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Introduction 

My name is Karen Guy and I am a recent mature student graduate from the Master’s 

programme, Conservation of Historic Objects, at the University of Lincoln. Work 

experience is not a required part of the Masters, so on hearing about the opportunity to 

gain experience in Sweden with the Erasmus+ programme, I was keen to apply. I was 

attracted to Studio Västsvensk Konservering (SVK) because of their experience with 

multiple conservation disciplines and materials, such as: glass, ceramics, porcelain, 

plater, metal, painting, paper, stone, textiles, wood and furniture. My aim during the 

internship was to expand my decision making and documentation skills in the treatment 

of paintings, frames and ceramics, and a better understanding of the functioning of a 

conservation department.  

As a self-funded mature student, being able to undertake an unpaid internship was 

reliant on gaining funding. I was fortunate enough to be awarded £1100, by The Zibby 

Garnett travel fellowship, towards my estimated total placement cost of around £2750. 

The actual cost came to just under £2700. Additional funding from the Erasmus+ 

programme, and savings from recent freelance work, covered the remaining amount.  

Study Trip 

My three-month placement took place in 

Gothenburg, in the South West of Sweden, 

during April - June 2018. Studio Västsvensk 

Konservering, which translates as West Sweden 

Conservation Studio, is on the outskirts of 

Gothenburg. It is part of Västarvet, a large 

regional natural and cultural heritage 

administration organization, and part of the 

Region Västra Götaland's organization, which 

runs many museums and other cultural 

attractions in the area (Västarvet, 2018). The 

conservation studios are in Gamlestadens 

Fabrikers building in the Gamlestaden area of 

Gothenburg. The building itself has a rich 

industrial history, having housed a sugar mill in the 18th century, and later a cotton 

spinner that grew into an important textile company (Wikipedia, 2018).   

Table 1. Map showing location of Gothenburg 

in Sweden. (Google, GeoBasis-DE/BKG) 

https://sv.wikipedia.org/wiki/Gamlestaden,_G%C3%B6teborg


   
Fig. 1. SVK studios Fig. 2. SVK ceramics lab Fig. 3. SVK lunch and fika area 

The left map shows the studios and my 

accommodation in relation to the city, 

along with places I visited during my stay. 

 

 

Body of the report – Conservation Projects

Ceramics: Leif Ericson's Tiles 

My first project was under the supervision of Carin Pettersson, in the ceramics and 

stone department. The project involved the conservation of hand-painted ceramic tiles 

that formed part of a larger artwork by the Swedish artist, Leif Ericson. The original 

artwork was installed on the walls of the Humanities building of the University of 

Gothenburg in 1984.  

Many tiles have been hand-painted by the artist and were glazed in Skrombergaverken, 

in Skåne, Sweden, which no longer exists; making the tiles and artwork extremely 

important cultural heritage. The Arts Council therefore, in consultation with the artist 

and SVK, had decided to conserve the tiles, which could otherwise be destroyed during 

renovation work. 

Table 2. Map of Gothenburg (googlemaps.com). 



 
Fig. 4. Photographs of the artwork in situ at the University of Gothenburg, taken by conservators at SVK working on 

the project. Annotated by myself to illustrate the tile positions. 

The removal of the tiles from the wall was carried out prior to my internship. The tiles 

had been given individual ID numbers according to their position within the artwork 

(see Fig. 4). Label example: A4:2 (Artwork section A, row 4, column 2) 

During the difficult process of removing the tiles a decision was made to save only 

hand-painted tiles, not the easily replaceable standard tiles, saving time and facilitating 

access to the hand-painted tiles. However, some hand-painted tiles were broken in the 

process of removal. 

My initial project was to select 10 of the broken tiles to work on. The aim being to 

consolidate the broken tiles to avoid further losses, and to reduce visual distraction from 

the artwork to achieve a unified decorative surface. I selected tiles with differing 

problems in terms of numbers of shards, colours and fills. 

 
Fig. 5. The ten selected hand-painted tiles before treatment 

The tiles had minor surface dirt and grime on the face of the tiles. Surface cracks to the 

glaze were visible, with some losses to the glazed surface on the fragile break edge. 

Many tiles had mortar remaining on the reverse. 



The tiles were dry-cleaned with a soft brush and a 

conservation vacuum. To remove any remaining debris 

and grease, the surface and break edge of the tiles were 

rinsed with acetone.  

