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Foreword
by Paul Philippot

Director Emeritus of ICCROM,

Professor Emeritus of Université Libre of Brussels

For anyone who might still doubt the ex-
istence of an overall European culture and its
coexistence in permanent dialogue with
national cultures, the history of restoration, as
presented by architect Jukka Jokilehto, should
be a convincing demonstration.

The modern concept of restoration, fruit of
a long historical process, was shaped in the
eighteenth century with the development of
Western historical thought and as a result of
tension between the rationalism of the
Enlightenment and pre-Romantic and Roman-
tic sentiment. Later it was further defined in
the debates of the nineteenth and twentieth
centuries. It is from the initial dualism, where
classical antiquity and the barbarian world of
invasions confronted each other, that this
concept slowly emerged. This means, in fact,
that its genesis accompanies the evolution of
the bonds between the two worlds which
were destined to constitute the living tissue of
European reality in fieri, in making.

The first decisive step towards a specifically
European form of relation to the past occurred
in Italy, when Renaissance humanism recog-
nized in antiquity both a historic epoch of the
past and an ideal model that could inspire
contemporary culture and open it to future
creative developments in all fields. A new
form of relation to the world was then born
uniting the objectifying distance and the
creative present. It found its spatial corres-
pondence in the elaboration by architects,
painters and sculptors of the unified perspec-
tive construction of the visible world, now

perceived as nature, correlative object to the
humanistic subject.’

As this dialogue with history and nature
makes its way into culture and is articulated
in critical terms, it also progressively extends
to the north. Here it soon constitutes a dimen-
sion of national cultures which progressively
develop and gradually differentiate them-
selves. This occurs notably in relation to the
conditions established by the situation of
different regional entities vis-d-vis the antique
world since its largest extension in the fourth
century. In this context and with this
background, Christianity — another component
at the level of the European scene — naturally
appears as a form of the antique world. Its
reception in different epochs, the conditions
of its implantation in different regions, as well
as their total or partial inclusion, whether
lasting or temporary, within the boundary
(limes) of the Roman Empire, turn out to be
decisive for the establishment of national
cultures. The issue here is similar to the vital
role of the early years of infancy, but it is
completely hidden and defies objectification:
it will always be difficult to clarify, for
example, how much the specific cultural
natures of the Germans, the British or the
Scandinavians have been affected by having
their regions inside or outside the imperial
boundaries. It is evident that such circum-
stances have had a profound impact on some
fundamental attitudes. Indeed, are not the
forms of connection to or the distance from
Rome reflected in the different kinds of
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relation to the past and to nature characteris-
tic of different national sensitivities, as is the
thinking that results?

In this perspective, both supple and open,
which does not reflect an a priori ideology but
is grounded in objective findings, European
culture appears as a vast field of action for
diverse and intersecting currents — barbarian
substratum vs. antique world, Christianity vs.
paganism, periphery vs. centre. Here emerge
the national cultures depending on their
position in the shared weave to the extent that
they define themselves through continuous
dialogue and become increasingly aware of
themselves, giving and receiving by turns.
Also, the epochs of Europe are characterized
by successive historical trends: the dualism of
Byzantium and the Holy Roman Empire of the
Germanic nation; the Greek world and the
Latin Roman—Gothic world; humanism, Ren-
aissance and baroque matured in Italy;
Protestantism and Counter-Reformation; the
French rationalism of the Enlightenment and
Germanic Romanticism. Even the nineteenth-
century nationalism finds its place in this
scheme as it reflects the historicist turning in
on itself, which emerged from the European
Romanticism of the nineteenth century or
belatedly in the twentieth century. Moreover,
one can see how this nineteenth-century
conception, being identity-related and closed,
obscures comprehension of the continuous
osmosis that preceded it throughout Europe,
and results easily in denying the existence of
a European culture, which it cannot conceive
of except through its own involuted scheme.

This evolution is traced by Jukka Jokilehto
in a clear manner through the progressive
emergence of the various components of the
modern conception of restoration, which
appears as a specifically European phenom-
enon. All the more so since the genesis of
these factors is carefully placed in the general
cultural context of the sensitivity and thinking
that feeds them. The relation to the past is
always an integral dimension of the form of
being of the present, and restoration, dealing
materially with the object, always exteriorizes
this relationship in a manifest and indisputable
manner, even in its least conscious aspects.

The nineteenth and twentieth centuries see
the Furopean restoration panorama, like that

of culture, open itself progressively to diverse
sectors originally neglected by classical tradi-
tion: first to the Romanesque and Gothic
Middle Ages, perceived especially in the
national perspective, then, gradually, to the
baroque world, and finally to the non-
European cultures. In the second half of the
twentieth century, interest spreads rapidly to
historical ensembles, to vernacular or popular
production, and eventually to territory where
history and nature rejoin, the landscape ac-
quiring a historical dimension.

This extension of the domain of restoration
and conservation is accompanied by a
deepening of the critical concepts inherited
from the classical tradition and the opening of
a dialogue with other cultures. These trends
constitute today the heart of current debate in
that historical thought, Western criticism and
the concept of authenticity that it implies find
themselves confronted with various traditional
situations reminiscent of those in the Western
world before the Renaissance. But on the
other hand, the various cultures of the non-
European world find themselves invited to find
their ways to cope with the requirements
of safeguarding historic authenticity, which
appears to be essential to any modern con-
ception of restoration.

Jukka Jokilehto is particularly well placed to
cope successfully with the complex task that
we have attempted to outline. A Finn, and thus
originally from the far-away periphery that was
touched rather late by the Roman issue, he
nevertheless soon found his way in Rome as
an assistant to Professor De Angelis d’Ossat for
the course of the Scuola di specializzazione per
lo studio ed il restauro dei monumenti, which
he had attended at the Faculty of Architecture

of Rome University. Subsequently, while
responsible for directing the International
Course in  Architectural Conservation at

ICCROM, he also obtained teaching and field
experience, through expert missions in a great
variety of regions and countries, as well as
participating actively in the meetings of
ICOMOS and UNESCO on this subject then in
full expansion. The need to stand back and
reflect on this experience and the related
theoretical and practical problems led him, in
1986, at the Institute of Advanced Architectural
Studies of the University of York, to present a



doctoral dissertation under the tutorship of
Professor Derek Linstrum and Sir Bernard
Feilden. The results of this research, revised
and further developed, form the present book,
fruit of some 25 years of experience and reflec-
tion nourished by a constant dialogue with the
great national traditions and the main trends of
this culture, which can rightly be called
European, and has now become a challenge to
the different cultural regions of the world.

Foreword ix

Notes

1 We refer to the excellent analysis by Giulio
Carlo Argan in The Architecture of Brunel-
leschi and the Origins of Perspective Theory
in the Fifteenth Century, Journal of the
Warburg and Courtauld Institute, vol. IX,
London 1946, 96-121, and more succinctly in
Brunelleschi, Biblioteca Moderna Mondadori,
CDXV, Milan, 1955.
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The conservation of artefacts and buildings has
a long history, but the positive emergence of
conservation as a profession can be said to
date from the foundation of the International
Institute for the Conservation of Museum
Objects dIC) in 1950 (the last two words of
the title being later changed to Historic and
Artistic Works) and the appearance soon after
in 1952 of its journal Studies in Conservation.
The role of the conservator as distinct from
those of the restorer and the scientist had been
emerging during the 1930s with a focal point
in the Fogg Art Museum, Harvard University,
which published the precursor to Studies in
Conservation, Technical Studies in the Field of
the Fine Arts (1932-42).

UNESCO, through its Cultural Heritage
Division and its publications, had always taken
a positive role in conservation and the founda-
tion, under its auspices, of the International
Centre for the Study of the Preservation and
the Restoration of Cultural Property ICCROM),
in Rome, was a further advance. The Centre
was established in 1959 with the aims of advis-
ing internationally on conservation problems,
co-ordinating conserv ation activators and
establishing standards of training courses.

A significant confirmation of professional
progress was the transformation at New York
in 1966 of the two committees of the
International Council of Museums (ICOM), one
curatorial on the Care of Paintings (founded in
1949) and the other mainly scientific (founded
in the mid-1950s), into the ICOM Committee
for Conservation.

Following the Second International Congress
of Architects in Venice in 1964 when the
Venice Charter was promulgated, the

International Council of Monuments and Sites
(ICOMOS) was set up in 1965 to deal with
archaeological,  architectural and  town
planning questions, to schedule monuments
and sites and to monitor relevant legislation.
From the early 1960s onwards, international
congresses (and the literature emerging from
them) held by IIC, ICOM, ICOMOS and
ICCROM not only advanced the subject in its
various technical specializations but also
emphasized the cohesion of conservators and
their subject as an interdisciplinary profession.

The use of the term Conservation in the title
of this series refers to the whole subject of the
care and treatment of valuable artefacts, both
movable and immovable, but within the disci-
pline conservation has a meaning which is
distinct from that of restoration. Conservation
used in this specialized sense has two aspects:
first, the control of the environment to
minimize the decay of artefacts and materials;
and, second, their treatment to arrest decay
and to stabilize them where possible against
further deterioration. Restoration is the contin-
uation of the latter process, when conserva-
tion treatment is thought to be insufficient, to
the extent of reinstating an object, without
falsification, to a condition in which it can be
exhibited.

In the field of conservation conflicts of
values on aesthetic, historical, or technical
grounds are often inevitable. Rival attitudes and
methods inevitably arise in a subject which is
still developing and at the core of these differ-
ences there is often a deficiency of technical
knowledge. That is one of the principal raisons
d’étre of this series. In most of these matters
ethical principles are the subject of much
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discussion, and generalizations cannot easily
cover (say) buildings, furniture, easel paintings
and waterlogged wooden objects.

A rigid, universally agreed principle is that
all  treatment should be  adequately
documented. There is also general agreement
that structural and decorative falsification
should be avoided. In addition there are three
other principles which, unless there are
overriding objections, it is generally agreed
should be followed.

The first is the principle of the reversibility
of processes, which states that a treatment
should normally be such that the artefact can,
if desired, be returned to its pre-treatment
condition even after a long lapse of time. This
principle is impossible to apply in some cases,
for example where the survival of an artefact
may depend upon an irreversible process. The
second, intrinsic to the whole subject, is that
as far as possible decayed parts of an artefact
should be conserved and not replaced. The
third is that the consequences of the ageing of
the original materials (for example ‘patina’)
should not normally be disguised or removed.
This includes a secondary proviso that later
accretions should not be retained under the
false guise of natural patina.

The authors of the volumes in this series
give their views on these matters, where
relevant, with reference to the types of mater-
ial within their scope. They take into account
the differences in approach to artefacts of
essentially artistic significance and to those in
which the interest is primarily historical,
archaeological or scientific.

The volumes are unified by a systematic and
balanced presentation of theoretical and

practical material with, where necessary, an
objective comparison of different methods and
approaches. A balance has also been
maintained between the fine (and decorative)
arts, archaeology and architecture in those
cases where the respective branches of the
subject have commong ground, for example in
the treatment of stone and glass and in the
control of the museum environment. Since the
publication of the first volume it has been
decided to include within the series related
monographs and technical studies. To reflect
this enlargement of its scope the series has
been renamed the Butterworth—-Heinemann
Series in Conservation and Museology.

Though necessarily different in details of
organization and treatment (to fit the particu-
lar requirements of the subject) each volume
has the same general standard, which is that
of such training courses as those of the
University of London Institute of Archaeology,
the Victoria and Albert Museum, the
Conservation Center, New York University, the
Institute of Advanced Architectural Studies,
York, and ICCROM.

The authors have been chosen from among
the acknowledged experts in each field, but as
a result of the wide areas of knowledge and
technique covered even by the specialized
volumes in this series, in many instances multi-
authorship has been necessary.

With the existence of IIC, ICOM, ICOMOS
and ICCROM, the principles and practice of
conservation have become as internationalized
as the problems. The collaboration of
Consultant Editors will help to ensure that the
practices discussed in this series will be applic-
able throughout the world.
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1

From traditional to

The aim of the present study is to identify and
describe the origin and development of the
modern approach to the conservation and
restoration of ancient monuments and historic
buildings, the influence that this development
has had on international collaboration in
the protection and conservation of cultural
heritage, and the present consequences world-
wide.

The definition of objects and structures of
the past as heritage, and the policies related to
their protection, restoration, and conservation,
have evolved together with modernity, and are
currently recognized as an essential part of the
responsibilities of modern society. Since the
eighteenth century, the goal of this protection
has been defined as the cultural heritage of
humanity; gradually this has included not only
ancient monuments and past works of art, but
even entire territories for a variety of new
values generated in recent decades. In its
medium-term programme of 1989, UNESCO
defined the full scope of such heritage (25 C/4,
1989:57):

The cultural heritage may be defined as the
entire corpus of material signs — either artistic or
symbolic — handed on by the past to each culture
and, therefore, to the whole of humankind. As a
constituent part of the affirmation and enrich-
ment of cultural identities, as a legacy belonging
to all humankind, the cultural heritage gives each
particular place its recognizable features and is
the storehouse of human experience. The preser-
vation and the presentation of the cultural
heritage are therefore a corner-stone of any
cultural policy.

The process, from which these concepts and
policies have emerged has been identified as

modern society

the ‘modern conservation movement. The
main principles and concepts of the movement
have found their first expression in the
European context, particularly in the eight-
eenth century, although the roots can be
identified earlier, in the Italian Renaissance and
even before. Some of the key motives for the
modern interest in heritage are found in the
new sense of historicity and a romantic nostal-
gia for the past, but concern has also emerged
from the esteem held for specific qualities of
past achievements, the desire to learn from
past experiences, as well as from the shock
caused by inconsiderate changes in familiar
places, destruction and demolition of well-
known historic structures or pleasing works of
art. Much of this destructive change has been
caused by the same technical and industrial
developments that have founded the emerging
modern world society — both qualitatively and
quantitatively.

1.1 Past approaches to historic
structures

What is today considered the physical cultural
heritage of humanity results from long devel-
opments and traditional transfer of know-how
in particular societies, as well as of influences
and ‘cross fertilization’ between different
cultures and civilizations. The oldest urban
settlements were founded in Egypt, Mesopo-
tamia, the Indus Valley, and China, forming the
world’s culturally richest region that extended
over to the Mediterranean. In this context of
early kingdoms and empires there was a basis
for the development, consolidation, and diver-
sification of particular artistic conceptions, and
cultural inputs, techniques, and know-how.

1



2 A History of Architectural Conservation

Diffusion of influences came through various
types of contacts and traditional links,
conquests and commercial connections, such
as the Silk Roads linking the Mediterranean
with the Orient, or the pilgrimage routes in
various parts of mediaeval Europe. While
America received its first inhabitants from Asia
over the Bering Strait,
and developed its distinct cultures, Europe
emerged from the classical world through the
Middle Ages; later it developed technologies
and methods of industrial production that
allowed commercial benefit and ruling over
traditional societies.

The built heritage is continuously subject
to various types of deterioration, including
weathering, the ageing process, and consump-
tion by use. The degree of wear depends on
the type of structure and material of the build-
ing; consequently, repair traditions may differ
in different cultures and geographical regions.
Buildings can also be modified due to changes
in function, or due to changes in taste or
fashion. Many of the areas with the richest and
most creative cultures are subject to natural
risks, such as earthquakes and floods, that
have caused — and continue to cause — ir-
reparable damage and destruction of historic
buildings and works of art. Furthermore, armed
conflicts, wars, revolutions, conquests, wilful
damage, and demolition add to the long list of
risks to heritage caused by humankind itself.
Such damage was often repaired, or the build-

Figure 1.1 Capital from the
original construction of an
Ionic temple in the early
Classical period. Note the
high-quality finish (courtesy
of M. Korres)

ings rebuilt, but excessive damage could result
in the abandonment of entire cities and
regions. Desertion could also be caused by the
exhaustion of resources, or due to political
decisions.

It is generally characteristic of old structures
and of historic areas that they represent differ-
ent stages and modifications rather than one
single design phase. In the past, in contrast to
modern times, the manner of building, mater-
ials, structural systems, and forms of ornaments
were related to particular cultures, and only
changed over long periods of time, thus giving
a certain harmony and continuity to a place.
Such architectural coherence could be seen in
ancient towns, such as Miletus, attributed to
Hippodamus (fifth cent. Bc) who skilfully
adapted the grid plan to the topography of the
site  (this adaptation was referred to as
mimesis). There are examples where architec-
tural ideas have had a coherent development
through a building process that lasted
centuries, as in the Egyptian case of the Great
Temple of Ammon in Karnak, built by succeed-
ing pharaohs from 1530 to 323 Bc (Erder, 1986:
21f6).

In ancient Rome, there were specific regula-
tions to guarantee that new buildings were
designed in harmony within the existing built
context. Good building practice and main-
tenance were some of the leading themes in
De Architectura, the influential manual by
Vitruvius in the first century Bc. He empha-



sized the importance of knowing all aspects of
the site when designing a building or planning
a town, and noted that buildings should
conform with the nature and climate of each
place (VLi:1). He gave specific instructions on
the orientation of particular rooms in a house

so as to provide optimal conditions; for
example, bedrooms and libraries should be
oriented to the east to get morning light, and
also because books would thus not decay.
Similarly, there were instructions concerning
repair in the case of rising damp (VILiv:1).
Such requirements, still according to Vitruvius,
should be reflected in the education of the
architect, who ought to have ‘a wide knowl-
edge of history’ in order to be aware of the
symbolic meaning of the elements used in the
building (1,i:5). A well-educated architect
would leave a more lasting remembrance in his
treatises (1,i:4).

