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RESTORER:  H. Dowding
THIS REPORT IS AN UPDATE OF REPORT MADE 5.3.96 BY R. HOWELLS

LOCATION/OWNER:  National Trust, Dynevor Castle
MUSEUM NO:  TH/P/38L
TITLE/ARTIST:  View of Newton House/Unknown artist 
DIMENSIONS: 838mm (h) x 1526mm (w) x c.22mm (d)
FRAME DIMENSIONS:  996 x 1693mm (unframed for examination)
INSCRIPTIONS:  Self adhesive paper label on back of frame, handwritten ‘TH/P/38L’
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FRAME:  Black painted wood frame, probably nineteenth century
FITTINGS: Brass mirror plates
GLAZED:  4.4mm laminated low reflective glass
BACKBOARD:  Melinex backings with brown gummed paper tape dust seal.
CONDITION:  Fair condition, fairly rigid with a few small scrapes and dents to the black paint coating.
SUPPORT:

CANVAS: The tacking margins had been cut off, but fragments that remained indicated that the canvas was probably linen.  From looking at these and the x-radiograph, the weave of the original canvas appeared to be plain medium/coarse weave.  Examination of the cusping in the x-radiograph along the top edge indicates this to be the original edge.  Although less clearly visible, it is thought that the lower edge is likely to be original.  The cusping is less pronounced on the left and right hand sides, which may indicate the canvas has been reduced in size on both the sides. 

X-radiograph. 
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      Indicates positions of tacks in the original canvas as indicated from the cusping.
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The x-radiograph shows up paint losses in the original paint and ground as dark patches and these can be seen to be extensive.  Otherwise, any further detail in the x-radiograph is masked by the strong absorption of the ground with the broad pattern of arc-shaped scrapes relating to the application of the ground.  See PRIMING below.

STRETCHER: 


Expandable seven membered softwood stretcher, probably nineteenth century, not original, and most likely attached to the painting when the lining treatment was carried out.
WEDGES:  All present and secured with fishing wire and screws.
LINED:  Probably glue-lined (not wax as suggested in 1996 – examination unframed revealed remnants of glue around original canvas threads).
ATTACHMENT TO STRETCHER:  Iron/steel tacks on sides, supplemented by staples in the top left (from back) corner.  The lining canvas was adhered to the stretcher on the back, but this has come undone at the top left (from back), and there is a blister under the tacking margin on the back, top right (from back).
SLACK:  Tension is good
HOLES:  None apparent.
TEARS:  All four corners are slightly torn along the turnover edge.  Reinforcement of the canvas is necessary.
DENTS/BULGES:  None apparent.
WOODWORM:  None apparent.
CONDITION:  Blob of white paint on the back of the canvas, just below the central stretcher bar.  Several gouge marks on stretcher.  Scratch on back of canvas, top right (from back).
PRIMING
A layer of grey priming appears to lie directly on the sized canvas.  This appeared to consist of two layers, a lower white layer and a second grey layer containing white and black pigments, though the ground was so soft and crumbly it was not possible to take a good cross section of all the layers to confirm this. In the cross section photographs included in the report by Libby Sheldon, the top layer of ground with fine black pigments in it can be seen, but the lower layer is missing.  This type of ground seems quite common for the time, Kate Stonor has noted this in the seventeenth century works at the Courtauld Gallery, London and Tate Gallery, London, see Appendix 1.   The arc shaped streaks visible in the x-radiograph appear to relate to the application of the first priming layer with a palette knife.  She found that the first layer would consist mainly of a chalk rich oil layer, then, a thinner grey priming composed of lead white and charcoal black, in the case of TH/P/38L, Libby thought the black to be lamp black.  The thin lead white rich second layer would get caught in the grooves left by the palette knife in the lower layer giving rise to the x-ray dense lines.  The pigments in the first layer of ground on this painting have not been confirmed by analysis.
PAINT FILM:  Probably oil (not tested). 
The paint film appears to have been applied in one or two thin layers.  The sky and landscape including the trees appear to have been applied directly over the ground with highlights of the trees applied on top.  The trees appear formulaic; the highlights of the distant trees have probably been applied with a specially made arc shaped brush.  Examination by x-radiography, infra red and visual examination under the microscope showed no major changes.  The original sky appeared to be a mixture of lead white and smalt, though now so abraded and completely overpainted that little original can be seen.  Sites of original paint in the sky suitable for taking cross-sections were so small they had to be found under the microscope.  The x-radiograph of this painting shows the sky to be more x-ray opaque than the landscape and castle which is as one would expect as it contains a lot of lead white.  The mid green landscape, and the formal gardens, were a mixture of blue verditer, smalt, yellow orpiment, earth colours, possibly including an orangey earth pigment and lead white.  It appeared brown in certain areas because of a brown glaze that may be discoloured copper resinate.  Copper resinate appears bright turquoise green when first applied, but discolours over time to become brown.  This glaze had been abraded off the tops of the canvas weave.  Nearer to the sky, where the landscape is pale greeny grey, smalt particles are also included in the paint film.