Due to the uneven reverse of the tiles, and necessity to 

see the face of the tiles while bonding, it was not possible to bond the tiles lying flat. 

Carin suggested a method that was new to me, using gravity. One shard is held upright 

by seeds in a large dish, adhesive is applied to the break edge in a thin line or small 

dots, and the second shard it then attached. The uneven, teeth-like, rough break edges of 

low-fired ceramics help to hold the shards in the correct position. Tiles with more than 

two shards would be bonded in stages according to the predefined 'sticking order'. 

Shards were initially bonded using Araldite® 2020, a two-part epoxy resin, for strength. 

However, although the epoxy was left to cure and increase in viscosity before use, the 

first set of shards did not bond sufficiently due to adhesive penetrating into the low-

fired porous ceramic. Further tests using Paraloid® B72 provided a stable enough bond 

without penetrating into the ceramic and was more easily reversible should the shards 

need to be realigned. Therefore, in consequent treatments Paraloid® B72 was used.  

Tiles with more than two shards proved difficult to get accurate alignment, and in some 

cases needed to be realigned. Annotated images of the tiles, and a table listing adhesive 

used in each bond, was included in the studio treatment report for future reference 

Before the fills were applied, a drop of Paraloid® B72 was applied in the break at the 

edge of the tile, on the underside. A strip of masking tape was then applied to the 

outside edge of the tile, over the break. This allowed for the fill to flow into the break 

on the outer edge, without flowing outside the break or onto the reverse of the tile.  

   
Fig. 7. The signature tile before 

bonding. 

Fig. 8. The signature tile after 

bonding, during the filling process. 

Fig. 9. Masking tape applied to the 

outer edge to close the flow during 

fill application. 

Fig. 6. 'MADE IN SPAIN' on reverse 



Araldite® 2020, tinted with dry pigments, was used to fill losses due to its self-levelling 

properties.  

   
Fig. 10. Close-up of bonded join before 

filling. 

Fig. 11. A tile after initial 

filling, before applying colour 

filling/toning layer. 

Fig. 12. Tiles bonded using Paraloid® 

B72 as a test. Pictured during the filling 

stage using Araldite® 2020 and pigments. 

 

 
Fig. 13. The tiles after treatment. 

I very much enjoyed working on the tiles. It was valuable experience to overcome the 

challenge of bonding the porous and uneven tiles with a method new to me, matching 

the multiple colours, and achieving a unified gloss to the smooth surface. 

Between finishing in the ceramic’s conservation department, and starting in the painting 

conservation department, I joined the other staff in the annual spring clean, part of the 

pest management plan. 

Paintings and Frames 

The remaining time during my placement was spent under the supervision of Ann-

Marie Mild in the paintings and frames conservation department. 

South Swedish Bonad 

The next object that I worked on, known as a bonad, is a style of painting very specific 

to the South of Sweden. Bonader (pl.) are paintings on textile, and later paper, that were 

traditional hung in homes in the South of Sweden during the Christmas period.  



They typically depict biblical scenes, with reoccurring styles and motifs. The South-

Swedish bonad was popular in the 18th and 19th centuries, with artists selling their 

bonader on the marketplaces in cities and the countryside (Anders Jalakas, 2009). They 

were traditionally hung pinned to the wall with no supporting or decorative frame.  

This particular bonad is painted on textile in the traditional style. It has clear signs of 

having been hung, with stretched corners and worn paint from handling.  

   
Fig. 14. The bonad before treatment. Fig. 15. Close-up of the wear 

to the edges of the bonad. 

Some other examples of bonads (Fig. 

16) had recently been mounted at SVK 

on a supporting canvas in which rivets 

have been attached, to allow for 

hanging without further damage to the 

bonad. This is the method I was to use 

for the bonad in question. 

 

Through my research I found that bonader documented with the style that appears most 

similar to this bonad are that of Johannes Nilsson, son of Nils Svenssons who taught his 

son. Information about the artist can be found on the Folklivsarkiv's database of South 

Swedish bonads (Folklivsarkivets databas över sydsvenskt bonadsmåleri, 2018) . 