Current research has shown that there were
many approaches to the repair of ancient
temples after damage by fire, earthquake, use,
or building activity. Sometimes, the original
type of material and style of the old building
were maintained, although this cannot be
taken as a general rule. In other cases buildings
could be relocated as a result of environmental
changes, but new constructions could also be
adapted to allow for the survival of ancient
structures. After a fire in the first century Bc, the
Erechtheum of Athens was repaired and
rebuilt. In this operation, many parts, such as
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Figure 1.2 Capital that has
been copied from the
early-Classical capital in a
later Roman ‘restoration’. The
surface finish is rougher than
in the earlier capital,
probably due to cultural
differences between the two
periods (courtesy of M.
Korres)

pediments or ceilings, were dismantled and
reconstructed in the same form as before; the
original style was kept in the new columns
replacing the old. The conservation architect
responsible for the Acropolis, Manlios Korres,
has concluded that the aim was not merely to
repair the Erechtheum, but ‘to restore it as a
monument of high artistic worth’ (Korres,
1997:199). He has supported this notion by
drawing attention to the admirable quality of
newly carved decoration in the west doorway.
On close inspection, however, it is possible to
see a difference in this carving, the new work
being slightly less accurate than the original.
This would not result from a conscious attempt
to distinguish new work from the old; rather, it
can be taken as an inherent cultural difference
from the fifth to the first century (8c). Korres
notes that it might have been possible to use
more of the original material remaining after
the fire if the builders had so desired; instead,
the aim in this ‘restoration’ seems to have been
mainly aesthetic, which coincides with the
conclusions of other research as well.!

The concept of a memorial was well known
in the ancient world: the mastabas and
pyramids of Egypt transmitted the memory of
the pharaohs; the ancient Persian tombs of
Nagsh-i-Rustam were built to commemorate the
Achaemenid kings. In many cases, such tombs
have been subject to destruction in subsequent
centuries; robbers entered the Egyptian
pyramids soon after their construction. In other
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Figure 1.3 The tomb of Darius the Great (late sixth
century BC) is one of the four monumental tombs of
Achaemenid kings built in rock in Nagsh-i-Rustam, close
to Persepolis. Inscribed there is a prayer to God
Ahuramazda for blessing the king’s good deeds, people
and land

periods, however, they were subject to respect
and veneration. In Egypt, the broken right arm
and leg of a monumental statue of Ramses 1II in
the Great Temple of Abu Simbel were repaired
— by order of a successor — keeping the original
fragments in place, supported on simple stone
blocks. During the Persian wars, before the
battle of Platae in 479 Bc, the Athenians took an
oath not to rebuild the destroyed sanctuaries,
but to leave them as ‘memorials of the impiety
of the barbarians’ (Dinsmoor, 1975:150). In fact,
the Acropolis monuments remained in ruins for
more than thirty years; later some of the blocks
were built into the north wall of the Acropolis
as a memorial of the war.

When Pausanias wrote his Description of
Greece, around AD 170, he gave the history of

Figure 1.4 The tomb of Cyrus the Great in Pasargadae
(sixth century Bc). Alexander the Great paid his respects
to Cyrus, the founder of the Persian Empire, and had
the tomb repaired

places, and the significance of ruins, and he
even indicated objects that had disappeared. In
Olympia, he noted the remaining wooden
pillars of the house of Oenomats, which were
protected and preserved as a memorial, and
marked with a bronze tablet indicating their
meaning (V,xx:6-8). When Alexander the Great
conquered Persia, he discovered that the tomb
of Cyrus had been plundered. He is said to
have searched for the offenders to punish
them, and to have ordered the tomb to be
repaired.? Plutarch, in his ‘Life of Alexander’,
mentions that the inscription on the tomb
made a deep impression on him, and he had it
also inscribed in Greek letters: ‘O man,
whoever you are and wherever you come
from, for I know you will come, I am Cyrus
who won the Persians their empire. Do not
therefore grudge me this little earth that covers
my body’.

The Greek word for ‘monument’ (pymue-
Toy, deriving from memory, mneme) was
related to memory, a ‘memorial’, while the
corresponding Latin word (monumentum,
deriving from moneo) encompassed political
and moralistic issues, intended to admonish
and remind the spectator of the power of the
governors. Often there was respect for the
original builder even when the material form of
the building was changed or the structure
completely rebuilt. When Hadrian ‘restored’, or
indeed rebuilt, the Pantheon in a new form in
the second century AD, he had an inscription



placed on the front as if the building were still
the construction by the first builder 150 years
earlier: ‘Mfarcus] Agrippa Lluci] flilius] coln]s/ul]
tertium fecit. When Procopius described
‘restorations’ by Emperor Justinian in the sixth
century (Buildings), he made it clear that the
general aim was to improve both the function
and the aesthetic appearance of the buildings
whilst remembering their original name and
significance. However, often this meant an
entirely new construction, and in a different
form from the original.

Coinciding  with  the introduction of
Christianity, the Roman Empire faced serious
political and governmental problems. Already
in 277, it was necessary to build massive
defence walls for Rome, and, from the fifth
century through the Middle Ages, the city
became a target for invaders from all parts of
the empire — perhaps partly due to its symbolic
value. After the Christianization of the Roman
Empire, in the fourth century, spoils started
being used from older monuments in new
construction. This was the case even with
important public monuments; the Arch of
Constantine was built with sculptures and
reliefs taken from several monuments of previ-
ous centuries, such as a triumphal arch in
honour of Marcus Aurelius and the Forum of
Trajan. The heads of previous emperors were
re-carved in order to represent the features of
Constantine.

The practice of reusing spoils soon led to
growing vandalism of pagan temples, tombs,
and public buildings. At the same time, there
was a revival of classical studies, and a return
to old traditions. The protection of ancient
temples and tombs became an issue during the
reigns of Julian the Apostate (b. 332) and
Symmachus (340-402). Julian was influenced
by the pagan philosopher Maximus and
proclaimed general toleration of all religions,
re-instituted pagan cults, restored confiscated
lands, and rebuilt temples that had been
destroyed. From this time on, emperors gave
numerous orders concerning Rome and the
protection and maintenance of public buildings
founded by their predecessors. In 365,
Emperors Valentinian and Valens declared
their intention to ‘restore the condition of the
Eternal City and to provide for the dignity of
the public buildings’ (Theodosianus, 1952:
412). In 458, Emperors Leo and Majorian gave
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Figure 1.5 Arch of Constantine, Rome, was built by
Emperor Constantine (aD 315) reusing and adjusting
sculptural elements from earlier buildings. Here,
Emperor Hadrian’s head has been replaced with
Constantine’s features

an order to the Prefect of Rome, where they
raised concern due to continuous destruction
of ‘beautiful ancient buildings’, and stated that:

all the buildings that have been founded by the
ancients as temples and as other monuments,
and that were constructed for the public use or
pleasure, shall not be destroyed by any person,
and that it shall transpire that a judge who should
decree that this be done shall be punished by the
payment of fifty pounds of gold. If his apparitors
and accountants should obey him when he so
orders and should not resist him in any way by
their own recommendation, they shall also be
mutilated by the loss of their hands, through
which the monuments of the ancients that should
be preserved are desecrated (Theodosianus,

1952:553).
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Theodoric the Great (493-520) revived some
previous laws, and was praised by contem-
poraries for giving new life to the empire. He
was particularly concerned about architecture,
considering maintenance, repair, and restora-
tion of ancient buildings as valuable as the
construction of new. He appointed a curator
statuarum to take care of statues, and an
architectus publicorum to oversee ancient
monuments in Rome. The architect, named
Aloisio, was reminded of the glorious history
and importance of the monuments, as well as
of the duty to restore all structures that could
be of use, such as palaces, aqueducts, and
baths. Theodoric wrote to the Prefect of Rome,
introducing the architect and emphasizing his
desire to conserve and respect ancient build-
ings and works of art (Cassiodorus, Variae;
Milizia, 1785:75ff). This order was followed by
restoration of the Aurelian Walls, aqueducts,
the Colosseum, and Castel Sant’Angelo. Other
municipalities were also ordered not to mourn
for past glory, but to revive ancient monuments
to new splendour, not to let fallen columns
and useless fragments make cities look ugly,
but to clean them and give new use to his
palaces.

1.2 Traditional society

While examples of destruction and respect of
historic buildings and objects, such as those
mentioned above, can be identified in the past,
there has been a fundamental change that
distinguishes modern society from the tradi-
tional world. This change is essentially due to
a different approach to the past, ie., the
modern historical consciousness that has devel-
oped with the Western Weltanschauung. The
new concepts of historicity and aesthetics, but
also the new relationships with culture and
religion, nature and environment, have gener-
ated a new conception of time and new value
judgements. These new values of Western
society represent a paradigm that has effec-
tively detached the present from the past and,
at the same time, made it difficult if not impos-
sible to appreciate fully the significance of the
heritage. In traditional society, human
existence was closely related with the entire
universe, a conception that was still present at

the time of the Italian Renaissance, as can be
read in the works of William Shakespeare.
Considering the current concern for cultural
landscape as a significant part of human
heritage, safeguarding efforts should have
regard to the essential features and memory of
such a ‘universe’.

The modern anthropologist, in the words of
Clifford Geertz, sces becoming human to
mean becoming individual, and this occurs
‘under the guidance of cultural patterns, histori-
cally created systems of meaning in terms of
which we give form, order, point, and direction
to our lives’ (Geertz, 1993:52). Such a process is
common with all human beings, and here we
can look for universality among the different
cultures. Considering that our ideas, our values,
our acts, and even our emotions are cultural
products, it follows that the things that we build
also are cultural artefacts. In order to understand
the cathedral of Chartres, for example, it is not
enough to know what are its materials, Geertz
notes, but that it is a particular cathedral and,
most critically, what are ‘the specific concepts of
the relations among God, man, and architecture
that, since they have governed its creation, it
consequently embodies’ (Geertz, 1993:51). We
can see that this statement is fundamental in
view of our understanding of the significance of
cultural heritage, and the way this heritage
should be studied and cared for.

A religious system can be seen as ‘a cluster of
sacred symbols, woven into some sort of
ordered whole’ (Geertz, 1993:129). Such sacred
symbols can be understood as a spiritual guide-
line that is good for man to follow in his life. In
traditional societies, sacred places with specific
meaning, distinct from places of ordinary living,
were set apart for or dedicated to some
religious purpose, and hence entitled to vener-
ation or religious respect. Such areas are the
earliest form of ‘protected heritage’, and the
individual features in one culture may have
little or nothing in common with those in
another culture, except that they require partic-
ular care or attention by the community
involved. The welfare and health of the
members of the community, in turn, may
closely depend on the welfare of such sacred
places. In some cases, the places may be strictly
limited in space; in others, they may extend to
an entire territory (see Frazer, 1960; Carmichael,

1994).



In the past, a close relationship with nature
was characteristic for human society. The
ancient Celts, the inhabitants of Western and
Central Europe before the Romans, conceived

their existence in relation to the whole
universe, an existence where humans were at
one with nature. This worldview had no
absolute dividing line between mythology and
history, and here the myths represented
‘primordial truths at the highest level compre-
hensible to human beings’. All features in such
a universe were associated with local tradi-
tions, forming something which could be
described as the anima loci, the ‘place—soul’
(Pennick, 1996:7). All natural features were
conceived as personal, and considered subjects
rather than objects. They could include sacred
trees, sacred stones, springs, wells and places
of healing, holy mountains, sacred caves, holy
islands, trackways, as well as human construc-
tions. Such ancient cultural landscapes can still
be identified even in Europe, for example, in
Ireland (Carmichael, 1994).

In the nineteenth century, the United States
government decided to acquire the land that
had been inhabited by native Americans for
centuries, and to provide them with reserve
areas. The natives protested saying that the land
had never been owned by them; rather, it was
part of them and therefore impossible to sell:
‘The Great Spirit is our father, but the earth is
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Figure 1.6 Stonehenge,
England (c. 1800-1400 Bc)
was built over several
centuries as a place of
worship with astrological
connections reflected in the
landscape. This monument
and others of its kind have
maintained their popular
fascination until the present
day

our mother’ (McLuhan, 1971:22). In 1855, the
Indian chief Seattle, from the Duwanish family,
described this view, emphasizing the relation-
ship between man and nature, and thus his
concept of heritage:

Every part of this land is sacred to us. Every glitter-
ing needle of the pine, every beach, every mist in
the dark forests, every opening between the trees,
every buzzing insect is sacred in the minds of my
people and in their experiences. The resin that rises
in the veins of the trees carries in it the past of the
Red Man. . .. The glittering water that moves in the
streams and rivers is not only water, it is the blood
of our ancestors. If we sell you land, you must
know that it is sacred, and you must teach your
children that it is sacred land, and that every reflec-
tion, how brief and vanishing it may be, in a clear
lake, will tell something of the life of my people, its
destiny and its traditions. And you must know that
the sound of the water — that is the voice of our
ancestors.?

Land or a sacred site could have many identities;
in some cases a place was profaned if an alien
person visited it — or even looked at it, as in the
case of the sacred Maori mountain of Tongariro.
In other cases, like some sacred sites in Canada,
the sacrality of a place was not destroyed by
such intrusion, but the meaning was maintained
even through transformations. Herb Stovel has
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noted that in a Haida village on Anthony Island,
Canada, the aboriginal significance of ancient
wooden totem poles was in the process of their
production, decay and replacement rather than
in the conservation of the original material
(Stovel, 1994). In a Buddhist temple, the sacral-
ity of the place can remain intact even if the
temple is in ruins. In Buddhist Sri Lanka, shoes
are removed and head uncovered when enter-
ing a Buddhist image house even if it is part of
an archaeological site.

With the development of modern industrial
society, sacred landscapes and sacred sites
have faced, and continue to face, the risk of
extinction. Since the nineteenth century, entire
cultures have vanished, and with them knowl-
edge of the location and meaning of sacred
sites. Often this has been caused by forced
conversion to one of the world religions, such
as the north-European Nenec culture to
Christianity, and the consequent wilful destruc-
tion of any places and objects conceived as
having pagan significance (Carmichael, 1994).

There are, however, regions where traditions
still continue. Such is the Kakadu National Park
in northern Australia, a spectacular mountain in
a plain inhabited by natives for millennia. In
1981, the park was included on the UNESCO
World Heritage List as a natural heritage site; in
1992 it was recognized as a cultural landscape
site as well. This is an example of an area
where human relations with the environment

Figure 1.7 Village church in
Yaxcaba, near Merida in
Mexico, was built to replace
an ancient Maya temple over
the sacred pyramid, taking
advantage of the religious-
political value of the site. At
the same time, destruction by
European invaders extended
to objects and books with
which the Mayas associated
their cultural identity

have retained their traditional meaning from
one generation to the next. In Kakadu, elder
persons teach the message of the landscape to
younger people by walking in the territory and
memorizing the meaning of its different
elements in songs. From 1972 and 1978,
sacred, ritual and ceremonial sites can be
legally protected in Western and Northern
Australia (Cleere, 1989:81). Another example of
cultural landscape is an area of Swedish
Lapland which was included on the World
Heritage List in 1996, thus giving an interna-
tional recognition to the intangible heritage of
the Saame people, a heritage that had been
associated with the Arctic landscape for gener-
ations.

The question of cultural identity has become
one of the key issues in modern cultural
policies. In an expert meeting in Canberra, in
1989, it was defined as the end product of
man’s interaction with non-human nature, and,
more poetically, ‘the fragrance of the earth, the
myths we live on and legends that sustain us,
the ballads that we sing, the multi-layered
idiom of our poetical tradition, or our
concepts of heaven and hell’ (Domicelj,
1990:94). This definition by a Vietnamese
scholar gives a feeling of the relationship of
traditional cultures with their environment. As
a result of the recognition of the concept of
cultural landscape by the World Heritage
Committee of UNESCO in 1992, a new



approach has been introduced into the defini-
tion of such heritage.

1.3 Early concepts on history and
heritage

As has been noted above, the modern sense of
historicity is one of the basic factors leading to
the development of the modern conservation
movement. R. G. Collingwood notes that the
concept ‘philosophy of history” was invented
by Voltaire in the eighteenth century, and it
was then taken to mean critical or scientific
history, in which the historian made up his
mind for himself instead of repeating old
stories. Collingwood understands the idea of
history as a scientific research or inquiry into
past actions of human beings for the purpose
of human self-knowledge. Such reflection is
different from the chronicles that were made in
the ancient world, e.g., by Sumerians (Colling-
wood, 1994:1ff). Nevertheless, the ‘science of
history’” goes back to the ancient Greeks:
Herodotus, a disciple of the Milesian Hecataeus
(the greatest of the logographoi) and the author
of a History of the Persian War, is generally
given as its ‘inventor’ in the fifth century Bc.
This approach was reconfirmed and consoli-
dated by Thucydides, author of the History of
the War between Athens and Sparta (431-404
B.C.); not pretending to be impartial, he
reported more faithfully and truthfully than
other ancient historians. These traditions were
perpetuated through the Hellenistic era and
continued by Roman historians, such as Cato,
Cicero, Livy, Tacitus, and Suetonius. To under-
stand better some issues related to the
questions of heritage and historiography, it will
be useful to look into the development of the
principal monotheistic religions, i.e., Judaism,
Christianity, and Islam.

