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Article 51 A (f) Fundamental Duties

It shall be the duty of every citizen of India. ..
to value and preserve the rich heritage of our composite culture.
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PREFACE

Preservation of cultural heritage is an effort that harmanicusly brings
togethar the various sciences, fechnelogy, humanities, fine arts, craftsman-
ship, manuval and technical skills into a hofistic and multidisciplinary
profession known as herifoge and art conservation, It can also be employed
os an effective lever far holistic developmant.

This handbook infreduces the reader very briefly to the following topics:
The various historic, arfistic ond sacred objects of the Indian subcontinent,
thair significance, and an infroduction to the principles of preventive
consarvation that protects cultural haritage from dateriarating in the first
place;

The materials and technology of tangible cultural heritoge followed by an
introduction to deterioration of art chjects and preventive conservation
aetions and than:

An infroduction fo Remedial Al Conservation and Restoration, the field that
treats domoged objeds so they can continue to be occessed and
oppreciated.

The foct that abjecis of cultural relevance have been handed down ta vs by
our ancesiors as our haritoge shows that ancient societies looked after thair
creations and handad them over to subsequent generations without any
loss ot outhentficity or altering of their physical torm.

In India there are numerous traditienal and ime-lested systemas of
presarvation of our tangible heritage, whether it is the application of
vajra-lep on our monuments or it is the use of traditional formulations to
protect monuscripls from decay.




With this backdrep of indigenous systems of conservation of heritage, It
was in 1784 that madern conservation efforts wera initioted by European
traders ond the Asiatic Society wos founded. In 1794 it wos designated as
o mussum - for reception and preservation of objects that were impartant
fram an industrial point of view,

Various departments took care of only those collections that they deemad
usaful. Even within one museum, different departments fook care of their
individual collections — botanical, mineral etc. In 1861, Archasological
Survey of India was established. In 1917, Chemical branch of A5l was
established, and in 1921 the Science branch was set up in Dehradun. In
1930, the first conservation laboratery for cultural artefacts was established
at Chennai, and subsequantly ot the Mofional Museum

Taday the art conservation profession hos grown beyond just chemistry to o
profession thal has developed protocals thal pay atiention 1o ethics and
philesophies thal govern conservation of cullural heritage. There is intense
engagement in the world for the preservotion of cur common human
heritoge.

This puhli:nﬁﬂ-n draws from the Prl:u;ﬁt& of arl conservation the l:qr pninl:.
that govern tha consaervation of cur tangible haeritage. Once the longavity
of the physical form of our cultural artetacts is ensured, then we can show-
case them to share the knowledge, essence and intangible richness of our
cultural heritage.

-Anupam Sah

Art Conservator-Restorer
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SIGNIFICANCE OF ART OBJECTS

Human beings hove created objects for their ulility, display, rituals, educa-
tion, celebration and os carrers of human expression and for many other
purposes. Human creativity ond efforts are expressed in thesa works that
con ba termed as historic, artistic or sacred. In Oriental thaught, creation
of a sacred wark of art is considered to be alsa a path for spiritual grawth,

The creation of a work of art is not just an individual effort, but also
involves various members of diverse communities ond proctices and
involves o variety of materials, indigenous techniques and technologies, os
wall as contemparary advances in praducts and facilities. They are an
indicatar of the development of society, knowledge and skills, envirenmen-
tal situation, as well as economic strength. These are physicel manifesta-
tions of human progress over millennia

carrying fime-fested and continually improved practices.

While these cbjects have physical farm, they are imbued with intangible
gualities that appeal in different ways 1o different groups of people.

An acknowledgement of the significance of these historic, arfistic and
sacred creations is the very first step in their preservafion as well as ensur-
ing thal they continue to thrive as living traditions thus adding value 1o the
cultural fabric of this land.

It is therefare important that we consciously develop a culture of respecting,
consarving, and learning from our tangible heritage.

On this 75th year of India’s independence,
wa reiterote Article 51 A {f} of The Constitution of India...

Fundamental duties .....
It shall be the duty of every citizen of India
te valve and preserve the rich heritage of our composite cullure.







PREVENTIVE CONSERVATION STRATEGY

The seven-step strategy

Preventive Conservation is any action, direct or indirect,
aimed af reducing fulure risks of deterioration

A simple step wise approach that was articulated by Goél de Guichen and
the ICCROM team in 1995 is sfill relevant today:

1.Know your collection - itz materials, condition, significance, art history
alc

2.dentify the factors of deterioration or risks to the collection - such as
climate change, humidity, insects, fungus, human inaction, wrong action or
vandalizm, inherant decay, and disasters,

3.Avoid the risks - eg. situate the collection in a place where the causes of
decay are obsant, or aveid action that could prova harmful.

4_Monitor the risks- Instruments that measure humidity, temperature, light,
volatile erganic compounds, carbon dioxide and dust levels are easy 1o

handle.

5.Block the risks- Once monitered, then block them and monitor risk levels
ogoin,

6.Toke action- If we cannot avoid or block these foctors of deteriaration,
then wa must take physical oction, for exoemple - keep manuscripts bound
tightly in their wooden covers, wrapped in clean cotton cloth, and keptin a
goed gquality box or chamber; or, switch off lights when the displayed
objects are not being seen by visitors.

7.Communicate- We must creale awareness of the significance of our
haritage, shore successes and challenges of our efforts, write to governing
autherities and professional colleagues.