According to Ingalill Nystrom, in her 2012 PhD thesis, some distinctive features of 

Johannes Nilssons work are symmetry; filling the background/voids with details such as 

clouds, as well as hats and flowers; huge childish faces with almond shaped eyes and 

special hats; colour scheme is blue, red, orange and yellow; and Nilsson rarely signed 

the bonads (Nyström, 2012). She notes that pigments used in bonads were usually 

organic metal compounds, and that bonads have a very flexible ground and paint layer 

  
Fig. 16. Two previous mounted bonader hanging in the 

corridor of SVK. 

http://vetaallt.blogspot.com/2009/12/julbonader-har-mycket-att-saga.html
http://vetaallt.blogspot.com/2009/12/julbonader-har-mycket-att-saga.html


that does not easily crack or dislodge from the canvas (Et al.) Nystrom’s noted test 

results of materials and techniques used, including pigments and ground. 

The textile that the bonad is painted on has been joined in the middle and has patches on 

either side. It appears to have been constructed from a hessian sack, such as that used 

for potatoes, with the patches filling the space that were probably the handles. 

Dry cleaning was carried out using 

smoke sponges. Although the visible 

difference on the bonad was 

relatively minor, a great deal of dirt 

residue was visible on the sponges. 

Wet cleaning tests provided varying 

results, with certain colours being very sensitive. After discussions with my supervisor, 

we chose not to continue with wet cleaning, and retain a visibly balanced tone. 

A supporting linen was chosen with an appropriate weight weave, in a sympathetic tone. 

The prewashed linen was lightly sprayed with deionized water and wrapped in plastic to 

humidify evenly, before later removing and ironing, it was then cut square along the 

warp and weft lines. 

The interleaf to bond the bonad to the supporting canvas was prepared. A solution of 

equal parts Lascaux® Acrylic Adhesive 498HV and 303HV was applied thinly and 

evenly to Hollytex®, a non-woven polyester membrane. 498HV is the harder of the two 

and requires a higher activation temperature. 303HV is more flexible, retains a tac, and 

requires a lower activation temperature. The combination of the two enables flexibility 

and strength, with a safe activation temperature to avoid damage to the painting.  

    
Fig. 18. Removing a thread to get a straight cutting line. Fig. 19. Applying adhesive to the Hollytex® interleaf. 

After even application to both sides, and drying overnight, the interleaf was cut to the 

shape and contours of the bonad, 1-2 mm smaller so not visible from the front. 

Fig. 17. Reverse of the bonad, showing the construction. 



   
Fig. 20. Cutting the interleaf to the shape of the bonad (isolated with Melinex® sheet). 

The sandwich of the supporting linen, interleaf and the bonad were then adhered 

together on the vacuum table (fig. 23). I later carefully added supporting stitches 

through the bonad and supporting canvas using cotton thread, avoiding penetrating the 

paint layer, using gaps already in the warp and weft. 

     
Fig. 21. Ensuring edges 

are aligned. 

Fig. 22. The supporting canvas, interleaf, and 

bonad, on the heated vacuum table. 

Fig. 23. Adding 

supporting stitches. 

The supporting canvas was cut down to 4.5 cm wider than the widest sections of each 

side of the bonad. 3cm of the 4.5 cm edges were then folded under and pinned, before 

ironing. Strips were cut from the previously prepared interleaf off-cuts and inserted 

under the folds. The corners were folded under and the edges ironed again to activate 

the adhesive in the interleaf. The corners were then sewn closed using hidden stitches. 

Eyelets where inserted evenly around the edges of the supporting linen. 

    
Fig. 24. Applying adhesive to the Hollytex® 

interleaf. 

Fig. 25. Applying adhesive to the Hollytex® 

interleaf. 



 

 
Fig. 26. The finished bonad ready for hanging. 

Triptych: Volvo Penta 

A triptych of oil paintings by Joël Mila, commissioned for Volvo sometime in the mid-

20th century, had been brought to the studio for treatment.  

   
Fig. 27. The triptych of oil paintings by Joël Mila before treatment. 

Mila was a Swedish painter and cartoonist born in 1895, active in Gothenburg after 

studying art around 1921, until his death in 1985 (Wikipedia, 2018). On the flag of the 

boat of the middle painting, the word PENTA is painted. The Volvo Penta engine, 'the 

first wholly Swedish-built boat engine', was released on the market in 1909 (Aspeqvist, 

2013). Volvo Penta moved to Gothenburg from Skövde in 1925 (Et al.). So, it is likely 

that the paintings were commissioned sometime after this, although possible that it was 

before the company moved to Gothenburg. A very similar design of boat to the one 

depicted in the middle painting, was designed by Petterson in 1925 (Wikipedia, 2018).  