When Moses, in the thirteenth or fourteenth
century BC, led his people away from Egypt,
and founded the religious community known
as Israel, he also established a cultural tradition
whereby the memory of these events was to be
transferred from generation to generation. It
seems that the experience of the exile and the
subsequent dispersion of the people further
strengthened the trend to transmit the Jewish
spiritual heritage by non-material means. It was
also reinforced by limitations in purchasing
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land and developing property, and by the fact
that the City of Jerusalem and its principal
temple had been destroyed. The transmission
of familial, religious, ethical and national tradi-
tions to future generations is one of the most
prominent ideas in the Torah, which forms an
important heritage object itself, as well as
being a significant example of early historiog-
raphy, where the truth of message becomes
essential. The Torah, in the narrow sense,
came to form the first five books of the Bible,
and stressed the following forms of transmis-
sion of heritage to posterity.*

1. Verbally by the leader to his people, or by
father to son: ‘And thou shalt teach them
diligently unto thy children, and shalt talk
of them . .. (Deuteronomy 6:7).

2. Inculcation by custom and commandment,
e.g., observing the day when the Israelites
were brought out of Egypt (Exodus 12:17
and 26-27).

3. Writing in a book, where the author is
clearly aware that the very fact of writing is
a form of perpetuation of the heritage
(Exodus 17:14).

4. Giving a significant name to an individual,
and thus conveying a message to the
members of his or her generation and the
generations to come (Genesis 17:5).

5. Giving a significant name to a place, thus
conveying its meaning, message, or story,
to future generations (Genesis 26:33).

6. Setting up a monument, a column, or a
temple to mark the importance of the place
— and perhaps its sanctity — for future
generations (Genesis 28:18).

7. Preservation of an object as testimony to an
event or idea in order to transmit the
memory to coming generations (Exodus
16:33-34; Deuteronomy 10:2-5).

In many instances, the Bible refers to repair
and maintenance, especially in relation to the
magnificent temple founded by King Solomon
(c. 1015-977 BO) in his renewed capital city of
Jerusalem. The Hebrew expression ‘bedeq
babayit (‘repair of the house), is, in fact,
unique in the Bible, and refers only to the
repair of the Temple. Books II Kings and II
Chronicles refer to large-scale campaigns for its
repair and maintenance, one at the time of
King Jehoash (839-798 Bc), the other of King
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Josaiah (639-609 BC). There were obviously
well-established systems to guarantee the care
of the building, but due to some negligence
this had not always brought the expected
results. The repairs also indicate a general
religious awakening, and the eradication of
idolatry. Furthermore, the renewal and cultiva-
tion of the promised land are stressed as an
important heritage of the Israelis, extending to
natural and settled landscape, such as cities,
houses, vineyards, trees, roads, and springs.
This is described by the prophets in moving
verses, e.g., ‘And they shall build the ancient
ruins, raise up the desolations of old, and
renew the ruined cities, the desolations of
many ages’ (Isaiah 61:4).> The Book of
Jeremiah (chapter 32) further exemplifies
consciousness of the importance of transmit-
ting tradition, preserving a spiritual heritage,
and the use of wvarious means to do so,
whether physical, verbal or written. Later, the
Christians took the books of the Torah as the
foundation of the Bible, and added to them
further texts on sacred history, thus forming the
Old Testament, as well as the New Testament,
which, to them, represented the fulfilment of
the Old Testament prophesies. The Bible came
to represent the concept of ‘universal history’
since the creation of the world, though only in
relation to Jewish and Christian events.

The Hellenistic Age in the Mediterranean
area and western Asia, from the death of
Alexander the Great to the accession of
Emperor Augustus (323-30 Bc, and even until
AD 300), was characterized by active influences
at an international level. This age contributed
to the shaping of the principal religions of the
region, and received influences from mysti-
cism, such as veneration of Isis or Mithra, from
Judaism, Gnosticism, Manichaeism, and
Christianity. An important influence came from
the Zoroastrians, the major pre-Islamic religion
in Iran founded in the sixth century Bc. This
religion was monotheistic in character, but
recognized the conflict between two dualistic
forces: good and evil, light and darkness. The
worship of Ahuramazda, their god, was based
on honesty and truth in good thought, good
words, and good deeds, as expressed in the
hymns of Zoroaster (Zarathustra), the Gatbas.

In philosophical terms, the Hellenistic Age
was based on Greek inheritance, especially on
the thinking of Plato and Aristotle; the latter

was also teacher to Alexander the Great. This
basic reference remained important to Christian
philosophy throughout the Middle Ages, as
well as to Islamic philosophy. There was a new
impetus, however, through the philosophical
speculations of Plotinus (ap 204-269), founder
of Neoplatonism, whose influence was felt
particularly through the Platonic School in
Athens, closed by Justinian in 529, but extend-
ing even through Byzantium and the
Renaissance until a revival of interest in the
study of Plato’'s works in the eighteenth-
century. Neoplatonism was fundamental in that
it defined art as mimesis, ‘imitation’ or ‘repre-
sentation’ of reality, expressed in the works of
the poet, the dramatist, the painter, the
musician, the sculptor. Renaissance painters,
such as Raphael, observed nature in order to
discover that certain ‘idea’ of the Creator — as
noted by Bellori and Winckelmann in the
seventeenth and eighteenth centuries (Panof-
sky, 1968). This ‘representational’ concept of
art remained dominant in the West until the
new recognition of the artist’s creative role in
Romanticism, and it influenced early restora-
tion practice until the eighteenth century, and
even later.

The Jewish and Hellenistic inheritance was
taken over by the Christians, who based their
Bible on the Torah, and were strongly influ-
enced by Neoplatonic philosophers. The most
important historian of Christianity was Bishop
Eusebius of Caesarea (c.264-340) who was
born in Palestine. His Chronicon was the first
documented history of the Christian church
from its origins, and he has been called the
father of Church history. The most radical,
philosophical approach in late antiquity,
however, was introduced by St Augustine
(354-430). Born in North Africa, he lived in
Rome for some time, was baptized by Bishop
Ambrose, and taught and studied in Milan; later
he returned to North Africa, and was ordained
priest and then bishop, in Numidia. His criti-
cism of the ancient world and his conceptual
approach factually mark the end of antiquity
and the beginning of a new consciousness for
Christianity.

At that time, Rome was rapidly losing its
authority as the capital of an empire; the city
was sacked in 410 by the Visigoths under the
command of Alaric, a disaster from which the
city recovered, but such sackings were to be



repeated in the centuries to come. The Church
was not yet organized, and it still lacked the
consciousness of history as well as of making
history. Augustine’s principal purpose was to
glorify Christianity. In his Confessions, he wrote
an autobiography that was the first inner
exploration of oneself in antiquity, and he was
thus the first to be known in his innermost
feelings. In a parallel, critical exploration he
analysed his own society, finding it utterly
corrupt. Here, his intention was not to write
history, but to interpret existing conditions. In
order to provide Christianity with a leading
role, he assumed the mission to destroy the
myth of pagan Rome, a myth that had been
consolidated particularly from the times of
Emperor Augustus and the writings of Virgil ®

In the 22 books that form his De civitate Dei
(‘City of God’, 413-426), Augustine compared
the ‘time’ of God, with the ‘time’ of humans.
Breaking with the earlier concepts of circular
time and eternal return, he introduced the idea
of a continuous and irreversible time, a contin-
uum from original sin to the last judgement.
The idea of differentiating between the historic
time of humans and the time of gods was
known to Greek epic and tragedy, and late
Platonists distinguished between temporality
and eternity. For Augustine, God’s time can be
understood as an eternal presence, while man
is linked with the good and bad weather and
time of earthly existence, the ‘tempus (Lat.:
‘division’, ‘portion of time’, ‘opportunity’,
‘condition”). For the Jews, history was related
to the nation’s fate, but for the Romans it was
exemplified mainly by the history of Rome
itself. This seemed to be also the concept of
Augustine, who wondered why pagan Rome
had prospered while Christian Rome had
declined. To him, however, ‘history’ as such
could only tell about errors and corruption;
Christians, aiming at God’s glory, really did not
need any history (Gunther, 1995).

As in other traditional cultures, poetry was
an important art form in pre-Islamic Arabia; the
Jahili poetry thus took ‘the place of philosophy
and most of the sciences’, as an early Islamic
historian has written (Khalidi, 1994:2). Starting
with the birth of Islam, in 622, the Arabs
learned a new way of looking at history. This
was developed especially under the rubric of
Hadith that formed a record of the deeds and
words of the Prophet. The chain of authorities
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for the verification and authentication of the
truth was expressed in Isnad, a network of
relationships emerging from scholarly debate.
From Hadith, a record of the Qur’anic time,
there was a gradual transition to the history of
ordinary community, starting with the work of
Tabari (839-923), who wrote an immense
history of the world, and extending to the
eminent historians and philosophers in the
thirteenth and fourteenth centuries. The Islamic
doctrine led to the historical conception of
human life and destiny, and the desire to learn
from the past (Hodjat, 1995). An important
contribution by the Islamic philosophers was
the translation of classical authors into Arabic,
thus conserving this heritage, and also making
it later available to Europe.

The main source for truth in Islam is the
Qur’an. This Holy Book presents two types of
historical concepts, one related to the creation
and the end of the world, the other to human
life on earth. The normal word for ‘history’ in
Arabic is 7Tdrikh. However, this word has not
been used in the Quran; instead, there are
other words: Qasas (to follow up, to be in
search of reality), Hadith (a new statement,
innovation), Nabaa (news that is free from lies,
sequential, and that refers to the divine).
Referring to these words, Mehdi Hodjat
concludes about the general approach of the
Qur’an to the past and heritage:

The Qur’an recalls the remains of the ancients as
signs, intimating that if enough attention is paid
to them, they will become the means for the
guidance of mankind. What is regarded as the
past in the Quran are not only the events
narrated by the Qur’an itself, but repeated invita-
tions to travel the world and witness the great
relics of the ancients first-hand, and to study and
learn from material remains. . From the
Quran’s point of view, the past, indeed, is not
dead. It is a living factor that plays a significant
role in the well-being of the individual and the
betterment of social relations for any society
helping to form their future. Through this
approach, the past, present and future are united
to create a timeless atmosphere, in which our
lives are but momentary. (Hodjat, 1995:25ff)

The most significant of the Islamic historians
certainly was Ibn Khaldun (1337-1406), who
was born in Tunis, but also worked in Spain,
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Figure 1.8 The city of Kashan in Iran has preserved its historic fabric until the present day, traditionally
maintained through the system of waqf

Morocco, and Egypt. He was particularly inter-
ested in recording what really happened in
society, what were the mistakes and successes,
in order to learn from these and to correct in
the future. His important preparatory work for
this was the Prolegomena (The Mugaddimabh),
an in-depth study in the meaning and method-
ology of historiography, a study that transforms
literature into scientific study, a method to
distinguish truth from error. Afterwards, this
made it possible for him to write the histories of
Arabs and Berbers. Ibn Khaldun thus pursued
the thinking of the ancient Greek historians,
Herodotus and Thucydides, and anticipated
European thought by some four centuries. He
was critical of earlier Islamic historians for
having failed to link political and military
history with social and economic evolution. On
the surface, he wrote, history seemed to be no
more than information about past events, but,
he continued: ‘The inner meaning of history, on

the other hand, involves speculation and an
attempt to get at the truth, subtle explanations
of the causes and origins of existing things, and
deep knowledge of the how and why of
events. History, therefore, is firmly rooted in
philosophy. It deserves to be accounted a
branch of philosophy.”® He argued that the true
nature of history is the understanding of man’s
past, and he has been credited as the father of
modern sociology (Lacoste, 1984; Issawi, 1987;
Khalidi, 1994; Ibn Khald{in, 1997).

Apart from the development of historical
consciousness, Islamic society also had a tradi-
tional system of maintenance and repair of
community properties; this was organized
within a type of endowment called wagqf (vaqf).
In several Islamic countries, the system has
survived until modern times or has been
revived after a period of interruption. The wagqf
system resulted from the relation of Islamic
philosophy to social justice, and was based on



voluntary contributions or on transfer of inheri-
tance to a common endowment fund used to
manage properties such as mosques, schools,
caravanserais, and public and social services.
Some properties, such as inns, bazaars, gardens
or fields, could generate income that was used
for the upkeep of the system. Generally,
properties were given in trust to wagqf, and
could not be mortgaged or used to generate
private income. The system not only guaran-
teed upkeep and repair of historic buildings,
but also avoided the division of larger proper-
ties between several inheritors, and laid the
ground for common social responsibility
(Soheil, 1995).

1.4 Rediscovery of antiquity

The disintegration of the Roman Empire, and
the gradual dissolution of the ancient world
gave birth to Europe during the Middle Ages.
This development was accompanied by the
movement of tribes and populations around the
continent. The Huns arrived from Asia, extend-
ing their dominion over a large part of eastern
and central Europe in the fifth century.
Successively, these areas were taken over by
various other tribes. Beginning in the fourth
century, and over a period of several centuries,
Christianity progressively replaced the original
religions in all parts of Europe; moreover, in the
eleventh and twelfth centuries, three major
expeditions of Christian crusaders travelled to
the Near East to conquer Jerusalem. Worship of
relics was characteristic, especially of early
Christianity, and crusaders were no exception:
European churches received quantities of relics
(such as remains of saints, objects, or simply
‘holy soil’), often recognized as ‘furta sacra,
and provided with a certificate of ‘authentica-
tion’ (Geary, 1990). In the Mediterranean area,
Islam remained dominant, with a foothold even
in Europe — especially in Spain and Sicily. In the
south of Europe, existing settlements continued
to evolve, but, with population growth, new
settlements and cities were founded from south
to north, and from west to east. Gradually
Europe found a new identity, different from
antiquity, which was expressed in the diversity
of its cultures and city states (Benevolo, 1993).
During this millennium of constant
movement, change and growth, there was also
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Figure 1.9 Ancient monastery in Delhi, India, where
spoils from earlier structures have been reused
indicating superiority of the new ruler over the earlier

much destruction; ancient monuments were
modified for new uses, or their material was
reused in new constructions. (Such practice
can, in fact, be found in all parts of the world.)
Classical heritage, however, was not extinct,
but remained a continuous presence and
reminder in the ancient monuments and ruins.
It also remained a reference for the evolution
of building methods, from late Roman to
Romanesque and Gothic. Besides, in the
Middle Ages, there were conscious renascences
of classical ideals finding expression in arts and
literature, as can be seen in the fine, classically
spirited sculptures of Naumburg, Chartres, or
Reims. The study of classical authorities,
especially Aristotle, continued in various
monastic centres and universities around the
emerging Europe (Panofsky, 1970) and there
were several important personalities who
founded their authority in the past. Charle-
magne (742-814), who resided at Aachen,
spoke Greek and Latin, and was surrounded by
learned men; the buildings of his time clearly
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reflected the continuity of classical tradition.
Emperor Otto I (912-973) placed the capital
of the Holy Roman Empire in Magdeburg,
where he had architectural elements and
marbles brought from Italy as ancient, sacred
relics. Frederick II (1194-1250) resided in the
south of Italy; he founded the university of
Naples, and patronized art and literature. He is
considered the most enlightened man of his
age, speaking all the principal languages of his
empire, and writing poems in Italian; he
received learned men from all cultures, toler-
ated Jews and Muslims, and anticipated the
later humanistic movement. At the same time,
he persecuted heretics, and represented the
absolute princely power of this era.

Continuity was relevant in the mediaeval
construction of cathedral churches, such as
Durham Cathedral. Mediaeval workshops had
rules whereby elements prepared by a mason
should be used in the construction, and not
thrown away, even if the person died. In most
cases, construction was continued in the
manner that was prevalent at the moment. It
has occurred, however, that the initial building
‘manner’ could be continued in periods with
completely different ‘stylistic’ intentions, as in
Kotor Cathedral in Dalmatia, or in some
churches in France or England, only
completed in the time of full classicism as a
‘mediaeval survival’.? In Siena, the principles
of thirteenth-century design guidelines were
applied in successive centuries due to a

Figure 1.10 Continuity and
gradual change over time can
be seen in the architectural
forms of Durham Cathedral

Figure 1.11 The buildings around the Campo of Siena
were designed according to regulations of 1297. The
upper floor of the Palazzo Pubblico (town hall) itself
was built in a later period following the same pattern
as the earlier construction



conscious conservative policy — as a reinforce-
ment of the city’s identity in rivalry with
Renaissance Florence. This is clearly expressed
in the design of the buildings facing the
famous Piazza del Campo; the city hall itself
was enlarged in a period when Classical ideals
were already flourishing, but with full respect
for the previous, mediaeval design principles.
Through its renowned artists, such as Simone
Martini, Siena became instrumental in the
revival of Gothic into an international
movement in the fourteenth century.

There was a long wait until antiquity ceased
to be seductive and menacing; only after it was
perceived as fully ‘terminated’ in its pagan
dimension, could it be revived through a
renascence of the ancient ideals. Christian
consciousness was based on the stabilization of
interiority through its reform movements, of
which Francis of Assisi was the most signifi-
cant. Dante Alighieri (1265-1321) conceived
the physical world as the visible result of God’s
action, which was realized through the consti-
tution of political states. In the Divina
Commedia, he animated personalities of all
times in a dialogue in virtual, atemporal space,
opening the scene for the timeless revival of
the ideals of the ancient world.