HISTORIC, ARTISTIC AND SACRED WORKS IN THE
INDIAN SUBCONTINENT

Some of the common materials with which works of art hove been creoled
since millennia in the Indian subcontinant have been clay, plant fibres,
mineral and earth pigments, stucco, terrocotta, wood, stone, cloth, metal
alloys, glass, ceramic, paper, minarals, and now madarn materials. These
have been fashionad inte as many types of abjects as the culiural leanings
and skills of the people that enrich this land.

The naext few poges showcase some of these works. Before we con take o
decision on how fo preserve an object, we need to understand how i is
crealed and how it deteriorates,










Rock Art and Petroglyphs




ROCK ART AND PETROGLYPHS

Rf:-q:lc At iz aur First Culiural Hr:rill::l-:_qe and rrul],- o
prasaad from our prehistoric ancestors and connects
us to them. It is our good forfune some of it still
ramains fo ba seen foday, as much has already been
lost. Rock Art is very vulnarable and highly at risk of
:flﬁuppﬁ::rirlg ferrewer, Eecnu:.u if ig 80 r_1|-:,:|I it g ore al
the earliest memorias of human progress and con-
nacts all of humankind togethar.

Rock art is degsigns made on the rock surfaces inelud-
i|1!:_! caves and rock shelisrs, Tlln:,r bhave bean faund ia
be aven older than 10,000 years and wara made
using tools and earth colours such as yellow and red
ochra, that were sourcad from the surrounding envi-
rorment,

Bhimbetka is one of the largest rock art complexes in
India with more than o hundred rock shalters, Thare
are numerous sifes in vorous Sates ot India,

PE'rI::Ii.:.II':,I'Fth are angravings an stona surfaces such as
can be seen in in Ratnagin in Maharashira, and in
the Spiti valley in Himachal Pradesh.

Rock Art has 1o be preserved together with the land.
SCapa it 1g gifucied i|1I and with ha illclignnulls Flﬂ'.:-plu

who inhabit the area.

The world's Rock Art could wall be a symbolic retlec-
tion of the Sanskrit phrase, Vosudhoive Kutumbokam

- ||'|!'!l wu-rlr_i ill‘i ore HiltEIH FI::II1'.II:|I'
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DETERIORATION of Rock Art and
Petroglyphs

Rock Art of India is highly vulnerable as it is silualed
in far flung areas where construchion, agnculture, and
mining hove now become commeon and with lock of
controls, absence of manitoring, ond vested interasts
compounded with insensitivity, thiz aldest of human
heritage may be lost terever, severing our link with
our ancesters who once first inhabited this land.

Other than pressures of development, physical inter-
ventions by unauthorised researchers, grafhiti by
unruly visitors, erasion by people walking on pelire-
glyphs, fires on the gross and vegelation, water
domoge, use of concrete and other carelessly
planned tourism infrastructure compound and speed
up the natural degradation of these sites, only a few
of which are formally protecied. Incorrect ond sensa-
tional inlerpretation by guides degrodes its value tao.
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PREVENTIVE CONSERVATION of
Rock Art sites

Tl"l.er-ﬂ Oré SOMme pmlqclud 5if¢:, J;-l...ll Tl":&r& are many
tar which the the local, admimistrative and political
will need to be mobilised in order to presarve them,

As the manstary value of land and its resources rize,
rock arf siles become even mare vulnerable 1o
exploitation. Rock art sites need fo be showcased in o
rasponsible manner, and their socio-economic-culiur-
ol volue needs to be demonstroted by creating pilot
projects with local ecommunity

invalvarment.

Local archaeclogy colleges, national, stote, poro-
statal and urban local bodies must be empowered fo
document this unique physical, natural ond intangible
heritage of India and of the warld, and creale o
sound management plan for their preservation ond
amploymant for the

greater good of all.
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CLAY, STUCCO AND TERRACOTTA

Clay is made up of very fine particles ot zail that hove
a sheel-like structure that =|r|:| over each other when
wat, and become very hard when dry. Wat clay is
moulded to moke figurines and also bricks for large
buildings such as the thousand-year-old monaosteries
one can see in Ladakh,

Stucco has been used for more than a thousand years
to moke stotues and decorotions on buildings. It is
made of lime mixed with stone porticles and plont
fibres.

The word terracotla means cooked or baked earth
Clay is moulded into objects and utensils and then
tired in kilns, Terrocofta 15 o very stable material and
iz therefare faund in excavation sites under the s=0
and under tha earth where || has laied buried for
millennia
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DETERIORATION of Clay, Stucco and

Terracotta

While "-'I'-'-Hl".- slucea and lferracoita can r'|::.|1ur|:|“',' |u:r foar
centuries in ideal conditions if thay are not disturbed,
their greatest risk comes from physical damage.

Thesa objects nead to ba protected from water. For
example, monasteries made of the local cloy called
markalak in the higher reaches of the Himalaya,
which have stood for more than a thousand years,
ara developing crocks and leokoges due to heavy
rainfall in thess fimes af climate change,

Terracotia cbjects are sometimes excovated without
buftering them ogainst moisture chonges, and if there
are no froined arf conservators or preventive conser-
vation guidalines en handling, poacking, transpart,
:1|:|r|,'.|E|;|I :r:||| removeal or s!nlzli“:rqfil;m freaiment, 1|"“'1."'
break apart, get stained, or are damaged due 1o
IMproper repairs,

23
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PREVENTIVE CONSERVATION of Clay,
Stucco and Terracotta

During excovations these objects must be butfered
against moisture changes by managing their moisture
content and wrapping them in layers of well washed
cloth and storing in well cushioned boxes.

Piaces often get lost ond must be numbered, and
stored without loading them one on top of the ather
F"rq:l-‘h:l:.l‘ 1!'|Brn Fn::rrn du:l.

