applications. The image is
built up with scumbling, numerous brushstrokes in varying sizes, and bold outlines. The paint is
matte and some layers appear to be underbound. There are some areas of moderate impasto,
primarily in the highlights. The ground and canvas weave are visible through the paint layers in
many large areas. The color palette consists of cool, pastel tones in pink, blue, purple, green, and
gray. None of the paint extends past the edges onto the tacking margins.

Condition:

Overall, the paint layer is in fair and stable condition, with no visible signs of active flaking or
interlayer cleavage. Viewing the artwork in raking light reveals a traction crack pattern and
stretcher bar cracks throughout. There are minor losses in the paint layer around the pinholes and
tear. The paint around the tear appears to be partially cleaned. Some linear black deposits offset
from the frame are present along the left upper and top right corner edges. A few small spots of
black accretions with gold metallic paint drips on top are along the edges, noticeably along the
top left edge. A few fly specks are in the lower half of the artwork. There is an overall layer of
surface grime that is disfiguring to the image.

Varnish/Surface Coating:
Construction:
No varnish layer or surface coating is present.

Frame:

Construction:

The wooden frame is modern, with a flat profile with raised inner and outer edges and a linen
fabric liner. The frame bars have a painted abstract design with dark blue and turquoise scrolling
motifs against a pastel pink background. No surface coating is present. The raised borders appear
to be gilded and painted in a metallic gold color. According to a conversation with the artist’s
son, Eric Canepa, the frame may have been designed and painted by the artist.!
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Condition:
Overall the frame is in fair and stable condition. There are many abrasions, scratches, and losses
throughout the painted surfaces.

Previous Treatment:

There are no transferred records or images regarding previous treatment, but the painting appears
to have received remedial treatment to key out the painting, patch the small tear and clean the
immediate area. There are impressions from previous tacks and tack holes in the margins,
indicating that the painting may have been previously restretched or reconfigured on its stretcher.
A couple drips of gold metallic paint located on the edges of the painting indicate that the frame
may have been restored at one point.

Recommendations:

1. All surfaces of the recto and verso will be dry-cleaned to remove surface dirt.

2. Following solubility tests, the grime will be reduced using an aqueous cleaning system.

3. The canvas patch will be removed, the tear will be mended and inpainted, and the canvas
will be reinforced with a thinner and smaller patch.

4. The painting will be locally humidified to reduce areas of planar distortions and corner
draws.

5. The top right corner of the canvas will be partially released from the stretcher to allow
access to the hole in the canvas corner. The hole will be mended and possibly filled and
inpainted as necessary.

6. A padded backing board will be installed to mitigate further mechanical stresses to the
unlined canvas and protect the ground and paint layers.

7. The frame will be surface cleaned, minor losses retouched, the rabbet felted, and new
mounting and hanging hardware installed.

Photography:

Overall images were captured using a modified Nikon D810 camera fitted with a Jenoptik
CoastalOpt UV-VIS-IR 60mm Apo Macro lens. Light sources and lens filters are listed below.
All NEF, DNG, and TIF files were processed using Adobe Bridge CC and Adobe Photoshop CC
software. Images of the painting before treatment were captured in normal illumination, raking
illumination, UV A-induced visible fluorescence, reflected near infrared, and reflected UVA.
Raking illumination demonstrated a traction crackle pattern throughout the overall paint layer, as
well as areas of undulations and planar distortion in the canvas. Reflected near infrared imaging
revealed clear outlining of the figure as a preparatory underdrawing for the composition. Images
of the front of the painting during treatment were captured in normal illumination to show the
progress and result of cleaning.
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Overall Images Light Source Filter(s)
Visible light (normal) Lowel Tota light x2 X-nite CC1
Visible light (raking) Lowel Tota light X-nite CC1

UV A-induced visible TripleBright II model LX370 [X-nite CC1 + PECA 918 + Kodak 2E
fluorescence X2

Reflected IR Lowel Tota light x2 PECA 910
Reflected UVA TripleBright II model LX370 | X-nite CC1 + B+W 403
x2

! Video correspondence with Eric Canepa on July 11, 2022.
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Before treatment, front, normal light. BT, front, raking light.

BT, front, UVA-induced visible fluorescence. BT, front, reflected infrared.
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BT, front, reflected UVA. BT, back, normal light.

BT, back, UVA-induced visible fluorescence.
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Conservation Treatment Report

Title: Nude in the Grass

Artist: Tito Canepa

Medium: oil on canvas

Date: 1939

Accession Number: 2018.7.1

Dimensions: 34 x 24 4 x 7% in. (Hx W x D)

Distinguishing Marks: “CANEPA ‘39” signed in red paint in bottom right corner

Conservator: Josephine Ren
Report Date: June 7 - August 26, 2022
Treatment Status: Incomplete

Proposed Treatment:
1. Complete written and photographic documentation before, during, and after treatment.

Dry surface-clean overall face and reverse of the painting.

Perform aqueous solubility testing.

Remove grime and surface dirt using an aqueous cleaning system.

Remove canvas patch from reverse of the canvas mechanically or with the use of aqueous

methods or solvents as appropriate.