Francesco Petrarch (1304-74) established a
similar, imaginary dialogue with Augustine,
whom he elevated to a humanistic ideal, and
with whom he interrogated the state of his own
soul. Like Augustine a thousand years earlier,
he was painfully conscious of the desperate
state of the world in which he lived. Only, this
time, instead of a generic condemnation,
Petrarch focused on his immediate period. He
did not refute the world as a whole, but found
his ideals in classical antiquity rather than in an
eternity beyond the present. While expressing a
new type of nostalgia for the lost grandness of
this antiquity, he also believed in the possibility
of its regeneration. He placed the painful
millennium, the Middle Ages, as it were ‘in
parentheses’ and visualized a vigorous start for
a new age founded directly on the experience
of antiquity. By ascending Mount Ventoux, the
highest mountain near Avignon (1909 m), from
where he looked nostalgically towards Italy and
Spain, he symbolically elevated his spirit over
his own time, and, at the same time, discovered
the concept of landscape. Moreover, the event
became symbolic, being completely noncon-
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formist for mediaeval culture, and it opened up
new horizons, giving Petrarch himself internal
strength to overcome his mediaeval convic-
tions. He opened the way to the Italian
Renaissance, and to the development of a new
way of looking at history.

Horst Guinther has written: ‘Since religion no
longer refutes the world in its totality — in the
name of a better world, but accepts its
existence, religiosity has become the destiny of
the individual. Hence, it is linked with artistic
production, scientific knowledge, and political
charisma, which are subject to laws of
immanence, even though there may be a wish
to infringe or to break such laws’ (Gunther,
1995:103). The replacement of the universal,
religious history by an interest in the history of
Rome, and Petrarch’s example of searching for
truth in one’s own self, marked the start of a
new approach to historiography, and, at the
same time, an interest in the archaeological
study of ancient monuments and works of art.

In Italy, while major attention was given to
the analysis of the work of ancient historians,
there also began a new study of local histories.
The first of these was Leonardo Bruni’s (c.
1374-1444) Historiae Floventini populi, the
history of Florence, followed by Flavio Biondo’s
Historiarum  ab  inclinatione Romanorum
imperii decades (1439-53) covering the period
of the Roman Middle Ages from the sack by
Alaric to the writer's own time. Unlike the
mediaeval historians, Renaissance writers were
conscious of the process of historical change,
and, following Petrarch, they also began to
study the lives and works of ancient and recent
personalities with new eyes; Bruni's Vita di
Dante is an invaluable early source book, while
Giorgio Vasari’'s Vite dei piti eccellenti pittori,
scultori e architetti (‘Lives of Painters, Sculptors
and Architects’, begun in 1546) has become a
classic. For the northern people, classical antig-
uity remained literal and more distant than for
the Italians, but they started discovering their
own national past in the same Middle Ages that
were rejected by Petrarch. From the sixteenth
century onwards there was an increasing inter-
est in national histories. Among the first publi-
cations were the Historia de gentibus
septentrionalibus (1555), a history of the north-
ern people, by Bishop Olaus Magnus, George
Buchanan’s History of Scotland (1582), and
William Camden’s Britannia (1586).'°
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In terms of ancient monuments, the
Renaissance marked a turning point. The
memory of ancient Rome had always persisted
even in its ruins, although these had been
abandoned, vandalized and scavenged for
building material. Now, with the insistence of
Petrarch, new humanism saw the ancient
monuments as relics of the past grandeur of
ancient Rome, Christian and Imperial, and they
acquired an important political significance.
Although the impact of pagan Rome was still
strong, attention was given particularly to the
Christian aspect of this heritage, and, for
example, there were studies on the role of
Christians in the construction of Diocletian’s
thermae, and the sacrifice of martyrs in the
arena of the Colosseum. Furthermore, ancient
monuments provided lessons: artists and archi-
tects could learn about art, architecture and
technology; humanists could learn about
history and the Latin language and literature.
We can see the roots of modern archaeological
consciousness in the attempts to relate literary
history with the actual sites. Consequently,
there was a new beginning of collections of
antiquities for purposes of study, as well as for
the sake of a social status. The role of Rome as
a cultural centre was revived, and the number
of visitors grew. Since the fifteenth century,
there also appeared protective orders, and
Raphael was the first to be nominated respon-
sible for the protection of ancient monuments
in the papal administration.

Another important impact of the Renaissance
was on the concept of art. Although still in the
Neoplatonic tradition, the idea of the work of
art was promoted in contrast with the mediae-
val artisan tradition. As a result of the compar-
ison with ancient artists, the growing interest in
collections, and the implied political value, the
concept of the work of art emerged in its
aesthetic dimension, instead of having a princi-
pally functional significance as in the Middle
Ages. The artistic aspect was now considered
together with the meaning of antiquity, and a
fashion for the restoration of the ancient ruins
and fragments of statues was initiated in the
work Donatello undertook for his patrons. The
conflict of the value of an ancient object as a
work of art and its value as antiquity, became
an issue in the dialectics of restoration, and
was debated by artists and humanists from the
sixteenth century onward. This new apprecia-

tion of the work of art also gave a new status
to artists; Raphael was the first to be socially
accepted at the same level as the aristocracy.
There was a growing admiration of his work,
and, since the seventeenth century, this led to
a debate on the restoration of his paintings,
especially in the Vatican.

These beginnings in Italy soon influenced
other countries; the acquisition and restoration
of antiquities, works of art, and entire collec-
tions became a fashion that spread through the
‘erand tours’ to many European countries.
Antiquarian studies were promoted in Sweden
since the sixteenth century, resulting in a
decree to protect national antiquities in the
seventeenth century. In Spain, well-known
painters were appointed as caretakers of paint-
ing collections. Later on, many countries
started enacting legislation to control the
export of significant works of art. In the seven-
teenth century, literary descriptions of tours to
the Mediterranean, and paintings of classical
ruins and landscapes, became a fashionable
reference to dilettanti and antiquarians,
contributing to the creation of the English
landscape garden in the eighteenth century.
The concept of ‘picturesque’ was soon trans-
ferred to national antiquities and the remains of
ancient abbeys and castles. These became a
popular subject for water-colourists and a
reference to conservative criticism of classically
conceived renewals of mediaeval cathedrals
and churches.

1.5 Modern historical consciousness

The period from the sixteenth to the
nineteenth century marked a series of funda-
mental changes that founded the modern
world, and together with it the modern
concepts of history and cultural heritage. Many
of these changes coincided in the second half
of the eighteenth century, and had their roots
in European cultural, scientific, political, and
economic developments. Politically, the period
was marked by absolutist rule, only super-
seded through drastic social and political
changes, starting principally from the French
Revolution and leading to the nation state. The
period was also qualified as the Age of
Enlightenment due to an intellectual movement
of thought concerned with interrelated



concepts of God, reason, nature, and man.
There were important advances in scientific
thought and technical knowledge providing
the basis for new types of industrial develop-
ment, agriculture, medicine, and leading to
escalation in population growth in urban areas.
Consequently, there developed new types of
city administration, new communication
systems at the world scale, and a new relation-
ship of society with traditional buildings, settle-
ments, and land-use.

In the same period, there were fundamental
changes in the concepts of art, history, and
heritage, as well as in the human relationship
with nature and universe. Until the seventeenth
century, the Platonic concept of mimesis had
been the basis for the interpretation of visible
and invisible things and their relationships.
Now there was a fundamental change related to
identities and differences in the universe. There
began a search for scientific proof; rather than
on similitude, this was based on discrimination.
Mathematics and order became the fundamen-
tal references for knowledge as elaborated by
Descartes and Leibniz. The abstract concepts of
Descartes and the empirical thoughts of the
Anglo-Saxons were synthesized by Immanuel
Kant in his epoch-making Critique of Pure
Reason, forming a fundamental reference for
modern philosophy.! The belief in absolute,
divine values was contested, and history came
to be interpreted as a collective, social experi-
ence, recognizing that cultures of different ages
and regions could have their own style and
guiding spirit.

Knowledge of the diversity of customs and
attitudes formed a new basis for writing
cultural history, particularly through the contri-
bution of Giovanni Battista Vico (1668-1744),
and Johann Gottfried Herder (1744-1803)."2
This development led to cultural pluralism and
the recognition of nations with different
cultures and different values, not necessarily
commensurate. The truth of sources had to be
verified as the basis for the assessment of the
real significance of past achievements; the
classical concepts of a universal, ‘ideal man’ or
an ‘ideal society’ were meaningless (Vico,
1725-1744). The new concept of historicity led
to consideration of works of art and historic
buildings as unique, and worthy of conserva-
tion as an expression of a particular culture
and a reflection of national identity. The new
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concepts of history and aesthetics became a
fundamental part of Western culture. The redis-
covery of folklore strengthened the feeling of
national identity, and gave birth to the revival
of national traditions, including the rebirth of
suppressed languages (Berlin, 1992; Jokilehto,
1995). In the nineteenth century, there was a
tendency even to invent traditions, as was seen
in Britain, India and Africa (Hobsbawm and
Ranger, 1983).

In the history of the protection and conser-
vation of cultural properties, the eighteenth
century was important for the definition of
concepts including the question of original vs.
copy. There emerged a new, critical apprecia-
tion of antiquity, emphasizing the importance
of antique sculptures as the highest achieve-
ment in the history of art, and urging the
conservation of originals both for their artistic
value, and as ‘lessons’ for contemporary artists.
Parallel to the identification of the significance
of a work of art as an original creation of a
particular artist, there was a growing apprecia-
tion of the patina of age on old paintings and
sculptures, as well as technical innovations to
provide new support to damaged paintings. In
England, through the appreciation of classical
landscapes and the design of landscape
gardens, attention was directed to the
picturesque ruins of national antiquities, the
ancient abbeys. Unlike in the classical
Mediterranean, the mediaeval manner of build-
ing was here never extinct, and one can detect
continuity from Gothic survival to Gothic
revival and to modern conservation.

It has been said that ‘the French Revolution
was a bridge, over which people passed into a
new age, continuing their old disputes on the
way’ (Brooks, 1981:37). In fact, it had a power-
ful and lasting impact on the life of people and
nations; it sharpened historical consciousness,
revealed the complexity of reality, and showed
the force of passions, the insufficiency of
theories, and the power of circumstances. The
revolution was one of the forces that led to
Romanticism at the end of the eighteenth
century. This powerful movement, resulting
initially from the rejection of the rococo, and
lasting until the emergence of Realism in the
mid-nineteenth  century, was particularly
important to arts and literature. While difficult
to define, Hugh Honour has identified as the
essential characteristic of Romanticism ‘the
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supreme value placed by the Romantics on the
artist’s sensibility and emotional “authenticity”
as the qualities which alone confer “validity”
on his work. Instead of reflecting the timeless,
universal values of classicism, every romantic
work of art is unique — the expression of the
artist’s own personal living experience’
(Honour, 1981:20).

During the French Revolution, the properties
of the church and the monuments that repre-
sented former sovereigns were conceived as
symbols of past oppression, becoming targets
of destruction. At the same time, there emerged
a consciousness of the value of these structures
as a testimony of the past achievements of the
people who now formed a nation. With the
liberation from French occupation by 1815, the
Prussian king commissioned a report on the
condition of state properties in the Rhineland
that initiated government control of the restora-
tion of state-owned historic buildings. In
France, protection of such inheritance was
promoted by the new-born state already during
the revolutionary years; the most representative
examples were declared monuments of the
nation (‘national monuments’). It took several
decades — and another revolution — however,
before the proposed system of protection had a
concrete form.

From the 1830s onward, the modern restora-
tion movement was given new vigour in the
policies of Ecclesiologists in England and in the
governmental guidelines in France, strength-
ened by an all-penetrating historicism in the
second half of the nineteenth century (n
German: der Historismus, an overemphasis of
history)®® (Foucault, 1994; Fillitz, 1996). This
was felt especially in the arts, in historical paint-
ing, and the construction of architecture and
‘monuments’ in different revival styles, and it
was felt in the work on historic buildings,
which were forced to reach stylistic unity, or
even stylistic purity, as the ultimate aim of
‘restoration’. This emphasis on restoration was
further strengthened by the success of
positivism, and the development of sciences.
Restoration of historic buildings and the emerg-
ing archaeology were conceived in relation to
scientific methods and knowledge, based on
objective logic and, therefore, beyond value
judgements.'* Such ‘restoration fury’ dominated
the scene from the second half of the
nineteenth century, but gradually it faced

increasing criticism that led to an ‘anti-restora-
tion movement’ and modern conservation.

The key issue in modern conservation is the
question of values. The notion of value itself has
undergone a series of transformations, and as
Michel Foucault has written: ‘Value can no
longer be defined, as in the Classical age, on the
basis of a total system of equivalences, and of
the capacity that commodities have of repre-
senting one another. Value has ceased to be a
sign, it has become a product’ (Foucault,
1994:254). In fact, with the definitions that
emerged especially through development in the
field of economics, the notion of value became
one of the basic issues in the theory of Karl
Marx. The need to consider values in interpret-
ing history has been emphasized by Paolo
Fancelli, when referring to recent theories of
historiography (Fancelli, 1992). The conserva-
tion movement was based on the recognition of
cultural diversity and the relativity of values,
forming the basis for a definition of the concept
of ‘historic monument’ as part of national
heritage. In the initial phase this new conscious-
ness was expressed in criticism against prevail-
ing renovation tendencies to modify or even to
destroy historic buildings; later, it developed
parallel to stylistic restoration, emphasizing the
irreversibility of time, the historicity and unique-
ness of buildings and objects from the past.

The development of modern conservation
theory has evolved especially as a thinking
process; at the same time, different types of
restoration have continued being practised in
the field. The definition and care of cultural
heritage, physical and non-physical, has been
characterized by conflicting value judgements.
As noted above, it has mainly developed
through a debate where the different aspects
have been compared and priorities assessed.
Modern conservation has been necessarily
preceded by a process of awareness-building
through the efforts of humanists and artists. It
has usually been accompanied by the collec-
tion of historical artefacts and works of art, by
cultural tourism and by the establishment of
museums. Progressively, this development has
led to state control, to norms and protective
legislation, as well as to the establishment of
administrations with responsibilities for the
care of public buildings. Only later, has protec-
tion been extended to privately owned proper-
ties and historic settlements.



During the twentieth century, and especially
since the Second World War, protection of
cultural heritage has grown to international
dimensions, involving organizations such as
UNESCO, ICCROM, ICOM and ICOMOS, the
definition of charters, recommendations, guide-
lines, and conventions, as well as promoting
awareness campaigns and developing special-
ized training activities. The concept of cultural
heritage has been broadened from historic
monuments and works of art to include ethno-
graphic collections, historic gardens, towns,
villages and landscapes. The increase in scale
and the recognition of diversity in cultures and
physical conditions have led to a new situation,
where the meaning of cultural heritage itself,
and the policies for its safeguard have required
reassessment.

Such confrontation has become particularly
critical when trying to apply conservation
principles in communities still respecting pre-
industrial traditions, but also in urban and rural
areas in general, where the control of change
and the regeneration of values have taken an
important role with the preservation of physi-
cal remains. Against this new background, one
can well ask if the conservation movement, as
it evolved from the eighteenth century, cannot
be considered as concluded, and whether
modern conservation should not be redefined
in reference to the environmental sustainability
of social and economic development within
the overall cultural and ecological situation on
earth.

Notes

1 In the Roman period, temples of classical
Greece could often be renovated in a
manner to respect eventual new functions,
as well as the fashion of time. See, e.g.,
Rocco, G., 1994, Guida alla lettura degli
ordini architettonici antichi, 1. 1l Dorico,
Liguori Editore, Napoli, pp. 121ff.

2 Plutarch mentions that the offender was a
Macedonian, who was put to death for this
offence (‘Life of Alexander’). Arrian,
instead, tells that while Alexander searched
for the offenders, there were no proofs to
find them guilty (Arriano, Anabasi di
Alessandpro, Rizzoli, Milano, 1994; book VI,
29:4-11).
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3 Translation from text published in Uusi
Suomi, Helsinki, 4 September 1977.

4 Architect Gilad Etkes (Israel) has summa-
rized the main issues in an unpublished
paper: ‘Aspects of the preservation and
transmission of tradition in the Old
Testament’, 1996.

5 See also Isaiah 52:3; Isaiah 62:10; Hosea
14:6-7; Joel 4:18; Amos 9:13-15; Jeremiah
31:28.

6 Suhonen, P., 1995, Kun Roomasta tuli
ikuinen, Otava, Helsinki.

7 The date, 622, bijrah (emigration), indicates
Muhammad’s safe arrival to Medina after
escaping a plot in Mecca. The Islamic Era
begins on the first day of the Arabic year
when bijrab took place.

8 Ibn Khaldun, Muqgaddimabh, translation in
Lacoste, 1984. A complete translation in
French is in: Ibn Kahldiin, 1997.

9 See, e.g., Wittkower, 1974, and Léon, 1951.

10 There was also an interest in legal histories,
initiated by Francois Baudouin, who
published the first survey of the develop-
ment of Roman legal science in 1545.

11 In order to understand the issue of knowl-
edge, Foucault states, ‘one must reconstitute
the general system of thought whose
network, in its positivity, renders an interplay
of simultaneous and apparently contradictory
opinions possible. It is this network that
defines the conditions that make a contro-
versy or problem possible, and that bears the
historicity of knowledge’ (Foucault, 1994:
75).