During transpart in trolleys or vehicles, and in stor-
oge, they must ba ploced on proper supports, individ-
vally wrapped and cushioned so they do nol move or
come in contact with each other.

In cose salt formation is sean on the surfoce, do not
bruszh it, but consult an arl conservator immediately.
Avoid washing these objects with water.

Consult o conservator on how fo use reversible
materials when joining fragments.
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STONE SCULPTURES

A variety of rocks are fashioned info sculptures, These
include sadimentary rocks such os limestone and
sandstone; igneous rocks such as granite ond bosalt;
and metomornphic rocks such os gneiss and schist.

Many of these stane sculptures are individual objects,
or as port of o composition, and often they are an
element in a built structure or rock cut architectura.

The 8 a huge variety of stone sculptures in India bolh
i leErm af ﬂ:‘:u'nl as wn” ax of techmeal skill b-y wehich
they ware sculpled

We musi keep in mind thot most sculptures in owr
collections are those that have bean removed from
silas anl;l therelore their contexi mus! alzo be

explained when being disployed or being conserved.
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DETERIORATION of Stone sculptures

Slane can suffer fram mechanical and hi(}lﬁgﬂ;ﬂlll
domaoge, weatharing and surface depesits. Indiscrimi-
nale repairs with cement and seepage of woter can
severaly domoge sfone due fo salt crystals forcing
their way out of the stone [efflarescance). Thiz alss
Couses thin 1|;:|':Irq|r:| of glona o pﬁﬂ| nﬂ lik e anian T-ll:irl
Dark crusts and accretions form on surfaces, os do
stains of various types.

The surface of stones gets abraded, weatherad, and
1'.r|._|rh|:l|t‘.== EOusIng |{_:-:.5 af :.uf‘Fu-:.:u dnlt_:ill;. Frn|:1ur=.':.
that cause failure of the stone form due to the noture
of the stone or due to the rusting of iron inserfions
during consfruction or repair of the sculptures and
structuras.

Due 1o bioloegical actien or rough cleaning action,
holes form on stone surfaces [pitting), stones may get
discoloured and plonts maoy pry open the crocks.

33
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PREVENTIVE CONSERVATION of
Stone sculptures

The sculptors must select slone tree from inharent
defects, and align the stone according to its bedding
plane

Stone sculpiuras must be protected from water and
any sources of seepoge or nsing domp must be
|:|||:|¢.|-|:u|:|. Ti'l:":[ musl not I'.'un t:ruhhﬂd with hard male-
rials nor cloaned with high pressure woler jets or
abrosives.

Cement should not be used to repair domages in
stone or to fix them on walls and pedestals for display
in museums. Avoid iron inserfions to suppor! stone
sculplures.

Cansult a stone conservalar o remave stain: and
surfoce accrefions or metal inserfions, fo remave
salts, or consolidate and stabilise exfoliation of the
surfoce,

Protect stone sculptures frem high winds ar rain,
exireme climale and dust.
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METAL OBJECTS

|n-r,‘]|r_1 has hl,'.ld a Yary :.'1”.‘!!19 |;|n-|:| ancient lradition of
metallurgy as can ba seen in the forging prowess
evidenced in the fomous iron pillar, the creation and
export of wootz steal fechnology, and the warld's
earlies! production of zine, among othars.

India’s haritaga in metal comprises of exquisite
sculplures and objects in olloys of copper, zing, fin,
lead, iron and stesl, gold and silver created wsing
various lechniguas auch as punching, repousas,
I:I‘:nmﬂ-gr angraving, I'nla.-l|:|| :rh:ruﬂufinrl |:T{.lr1|in.l'ﬂ
Swami work), bidri, kuffgari, terkashi, gold emalgam
gilding, stc.

Extensive ond rich local vocabulary related to metallic
ores, I'r'mh:l”urﬂ'r' and arhishc Prn:ll,:ll;!il;lh exizls in the
various regions of India and needs to be documented
and presarved just os much os the objedts in our
collecfions ond institutions,

it
.

|.".|I.-,::-::._
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DETERIORATION of Metal objects

Thu 5&-&1,{; nf J:ir';rq-ri:lr-r:rid;:-n |:.|‘|: meltal phi&-r.‘fs EEn ‘I;rqr
found in the choice of raw material, its tashioning
into the objects, and their use and storage in humid
and pollufed environments.

Activa ru:ling -r.‘:-i 1ran ru;u“s [T l=Ta =1 qngi:h -¢-::h||:11,.|r
that turns brown later. Lead objects, coins, can disin-
tegrate to whitish groy powder, and tin to o grey one.
Silvar farmshes, Aluminium con develop o white crust.
Thera can be blistering and pitting on the surfoce of
rmietals,

Copper alloy objects have corrosion produds that are
commaonly greenish in colour, and the light green
powder that we ses oz pinhaad sized spots on this
r'nﬁh:|| i: indiealive I;I{ & dnhgurnutly ochve :nrru:inn
called copper disease. When different metals are in
contoct with each other, much faster galvanic corro-
sion takes ploce.
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PREVENTIVE CONSERVATION of

metal objects

P&rhup; e hiﬁgusl anemy af r.|1{|11:|||i¢ ﬂ-l‘.‘uﬂ:lt 1%
humidity, ond cbjects should be kept in a dry and
non-polluted environment with good air circulation.

Avoid cardboard, phywood or wooden boxes for
storage as they release VOCs [volalile argonic com-
pounds) including ocids and sulphur,

Do not keep metal objects in direct contoct with othar
melallic surfaces ar objects. Keap them in saparafe
polythens bags.