6. Locally humidify and flatten artwork in order to reduce planar deformations and corner
draws.

7. Mend tear in the canvas and apply a new thinner, smaller patch to the reverse.

8. Release top right corner of painting from stretcher to facilitate mending of hole in the
canvas corner.

9. Re-secure painting to stretcher using staples.

10. Inpaint losses around the tear and hole using appropriate conservation-grade materials.

11. Dry-surface clean frame.

12. Inpaint losses in painted surface of frame.

13. Attach felt lining along the rabbet.

14. Install new mounting and hanging hardware.

15. Install artwork in frame.

16. Secure a padded backing board to mitigate further mechanical stress to the unlined
canvas and protect the ground and paint layers.
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Treatment Performed:

1.

2.

Performed written and photographic documentation before and during treatment (Figures
1-3).

Dry surface-cleaned face and reverse of the painting using a soft hake brush, shaped
blotter to reach between the stretcher and canvas, a HEPA-filtered vacuum, and
polyurethane sponges.

Conducted aqueous solubility testing using the Modular Cleaning Program testing kit and
available stock solutions.

Reduced surface dirt and grime using rolled cotton swabs and aqueous solutions derived
from the MCP. Less than 1% trisodium citrate in deionized water adjusted to a pH of 7.0
(1 part citrate to 1 part pH buffer to 3 parts water) was used to clean most of the painting,
including the sky and the figure’s garment. Some areas with no paint sensitivity, such as
grass and foliage and white highlights, were cleaned with 1% trisodium citrate in
deionized water adjusted to a pH of 6.5. Surfonic JL-80X in deionized water adjusted to a
pH of 6.5 (1 part surfactant to 1 part pH buffer to 3 parts water) was used to clean flesh-
tone areas of the figure that contained red-brown pigment. Small amounts of the

<1% trisodium citrate in pH 7.0 adjusted water solution were also added to the Surfonic
JL-80X solution in an approximate ratio of 1 mL to 15 mL. All solutions were cleared
with deionized water.

Notes on Cleaning Tests:

Deionized water: somewhat works, does not work well overall
Saliva: Works somewhat well, requires extended time and mechanical action, might not
be the best solution
Water adjusted to pH 7.0, 6.5, and 5.5: surface tension appears similar across all waters,
not much spreading over surface
Surfonic JL-80X in pH 7.0 water: removes decent amount of grime
Trisodium citrate solutions:
o InpH 7.0 water: cleans well, removes alot of grime
o InpH 6.5 water: cleans well
o InpH 5.5 water: cleans very well, seems to clean with less time and mechanical
action
EDTA in pH 6.5 water: works well and similarly to citrate solution
1:1 Surfonic JL-80X and sodium citrate in pH 6.5 solution: works well and to a similar
level as the citrate only solution
Paint sensitivity was found in the following colors:
o Light pastel blue found primarily in the background
o Some areas of dark blue found in the garment and in parts of the background
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o Dark red-brown used in large parts of the figure’s flesh tones and shadows
1% sodium citrate in pH 6.5 water swabbed over Japanese tissue and Evolon CR to
reduce mechanical action: seems to help a little bit but overall not very effective, pigment
is still sensitive and comes off during clearance with DI water, also obscures what is
being done to the paint surface which is not ideal
1% and less than 1% sodium citrate in pH 7.0 solution tested, cleaning is still adequate
and alot of grime is removed
Silicone solvents:
o Area first swabbed with cyclomethicone D4
o Clean area with 1:1 mixture of 1% sodium citrate in pH 6.5 water solution and
cyclomethicone D4 (shaken to create a more homogenous mixture right before
use)
o Clearance with DI water
o Seems to help a little bit, but overall not very effective. Pigments are still sensitive
Retest citrate and more surfactants in red-brown flesh tone areas of figure under
microscope:
o Maypon 4C: not effective
o Ecosurf EH6: somewhat effective, works similarly to but not as well as Surfonic
JL-80X
Sodium lauryl sulfate: not very effective
Sodium deoxycholate: not very effective
1% sodium citrate in pH 7.0 water: cleans grime more quickly yet appears to be
taking some color off, swab appears gray-black with some yellow-tan color
o Surfonic JL-80X in pH 6.5 water: cleans more slowly than citrate solution yet
still takes off alot of grime and does so without taking off any yellow-tan color,
swab only appears gray

Cleaning Tests Conclusion:

<1% trisodium citrate in pH 7.0 deionized water and clearance with DI water used to
clean majority of painting, including background and garment
1% trisodium citrate in pH 6.5 deionized water and clearance with DI water used to clean
some areas with no paint sensitivity
Surfonic JL-80X in pH 6.5 deionized water and clearance with DI water* used to clean
flesh tones and shadows in the figure, including the face and hair
o Some highlight areas with no red-brown pigment, particularly in the limbs and
chest area, were cleaned with <1% trisodium citrate in pH 7.0 water
o *A tiny amount of <1% trisodium citrate in pH 7.0 water solution was added each
time to mixed up volumes of the Surfonix JL-80X solution to increase efficacy of
cleaning. Approximate amount would be about a few milliliters of citrate solution
to 30 mL of Surfonic solution.
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Figure 1. Nude in the Grass, Before Treatment.
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Figure 2. During Cleaning.
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Figure 3. After Cleaning.
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