12 Herder’s critical writings about the Scottish
epic  Ossian by James Macpherson
(1736-96) and about Shakespeare appeared
in a small publication, Von deutscher Art
und Kunst, in 1773, together with Goethe’s
well-known  Von deutscher Baukunst,
which became a reference for the German
Sturm und Drang movement, a key factor in
German Romanticism.

13 In philosophical terms, historicism is
conceived to have started with Wilhelm
Dilthey, a doctrine that ‘knowledge of
human affairs has an irreducibly historical
character and that there can be no ahistori-
cal perspective for an understanding of
human nature and society’ (Audi,
1996:331). Historicists include: Meinecke,
Croce, Collingwood, Ortega y Gasset, and
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Mannheim; also Karl Popper and some 14 Heidegger notes: ‘Man hilt die Wissen-

Marxists are included in the group although schaft fur wertfrei und wirft die Wertungen
their thinking defers. In the phenomenolog- auf die Seite der Weltanschauungen. Der
ical tradition, including Heidegger, ‘historic- Wert und das Werthafte wird zum positivis-
ity’ has been used to indicate an essential tischen FErsatz fir das Metaphysische’
feature of human existence (Audi, (Heidegger, 1980b:223).

1996:586).
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Rediscovery of antiquities

The contrast between the literary memory and
artistic remains of the past grandeur of Rome,
the state of the fallen walls and the ruined
temples and palaces, filled Francesco Petrarch
with deep sorrow and moved him to tears
during his visit to Rome in 1337. While
Christian thinkers before him had seen history
as continuous from the Creation to their own
time, Petrarch distinguished between the classi-
cal world, bistoriae antiquae, and the recent
bistoriae novae. He felt cut off from the ancient
world and could thus see it as a totality, ‘an
ideal to be longed for, instead of a reality to be
both utilized and feared’, as it had been in the
Middle Ages (Panofsky, 1970:113). Meditating
on the glorious history, both pagan and
Christian, of Rome, and looking at its remains,
the sacrosancta vetustas, induced in him a
nostalgia for what had gone. In his writings, he
introduced this new concept, the lament for
Rome, Deploratio urbis, with sentiments that
already pointed towards Romanticism. At the
same time, he railed against the ignorant
neglect and destruction of these remains by the
Romans themselves. ‘Hasten to prevent such
damage!” he wrote to his friend Paolo
Annibaldi in Rome afterwards. ‘It will be an
honour for you to have saved these ruins,
because they testify to what once was the glory
of unviolated Rome (quoted from: Levati,
1820:4, 268). In 1341, a symbolic coronation
ceremony was held on the Roman Capitol, in
order to celebrate Petrarch’s merits as a poet.
Linking this ceremony with the ancient centre
also had political significance, underlining as it
did Rome’s importance as a world capital.
Petrarch made valiant attempts to convince the
pope to return and re-establish the centre of
Christianity in Rome; at the same time a friend
of Petrarch’s, the self-taught antiquarian Cola di

Rienzo, made patriotic attempts to revive
Rome’s ancient glory and political significance
(Ghisalberti, 1928; Wright, 1975).

The revived interest in antiquity brought
about by Petrarch in the field of literature
could be compared with the work of Giotto di
Bondone in the field of arts, where he was
considered to have ‘restored to light' an art
that for centuries had been buried under the
errors of ignorance. At the end of the
fourteenth century, Giotto’s work began to
gain more general appreciation, and artists
started travelling to Rome to study antique
works of art; amongst them were Brunelleschi,
Donatello and Masaccio, the great early
masters of Renaissance art and architecture.
Filippo Brunelleschi is said to have made four
visits to Rome to study the architecture and
technical solutions of the ancient Romans. An
increasing number of studies were made on
ancient monuments and their relationship to
history. Gian Francesco Poggio Bracciolini,
founder of the Accademia Valdarnina, wrote
De fortunae varietate urbis Romae et de ruina
eiusdem descriptio between 1431 and 1448,
giving a lengthy description of the ruins of
Rome. Flavio Biondo was more systematic in
considering building typologies according to
regions in his Roma Instaurata (1444-46).
Cyriacus (Ciriaco) d’Ancona is remembered for
his extensive travels in Mediterranean
countries. Some of these early records, such as
those of Pirro Ligorio, the architect of the Villa

d’Este, were not scientifically compiled
though, and while many details could be
accurate, the evidence was sometimes

changed to make it agree with the collector’s
ideas. In any event, these studies laid the
foundation for later developments in history
and archaeology.

21
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The cult of ruins found an expression
especially in poetry. Enea Silvio Piccolomini
(1405-64), later Pope Pius II, looked at ruins
with the sensitivity of a poet and described
them with an almost romantic emotion. When
elected pope, he was given the dedication of
Roma triumphans by Flavio Biondo, a Latin
verse on the relics still preserved in Rome.
Around 1500, ruins became a subject of neo-
Latin literature; Giovan Battista Spagnoli made
an analogy in his verse between the decaying
greatness of Rome and the premature death of
his young disciple. Ruins were also seen as a
symbol of the shame and discredit of modern
barbarism and destruction; such were the
poems of Cristoforo Landino, or later the
verses of the French poet Joachim Du Bellay.
Jacopo Sannazaro was the first to see the
melancholic reality of ruins being returned to
nature and wilderness, and to relate the majes-
tic sadness of a site to the fragility of human
life. Certain subjects, such as De Roma of 1552
by Giovan Francesco Vitale, were copied and
translated into other languages; Edmund
Spenser anglicized it in 1591:

Thou stranger, which for Rome in Rome here
seekest,

And nought of Rome in Rome perceiv’st at all,
These same olde walls, olde arches, which thou
seest,

Olde Palaces, is that which Rome men call.

Rome now of Rome is th’only funerall,
And onely Rome of Rome hath victorie.
(Spenser, 1591)

In the second half of the fifteenth century
painters also became interested in ancient
ruins. In 1459, in the Chapel of the Ovetari
in Padua, Andrea Mantegna painted Saint
Sebastian tied to the shaft of a broken classical
column, ruins of temples that the saint himself
had wanted to destroy. Around 1470, in
Ferrara, Francesco del Cossa set the astrologi-
cal series of months and scenes of the family
d’Este  within classical ruins, and in 1485
Sandro Botticelli used the Arch of Constantine
as a reminder of the continuity of law in his
depiction of the ‘Punishment of Korah, Dathan
and Abiron’ in the Sistine Chapel. Ruins
became a fashionable subject in landscape
painting, as well as an essential background

element for Raphael, Peruzzi, Giulio Clovio,
Francesco Salviati, and others. Admirable
accuracy in the drawings of ruins was shown
by Marten van Heemskerck, who stayed in
Rome from 1532 to 1536. Etienne Dupérac
prepared two maps, one of ancient Rome in
1574 the other of contemporary Rome in 1577.
Also the drawings and paintings of Giovanni
Antonio Dosio have become important as a
documentation illustrating the condition of
monuments, and as a record of buildings that
were later destroyed.

2.1 Collections and restoration of
antiquities

During the early Renaissance, antique frag-
ments of works of art began to be collected for
purposes of study. Petrarch had a collection of
medals and was considered a connoisseur.
Mantegna displayed his statues in his garden.
Important Florentine families, mostly bankers
such as the Medici, became interested in
patronizing the arts and architecture. Following
the example of humanists and artists, they
established collections of antique works of art,
displaying them in their palaces and villas
largely as status symbols. The Florentine
example was followed by the Gonzagas in
Mantua, the d’Estes in Ferrara, the Sforzas in
Milan. In Rome, the largest early collection of
antiquities together with early Christian objects
was made by Cardinal Pietro Barbo, then Pope
Paul II (1464-71), who built the Palazzo
Venezia as a gallery in which to display it.!
Sixtus IV (1471-84) sold a part of this collec-
tion to the Medici; the other part he donated
to the Palazzo dei Conservatori on the Capi-
toline Hill, opening there the first public
museum of the Renaissance in 1471. This col-
lection included, e.g., the Spinario, the
Camillus, the Wolf, and a huge bronze Hercules
found in the excavations of the period. By the
end of the fifteenth century, there were some
forty collections in Rome, but during the next
century they greatly increased due to building
activities and excavations, including those of
the Della Valle, Medici, and Farnese families.
Julius II (1503-13) commissioned Bramante to
form a terraced garden at the Villa Belvedere
in the Vatican for the display of selected
antique statues.? During the seventeenth



century fewer major works were discovered,
and prices became too high for small collec-
tors. This meant that collections were concen-
trated in fewer hands (Giustiniani, Barberini,
Ludovisi, Borghese), and were gradually sold
abroad.

In the early collections, mutilated antique

statues and architectural fragments were
usually left as found and displayed in palace
courtyards or interiors. Already in the fifteenth
century, however, the Medici commissioned
Donatello to restore and complete antique
fragments for the decoration of their palace in
Florence:

In the first court of the Casa Medici there are
eight marble medallions containing representa-
tions of antique cameos, the reverse of medals,
and some scenes very beautifully executed by
him, built into the frieze between the windows
and the architrave above the arches of the loggia.
He also restored a Marsyas in antique white
marble, placed at the exit from the garden, and
a large number of antique heads placed over the
doors and arranged by him with ornaments of
wings and diamonds, the device of Cosimo,
finely worked in stucco.?

In Rome, Cardinal Andrea Della Valle
(1463-1534) displayed his collection of antique
marbles in a similar manner in his palace near
St Eustachio. He commissioned Lorenzetto
(Lorenzo di Ludovico), then working with
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Figure 2.1 Renaissance
collection displayed on the
garden wall of Villa Medici in
Rome. Some pieces are
remains of Ara Pacis from the
time of Emperor Augustus

Raphael in the Chigi Chapel in Santa Maria del
Popolo, to design the stables and garden intro-
ducing antique columns and other elements as
a decoration and completing statues that
lacked heads, arms or legs. This arrangement
was well received generally and started a
fashion for restoration of sculpture in Rome.
Similar decorations were designed for the
Casina Pia in the Vatican Garden by Pirro
Ligorio, and for the courtyard elevation of the
Villa Medici by Annibale Lippi, who used some
relief fragments that had been part of the Ara
Pacis of Augustus. Maderno designed stucco
frames for some of the finest pieces of the
Mattei collection in the court of their palace in
Via dei Funari in Rome, and Alessandro Algardi
decorated the elevations of the Villa Doria
Pamphili in Via Aurelia with antique pieces.
Giorgio Vasari (1511-74), who published his
Lives of the Painters, Sculptors and Architects
in 1550, was much impressed by the idea of
restoration and contributed to the fashion with
the statement: ‘Antiquities thus restored
certainly possess more grace than those
mutilated trunks, members without heads, or
figures in any other way maimed and defec-
tive."

Restoration became part of a sculptor’s
normal activity, and could be used as a test to
prove the skill of a young artist, as Bramante
did with Tacopo Sansovino (1486-1570), when
presenting him to the pope. Already at this
time, a debate started about how to restore.
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Most people wanted to complete the
fragmented works of art in order to make them
more pleasing; but there were others who
admired the quality of the original masterpiece
too much to put their hands on it. There were
thus two lines of approach to the treatment of
mutilated ancient sculpture; one was its preser-
vation in the broken state, the other was its
restoration to the form that it might have had
originally. Here, the question was not of
‘modern restoration’, but rather of aesthetic
reintegration on the basis of a probable idea of
the original form. While fashion favoured this
second approach, there were also examples of
simple preservation. The best known of these
is perhaps the Belvedere Torso of Hercules, by
many considered the most perfect work of its
kind. It was also known as ‘Michelangelo’s
Back’, as he much admired it, and his figures

Figure 2.2 The statue of
Laocodn, Roman version of
the Greek original, was
restored several times
following its discovery in
Rome in the sixteenth century

in the ceiling of the Sistine Chapel certainly
reflect its muscular strength. In the Analysis of
Beauty, William Hogarth mentions that almost
every maker of plaster figures provided casts of
a small copy of the Torso.

An example of the debate stimulated by
restoration was provided by the much-admired
group of Laocodon and his two sons being
attacked by snakes, which was discovered on
14 January 1506. This statue has a long history
of treatments with different solutions, and is an
example of the impact of contemporary taste
on the results. Giuliano da Sangallo and
Michelangelo were amongst the first to see the
statue and propose a hypothesis for the origi-
nal form of the missing arms, noting from the
remaining traces that the missing right arms of
the father and one son were raised and that the
snake seemed to have been around the father’s



right arm and its tail around the son’s arm. The
statue was soon brought to the collection of
the Vatican Belvedere, and Bramante
organized a competition, inviting four artists to
model it in wax. Raphael was one of the judges
and he esteemed the young Jacopo Tatti
Sansovino to have surpassed the others; it was
decided to cast his work in bronze. He also
restored the original, reintegrating the missing
parts in gypsum, and probably bending
Laocoon’s arm towards the head. Some years
later Baccio Bandinelli repaired the arm that
had broken off, stretching it much more
upwards, claiming that he had surpassed the
antiques with the replica, but Michelangelo
commented: ‘Who follows others, will never
pass in front of them, and who is not able to
do well himself, cannot make good use of the
works of others.” In 1532, Michelangelo
recommended Fra Giovanni Angiolo Montor-
soli to restore some broken statues in the
Belvedere including the right arm of Laocoon.
It was made in terracotta, and now pointed
straight; this gave a strong diagonal movement
to the statue respecting the dynamic spirit of
the time, differing greatly from the original
closed expression with a bent arm — as was
later discovered.®

Several monumental statues were restored
for public spaces in Rome, such as the
Capitoline Hill, where Michelangelo was
commissioned to rearrange the square around
the statue of Marcus Aurelius, brought there
from the Lateran by Paul III in 1537. This statue
was one of the most important that had
survived from antiquity due to its association
with the ‘father’ of Christianity, Constantine,
and it had already been repaired and restored
in the fifteenth century. Amongst the other
antiquities displayed on the square, there were
particularly the two Dioscuri, restored for
Gregory XII and used to close the square
toward the east. The large group on the
Quirinal Hill, Alexander and Buchephalus,
the ‘Horse Tamers’, that had been simply
supported by brick buttresses in the previous
century, was restored by Domenico Fontana
for Sixtus V between 1589 and 1591.

While restoration of statues for collections
continued as routine work for sculptors, it also
became a subject of debate, particularly in the
eighteenth century. From the beginning,
however, the two attitudes, preservation or
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Figure 2.3 Detail of a horse statue (Dioscuri) at the
entrance to the Capitol Hill, Rome, rediscovered in the
theatre of Pompeo, and restored under the direction of
D. Fontana in 1583. The objective was aesthetic
reintegration on the basis of a probable idea of the
original form

restoration, were apparent and were reflected
also in the treatment of ancient architecture.
The revival of Classicism was based on the
study of classical monuments, and was
advanced in the architectural treatises of the
fifteenth and sixteenth centuries. These
treatises referred to principles of solid durable
construction and maintenance, and also drew
attention to the documentation and protection
of the resources of the Renaissance, the ancient
monuments themselves. At the same time,
voices were sometimes heard beyond the style
or the manner of building, and some writers
recalled the wvalues of even the rejected
mediaeval structures.
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2.2 Renaissance architectural
treatises

Apart from the buildings themselves, the most
important source for the study of classical
architecture was the treatise De Architectura by
Marcus Vitruvius Pollio, an architect and
engineer who had held a position in the
rebuilding of Rome during the reign of
Augustus. The treatise was probably written
before 27 B.c., and during the first century A.D.
it seems already to have been a standard work.
The text survived in various manuscripts
during the Middle Ages, the oldest of which
dates from around the end of the seventh
century. It was rediscovered in the library of
Montecasino by Poggio Bracciolini in 1414.
Copies were then made for wider distribution;
after the 1480s it was printed in numerous
editions, of which that by Fra Gioconda (1511)
merits special attention. Vitruvius became an
invaluable source of traditional knowledge and
a basic reference for architectural treatises from
Alberti onwards. The architectural writers of
the Renaissance all referred to lessons to be
learnt from classical authors and from the study
of existing ancient structures. Many gave
particular attention to questions related to
durability and the need for regular mainte-
nance, as well as to analysis of the causes of
failure and the repair of structural defects.
While the main focus was on the design of
new buildings, a link was thus maintained with
past experience, and a base was provided for
the development of a new attitude and respect
for ancient builders.

The first and one of the most influential of
Renaissance writers on architecture was Leon
Battista Alberti (1404—72), a humanist, architect,
and antiquarian, employed in the papal admin-
istration as abbreviator of Apostolic Letters. His
writings, in both Latin and Italian, covered the
most varied subjects from family life and
mathematics to archaeology, art, and architec-
ture. He was involved in architectural projects
in Ferrara, Florence, Mantua, and Rimini, and
was consulted for others, especially in Rome,
where he resided for most of his life after 1432.
Alberti’s main work was the ten books on
architecture, De re aedificatoria, written in
Latin between 1443 and 1452, and published
after his death in 1485. Vitruvius had inspired
the form of his treatise and provided him with

factual information on building techniques, but
he had also read Plato, Pliny, Aristotle, and
Thucydides, and relied on his own surveys of
ancient monuments in Italy and Central
Europe. As a result of his mathematical inter-
ests, he developed a technique for drawing
maps with polar coordinates referred to a
central point, preparing a map of Rome with
the Capitol Hill as the reference point,
published in Descriptio urbis Romae, in 1450.