Wear nitrile (often sold as purple colour gloves in
chemisfs stares] or cotton gloves when handling
metal objacts as salts from finger tips can stain the
:urFl:lqn::, D'::l l=1} SCrope nl‘:li'm:ls (=] clean them s
protective oxide layers on metal surfaces may be lost,
leading to further domage.
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WOODEN OBJECTS

Wood hos been one of the most preferred materials
and wanderful for the enviFenment whan used in o
selective and sustoinable manner. Weod locks carbon
from the atmosphere and its fashioning into art
objects or structures by hand leaves behind a nagligi-
ble carbon toolpring.

The traditicnal wooden architecture of India is
impressiva not just for the quality of understanding of
the materiol, er for the technical skills that the
vernacular wood werkers had, but alse for the quality
of workmanship

Wood is categorised into hard or soft wood baosed on
size of its pores, not on their softness, Wood responds
te changes in the environment and expands and

conlracts and bends in differenl direchans [anisolre-
pyl. Wooden cbjects are often painted over after
pasting a cloth support over tham
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DETERIORATION of Wooden objects

"i"l"r;'l-:;'n:l if il 1% el 5qu:¢r1n|,‘.| Frnpurl':,r slaris wqrpinE
and bending. Cracks form on it and it con split and
break. In the open wood weathers ond discolours.

Wood iz relatively soft and gats physically domagad
m:|$i|"l. El,u:l'l. w:h:lcl |;||1;n:|- ¢u!|:|!1¢= runiru:ﬁ clnl:ﬂ starts
rotting and getting soft and then insects attack i loo
sating it up until sometimas only a thin wooden shell
FEIMTHINS.

l'l'i'll:l-l:llzl s ‘fdbricnh}l:l prites snulpfur (- crr'u:' struciuras and
the joinery may fail, or the inserted noils may cause
crocks and splits. Paints and other impearmeable
cootings on wood often fail and may sometfimas
incraase the rate of decay.

Waterlogging of weod con make the wood spongy
and may cause it to crumble it dried in on uncon-
trelled manner.
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PREVENTIVE CONSERVATION of
wooden objects

Wood should be handled gently and away fram hard
materials. Fluctuations in temperature and relative
humidity should be kep! to @ minimum by wrapping
small wooden artefacts in layers of clean cottan daoth.,
Check for fungus growth, and keep RH lass

than 45%.

Keep indoor wooden objects oway from sources of
heat as the chamical bonds of the wooden fibres
weaken due fo heat and even more in the presence of
moisture. Keep wood in non-acidic anvirenments
and avoid direct sunlight.

Prasence of fine powder (frass) or pin-sized holes
[fight hales), indicate a chance of active insect attack.
Regular inspection is the key to preventive

consarvahan,

Co not store in cardboard or plywood as they releass
acidic vapours. Cara for wooden pointed surfoces is
explained in the following sections.
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PIGMENTS AND BINDERS

Mosi of the painted surfoces in India, since ancient
hmes, ware praporad with sarth (E} and mineral (M)
prgments mixed with o plont gum os o binder. While
there are many pigments, same of fhe most common
FliHl'f"ll:r'l'I".- have baen:

Red

Red ochra, geru (Earth)
Cinnabar, hingulo (M)

R::li |l:-::||:|I 5||Ir.'[-:3:2-r :l"-"n'l

Blue
Lopis Lozuli, rojovarta (M)
Indiga, neel (It is actually a dve that iz precipitated on

a white substrate as o pseude pigment]

Black

Corbon black , kajal, s prepared from soot of il
lamps.
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Green

Verdigris, janghal (It is one of the oldest manufac-
tured pigments prapared by dipping copper in vine-
gar)

Yellow
Orpiment, horitala (M)
Indion Yellow, gougoli or peori

Yellow ochre, peeli maati (E)

White
Conch shell white, dhaula
Lead white, (M)

Zinc white, (M)

Binders

Pigments have fo be mixed with plant gums or diluted
animal glues [ond todoy with synthetic adhesives) in
order to create painis that are uu.un-l]"r uppliad with
brushes to colour objects.
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WALL PAINTINGS

Amongsl the world's aldest and largest wall paintings
sites is the ?L‘lﬂﬂ'-'penr-nw rock cul cove |:'.|:J|r'|;.||-|=:|-:I a
waoarld |'|iarirngﬂ- sthe, naar tha '.ri”ngﬂ af .ﬁ.iinrhu I
Maoharashtra. Thess paintings are known os the
Ajonta murals, and they are not frescoes.

Euqumiru wiall Fu:linhng: dest Ic|m|'.1|1:=r I'.'I‘1I,.|r|:|'|ﬂ5| ST
nanes, monastenes, mouscleums, gurudwaras,
havelis, palaces, and buildings in almost every Stote
of India. Owar centuries, every region of India hos
developed its unique plaster and painting technigue
and shyle.

some are painfed on plosters made of sond, grovel,
husk, mixed in clay, or lime, while some ore pointed
on cloth stuck on walls. Artists create designs on the
prEFH.'IrEI:I walls and then painl tham with pigments
rixed with p|r.|11r gurm or animal g|u1:|. and in sama
technigues, such as araish, evan burmish the plosterad
wall to create o lustre
















DETERIORATION of wall paintings

As wall paintings are created on the walls and
ceilings, if the building structure or roof is weakenad,
then the paintings will deteriorate very quickly, and
alsa when the plasters on which the paintings wera
creoted separate fram the wall, ar erumble and fall.