 The trees were generally either blue verditer, orpiment, red and white with a copper resinate glaze, now discoloured, or those that appear completely brown had less of the blue verditer layer, more brown pigment that may be earth pigment, again, with a discoloured copper resinate glaze or may be just copper resinate alone.  The brown pigments were not tested.  Highlights of the trees appeared to contain more white, blue verditer, black, red earth and orpiment and had less copper resinate glaze.  The blue trees to the left of the huts/haystacks might once have had a yellow/copper resinate glaze over, which has faded/or been removed.

PIGMENT ANALYSIS

Some pigment analysis was carried out on the greens in the landscape in order to try and date the painting.  It was also carried out in the red figure in the foreground to see if it was possible to date changes made to the figure, and to see if the figure may have been added later.
Paint samples were taken from the red man and the mid green on the distant landscape on the LHS and examined in cross section (see Libby Sheldon’s report)

Site of samples taken for cross section analysis (see Libby Sheldon’s report)








Sample 7.

Sample 6.
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Loss from which sample 6 was taken: 

7.5 x magnification                43.75 x magnification


Sample 6.  Pigments found in technical analysis were blue verditer, an early form of Prussian blue and 
orpiment

Edge of crack from which sample 7 was taken:
7.5 x magnification             43.75 x magnification


    Red overpaint under varnish

    Green overpaint under red    

     overpaint

     Line of red original under                                   

     green overpaint

Most of the pigments found were common in the seventeenth and eighteenth century, white lead, carbon black, blue verditer (artificial copper carbonate), smalt (a synthetic blue cobalt glass) and orpiment (poisonous arsenic sulphide mineral).  However, the method of use of orpiment was interesting as it was scattered all over the painting, as well as being mixed with blue verditer to make a mixed green.  Under the microscope it appears as a shiny yellow, and there has been a suggestion that it was applied to give the painting a shimmering surface.  It was also interesting that it was found mixed with lead white in the landscape.  There were numerous warnings in artist’s treatises of the time, against the use of orpiment mixed with lead white because of the possible darkening of the white due to the chemical reaction between sulphur in the orpiment and lead in lead white.  However, Libby Sheldon, London, who undertook the pigment analysis, has said that she has seen it used with lead white on other occasions on 17thC and 18thC paintings and scattered over the paint film in the same way as on this painting, and even on a Rubens. With no comparison it is perhaps hard to tell, but the lead white did not appear to have been affected by darkening on this painting.

The blue of the sky was composed of the pigment smalt, common in use throughout the 17th century and decreasingly in the 18th century when it was gradually replaced with Prussian blue.  Smalt tends to lose colour over time.  There was some blue hue in the smalt particles found on this painting, but they may once have been more heavily saturated and fading of the smalt may explain the wholesale extent of the repainting found in the skies on all four paintings.
The most interesting finding was in sample 6. from the background landscape in the mid greenish blue of the hills.  In this sample, see Libby Sheldon’s report, she found the grey upper layer of ground, with the verditer and yellow above and a second layer of mixed green in which Prussian blue was found.  The earliest use of Prussian blue was 1710, and this evidence suggests the earliest date that the paintings could have been executed was 1710.  Its use as a top layer over the verditer may suggest that it was newly available to the artist and was used as a special pigment over the older blue verditer.
The red coat of the gentleman showed a complex layer structure, see Libby Sheldon’s report.  The gentleman appeared to have been painted over the path.  However, a darkish line between the path and the red of his costume may indicate a short gap of time between the path being painted and the figure being painted, Libby suggested this maybe only a couple of months.  A substantial layer of vermillion was used to paint the original red of the coat.  This was overlaid with a dark substance of greenish appearance with black and occasional white particles, which would have obscured the original red coat.  The thin top layer of red overpaint that we can see as the figure’s coat today was also painted in vermillion.  Further pigment analysis of the intervening greenish layer was carried out by Libby Sheldon using EDX (Energy Dispersive X-ray) to see if the overpaint could be dated.  She looked at two green particles that were thought may have been chrome green that would have dated the overpaint to the 19th century.  However the results of both scans and spot tests showed only the presence of Prussian blue, and so could not help in dating the overpaint.
COSTUME ANALYSIS