The rules crystallized from the example of
the ancients, from the counsel of experts, and
from the exact knowledge acquired through
continuous practice, formed the basic message
of the treatise. Alberti was concerned about the
quality of architecture and advised great care in
the preparation of projects. He was aware that
large-scale construction could take more than
a lifetime to achieve, and recommended that
those responsible for continuing a building
should examine it thoroughly and understand
it well in order to ‘adhere to the original
Design of the Inventor’, and not spoil the work
that had been well begun. He gave a good
example of this in his own practice by harmo-
niously completing the elevation of the twelfth-
century Santa Maria Novella in Florence.

Architecture, according to Alberti, should
fulfil three basic requirements: it should be
functional, have maximum solidity and durabil-
ity, and be elegant and pleasing in its form.
Beauty to him was something inherent in the
structure, just like harmony in music, so that
the whole work of architecture could breathe
freely and harmoniously without discord. Often
common materials, if well used, could be more
harmonious than expensive materials used in a
disordered manner. A modest country house
with its irregular ashlar was harmonious in
itself, and generally Alberti recommended
modesty in private houses.

Alberti believed in the observation of nature,
and saw buildings as natural organisms, in
which everything was linked together rationally
and in correct proportions. Consequently, the
addition of any new elements had to be done
with respect for the organic whole, both struc-
turally and aesthetically. This approach was
extended even to mediaeval buildings, as in the
case of Santa Maria Novella, where the forms
recalled the original concepts so closely that
later historians long rejected Alberti’s author-
ship (Milizia, Quatremere).



He insisted that the architect needed a good
knowledge of the causes of faults; just like a
physician, he had to understand the disease to
be able to cure it. The defects could depend
either on external causes or arise out of the
construction itself. In the latter case, the archi-
tect was responsible. On the other hand he
commented that we are all part of nature and
mortal; even the hardest materials will deterio-
rate under the sun and in chilly shade, or due
to frost and winds, not to mention disasters
such as fire, lightning, earthquakes, and floods.

Defects that could be improved by restora-
tion are the subject of the tenth book of the
treatise. Alberti takes a view from the whole to
the detail, and starts with the town and its
environment; fifteen chapters deal with general
questions such as canalization, hydraulic
engineering, and cultivation. Only the last two
are dedicated to problems such as the internal
environment, elimination of vegetation from
buildings, methods of reinforcement and
consolidation of structures. Sometimes causes
of defects are easy to detect; sometimes they
are more obscure and only become evident
after an earthquake, lightning, or natural
ground movement. Fig-trees are like the silent
rams of a battleship, if allowed to grow on a
wall; a tiny root can move a huge mass.
Finally, the fundamental reason for decay,
according to Alberti, is human negligence and
carelessness. He strongly recommends a
maintenance service for public buildings to be
financed by the states, noting that Agrippa had
employed 250 men in this capacity, and Caesar
460!

Alberti saw historic buildings as worthy of
protection because of their inherent architec-
tural qualities, solidity, beauty, their educa-
tional value and their historical value as well.
He appreciated buildings that were so substan-
tial as to resist decay for many centuries. The
aesthetic appearance, the beauty of the build-
ing, was another reason for protection. Beauty
was so important that even barbarians and time
were defeated by it. Unnecessary destruction
of historic buildings was a great concern: ‘God
help me, I sometimes cannot stomach it when
I see with what negligence, or to put it more
crudely, by what avarice they allow the ruin of
things that because of their great nobility the
barbarians, the raging enemy, have spared; or
those which all-conquering, all-ruining time
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might easily have allowed to stand for ever’
(Alberti, 1988:320) He was angry with incom-
petent contractors who could not start a new
building without demolishing everything on
the site as the first operation. There was always
time to demolish; it was more important to
leave ancient structures intact! Alberti advised
architects to carefully survey good buildings,
prepare measured drawings, examine their
proportions and build models for further study.
This was especially important if the propor-
tions and details had been used by distin-
guished authors. Alberti also admired
landscapes, recalling that, in antiquity, places
and even entire zones had been accorded
respect and worship; Sicily had been conse-
crated to Ceres. Ancient monuments and sites,
such as Troy, or ancient battlefields, could
evoke such memories of the past or of
memorable events that they filled the visitor
with amazement.

While Alberti could be defined as a realist
who did not favour fantastic designs, quite a
different approach can be seen in Antonio
Averlino, called 11 Filarete (1400-69/70), the
architect of the first municipal hospital,
Ospedale Maggiore, in Milan. He was the first
to write an architectural treatise in Italian
(1461-64), describing the planning and build-
ing of an ideal town called Sforzinda (flattering
the Sforza!). Like Vitruvius and Alberti, Filarete
drew an analogy between architecture and
human beings — even suggesting that a build-
ing had a life from birth to death. It was the
architect’s task to foresee the building’s needs
in order to avoid damage, and to have repairs
made in time. Filarete made extensive surveys
of ancient monuments in Rome, and showed
these as an example of buildings that, with
massive walls and built in good materials,
should have lasted forever. Without mainte-
nance, they had fallen into ruin, whereas a
building like the Pantheon (used as a church)
was preserved in a more complete state
because ‘it had been given nourishment out of
respect for religion.” (Filarete, 1972:34) Even if
Filarete condemned the Gothic and favoured
the Classical manner (as a round arch did not
create an obstacle for the eye!), he showed
examples from all periods: classical, mediaeval,
contemporary, including St Sophia in
Constantinople and San Marco in Venice, thus
emphasizing the continuity of history. He
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himself seems to have worked first in the
Gothic style before he was attracted by the
work of Brunelleschi. This ‘mixing of ancient
and modern’, as well as the popular character
of his treatise written in the form of a dialogue,
were criticized by Vasari.

The third influential treatise of the fifteenth
century was by Francesco di Giorgio Martini
(1439-1501), and focused mainly on the design
of fortifications. His aim was to rewrite
Vitruvius, and check the proportions on exist-
ing Classical structures, and also to record ruins
before all disappeared. These were usually
drawn in their complete form, but diagram-
matically and with various errors. He was
called ‘restorer of ancient ruins’. Through the
critical assessment of Vitruvius and existing
classical buildings, Francesco di Giorgio estab-
lished practical building norms and gave a new
actuality to the classical text emphasizing the
newly recognized educational values of ancient
ruins. He thus contributed, at least indirectly, to
the future conservation of these ruins.

Leonardo da Vinci, one of the central figures
of the Italian Renaissance in artistic and scien-
tific terms, was led to study architecture and
especially fortifications due to scientific curios-
ity. He was in close contact with Bramante and
his circle, and was consulted on various
projects, including the cathedrals of Milan and
Pavia. Also Leonardo related buildings to
human beings, in terms of their structural
integrity and proportions. In his view, the
health of men depended on the harmony of all
elements; disease resulted from discord.
Various sketches and manuscripts show the
structural thinking of Leonardo, who did not
stop at a simple comparison of human beings
and their architecture, but made an effort to
give an objective, scientific explanation to the
phenomenon. An example is his definition of
the arch as a ‘fortress resulting from two
weaknesses’.” That is, two quarter circles, each
weak in itself, leaning against each other,
together form a strong component. He
proposed experiments to define the load-
bearing capacity of arches of different forms by
connecting counter-weights under the arch to
the springing points, analysing the problems of
structural failure, formation of cracks, founda-
tions, drying of walls after construction, etc.,
and suggesting repairs or preventive measures.
He also dealt with timber structures and treat-

ment of wood when in contact with masonry;
he observed that waterproof or inflexible paint
would not last due to the movement of wood
with changing humidity. Floor beams should
be well tied into the wall structure in order to
avoid damage in case of an earthquake. Even
if his notes were not published, he surely influ-
enced the development of Renaissance archi-
tecture through his contacts with practising
architects.

The question of the completion of the
Gothic Cathedral of Milan, and particularly its
crossing, the Tiburio, was a test for architec-
tural theoreticians around 1490. On this
occasion, three major personalities were
consulted, Leonardo, Bramante, and Francesco
di Giorgio. Although the question was about a
mediaeval building, the general approach was
to continue the construction in harmony with
the existing structure. Leonardo took the
question from the point of view of ‘a medical
architect’, insisting that the project had to be
based on a thorough knowledge of the condi-
tion and form of the existing structure, in order
to understand how to load it with the new
construction, proposing various solutions.
While Leonardo and Francesco di Giorgio
favoured an octagon, Bramante maintained
that a square form would be the most appro-
priate, corresponding best to the general
design criteria of the cathedral; an octagon
would mean breaking the formal requirements
of the buiding. Gothic structure was light in
itself, and the criteria of beauty would be satis-
fied, making the new construction harmonious
with the original whole.

During the fifteenth century, the character of
architectural treatises had been literary and
humanistic; in the sixteenth century, it became
more strictly architectural with an emphasis on
illustrations, an ‘abc¢’ for practitioners. This was
the case especially with the rules on the five
orders by Jacopo Barozzi Vignola, first
published in 1562, and 7he Four Books of
Architecture by Andrea Palladio in 1570.
Palladio also collaborated in the illustration of
an edition of Vitruvius by Daniele Barbaro in
1556, and he used his vast knowledge of
ancient structures to write a concise guidebook
on the antiquities of Rome, Antichita di Roma
(1554), thus replacing the twelfth-century
Mirabilia urbis Romae with its rather imprecise
information often based on legends.



Two slightly older architects, Baldassare
Peruzzi and Sebastiano Serlio, who worked in
Rome in the early sixteenth century, collected
material to be published. Peruzzi never did, but
Serlio used part of this material in his Seven
Books of Architecture, published separately
beginning in 1537 and all together in 1584. In
the seventh book he presented a series of
proposals for the reuse of columns and other
elements acquired from ancient structures or
found in excavations. He showed examples
where columns of various sizes and orders are
adapted to the decoration of elevations in
palaces and houses. He also made suggestions
regarding the modernization of mediaeval struc-
tures, favouring a more regular appearance for
the irregular sites common in cities; he presented
examples where buildings had been made
regular within the limits of the site and through
exchange of pieces of land with the neighbours
or with the city. In the case of a Gothic build-
ing, left alone in a ‘modernized’ context, he
proposed to change the elevation into a centrally
oriented classical form in order to harmonize
with the environment. In another case where the
owner had bought two separate buildings next
to each other, the block was provided with a
new classical elevation and a central entrance
while preserving the structure behind.

This handbook and the other treatises
confirmed the wide practice of transforming the
appearance of existing buildings to meet new
aesthetic criteria in the Renaissance, as well as
the reuse of antique spoils as building material.
On the other hand, the treatises provided solid
guidance towards developing a functional and
well-thought-out manner of building, and they
remained the standard guidance for builders
well into the nineteenth century. While ancient
monuments continued being used as quarries
for modern building, the treatises contributed to
encouraging the authorities to provide orders
for their protection; distinguished architects,
such as Alberti, Raphael, and Michelangelo,
participated actively in the diffusion of more
favourable attitudes.

2.3 Early practice and protection in
Rome

Like Petrarch before them, the humanists of the
fifteenth  century criticized those who
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destroyed monuments and ancient works of
art; they complained about the demolition of
ancient statues under the pretext of claiming
them to be images of false gods, and accused
the popes for doing nothing to protect this
patrimony (Gordan and Goodhart, 1974). A
number of orders were issued, however, for
the safeguard of ancient monuments and
churches, even though it took a long time until
any effective protection could be enforced.
Some of the first measures were related to
improving the general condition of Rome.
When Martin V established his court in Rome,
he recognized the need of restauratio et refor-
matio. Therefore, on 30 March 1425, he issued
a bull, Etsi in cunctarum orbis, establishing the
office of the Magistri viarum, whose responsi-
bility it was to maintain and repair the streets,
bridges, gates, walls, and to a certain extent
buildings. This organization was reconfirmed
by his successors. Eugenius IV (1431-47)
ordered protection for the Colosseum, even if
he continued using it as a quarry himself. The
humanist pope Pius II (1458-64) was the first
to issue a bull, Cum almam nostram urbem of
28 April 1462, specifically for the preservation
of ancient remains. In order to conserve the
alma town in her dignity and splendour, the
necessity was emphasized to maintain and
preserve ecclesiastical buildings, as well as
ancient structures that served to cover the
burials and relics of holy men. Conservation
was closely linked with Christianity, which
provided the final argument for protection. The
bull seems to have resulted from requests
made by municipal administrators and the
citizens of Rome, but the pope was not able to
enforce it.

In this period repairs and improvement works
dealt mainly with buildings that still had a
contemporary use, such as churches, bridges,
aqueducts, or even the mausoleum of Hadrian
which was used as a residence for the popes.
Even if Vasari had reason to accuse Pope Paul
II of using building material from ancient
monuments such as the Colosseum, thus further
provoking their ruin (Vasari, 1973:472), the
papal or municipal administrators
(Conservatorii) carried out a number of minor
repairs on ancient monuments. Repairs are
reported on the Arch of Titus by Florentine
masons in 1466, as well as on the Arch of
Septimius Severus, and on several statues and
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architectural elements. Sixtus IV (1471-84), the
‘Restaurator Urbis , established improved consti-
tutions for the growth and splendour of Rome,
leaving a significant mark on the city. His build-
ing activities included the rebuilding of the
Ponte Sisto on the site of an ancient Roman
bridge and the construction of a new hospital.
Although his activities were more renewal than
conservation, he was responsible for the repair
and reconstruction of many palaces and
religious buildings. He had to face problems of
neglect and vandalism, and issued a bull, Quam
provida (25 April 1474) against destruction and
damage to ecclesiastical buildings, or removal of
parts from them. This order was later confirmed
by Julius II (1503-13), and recalled even in the
nineteenth century (e.g., 1802).

When the popes returned to Rome in the
fifteenth century, the Byzantine Empire was
involved in the decisive battles against the
Ottomans, ending in the siege and fall of
Constantinople in 1453. Defence was therefore
an important aspect in papal building pro-
grammes. Nicholas V (1447-55) repaired and
improved fortifications in various parts of the
papal states and also in Rome, where other
aspects also needed attention. The biographer
of Nicholas V, Giannozzo Manetti, has reported
that the programme in Rome included five
major projects concerning repair of the town
walls, aqueducts, bridges, and of the forty so-
called stationary churches, as well as building
the Borgo Vaticano, the papal palace in the
Vatican, and plans for St Peter’s. The pope
himself seems to have taken a lead in the
formulation of these projects, gathering around
him a ‘pool of brains’, of which Alberti
certainly was one and the Florentine architect
Bernardo Rossellino (1409-64) another. The
works in churches often involved repairs of
roofs or windows as well as redecoration. In
the case of major interventions the aim was
clearly not only to repair but to adapt the
buildings to the new requirements of the time.
Much was thus destroyed and transformed, but
some respect was still shown toward old build-
ings, and attempts were made to keep
something of the old. We may not be able to
speak of restoration in its modern sense, but
we begin to recognize its roots.

Of particular interest for the application of
the principles of the treatises are the cases of
the old St Peter’s, Santo Stefano Rotondo, San

Marco, and Tempio Malatestiano of Rimini,
which were repaired in the fifteenth century.
Alberti’s influence can be felt in each case. St
Peter’'s had been built of spoils of ancient
monuments; the huge columns supporting the
nave walls ranged in material from serpentine
and giallo antico to red or grey granite. Even
though perhaps the most important of Rome’s
basilicas, it was in a rather poor condition —
partly due to the structural system consisting of
long and thin walls over many frequent and
continued apertures without strengthening as
noted by Alberti. The foundations were built
over the remains of an ancient circus, and were
laid partly on loose soil, partly on solid clay.
Therefore the longitudinal walls were cracked
and inclined by more than a palm at the top.
Alberti proposed consolidating the basilica
through systematic renewal of the masonry in
the leaning sections.

Each leaning section of wall supported by a
column I decided to cut out and remove; and to
restore the sections that had been removed with
vertical ordinary bond, having left stone teeth
and strong clasps on both sides of the structure
to tie the new sections to the old. Finally, where
a section of sloping wall was to be removed, I
proposed to support the roof beams with
machines called caprae [goats], erected over the
roof, with their feet secured on either side to
more stable sections of roof and walling. (Alberti,
1988:362)

The scheme does not seem to have been
executed. Instead, there was a proposal that
the old building be encased within a new
structure. This plan was a mixture of old and
new; though the old nave was to be left intact,
the transept was considerably enlarged and a
new choir of monumental proportions was to
be planned behind the old apse. The first
works seem to have concentrated on the
entrance; the mosaics of the main elevation
were restored, and the roof, the pavement and
the doors of the entrance portico were
renewed; there were works also on the
‘tribuna grande and the foundations. It is
possible that the pope had initially intended to
repair the old basilica but at a certain moment
he changed his mind and initiated a renewal
on a larger scale. This work was interrupted in
1452 until new plans were developed by Julius



Figure 2.4 Tempio Malatestiano, Rimini: Alberti
designed the new structure leaving the existing
mediaeval church inside. The elevation remained
unfinished, and has not been completed later

II (1503-13) and his successors. It is interesting
to compare this project with another one by
Alberti, the Tempio Malatestiano in Rimini
commissioned by Sigismo di Malatesta as his
own memorial. This work, in which Alberti
seems to have been involved from 1449,
remained unfinished. It involved the transfor-
mation of the thirteenth-century church of S.
Francesco into a classical building. Here again
the old structure was retained and encased
inside a new building. In the interior, however,
the construction of a new choir, which was
never executed, would have meant destruction
of the old transept and apse. Vasari considered
this building ‘beyond dispute one of the most
renowned temples of Italy.” (Vasari, 1973:539).