Often o careless custedian may direct contractors to
fix alectrical fittings on the paintings. remove the
painted plasters, whitewosh or paint over them.

Insect attack, bat droppings, waler seepage plays o
major role in domaging wall paintings as it stains the
murals, couses salts to domaoge the plasters, encour-
age microbiclogical growth, and also cause flaking
and loss of paint.

Well-maaning but badly executed repairs by
untrained persons, as well as uncontrolled visitor
mavement damoge the waorks, sometimes beyond
rapair,
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PREVENTIVE CONSERVATION of
wall paintings

The reof of buildings that have wall paintings should
be waterproof, the woter drainpipes should be clear,
and the hollows and crocks on the painted plasters
should be monitored. All paintings should be photo-
graphed ond a record maintained.

Custedians of wall paintings should be aware of the
significonce of the wall painfings under their chorge.
They must instruct building contractors, masons, and
painters fo not place any fixtures and fittings on the
painted walls.

Avoid sharp Hluctuations in relative humidity and
temperoture. Entry of visitors to be controlled ond
vandalism checked. Consult o conservator befare any
repairs are done, or it any damage fo the plasier is
noticed. If paint is flaking, do not brush i off. Do not
paint over faded images before consulting.
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MANUSCRIPTS AND ARCHIVAL DOCUMENTS

In the classical sense, the term manuscripl refers 1o o
handwritten decument. There are a variaty of writing
supports such as palm leaf or tal pafra on which the
letters ore incised with a metal stylus or lekhani, and
then renderad visible by rubbing an ink into the
angraved wriling.

In the Himalayo, birch bark or bhojo-patra was
employed oz o wrifing support ond the text waos
written an the surface with ink. In Azsam, the baszt of
the Agary free was treated and used as a support for
writing and is known as hooansi-paal,

A variety of poper was created with celluloze rich
plant fibres in various pors of India. With the advent
of manufaciured paper as an indusinol produet,
administrative information and events were noted on
paper and stored in orchives for records and refer-
ance.
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DETERIORATION of manuscripts and

archival documents

DUE: 1[=] the organic nafura r.‘,|f e p|1;|r'|1 Iihrﬁ rh:ﬂ‘
moke up manuscripts, the material deteriorates with
time. With the action of light and the environment, it
turns acidic ond embrittles, losing s Hexibility, ond
fragmants,

In high humidity manuscripts can be colonised by
mold and fungus that stoin and weaken them.
Rodents and the larvoe of Insacts can sat oway entire
collections ot decumeanis.

There are reasons inherent in the modern papar
manufacturing process that also cause modern poper
to deteriorate very tast, tor example, the ocidic mate-
riala uzed to prepara the paper, the corrosive nature
1:.1‘ Il"1ﬂ inks and udhu:ivu:. J,.IB:EII‘.‘I Mg} F|'|u h;nding,

Vandalism, fire and waoter disasters can destroy entire
collechions in a short span of time.
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PREVENTIVE CONSERVATION of
manuscripts and archival documents

The first step is o regularly inspect them for any
fungus growth or insects, and gently brush any dust
or debris from them. Keep them in their traditional
book binding or between their wooden covers, wrap
them in well washed, clean, starch-free cotion clath,
and place in a good quality box, Fragile folios may
ba kept in polyester sleeves.

Manuscripts should be stored in o dry environment.
Avoid sharp luctuations in relative humidity and
temperalure. Written disoster manogement and
praventive conservation guidelines provide direchon.

Drigitisation hos become a foo! to ollow researchers to
handle o copy rather than original manuscripts or
documents. Staff should be trained both in preventive
as wall as in remedial conservation processes.
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MIMIATURE PAINTIMNGS

Indio hos a long tradifion of painting with plant gum
as a binder on paper and other supports, using earth
and mineral pigments. The painfings on palm leaf,
paper, mica, ivory etc are what wa refer to os minia-
ture paintings nowadays.

Otten layers of handmade paper were pasted with
starch, coated with o ground of chalk that waos
burnished to o smooth finish, drawings wera mode on
it and then it was painted with fine brushes. In many
paintings, elaborote borders were created separately
and then pasted, Many of these painted images are
accomponied with text,

Styles and schools of pointing are as many as the
main regions of India, and include styles from Aszam,
Manipur, Pala school of Bengal, Odisha, Inde-Gan.
getic belt, Gujarati, Malwa, Rajasthani, Pahad;,
Mughal, Deccani, and styles from Tanjore, Karanoto-
ko and other oreas.
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DETERIORATION of miniature paintings

Mast of the damages on manuscripts are alse
commen to miniatura paintings. ther than thesa, the
support con suffer from physical losses ond ssparo-
tion of the layers of handmade paper. The movement
of the paper support due fo changes in humidity or
improper handling can cause the paint loyer 1o flake,
leading to losses.

Biological growth can colonize the painting and
cause staining if nat treated in fime. Atmaspharic
paollution can lead fo chemical changes in the paint
causing the colours to alter, Moisture damage can
couse fide marks and also bleeding of the paint.
Uncontralled drriﬂg of the nhinﬂ con leod to cock-
ling, os con improper repairs especially along the
edges of the painting. Inappropriaie conservation
and bad mounting and display techniques can cause
long term harm to the paintings.
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PREVEMTIVE CONSERVATION of
Miniature Paintings

Miniature paintings should be stared in a dust free
anvironmen| jusk like rr'||:|r'|u=l|:ri|:|l=. In |:|-2|'|‘.‘i|l||l:|r'|.lI rhu'r'
must be well supported ot the back and their imoge
should ba protected with thick window-cut mounts
The painfed surface should be prolected with goad
guality zolt poper, and should be kept flat in small
stacks with minimal Pressures.