The canvases are badly worn around the edges, causing breaks in the canvas along the 

edge the stretcher bars. There are also many tears and deformations in the canvas and 

distracting historic in-painting. The left of the three paintings was selected to start work 

on during my internship. 



 

 

 

 

 
Fig. 28. The back of the left canvas, and close-ups showing the aged brittle table, deformations around the tears, 

and historic retouching paint. 

Initial cleaning tests, carried out before my arrival with tri-ammonium citrate in water, 

can be seen along the top edge of the middle painting in Fig. 27. There was a thick layer 

of dirt over the paintings, with greater deposits on the top of the paintings than of the 

bottom (Fig. 29 & 31). After subsequent tests I continued cleaning with a gel of 2% 

(w/v) methylcellulose in a solution of 0.5% (w/v) tri-ammonium citrate in water. It was 

applied in 2" square sections, agitated with a soft brush, and immediately removed, 

rinsed with deionized water, and dried, before moving on to the next section. 

Care was taken around thin and abraded areas, and fugitive colours, to ensure paint was 

not being removed during cleaning.  

The surface had two distinct dirt layers, the upper being yellow (possibly tobacco 

residue), while the lower was grey and more ingrained into the paint texture. The yellow 

layer was easily removed with the gel, while the second grey layer was removed with 

the final rinse and rolling action of the cotton wool. 

       
Fig. 29 and  30. Test clean of 

the bottom (left) and top (right) 

outside edges of the painting. 

Fig. 31. Initial cleaning stages of the 

painting, seen in the lower right. 

Fig. 32. Before and after cleaning 

of the mountainous area. 



Tests were carried out to remove the historic retouching. A Richard Wolbers gel, 

introduced to me by Ann-Marie, proved the most efficient: 3gm carbopol powder, 16ml 

of tenside Ethomeen C-25, 4dl of acetone, and 1dl benzyl alcohol, 1dl water. 

It took 3-4 applications to remove the 

paint sufficiently. Remaining paint residue 

embedded into the texture of the canvas 

was removed mechanically. A brown/grey 

residue remaining under the area that had 

previous been repainted, was removed 

with the previous solution of tri-

ammonium citrate gel. 

The reverse of the painting was dry-cleaned using smoke sponges. The tape used to 

mend tears in places could be easily removed due to the failed adhesive. The tape 

adhesive residue left on the canvas was softened with methylcellulose gel and removed 

mechanically. The historic in-painting on the reverse of the tears was removed with the 

same Wolbers gel as was used on the in-painting on the front of the painting. 

Due to damage around the edges as well as the tears in centre of the paintings, the 

decision was made to reline the paintings rather than patch the tears individually. 

Appropriate weight linen, with width wide enough to suit the height of the paintings 

(the direction of the warp) was cut to 15 cm larger than needed to allow for shrinkage 

when washing. The edges were then sewn with the overlocker to protect against fraying 

during the wash. It was then washed and laid out flat on the large tilted sink in the 

textiles department, the excess water was pulled out, and it was aligned to dry square. 

   
Fig. 34. Weft of canvas runs 

off-square. 

Fig. 35. The new canvas after 

overlocking the edges. 

Fig. 36. Drawing water out of the washed 

linen. 

  
Fig. 33. Before and after removal of the retouching. 

Right image shows the residue under the retouch.. 



Meanwhile the painting was removed from the 

stretchers and dry-cleaned on the reverse in the 

areas that had been behind the stretcher bars. 

Deformed canvas around the tears was relaxed 

using locally applied humidity (Fig. 41). The 

threads could then be realigned with starch paste. 

Patches cut to shape, with loose threads 

protruding, were placed in canvas losses and 

attached with starch paste. In some cases, only 

single threads were needed to bridge the tear. 

    

    
Fig. 38. A deformed tear 

before and after relaxing 

and realigning threads. 

Fig. 39. Before and after 

patching losses to canvas. 

Fig. 40. Corners after 

relaxing. Top: Outline of 

loss on Melinex. Bottom: 

after patching. 

Fig. 41. Relaxing tears to 

bring the edges back 

together, before applying 

bridging threads. 