Photographic details of the red costume of the gentleman, and of the female figures in TH/P/37L were sent to the Fashion Museum, Bath, see Appendix 2.  The reply from Elaine Uttley, Collections Assistant, gave an estimate for the gentleman of 1690 – 1730.  The ladies in TH/P/37L were given an estimate of 1690 – 1710.  These dates just correlate with the findings from pigment analysis of an earliest date of 1710 as indicated by the inclusion of Prussian blue in the paint film. 
CRACK TYPES:  All over age craquelure – stable.
FLAKING:  None apparent.
LOSSES:  Tiny loss in fractured retouching, 120mm in from right, 436mm down from top.  Lots of tiny old losses in various places, particularly those with more pronounced craquelure.  There is some frame abrasion at the lower edge, particularly the lower right corner.  Numerous older, unfilled but overpainted losses lie under the varnish visible in the x-radiograph above as black areas.  The losses are often vertical linear losses that may indicate that the painting was rolled up from the sides at one stage.
OVERPAINT:  There is a very large amount of old loss, which has been overpainted.  The majority of this has not been filled, but has been overpainted, and the overpaint extends over the surrounding areas.  This makes it very difficult to assess where original paint can be seen, even if it is known to be present.  Some of the old losses have, however, been filled before retouching, but not textured to match the original surface. The original paint does not reach the cut edges of the original canvas: an uneven line can be seen under overpaint, in from the edges.

The figure of the gentleman in the red coat appears to have been completely painted out at some stage and then painted back in.  It was not clear why this figure should have been painted out, but the landscape surrounding the figure was very worn and abraded, perhaps the original red figure could have become abraded too.  Under the microscope, under the current red figure, green paint containing large irregular particles of black, white and yellow to match the colour of the landscape, but using different pigments, could be seen.  The green layer was abraded too, and through the abraded areas and along cracks, the red original paint could be seen (see photomicrographs above showing site from which sample 7. was taken).  The overpainted buttons of the man’s red coat contain a shiny yellow that may also be orpiment, a pigment also found in the original parts of the painting.  In his shoe, at the ankle, there are traces of a shiny yellow strap and decoration.  
The salmon pink overpaint of the man’s face has no discernable particles under the microscope at 43.75x magnification, and goes over cracks.  However, in breaks in this layer, a lighter paint broken with cracks can be seen.  This layer is white with small red particles, and was thought to be the original, indicating that the gentleman was part of the original painting.  Through breaks in the hair, the pale blue verditer layer of the landscape can be seen showing that the figure was painted over the landscape.  To the left of the man, large particles of smalt can be seen in the landscape.

The sky has been almost completely overpainted: the brushstrokes even overlap onto the lining canvas at the edges.  This makes it difficult to assess the condition of the original sky, other than to assume that it is much abraded, and possibly faded.  This seems to be the case from small sections visible through thinner overpaint near the tree-tops.  There are also sections of green in the foreground that have wholesale overpaint, similar in texture to that in the sky.  UV examination showed that such sections are under the varnish.
Detail of overpainting in the sky, top RHS

showing the opaque streaks of overpaint, covering a reddish and blue overpaint with spots of canvas weave showing through

The cut edge of the original canvas can also be seen, and the lining canvas.

Photograph in ultra violet light
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An overall pea green fluorescence indicated a natural resin varnish.  Obvious crude overpaint covering abrasion in the original but lying under the varnish did not show up in ultra violet light.  However, overpaint over this varnish appeared as dark patches.  This includes brushstrokes around the edges of the trees, presumably to reinforce the leaves. Most of the sky fluoresced differently, a dull, purplish colour, from the dark fluorescence of the overpaint.  The white in the sky near the tree-tops, and the white areas in the house, all fluoresce very brightly in UV.
There is a patch between the two blocks of outbuildings that looks like an unvarnished area in UV, or overpaint lying under the natural resin varnish, but in normal light seems to look no different from the surface around it.

EXAMINATION IN INFRA RED LIGHT

Unfortunately, the infra red examination did not reveal any under drawings or alterations to the current image.  However, it showed up some of the retouching on top of the natural resin varnish differently to that of the ultraviolet light examination, and also showed some of the perspective details of the landscape more clearly that in the actual painting.
BLOOMED OR BLANCHED:  See VARNISH.
CONDITION:  Stable.  There are hairs/bristles in the paint or varnish.  A thread under the paint in the house might be a canvas thread.
VARNISH:  Fluoresces greenish in UV indicating natural resin varnish, and there also appears to be a synthetic varnish on top of this.
DISCOLOURED:  Not noticeably
DISFIGURING:  See PATCHY
PATCHY:  Variations in surface texture scatter the light making surface appear patchy with an uneven gloss, this and reflections from the shiny varnish makes the image hard to read.
MOULD:  None apparent.
BLOOMED OR BLANCHED:  None apparent.
SURFACE DIRT: Some dusty surface dirt, soluble in saliva.
Rachel Howells

Painting Conservator

28.05.08
TH/P/38L.  View of Newton House, unknown artist.
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