One of the most extensively restored ancient
churches was the fifth-century Santo Stefano
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Rotondo, on the Coelian Hill, which had fallen
into disrepair after the eleventh century. The
work was carried out under the supervision of
Rossellino, probably in consultation with
Alberti, and consisted of closing the original
arcaded colonnade of the ambulatory, demoli-
tion of the outer chapels, and building a new
entrance portico. The circular nave, probably
originally covered with a light dome, was
roofed with a timber structure, as was the
ambulatory. Surviving remnants of marble or
stucco decoration were removed, the wall
closing the arcaded colonnade was decorated
with frescoes, the rest received a plain
intonaco. The original round windows of the
nave wall were closed, and new windows
were opened. This work met with some criti-
cism by contemporaries; Francesco di Giorgio
Martini noted that Pope Nicholas re-made it,
but in doing so he caused even more damage.
Modern critics have been more severe, point-
ing out that the Early Christian space was
remodelled,  subordinating  archaeological
respect to the requirements of the day. The
earlier concept of continuous space was trans-
formed into a closed centrality according to the
Renaissance ideal. Closing of the arcaded
colonnade and its transformation into a decora-
tive feature is, on the other hand, in agreement
with Alberti’s preference to use round columns
with architraves and square pillars with arches.

When the Cardinal of San Marco, Pietro
Barbo, became Pope Paul 1I (1464-71), one of
his first undertakings was to construct a new
residence for himself, the Palazzo Venezia at
the foot of the Capitol next to his church San
Marco, which also had a major repair on this
occasion. The old nave walls and the arcaded
colonnades of San Marco were reinforced by
building a new wall tied to the old and
supported on pillars on the aisle side. A richly
decorated wooden coffered ceiling was added
to the interior and the roof was covered with
gilded lead tiles. In addition, an open loggia
for benedictions, similar to the one created for
the basilica of St Peter’s a few years earlier, was
built in front of the church. The interior was
enriched with small shell-shaped niches in the
side aisles. Vasari attributed the repair of San
Marco to Giuliano da Maiano (1432-90) but
Alberti’s name has also been linked with the
work. In fact, the solution adopted for reinforc-
ing the nave walls corresponds perfectly to



32 A History of Architectural Conservation

Alberti’s recommendation: ‘If the wall is too
slender, either add a new section to the old to
make a single wall, or, to save expense, build
only the bones, that is, pilasters, columns, and
beams. This is how to add one section to
another: in several places in the old wall insert
small catches of tough stone; these reinforce-
ments project into the new wall as it is built,
and act as cramps holding together two skins.
The new wall should be constructed of nothing
but ordinary brickwork’ (Alberti, 1988:359).
Alberti further suggested that new construc-
tions be made sufficiently strong to bear their
loads, because otherwise the building would
risk collapse. Even though San Marco was
extensively renewed, it is interesting to note
the care taken to guarantee the preservation of
the original walls and columns of the church,
thus showing that these ancient structures
represented recognized values.

2.4 Raphael and the protection of
monuments

In the sixteenth century, with new wealth arriv-
ing from America, Rome was able to spend
more on building activities. The most impor-
tant project was to make a new start for the
basilica of St Peter’s; this employed several
generations of the foremost artists and archi-
tects in Rome, from Bramante and Raphael to
Michelangelo and Bernini. The building activi-
ties also caused an acceleration in the destruc-
tion of ancient monuments which were quarried
and used as building material for palaces. This
in turn brought attention to the protection of
antique works of art and historic structures. In
1508 Donato Bramante brought to Rome the
young Raffaello Santi (1483-1520), already a
distinguished painter in Urbino, one of the
major centres of the Italian Renaissance. In
Rome, Raphael came into close contact with
humanistic circles in the papal court, including
Mario Fabio Calvo, Andrea Fulvio, Baldassare
Castiglione, Giuliano da Sangallo, Antonio da
Sangallo the Younger, and Fra Giocondo. He
was introduced to the study of ancient works
of art and monuments, especially under the
guidance of Bramante, and made his way to
the top in both architecture and painting.
Raphael was also a significant figure in the
efforts to protect classical monuments that

were threatened by destruction; he is consid-
ered the father of modern state protection of
monuments.

This concern for the fate of the classical
heritage culminated in a letter attributed to
Raphael and his circle, and addressed to Leo X
(1513-21). It describes the current destruction
of classical monuments,® recalls their greatness
and the world they represented, their value as
a testimony of Italy’s past and as models for
new magnificent constructions to sow the holy
seed of peace and Christian principles. The
author calls for urgent measures to protect this
heritage.

How many popes, Holy Father, having had the
same office as Your Holiness, but not the same
wisdom nor the same value and greatness of spirit;
how many popes — I say — have permitted the ruin
and destruction of antique temples, of statues, of
arches and of other structures, that were the glory
of their founders? How many have consented that,
just to obtain pozzolanic soil, foundations should
be excavated, as a result of which buildings have
fallen to the ground in a short time? How much
lime has been made of ancient statues and other
ornaments? So that I dare to say that this new
Rome we now see, however great she may be,
however beautiful, however ornamented with
palaces, churches, and other buildings, is never-
theless built of lime produced from antique
marbles . . . It should therefore, Holy Father, not
be one of the last thoughts of Your Holiness to
take care of what little remains of the ancient
mother of Italy’s glory and reputation; that is a
testimony of those divine spirits whose memory
still sometimes calls forth and awakens to virtues
the spirits of our days; they should not be taken
away and altogether destroyed by the malicious
and ignorant who unfortunately have insinuated
themselves with these injuries to those hearts, who
through their blood have given birth to much
glory to the world and to this ‘patria’ and to us.’

The letter was connected with several initia-
tives, of which perhaps the most important was
Raphael’s nomination as Prefect of Marbles and
Stones in Rome in a brief of 27 August 1515
signed by Pope Leo X. Already an assistant to
Bramante, Raphael had succeeded him as the
architect of the new St Peter’s in August 1514.
Following this brief, all excavations and
quarries in the city of Rome as well as in the



surrounding area to a distance of 10 000 passus
(nearly 10 kilometers) had to be reported to
him within three days, and he was authorized
to select suitable materials for the construction
of St Peter’s. The massive walls of St Peter’s
required large quantities of stone and marble,
and a considerable part of this was acquired
from the remains of ancient constructions. As a
rule, if the ‘quarry’ was on public land, half of
the material went to the Camera Apostolica and
half to the quarrier; if on private land, one-third
went to the owner, one-third to the Camera,
and one-third to the quarrier.

Although the reuse of ancient building
material for the construction of St Peter’s was
thus authorized by the pope, the brief made a
special mention of what were called in Latin
‘monumenta, i.e. inscriptions, memorials, or
monuments. (The word monumentum derives
from the Latin verb moneo, meaning: ‘to
remind’, ‘to admonish’, ‘to suggest) The
remains of Classical buildings, so far as they
contained  inscriptions, were considered
‘bearers’ of a message or memory of past
divine spirits; such remains were a reminder or
warning to obedience, as in ancient Rome, and
required protection. The inscriptions were also
considered important for the cultivation of the
knowledge of Latin. This brief thus became the
first official nomination of an officer in charge
of protection of classical monuments. Later
Raphael was succeeded by others as commis-
sioners of monuments, who included some of
the most important cultural personalities in
Rome, such as Bellori, Winckelmann, Canova.
The brief stated:

Furthermore, being informed of marbles and
stones, with carved writings or memorials that
often contain some excellent information, the
preservation of which would be important for the
cultivation of literature and the elegance of the
Roman language, and that stone carvers are using
them as material and cutting them inconsider-
ately so that the memorials are destroyed, I order
all those who practise marble cutting in Rome
not to dare without your order or permit to cut

or to sever any inscribed stone. (Golzio,
1936:38f)
On 30 November 1517, a Roman editor

lacopus Mazochius was given a seven-year
privilege and copyright for an epigraphic study
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and publication of these inscriptions or
monumenta. This was published in 1521 as
Epigrammata antiquae urbis. In effect, this
publication became the first list of protected
monuments in Rome. The inscriptions were
articulated so as to include all important classi-
cal monuments, such as temples, forums,
arches, columns, town gates, bridges, the
pyramid of Cestius, the obelisk of the Vatican,
aqueducts, and Castel Sant’Angelo. Mazochius
then presented various tables, decrees, privi-
leges, and finally had a large section contain-
ing inscriptions collected from all over the city
and arranged by region. Raphael was commis-
sioned to prepare a map of ancient Rome, and
he employed artists to prepare measured
drawings of ancient monuments not only in
Rome but also throughout Ttaly. He himself
made detailed drawings, e.g., of the Pantheon.
Two colleagues of Raphael published, in 1527,
studies on the antiquities of Rome, one by
Andrea Fulvio, the other by Mario Fabio Calvo.
These studies as well as the publication of
Mazochius may be seen as part of a larger
project aiming at the study of ancient Rome,
which unfortunately remained unfinished at
Raphael’s death.

Though the popes signed orders for protec-
tion, they signed other orders for demolition,
and the real conservators were often amongst
the citizens of Rome or in the municipal
administration. When Sixtus V (1585-90)
decided to make all ‘filthy’ ruins disappear ‘to
the advantage of those that merited being
repaired’, amongst those under threat of
demolition were the Septizonium and the tomb
of Cecilia Metella. The first was destroyed, but
the second was saved after strong protests by
the people of Rome (Lanciani, 1971:217).
Sixtus V’s ambition was to eradicate heresy and
idolatry, and in achieving these aims, he was
determined to destroy all tangible reminders of
paganism. Thus, some ancient monuments
were destroyed, while others were repaired
and dedicated to Christian purposes. The
ancient associations were obliterated so far as
possible, and new inscriptions were cut into
the stone. Symbolically, these monuments then
demonstrated how Christianity had conquered
heathenism.

From the sixteenth century and well into the
eighteenth, a number of such restorations were
undertaken under the papal administration.
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The reasons for these works were expressed
by Alexander VII Chigi (1655-67) in an edict of
1659 ordering the restoration of the Pyramid of
Cestius.!! The pope, who transformed the
Pantheon into a mausoleum for his family, was
conscious of the presence of death and the
question of eternity, but he also referred to the
value of ruins as a witness to written history,
to their ‘touristic’ importance, and their politi-
cal significance for the Church. Consequently
the main principles in these papal restorations
were related to the reintegration and repair of
the monuments, as was the case with the
obelisks, the Columns of Trajan and Marcus
Aurelius, the Pyramid, or the Arch of
Constantine. On the other hand, respect for
ancient ruins as Christian relics could induce
almost religious preservation, as was the case
with Michelangelo’s project for Diocletian’s
Baths, and some plans for the Colosseum.

2.5 Treatment of monuments after
the Sack of Rome

The Sack of Rome by the troops of the Emperor
Charles V in 1527 brought the Renaissance
papacy to an end. This battle caused the
destruction of many ancient monuments and,
even more, of archives, libraries, and patrician
wealth. When the Emperor visited Rome in
April 15306, a triumphal entrance was prepared
for him from the Via Appia through the ancient
triumphal arches of the Forum to the Capitol
and to the Vatican. In order to prepare for this
symbolic procession, 200 more houses and a
few churches were demolished. One of the
coordinators of the project was Latino
Giovenale Manetti, an architect responsible for
the maintenance of streets and the arrange-
ment of the Piazza del Popolo. In a brief of 28
November 1534 (Fea, 1832:467), Paul III
(1534—49) nominated Manetti the first Com-
missioner of Antiquities, and at the same time
recognized the importance of the heritage of
Rome, the centre of the universal empire and
then of Christianity. He also acknowledged that
in addition to barbarians, nature, and time, a
great responsibility for the destruction of
Rome’s architectural heritage lay with the
popes themselves, who had allowed trees to
invade, had permitted ornaments and other
material to be removed and reused elsewhere,

destroyed, or even taken abroad. The pope felt
a ‘patriotic’ obligation to ensure proper protec-
tion for the monuments that he considered the
glory and the majesty of his land of origin.
Detailed instructions were given in the brief on
the types of monuments that needed protec-
tion; including arches, temples, ‘trophies’,
amphitheatres, circuses, aqueducts, statues,
marbles and anything to be conceived as
Antiquity or Monuments. Manetti was given full
authority to use penalties and punishment
according to his judgement, and to see that the
antiquities were conserved, kept free of vegeta-
tion, not taken from town, or covered by new
constructions. The responsibility was clear in
principle, but although similar orders were
given by other popes, there were hardly any
administrative structures to assist the commis-
sioners. However the civic administration
gradually acquired more concern about ancient
monuments and their maintenance.

The Thermae of Diocletian were the largest
baths of ancient Rome, measuring 380 by
370 m and accommodating over 3000 visitors.
In the sixteenth century, substantial remains of
these huge constructions were still standing,
and some spaces even retained their vaults. A
Sicilian priest, Antonio del Duca, believed it to
have been built by Christian martyrs, and he
had a vision that the baths should be trans-
formed into a church dedicated to angels. On
his insistence religious services were organized
there during the jubilee of 1550; in 1561 Pius
IV (1559-65) decided to build it into a church,
Santa Maria degli Angeli, in order to augment
divine worship as well as for the sake of
conserving such an important historic building.
The 86-year-old Michelangelo Buonarroti was
invited to submit a design for the church,
executed between 1561 and 1566, and praised
by Vasari as one of the best proportioned
churches in Rome. The project was conceived
as a minimum intervention; new was added or
changes made where absolutely necessary. The
large cross-vaulted hall in the centre became a
kind of transept and the main body of the
church. There were three entrances, north,
west and south; the main altar was in the
centre of the north side in one of the three
lower barrel-vaulted spaces, which continued
behind the altar as a choir extending as a new
construction over the ancient natatio. The
exterior of the church was left in its ruined
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Figure 2.5 The church of Santa Maria degli Angeli was designed by Michelangelo within the ancient Baths of
Diocletian in Rome, in the sixteenth century, and was subsequently modified by L. Vanvitelli in the eighteenth
century
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state. One thus entered through a ruined
antique wall into a vaulted space and opened
a finely carved Renaissance door into the
interior with eight of the largest granite
columns in Rome supporting the plainly
rendered spacious cross-vaults.

The whole construction was conceived as
‘incomplete’. This reflected Michelangelo’s state
of mind at the end of his life, being concerned
with the problems of death and the salvation of
the soul. To Vasari, he wrote that there existed
no thought within him in which Death was not
sculpted. His last sculpture, the Rondanini Pieta,
in fact, has been compared to some late works
of Rembrandt, where ‘the renunciation of ideal
realism and rationalism also leads, not to abstrac-
tion (Mannerism), but to a more profound and
more concrete language of the spirit’ (De Tolnay,
1960:92). Santa Maria degli Angeli is a compara-
ble work in the field of architecture; the idea of
angels was also very close to him — especially
after the death of his great friend, Vittoria
Colonna, who had been an invaluable support.
Pius V (1566-72) was hostile to this project due
to its pagan implications, and it remained for
Gregory XIII (1572-85) to continue the building.
Sixtus V, in turn, quarried some 90 000 m* of
material from the thermae for use in building
roads and other structures in the area of his
neighboring Villa di Montalto. It was probably at
this time that the calidarium was demolished.
Transformations in the interior gradually
changed Michelangelo’s original concept. In
particular, the works under Luigi Vanvitelli, after
1749, gave a new look to the building. The plan
of the interior was modified and redecorated,
and the entrance to the church was provided
with an elevation in late-baroque style.

At the end of the sixteenth century,
Domenico Fontana, the architect of Sixtus V,
restored a number of ancient monuments in
Rome; these included the Columns of Trajan
and Marcus Aurelius in 1589 to 1590. The
pagan attributes of these memorial columns
were transformed into Christian images; thus
the first received the bronze figure of St Peter
and the second, St Paul.? Trajan’s Column
needed little repair, but the other column,
erected in honour of Marcus Aurelius, had
suffered badly from earthquakes and fire; it
had cracked lengthwise, portions had broken
off, and the upper drums were displaced
several inches from the original position.

Fontana had the surface of the base cut away,
and the core enclosed in a new marble base,
for which the material was taken from the
demolished Septizonium. The cracks in the
column were secured with iron cramps and
leaded so that the reliefs could be repaired in
plaster. The missing parts of the column were
integrated with new marble, cut to fit only the
lost area in order to reduce the cost. Missing
figures were recarved either by analogy or by
copying figures from nearby areas. The whole
seems to have been covered with a wash to
unify the appearance.

Nicholas V was the first Renaissance pope to
propose the re-erection of an obelisk on the
square in front of the basilica of St Peter’s. This
idea also interested Paul II, who commissioned
Aristotele di Fioravante di Ridolfo (1415/
20-86)," from Bologna, to transfer the obelisk
then standing at the side of the church, ‘acu
July Caesaris ad sanctum Petrum’, to the
square. The works had already started when
the pope died, and the project was interrupted.
Obelisks! were of considerable interest to the
architects of the time, and recordings and
reconstruction drawings were prepared of
them. For example, Bramante, Raphael and
Antonio da Sangallo the Younger made various
proposals.