The Hollytex® interleaf that would bond the original and supporting canvas was 

prepared in the same way as for the bonad, using Lascaux® 498HV and 303HV. Before 

bonding, the painting was lightly humidified to relax the canvas and allowed for 

sufficient relaxing and alignment before adhering. The supporting canvas and interleaf 

where placed under the painting and adhered together using the heated vacuum. 

    
Fig. 42. Cotton cloth 

placed in plastic to evenly 

humidify after lighty 

misting. 

Fig. 43. Canvas relaxing 

between himidified cotton 

cloth and Melinex®,   

while table heats up. 

Fig. 44. Vacuum is applied 

to ensure the canvas now 

lies flat. 

Fig. 45. New linen backing 

and adhesive interleaf adhered 

to reverse of the painting using 

heated vacuum table. 

 
 

  
Fig. 37. Dry cleaning the verso. 

https://conservationdiarygothenburg.wordpress.com/bonad/


Once lined and cooled, the painting was re-tensioned over the original stretcher bars. 

Losses in the tears, and holes, were filled using acrylic filler. These were left to dry and 

smoothed using mechanical action followed by a dampened skin. 

Retouching was done using watercolour in a rigatino style. 

   
Fig. 46. The re-lined painting after   

re-tensioning onto original stretcher 

bars, and filling of losses.  

Fig. 47. The finished painting after 

retouching. 

Fig. 48. The verso of the re-lined 

painting. 

Flight Recorder/Black Box - Paint on Armatured Cement: Working on Site. 

The sculpture greets the students as they enter the main door of the Academy of Music 

and Drama in Gothenburg. It has been on display here since 1992 when it was made by 

the artist Roj Friberg (born 1934). 

     
Fig. 49. Main entrance to music 

school. 

Fig. 50. The sculpture faces you as 

you enter the door. 

Fig. 51. Side view. 

The sculpture is made up of a painted black box (possibly a metal substrate), surrounded 

by painted concrete figures on a concreted base. The concrete had suffered some cracks, 

detachment and losses. The paint layers were lifting away from the substrate in places, 

and subsequently cracking and flaking, with some areas of loss. Carin had already 

stabilized some breaks in the concrete structure of the sculptures.  



Carin, Ann-Marie and I, continued as a team by cleaning, stabilizing the flaking paint, 

replacing losses and in-painting to unify the appearance. 

Loose surface dust was removed using soft 

brushes and a conservation vacuum. Wet 

cleaning was carried out using a surfactant in 

water, applied by brush or sponge, and rinsed 

with a sponge cloth dampened with water. 

Consolidation of flaking paint was carried out 

using Plextol® B500 diluted in water. A more 

dilute solution worked well to enable capillary action of the consolidant under less 

detached areas in cracks and around the edges of losses. A more concentrated solution 

enabled faster drying and relaying of lifting and cupping paint layers. The consolidant 

slightly softened the paint layer: with the addition of a heated spatula applied to the 

paint layer over Melinex®, to enable cupping paint to be reattached to the substrate. 

Consolidant residue was removed with a damp sponge cloth. The more difficult to reach 

areas did involve getting a bit up close and personal with some of the figures!  

   
Fig. 53. Flaking paint before 

consolidation. 

Fig. 54. After consolidation. Fig. 55. Ann-Marie consolidating flaking paint. 

Losses were filled with a premade water-based copolymer 

filler mixed with black acrylic paint. The filler was smoothed 

with a damp skin and left to dry overnight.  

The fills on the figures as well as smaller losses which were not 

filled, were in-painted using acrylic paints with additional 

acrylic dispersion to better match the gloss of the original paint 

layers.  

 

Fig. 52. Carin Petterson dry cleaning. 

Fig. 56. Inpainting losses to 

the flaking paint. 



    
Fig. 57. Before and after filling and inpainting. Fig. 58. Before and after filling and inpainting. 

Carin re-adhered cracks and replaced losses around the edges of 

the concrete base with an acrylic dispersion-based stone mortar, 

which is soluble in acetone. She in-painted these additions using 

watercolour, subsequently sealed with an acrylic dispersion. 

It was interesting to work on the sculptures in situ. Most students 

took no notice of us and gave us a glimpse of how they interacted 

with the sculpture. It was almost part of the furniture, and guitar 

cases were placed around and sometimes on it while students waited for auditions. We 

gained facts about the history of the sculptures through conversations with passersby. 