In polluted environments they should be disployed
behind gloss glozing or stored in boxes betwean
polyester sleeves. Any aclive flaking should be imme-
diately consolidated and mould growth must be
removed during regulor inspaections.

In same pointings where the green pigment Verdigns
or janghol has charred the poper, that area should be
rtinfurt.&d feam the J:hl:u:h: =] Fllﬂ'-'u:"lT ||::$= al

the painting
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PAINTINGS ON CLOTH

Tl"lerqr Ore o vnriu11l,r n[ -_-.I.;rh Fn:llnhn-:__]: ir |ru:“q- 5|_u:|‘r fmE ]
Phad, Pichhwai, Pachedi, Regan in Western India,
Kalamkari and Pottachitra in Eastern India, Thangka
and cloth paintings on walls in the Himalayon
ragiona. The Tanjore paintings on cloth support
|:j:|r.1$!u|:| [=1;] wq-l::-dun |:j:||:j:|h.u|= arae |::|¢||:l..||i|:|r ta that r&gi-:ln.

Layars of cloth are posted on each other, covared with
o ground, drown upon and then painted using
pigments and plant gum or diluted glue binders. In
Tnn.il:lru paihfing:l rhin::h:mu:: oird Lluclt on :_:l-asign:
on the cleth support with a cloyey adhesive. Goldan
colovred leaf is applied os an emballishment and
then remaining spoces are painfed.

Theass puin!ihg: are aflen mean! o be di:plu}l::l
vartically and are hung on walls either as beckdrops
for deities, or os accessorias to storytelling
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DETERIORATION of Paintings on Cloth

Due o the ‘rn::_:|||t| netture af ¢ |1'_'-IhI -d'lrr1ur1:rl:1r||;:||
changes caused by fluctuating relative humidity, and
the way it is disployed, the paint loyers ore subject to
regular stress and movement leading fo formation of
cracks, powdering, flaking and loss. Layers of cloth
:uppq:ﬁrl wq::l-:ﬂn waith micshure and somelimes sEpo-
rate cul, Often paich repairs and stitches can be sesn
in such pointings.

As clath painting: are often rolled and stored, and
somalimas Fﬂld"-"-'-l. CiIeasas are 1:r|:||::|nc5 are Vary
commen damages. Due fo rituals being performed
near these paintings, they are often covared with
deposits of soof from oil lomps and sioins from use of
water during worship. In cose the wall suffers frem
waler seepage, thal couses the cloth painting in
contact with the wall to also deteriorate. Light fades
oway the cloth paintings.
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PREVENTIVE CONSERVATION of
Paintings on Cloth

The display of clath paintings should be done in such
a way that the stresses on the painling are minimised.
If possible, the paintings should be kep! in a stable
anvironmant, Any powdaring or flaking should be
orrested by trained conservators.

Cloth paintings can be siored flat with adequate
cushioning and support, It rolled, they should be
supported in tubes, rolled with the image outwards,
with a soft wall washed muslin cloth os a separator.
Cloth painfings should not be foldad.

Ensure that the wall, which the pamnfing is in contact
with, is dry, ond o separator can be placed behind
the painting. Try fo maintain low light levels aspecially
in museums whers cloth paintings often are unneces-
sarily exposed to light even when visitors are not
wiewing them,
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DYES

India has a rich iradition of the use of natural dyes
end troditienal methods of dyeing using plant roots,
flowers, aond wnl:ld}-' material. The use of these dyes
hos been ond still is a vital aspect of traditional textile
preduction,

The primary colour dyes of India include o numbar of
blue dyes including Indigo or Neela;

Madder reot or manjishtha, chay roet, sappan wood
and lac were eamployed for reds; and

Turmeric, jockfruit, and lsporak were employed for
imparting yellow colour.

Dyes are coloured powders that are finer than
pigments and dissolve in water. Fibrous materials
such as fextiles are dipped in them and fixed without
or with o mordant.

102



103









TEXTILES

India hosz ane of the warld's aldesi ||".-'|r15 PH:-I;?|||=
traditions, that are an infrinsic part of its identity and
cultture

Textile materials include cafton, silk, wasal, hamp, and
aven animal hair that were 'iI:IEI"-II:}I'IHI'J inko E:qql.]itih:-
tabrics and costumaes with weaving, embroidery,
painting, dyeing, printing, as well os embellishment
with matalwork such as zordozr ar zan,

Enrnﬂ I'Il.'JI.rF-E'.'Ill::I‘fJ 1r1|.'!|r.|11 11::-:!:'-!-2!'. are H..'l-jl"l.l H‘I'IIIIWIHI
Chamba rumal, F'|:r'|;_'|1|'7|\-_.'rl,‘:I Phulakari, Banaras
brocade, Chikankari, Leheriyva, Patola, Ajrak, Band-
hani, Chanderi, Moheshwari, Paithoni, Kanjeevaram,
Sambalpuri, Baluchari, Pochampally, Jamdani, Gomo-
cha, Moirang phf.-u, and symbaolic weaves such os
lepcha, Khasi, Rikute, Risa, Rignai of Tripura, NMaga
showls, and Puan fabrics.
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DETERIORATION of Textiles

Due to the nature of the yarn, the fibre sirength, and
the weave, dimensional changes with humidity cousa
weakening of the cloth: Acidity, detergents, bleaches
and othar carrosive additives such as dyes play a rale
in detarioration of fextiles. Sunlight fades the dyes
and weakens the fobres.