One lecturer told us how the artist himself used to carry out interventive remedial work 

on the sculptures from time to time, which we can see by the historic inpainting on 

sculptures. We were also told that the artist had not wanted any protective barrier 

between the sculpture and the public, which had resulted in the cracking and losses to 

the concrete around the outer edges of the base of the sculpture. The artist had clearly 

wanted to facilitate interaction between the sculpture and viewers.  

 
Fig. 60. The sculpture after treatment. 

Fig. 59. Carin working on 

the concrete base. 



Oval Frames 

Two small oval frames came into the studio from a private client. The style appeared to 

be that of the Victorian era and the finish of polished bronze powder.  

   
Fig. 61. Front of the oval frames before 

treatment. 

Fig. 62. Back of the two oval frames 

before treatment. 

Fig. 63. Magnification of the 

printing grain. 

The frames contained printed portraits dated as 1910. With help from Martin (Paper 

Conservator at SVK) we identified the prints as being of a photographic method. Small 

dots of colour, using all four of the CMYK tones (the reds having faded) are visible. 

The ink dots have a darker rim around them, characteristic of relief prints (Fig. 63). 

Glass in one of the frames had been previously broken across the width by the 

attachment of a hanger. After consolidating the flaking areas on the front of the frame 

with Lascaux® Medium for Consolidation, the frames were turned over and the 

backing, glass and artwork removed before further consolidation around the sight-edge.  

A light enzyme clean was carried out to remove the surface dust and grime. In one area 

on the top of frame B, the dirt layer was removed, but the surface remained slightly 

rough and matt in places where the surface had been damaged by the dirt layer build-up. 

There were signs of green on the cotton swab during cleaning of this area, indicating 

corrosion of the bronze coating. This is likely to have occurred due to layer of dirt being 

hygroscopic. To prevent further corrosion, a coat of varnish will be applied to these 

areas once the reconstruction of the losses has been carried out. 

One of the frames had a thick patch of what looked to be animal glue or shellac. Warm 

water had a small effect but was not sufficient. Acetone was found to quickly softened 

and remove it without adversely effecting the underlying decorative surface. 

A protective layer of varnish was applied to the decorative surface around the areas that 

would be filled. Over an isolation layer of Lascaux® Medium for Consolidation, gesso 

was applied in several thin coats, which after drying was smoothed and burnished. The 

protect varnish was removed. Toning to match the underlying bole was achieved using 



watercolour. The areas were then burnished again. Shell gold was applied with a touch 

of burnt sienna and sealed with a mastic varnish, removable with white spirit. 

It took two attempts to cut the required size and shape of oval, even after making a card 

template, as the small rebate did not leave much room for error. 

  
Fig. 64. Glass cutting preparation    Fig. 65. Before and after cleaning one of the frames. 

A sheet of archival paper was cut to size to isolate the prints from the acidic backing 

board. Using thin, conservation standard paper repair tape, the package containing the 

glass, print, and new backing paper was sealed around the edges. This will act as a 

buffer from dust, pests and migrating acid. The decision was made to retain the original 

backing board and brown paper behind the isolation layer. A final layer of brown paper 

backing was placed over the back of the frame in the original style, adhered using PVA 

adhesive around the edge of the frame reverse, to further protect from airborne 

contaminants such as pests and dust. 

  
Fig. 66. The oval frames after treatment. 

 

I will briefly mention some other projects that I worked on during the internship: 



Interior scene, framed oil painting on canvas by Carl Holsøe 

Fig. 67 shows the image of a painting by Carl Holsøe in an accompanying gilt frame 

before treatment. The varnished painting was cleaned to remove the surface dirt. 

Solvent tests were unsuccessful at removing the grey spots/drips that look to have been 

made from a foreign liquid, due to the spots having migrated through the varnish and 

into the paint layer.  

Deformations in the canvas were individually treated. The most distracting grey spots 

were retouched with varnish retouch colours and dammar varnish. The dammar was 

also brushed thinly in areas of missing varnish to unify the gloss of the surface. 

The frame required reconstruction of missing ornament in one corner. A mould of the 

corresponding ‘beading’ ornament from an in-tact area was first taken. A cast was then 

made, trimmed to fit, attached, gilded and toned. 

     
Fig. 67. Carl Holsøe painting 

and frame before treatment 

Fig. 68. 

Deformations 

before flattening. 

Fig. 69. Grey spots 

on painting before 

inpainting. 

Fig. 70. 

Casting frame 

beading. 

Fig. 71. Carl Holsøe 

painting and frame After 

treatment. 

 

Town Scene, framed oil painting on canvas by S. Rathsman 

 The painting was strip-lined on one edge to 

allow for reattachment to the stretcher after 

treatment of a hole in the canvas along that 

edge. The hole was then filled, leveled, and in-

painted. Historic frame residue on the painting 

was removed by mechanical action. 

An isolation layer was applied to losses of the 

decorative surface on the frame, and a 

protective layer of varnish applied to the 

surrounding areas. The losses were then filled 

Fig. 72. S Rathsman painting and frame before 

treatment. 



and leveled. Smaller areas were toned. Larger areas were gilded and toned. The 

protective varnish was then removed.  

    

 

Fig. 73. From left to right: Hole in painting and canvas; 

stretcher bar removed to reveal hole in canvas; new canvas 

frayed and feathered for strip lining; filling losses to the frame 

before gilding and toning; painting and frame after treatment. 

 

Wouvermans School  

After previously being cleaned and varnished, Maimeri varnish retouch colours and a 

dammar varnish were used to tone historic retouching on this painting. 

   

Fig. 74. The Wouvermans school painting before retouching. 

 

External Visits and Opportunities  

Pre-exhibition condition survey at Bohusläns 

Museum, in Uddevalla, with Ann-Marie and Martin. 

‘Nature and Portraiture’ exhibition was a collection of 

about 60 works of art (paintings, prints and sculptures) 

by Lena Cronqvist. We carried out the survey as the 

objects were being unpacked by the museum staff in 

the exhibition room. Back at the studio I entered the 

results into a document and digitally annotated comments on photos for SVK’s report. 

Fig. 75. Survey at Bohusläns Museum. 



Survey of all objects on the inventory of Kilanda Kyrka. The 

original church dates back to the 13th century and has gone 

through renovations since. The 18th century ceiling paintings 

were particularly striking. This was an opportunity to work with 

members of staff in other SVK departments; Carl (Metals 

Conservator) and Katarina (Textiles Conservator). 

 

Joining Christelle (my fellow intern in the paper 

conservation department), Martin and Ann-Marie on a trip 

to Klockaregården in Håcksvik, was an opportunity to 

see South-Swedish bonader in situ. This is an exception to 

the norm for South-Swedish bonader to be permanently 

installed, which are usually only hung at Christmas. The 

artist Sven Erlandsson was eighty when he painted the 

walls of the room. We were also invited to join for ‘Fika’ 

and were shown around the neightbouring church Håcksviks Kyrka. 

Other projects I was invited to join were; to assess the possible 

removal of a painted ceiling in Chalmers University during 

renovations, as well as visiting many buildings of historical 

importance around the city that could be adversely affected by 

vibrations from the building of a tunnel in Gothenburg. One that 

stood out for me was Victoriaskolan, a school in which one of 

the stairwells walls and ceilings have been painted by the 

Swedish painter Carl Larsson. 

As part of a staff meeting of the wider organization 

(Västarvet) we visited the site where a Christian 

Viking Church dating from the 900's has been 

excavated, and recently opened to visitors as part of 

Västergötlands Museum. The talk given to us at the 

site was in Swedish but Sigrid (my fellow intern from 

Norway in the archeological conservation department) 

translated in my ear. The site Kata Gård, in Varnhem, is named after the skeleton of 

Kata found in a coffin with rune stone next to the church and thought to be the ‘mistress 

of the estate’ due to the location of the grave in relation to the church. We also took the 

Fig. 79. Kata Gård, in Varnhem. 

Fig. 77. Fika at Klockaregården. 

Fig. 76. Kilanda Kyrka. 

Fig. 78. Chalmers 

University. 

http://vastergotlandsmuseum.se/kata-gard-varnhem/


opportunity to explore the neighbouring Varnhem Abbey church and monastery 

ruins dating from the 12th century. 

As a staff day-out we were taken on a surprise boat ride around Gothenburg, seeing the 

well-known landmarks from the water, such as the distinctive cranes, and the 

juxtaposition of the Götheborg ship (replica of the 1738 East Indiaman) alongside the 

Lilla Bommen (ofter referred to as the ‘lipstick tower’!). The areas of the rivers and 

canals with communities of boat houses with so much character was really interesting to 

see. The boat trip was followed by a picnic meeting in the Trädgårdsforeningen park. 