Metal threads and embroidery in gold, sikver and
copper result in physical abrasion ond tears in the
textile fibres, and may also couse staining. Silk mate-
rials suffer from shattering, a result of embritlement
of the silk fibre.

A number of ingects domage fextiles especially during
the larval stage of their life cycle.

Creases, folds and improper storage cause immense
parmanent damage fo textiles, Clothes that hove
been stored unwashed ofter use detaricrate rapidly
due to fungus growth as wall as proliferation of
bacteria.
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PREVENTIVE CONSERVATION of
Textiles

TE;I:Hll:; :hr:l-uld o -;.'|ﬂ|;|r'|||:!|:| affer (FE7] qn-l:l slared in [a
dry anvironment with minimum hemidity Huctuations.
To avoid creasses, ploce a padding of poper or
synthetic polylill ot the folds. The textiles should be
kept cushioned in acid free boxes, with minimum
stacking. For fabrics with metalwerk, paper should be
ploced os separator fo preven! snagging. Textiles can
be stored on rollers of of least 4 inches diamater with
cotton cloth in between the fabric.

Dl..l!..r {H:IIT'I 1|9::l:!iln:. [omip] h-n :lu:‘:lnn-d u:ing [a] rnw T el =1a]
with a cloth over the nozzle of the suction tube. Wet
claaning of taxtiles is o careful process ond should be
done by trained fextile conservators. Textiles should
be displayed tor limited duration in vitrines to aveid
I:II\..lslJ |:|r|.|::| :-|"|r:|u|¢| i:a-& suppul‘rud wall, Liﬂl'lls 'Lhﬂl,.l'd b
swilched off when the textile is nat being viewad.
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OIL PAINTINGS

The advent of oil paintings in Indio areund the 18th

century crealed a medium that became pepular and

hos now morphed into paintings in acrylic and mixed
medio.

The traditional structure of ail paintings constitutes ot
O WEaYErn convas mou rled an a 'n'q'q-l:n:l-EH'l .'.Irqh;h:lf,
coated with o gruund and than puinlmd weith pramanis
with a drying oil as o medium. Qil paintings were
also created on copper sheets, os well os on wooden
pansls. Over time, these oil paintings were offen
coated with varnizhez to enhance thair visual
richnass.

Thess paintings were often tramed with armate
wooden frames, decorated with stucco and gilding.

Mowadays, arlists create paintings with various medio
on a variety of supports, but oil as o medium on
canvaos is shill most populor. Acrylic paints are gaining
popularity feo.
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DETERIORATION of Qil Paintings

F'r_1|n1|r||._]:. ¢:|L=| -ﬂl::l-1||::|-:_:|E|::| dusa to n'-.ltlr-*,.'!luh:'lluu, unbev.

elled stretchers, and faulty framing,

Ovar time the canvas maoy become britile ond duwst
deposits compound the deferioration. Physical
d-l:1|'|"‘|'_15iﬂ' BLIG |1 a5 ledcrs 1.1r1|:i I'II:I.IEE arg GOITirm-Lamn IF ‘ll'rﬂ
ground layer gets damaged due to meisture, paint
layers get affected oo — they maoy crack, form ridges,
ond also Hloke away ond foll ott leading to losses;

Cithar than appearing |:.|:|:Jud',' ar full af cracks (eraz-
ing), varnishes cflen darken with ime and change the
oppearance ond contrast of the painted imaoge.

Improper traatmant may flatten textures of the paint
o]y rnulu.' II'IE' LGOS flﬂld |r11|'.|r-:||:h=r :I":r.uc i |'.|{ micilar-
als by artisis may initiate detericration almest as soon
as the work is created. High humidity and pollution
couse growth of fungus os well os alteration of point.
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PREVENTIVE CONSERVATION of
Qil Paintings

Proper framing and siretching of the canvas 13 assen-
tial fo ensure prope upkcep of the p:nnlin;_;!.. Covers
ing tha back of paintings with clath halps to protect it
Avoid stacking pointings against each othar.

It the pointing 18 not suffering from flaking paint, then
dust fram |'.'-|::|i||hh|'_..'|= should be removed with a safl
brush, ond paintings should be covered during
storage. Pointings should not be dustad harshly nor
wiped wifh moist cloth.

F'r-:::-FI-EIr and PI‘I‘.‘IHIII&'d hur\dllnﬂ ana transpor |1E||:|= £=]
preven! physical domages. Works should be carefully
installed with correct hanging systems, ond both
dizplaved ond stored works should be inspacted ot
regular intervals,

Consull o conservator in case fungus or floking are
visible on the painled surface, and do not attempt to
clean the pointing.
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EXAMINATION OF ART OBIECTS

Whan g art n;l-l':lll‘,'-l:l I rEli:ﬂivud fc:rr treciment, o 15 Firsl
axamined to ossess the condifion of tha cbject and
record the domoges. The ohject is examined using
light ot difterant angles (raking light], tronsmitted
light, as well as reflected or specular light.

In erdar to sxamine details, o conservatar tokes the
help of magnifying gloss ond sterec microscopes. All
domages are written in a condition report and also
randared into a graphic form,

The object is phetographed to maintain a visual
record of the condition. Sculptures and structures are
often documented using photogrommetry and reflac-
tance transformation imaging.

I erder to see into the spoces in wall painting plas-
ters or structures, endoscopes are employad.
A variety of tools hove been odapted by this tield.
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ART ANALYSIS

E:'l.'-|u|:|= rray nead (o be -:rr1¢.'r|:,-'::1=¢.‘| 1o detee) fakes and
torgeries, authenlicity, materials and technigques, for
doting of ortworks as well art historical research.

To carry oul detailed investigations, such as identifi-
calion of the pigmants and binders, technigues such

os spectrometry and chromatography ore employed

Art analysiz i o combination of soentific inveshgohon
of artworks combined with art historical and curalori-

r|:| l:r'I-L'IWIﬂI'iEE El::l“'l |+1H ﬁ\'.'i-“‘lll.:r'_.ﬁ l.'.|r||::| I'l'.]l'l'lﬂl'li‘li{!!. LLHTIE
logather in an effort to understand the physical
compaosition of our cultural artefocts and resolve
oufstanding issues.
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REMEDIAL or CURATIVE CONSERVATION

Once the damoges to the object hove been identified and the couse of
damage has been confirmed, o propossed treatment plan is drewn up by
the conservators in consultation with the owner/custodian of the cbjects,
and associated scientists and experts. & work area is set up neatly with all
the required tools, squipment and materials.

Arl conservalors traal 1he l:l-l:l.tﬁlzl vEry :urniull-,-, :Ini:urnnming BYVEFY .'.II:lp |:|+
the process and ensuring the work follows accepted principles and ethics of
art conservation such as maintaining the authenticity of the object, minimal
intervenfion, reversibility of moterials, efc,

Some of the freatment procedures include:

Providing odditional support to paintings or manuscripts that are very
fragile ond in donger of frogmenting;

Treatment of copper diseasa in bronze sculptures;

Reinforcing wood that has been hollowed out by insects;

Removal of rusting iron dowels thot are breaking stone sculptures opart;

Injecting lime-based grouts in order to reattach mural painting plasters that
have lost their adhesion with the walls;

Sandwiching textile fragmants with translucent nets to ensure they do not
deteriorate further;

Removing soluble acids from archival documants;
Consolidoting powdering pigments on cloth paintings.

The objective of these treatment proceduras is fo arrest any active deterio-
ration and preserve the object in its present slate so thol it can be safely
storad, disployed, or employed for education ond ressarch




Remedial Conservation

All actions directly applied

to an item or a group of items

aimed at arresting current domoging processes
or reinforcing their structure.

These octions are only carried ouf when the items are
in such o fragile condition or deteriorating of such a
rate, that they could be lost in o relatively short tima.

These octions sometimes modify the oppearance of
the itermms.

Examples of remedial conservation ore
disinfestation of manuscripts or textiles,
deacidification of paper,

stabilization of corroded metals,
consolidation of mural paintings,
ramoving plants from buildings.

Source: ICOM-CC (International Council of

Museums-Committes tor Conservation)
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RESTORATION

Once active deterioration has been arrested through remedial conservation
MeosuUres, and the '..1-e'J|::|||.l!'|-' of the ari :lh|r:4:.| hos bean ensurad, restoration

processes are begun if required

Restorotion actions help fo re-establish the message that the object is
axpecied or desired to convey, To implement art restoration, first of all, old
racords of the original state of the object are collected for referance, and
based on these authentic records missing elements of an object moy be
raconstructed only it necessary, or dorkened surfoce coofs may be removed
ravealing original fones undarnaath

Art restoralion intervenfions ine lude refouching areas of parni ||':'|.-=$-I Pl Cig=

sambly of dismantled slements, craating missing parts of an ohject afc
Such octions have to ba very carefully thought of as restoration can often
alter the authenticity of the work,
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Restoration

All actions directly applied to a single and stable item
aimed at facilitating its appreciation, understanding
and use.

These octions are only carried out when the item has
lost part of s significance or functian through past
alteration or deteriorotion, They ore based on respect
for the ai |-:'J||I|.:|| malarial

Most offen such actions modify the appearance
of the ifem

I'E(Jrll_l::l.lli"."\. af restaration ore |-E'rr'&-r.'|'||'|.:r'|g [ r]l".'.:r:if.;r'lg_
.-g-:j.z;:;grrnb.'fnu a broken .5|_'J_.I|'|',1r|_|r|,-1, I'|||i.'1g losses on a

glass vessel.

Souvrce: ICOM-CC (International Council of Muse-
ums-Cammittes for Conservation)
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CONCLUDING REMARKS

Today there is new found awareness about the con-
sarvahion of cultural heritage in the public of rural
and urban India, as well os omongst institutions.
Resources, poelitical and administrative will are also
there.

What we should strive for, together as a nation now,
is building owareness through school educotion and
capacity through rigorous university training and
skilling programmes, and facilitafion of respansibly
directed conservation projects that will serve as
exemplars of goed proctices thal can be emulated o
ansure a mature and respectful approach to preser-
vation of our cultural heritage.

The value of conservation of tangible cultural hen-
tage is being recognised and appreciated ocross the
Indion subcontinent. Indian heritoge conservation
afforts are also being noticed around the globe.

We need to take up a more responsible rele in the
praservahion of this cultural hertage of the world and
the environment oppears to be very conducive for
building up on the eforts that the pioneers of heri-
lage conservation made in the past cenfury.




135



THE CONSTITUTION OF INDIA
Article 51 A (f) Fundamental Duties

It shall be the duty of every citizen of India. ..
to value and preserve the rich heritage of our composite culture.

HRA &1 Gfaem
€gRT 51—& (d) I ddA

IRd & UAD ARTR® BT g ddd s b ...
98 TN WFIR® GEpfa 1 MRaemell uwwuvn
BT HEcd AHSl R BT TRRET R |
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