   
Fig. 80. Views from the staff boat ride around the waterways of Gothenburg.  

Blodomloppet around Slottsskogen park is a charity 

walk (5km) or run (5 or 10km) which some of the SVK 

staff were taking part in. Us interns signed up as well. It 

was baking hot and a lovely atmosphere, a chance to talk 

to other staff members, feel part of the community, and a 

really good workout!  

Extra Curricular 

One of the unique things about Sweden is a law called Allemansrätten, meaning ‘right 

to roam’ or directly translating as ‘everyone’s right’.  Although I did not find the time to 

camp, I did buy myself a bicycle to get around, exploring the local lakes and the many 

beautiful islands on Gothenburgs North and South archipelagos, as well as going 

further afield. I spent a lovely weekend on the Island of Orust, North of Gothenburg in 

the province of Bohuslän, staying in a traditional summer house in a hosts garden, just 

a short walk down to the sea. We had use of the kayaks to explore the coastline, and 

made ourselves dinner and a fire by the beach in the evening. Kayaking is one of my 

hobbies, and Sweden is perfect for this. Towards the end of my time in Sweden I joined 

an event with other expats, to Kosterhavets National Park, a marine national park and 

Fig. 81. Blodonloppet 2018. 

https://en.wikipedia.org/wiki/Varnhem_Abbey


Koster Islands, just before the Norwegian boarder. From where the ferry dropped us off, 

we walked, kayaked, saw people collecting shellfish in the shallow waters, joined some 

cows on a beach for lunch, and after some determined paddling around small islands we 

saw some seals basking on the rocks. 

   
Fig. 82. Small cabin on the island of 

Orust. 

Fig. 83. Rune stones en-route to 

Kosterhavets National Park 

Fig. 84. Lunch stop kayaking in 

Kosterhavets National Park 

Another enjoyable excursion from Gothenburg involved all four interns: Sigrid; Kelly; 

Christelle; and I, hired a car for a road trip to visit Reko. Reko is a craft skills workshop 

day, hosted by the Handicraft and Building Preservation Museum in Nääs:  We saw 

traditional fence building, wool spinning, felt making, etc. as well as the museum itself. 

We then carried on our roadtrip to Läckö Castle on Vänern Lake.  

   
Fig. 85. Handicraft and Building 

Preservation Museum in Nääs. 

Fig. 86. Handicraft and Building 

Preservation Museum in Nääs. 

Fig. 87. Läckö Castle on Vänern Lake 

In Gothenburg itself there is so much to do, that I can not mention everything I did and 

visited here. Highlights included: seeing Gothenburg Symphony Orchestra play in their 

purpose-built concert hall; Megaloppis, a huge annual flea market meandering around 

the streets of Majorna in the west of Gothenburg; the botanical gardens annual Japanese 

cherry blossom festival; the annual parade by Chalmers University; 

Valborgsmässoafton (Valborg's Mass Eve) or Walpurgis Night, where the Swedish 

celebrate with an evening bonfire lit by the witches; going inside a blue whale at the 

Natural History Museum on VALborgsmässoafton, the one day of the year it is allowed 

(Gothenburgian word play - the Swedish word for whale is VAL).  

 

 



And of course, I can’t forget Swedish Midsummers.  

    
Fig. 88. Midsummer celebrations in Trädgårdsforeningen park 

 

 

Conclusion 

I feel very lucky to have had the opportunity to have undertaken the internship. Having 

lived abroad previously and returned to the UK to study conservation, I was nervous 

about being out of paid work and moving abroad again to undertake an unpaid 

internship. I would not have done it without the help of the Zibby Garnett Travel 

Fellowship funding, and I have absolutely no regrets. I thoroughly enjoyed my time in 

Gothenburg. I had the opportunity to work with objects and materials specific to 

Sweden that I would not otherwise have encountered and learnt new treatments and 

techniques that I can bring back to the UK and share with fellow conservators. Having 

the opportunity to be able to gain experience working in a conservation studio that 

undertakes both government and private commercial work in a wide range of 

disciplines, and immerse myself in so many cultural activities, was invaluable. The 

Zibby Garnett funding allows conservators to travel to different countries where they 

can learn and share skills across borders, widening their knowledge, skillset and 

experience. 
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