Sixtus V was the first to carry out this dream.
He used obelisks as part of his urban master
plan of Rome to mark major sites in the city,
and to form recognizable signposts and
embellishments at the end of the new straight
streets that he created. In 1585, the first year of
his pontificate, Sixtus V announced a competi-
tion for the transportation of the Vatican
Obelisk from the side of St Peter’s to the
square in front of the basilica. The winner was
Fontana, who had the obelisk taken down and
transported to its new location. It took seven
months’ preparation and five months work,
and became a great spectacle, making Fontana
famous. In September 1586, the obelisk was
ceremonially consecrated; it had a cross on top
and a long inscription in the base with refer-
ence to exorcism. Three other obelisks were
erected under Sixtus V: in 1587 behind the
choir of Santa Maria Maggiore (also marking
the entrance to his own villa), in 1588 at the
Lateran, and in 1589 in Piazza del Popolo, the
main entrance to the city from the north. These
obelisks were all broken in pieces and had to
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Figure 2.6 Marcus Aurelius Column, Rome, was restored under D. Fontana’s direction for Sixtus V at the end of
the sixteenth century
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be restored. The largest and most difficult to
restore was the Lateran obelisk (from the
Circus Maximus). The missing parts were
completed with granite from the demolished
Septizonium and fixed with dowels and bars;
hieroglyphs were carved on new parts so that
repairs could not be distinguished easily.

The interest in obelisks continued even after
Sixtus V; two of them were erected in the
seventeenth century. The first came from the
Circus of Maxentius and was placed over the
Fountain of the Four Rivers in Piazza Navona
for Innocent X in 1651; the other was discov-
ered near the church of Santa Maria sopra
Minerva and erected in front of it for Alexander
VII in 1667. Bernini was responsible for both
projects, and showed a more dynamic and
architectural approach in the treatment of the
obelisks than had been the case in the
sixteenth century, using them as an ornament
in an architectural space. Anastasio Kircher, a
Jesuit father, was invited to interpret the hiero-
glyphs, and he did this — erroneously, but with
such self-confidence that he proposed some
‘hieroglyphica genuina of his own invention
to integrate the missing parts. Four more
obelisks were re-erected in the eighteenth
century.

Since Roman times, tradition had connected
the fate of Christian martyrs with the theatres
of Rome. Particularly, the Colosseum had
become associated with the death of long lists
of martyrs, and was often chosen as a symbol
for the passion of saints. The Colosseum thus
was almost more famous for its Christian
connotations than as a work of architecture. In
1490, Innocent VIII and the Conservatorii had
given permission to inaugurate performances
of a religious character in the arena, which
later developed into a traditional Passion play
at Easter. The pope’s first idea had been to
demolish it to provide space for a road, but,
after the insistance of the Roman citizens, the
proposal was put forward to adapt it for a
socially and economically wuseful function.
Fontana prepared a project for its use as a
wool factory, providing workshops and
workers’ housing for the wool guild, but the
plans were suspended at the death of the
pope. In 1671, Father Carlo de Tomasi commis-
sioned Gian Lorenzo Bernini to prepare plans
for its use as a Temple for Martyrs, as well as
being an illustration of the greatness of Rome

and a model for architecture. He insisted that
nothing of the old be touched, nor hidden.
New elevations were proposed to mark the
entrances, and, inside, a small chapel. The
amphitheatre would thus have become a huge
church — like Santa Maria degli Angeli, and a
testimony to Christian martyrdom. These plans
were never carried out, but it was consecrated
to the memory of martyrs at the 1675 Jubileum.
Twenty-five years later it was used as a manure
deposit. In 1703 a part of the structure
collapsed in an earthquake, and the material
was used to build the Porto di Ripetta.

The last effort to transform the Colosseum
into a church was made by Carlo Fontana
(1638-1714), who urged the authorities to
consolidate the eastern wall, and prepared a
study in 1708 (published in 1725) proposing to
restore the dignity of this ancient monument
through its proper use as a Christian site. The
arena was to be separated from the rest of the
fabric by an arcaded colonnade bearing the
statues of 42 martyrs. In the western part of the
arena, he proposed a fountain in imitation of
the antique Meta Sudante, the remains of
which stood in front of the Colosseum. In 1744
Benedict XIV commissioned the Governor of
Rome to publish an edict to prohibit the viola-
tion of the Colosseum. It was forbidden to
remove stones from the fabric, and the arena
was consecrated to the memory of Christian
martyrs. In 1749, there was a further autho-
rization for the building of permanent
aedicules for a Via Crucis around the arena,
and a cross was erected in its centre. Despite
the pope’s orders, a part of the arena was let
for cattle, and the building continued to be
used as a manure deposit. Nevertheless, it
became a popular site for travellers."

Having been turned into a church as Santa
Maria ad Martyres in the seventh century, the
Pantheon had been used and repaired contin-
uously. In the fifteenth century it was partly
freed from buildings attached to it. The build-
ing had also suffered and, in 1625, when metal
was needed for military purposes, Urban VIII
Barberini  (1623-44) removed the antique
bronze structures from the portico only to
discover the metal mixed with gold and silver,
and therefore not good for artillery. Hence the
famous saying: ‘Quod non fecerunt barbari
fecerunt Barberini’ Part of the bronze was
used in the construction of the St Peter’s



Figure 2.7 Pope Urban VIII Barberini removed the
bronze ceiling from the portico of the Pantheon in
Rome. In order to content protestors, he commissioned
the construction of two bell towers, in 1625. (Engraving
by Piranesi, Vedute di Roma.)

baldachin by Bernini and Borromini. As a
result of protests by the Romans, the pope
decided to build two new bell towers to
replace the demolished mediaeval one. The
work was carried out in 1626-32 by Carlo
Maderno and Borromini who worked as a
master mason on the site. Nevertheless, the
Pantheon remained in a rather poor condition;
the eastern part of the portico was damaged
and two columns were missing. A part of the
tympanum had broken off, and, in addition,
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the piazza was at a much higher level than the
Pantheon. The interior marble decoration had
suffered and there were many losses.

To Renaissance architects, the Pantheon
represented perfection in architectural form,
but the building also was a popular symbol of
death. Alexander VII commissioned Bernini to
make it a mausoleum for himself and his
family, conceiving the monument as a repre-
sentation of the continuity of the eternal and
universal values of Christianity. The temple
was seen as a central figure around which the
townscape could be arranged with due respect
and symmetry; the interior of the dome was to
be decorated in stucco with symbols of the
Chigi family and an inscription. The restoration
of the portico started in 1662; the missing
columns were replaced by those excavated in
the piazza of S. Luigi dei Francesi, and antique
capitals used in the restoration were carved
with the emblems of the Chigi family. The
tympanum was repaired with marble from the
remains of an arch of Trajan (Arco della Pieta),
which had stood in front of the Pantheon.

The Arch of Constantine had been related to
the history of Christianity, and was reasonably
well preserved. The statues of Dacian prison-
ers had, however, been decapitated in 1534
and one of the columns in giallo antico on the
north side had been removed to be used under
the organ in the Lateran basilica. In 1731,
Clement XII and the Comnservatori of Rome

Figure 2.8 The Roman
Pantheon was ‘rehabilitated’
as a mausoleum for the
family of Pope Alexander VII
Chigi, starting from 1662. The
east side of the portico was
rebuilt with columns and
marble from nearby
excavations; the papal symbol
and the emblem of the Chigi
family were carved on the

new work
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ordered the restoration of the Arch under the
supervision of Alessandro Capponi who
‘carefully and accurately, restored the columns
and their cornices, mending the statues and
bringing them back to their original form’
(Gaddi, 1736:117). The heads of the prisoners
were recarved, the reliefs and the cornices
were repaired and the missing column was
replaced with an antique one of white marble.
The work was completed in 1733, and
commemorated with marble tablets and a
publication.

2.6 Reformation and
Counter-Reformation

On 31 October 1517, Martin Luther, the German
religious reformer, nailed his 95 theses on
indulgences on the church door at Wittenberg.
His attacks against the church continued,
including a strong condemnation of monasti-
cism (De votis monastistic, 1521), and in 1520,
Pope Leo X issued a bull against him which
Luther burned publicly at Wittenberg. He then
spent a year at Wartburg Castle under the
protection of the Elector of Saxony until he
was later taken to the ecclesiastical court to
answer for his convictions. Luther’s action
became a symbolic moment in the reformation
movement throughout Furope leading to
fundamental changes not only in the church
but also in political, social, and economic life.
After the situation had calmed down in the
second half of the seventeenth century, the
countries of western and northern Europe had
for the most part taken the line of the reformed
church, while the south of Europe remained
Roman Catholic. The Reformation resulted in
the immigration of various groups of people,
such as the Huguenots who were forced to
leave France for neighbouring countries and
went even to America and South Africa; or the
large group of people in the Netherlands, who
moved from the Catholic south to the
Protestant north. Religious differences contin-
ued for more than a century and were accom-
panied by armed conflicts such as the Thirty
Years War (1618-48), which ravaged Central
Europe, and caused much damage to historic
buildings and towns.

The Reformation movement provoked a
strong reaction in Italy in the form of the

Counter-Reformation, which started in the
1530s. This meant new requirements for
religious services, and it induced changes in
existing church buildings according to the
‘guidelines’ of the Council of Trent of 1563.
The need to reform church plans had existed
earlier, but now action was taken more
decisively, and its effects in the renovation of
mediaeval churches could in fact be seen as
comparable to what happened later in the
northern countries, particularly in England.
Interiors were opened up, rood screens and
other obstacles were removed and the chapels
rearranged. An example of this was the renova-
tion of the mediaeval churches of Santa Croce
and Santa Maria Novella at Florence by Giorgio
Vasari (Hall, 1979). In Italy, Gothic had been
condemned as ‘monstrous and barbarous, and
lacking everything that can be called order’
(Vasari, 1973,1:137), as was stated by Vasari,
who concluded: ‘May God protect every
country from such ideas and style of building!
They are such deformities in comparison with
the beauty of our buildings that they are not
worthy that T should talk more about them’
(Vasari, 1973,1:138). These ‘monstrosities’ were
not necessarily destroyed, however, but rather
fashioned anew; the mediaeval appearance
could be encased or hidden, as by Alberti in
the Tempio Malatestiano at Rimini, or by Vasari
himself in the redecoration of the Neapolitan
monastery of Monte Oliveto, where he hid the
Gothic vaults under new stucco work. For the
sake of conformitd, however, buildings could
be completed with respect to the original style,
as in the case of Milan Cathedral. Even Vasari
accepted a certain ‘relativity’ in his judgement
of some mediaeval masters, and he could not
help praising the works of Giotto, Andrea
Pisano and others, because ‘whosoever consid-
ers the character of those times, the dearth of
craftsmen, and the difficulty of finding good
assistance, will hold them not merely beautiful,
as I have called them, but miraculous ’
(Vasari, 1973,11:103).

2.7 Influences in Europe

The echo of Luther’s theses and especially of
his condemnation of monastic life was soon
heard abroad. Denmark proclaimed ‘freedom
of conscience’ in 1527, and the Ecclesiastical



Appointments Act of 1534 struck a final blow
to the administrative and disciplinary links
between the Danish church and the pope. In
Sweden, ecclesiastical property and land that
the king considered ‘superfluous’ was to be
handed over to the Crown. In 1524, the
Council of Zurich dissolved religious houses,
setting their revenues apart for education or
social improvement programmes. In France
mediaeval  buildings  suffered  damage,
especially during the conflicts with the
Huguenots in the early seventeenth century,
and the Italian Renaissance had an effect on
the treatment of mediaeval structures. Philibert
de I'Orme, however, recommended transfor-
mation instead of destruction. On the other
hand, as in other parts of Europe, mediaeval
traditions survived under a classical appear-
ance, and there were many cases where Gothic
forms were still applied in religious buildings,
as in the Cathedral of Sainte-Croix at Orleans,
which was completed in Gothic form only in
the eighteenth century. The Abbey of Saint-
Maixent, destroyed by the Huguenots, was
rebuilt by the Benedictines towards the end of
the seventeenth century; the cloister was made
in a classical style, while the church was rebuilt
in its original mediaeval form. In Germanic
countries, where building in the Gothic style
survived long into the seventeenth century, the
conflict with Classicism was felt only in the
eighteenth century.

As a part of the reform of monasteries in
England, Cardinal Thomas Wolsey ordered the
suppression of religious houses, especially
those under foreign administration. In conflict
with the pope, who opposed his intended
marriage, Henry VIII declared himself the
supreme head of the Church of England in
1534. In the following year he appointed a
commission under Thomas Cromwell to report
on the state of the monasteries, and an act was
passed for the suppression of all those with a
revenue of less than £200 a year. This resulted
in iconoclasm and the destruction of anything
that savoured of monastic life. The monastery
of Durham lost first its smaller cells, and then
the king’s commissioners confiscated all its
riches accumulated during centuries. Although
it was refounded in 1541 as the Cathedral
Church of Christ and the Blessed Virgin Mary,
the destruction continued; carvings were
defaced, brasses removed, stained glass
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smashed, water stoups and memorial stones
destroyed as idolatry. Even the lead of the roof
was sold by the dean for his own personal
profit. Nevertheless Durham survived relatively
well, while dozens of other abbeys, such as St
Mary’s in York, Rievaulx, Fountains, and Roche
in Yorkshire, or Tintern in Wales, were either
completely or partially demolished. Building
materials were sold or stolen, and the ruins
were abandoned until they were later redis-
covered for their ‘picturesque’ and ‘sublime’
values.

An attempt to give some protection to
churches was made in 1560 by Queen
Elizabeth I, daughter of Henry VIII, who issued
a proclamation ‘Agaynst breakyng or defacing
of Monumentes’ set up in churches and other
public buildings. The damage to ecclesiastical
buildings continued, however, and was later
even intensified, particularly during the civil
war in the 1640s. Another reason for the trans-
formation and destructive treatment of existing
buildings was the introduction of Classicism
into England. In 1613 Lord Arundel and the
architect Inigo Jones left England for a tour in
Italy — the first to collect antiquities, the second
to study architecture and to advise him. With
this tour the two Englishmen started a trend
that was followed by others, especially in the
eighteenth century. Inigo Jones described his
ambitions: ‘Being naturally inclined in my
younger years to study the Arts of Designe, I
passed into forrain parts to converse with the
great Masters thereof in Italy; where I applied
my self to search out the ruines of those
ancient Buildings, which in despight of Time it
self, and violence of Barbarians are yet remain-
ing. Having satisfied my self in these, and
returning to my native Country, I applied my
minde more particularly to the study of
Architecture’ (Jones, 1655:1).

Through his projects, Jones introduced
Palladianism into England, becoming the first
major interpreter of classical architecture in his
country. The results of his Italian studies were
to be seen in his designs for masques, and, in
a quite different way, in the study of Stone-
henge, the Late Neolithic and Early Bronze Age
monument in southern England from the
second millennium Bc. The study was commis-
sioned by the king in 1620 due to Jones’
experience as an architect and his knowledge
of antiquities abroad. There was, however, no
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knowledge of monuments of this period, and
Jones made an attempt to explain the rings of
huge stones as the remains of a Roman temple
— said to have been originally built in the
‘Tuscan order’, which he illustrated with a
reconstruction drawing.

In 1620, Inigo Jones took part in a commis-
sion for the old Norman Cathedral Church of
St Paul’s in London. He made proposals, which
led to the building’s transformation into classi-
cal form with Italianized windows and a much
praised portico, 1632—42. During the Civil War,
in 1643, the works were interrupted, and the
church was converted into soldiers’ barracks.
Much damage was caused to the portico, and
during the following Commonwealth (1649-60)
the building was brought to a pitiable state: a
considerable part of the roof collapsed and the
vaults with it. The land around the church was
sold to speculators who started erecting houses
right up against its walls. Iconoclasm was again
awakened in order to destroy the images of
popery, and losses could be counted especially
in stained glass windows. Similarly many
castles were also destroyed for political reasons
or converted to other purposes.

In 1663, three years after the Restoration, a
commission was appointed to examine the
situation of St Paul's. In the same vyear
Christopher Wren (1632-1723) was engaged to
survey the cathedral, and he proposed the
construction of a massive Classical dome over
the crossing. In 1666, in the Fire of London, St
Paul’s was so badly damaged that it was
decided to build a new cathedral on the old site
— a task which resulted in the construction of
Wren’s great Baroque masterpiece. At the same
time, he presented an ambitious plan for the
rebuilding of London, and built or supervised
the design of 52 new churches. These replaced
former mediaeval churches, and were designed
in a great variety; most were classical in
manner, but still followed Gothic forms in their
plans, towers and steeples. Although Wren was
the major representative of Classicism in
England and sometimes severely critical of
mediaeval buildings for their inadequate
foundations and structural deficiencies, he
showed respect for mediaeval buildings. This
had practical consequences in his work as the
Surveyor of Westminster Abbey (1698-1722) as
well as in reports and repairs on other mediae-
val buildings in London, Chichester, Oxford

and Salisbury. His report of 1668 on the survey
of Salisbury Cathedral is an excellent example
of this. Having described the structure and its
problems, he continues:

The whole Church is vaulted with Chalk between
Arches and Cross-springers only, after the ancien-
ter Manner, without Orbs and Tracery, excepting
under the Tower, where the Springers divide, and
represent a wider Sort of Tracery; and this
appears to me to have been a later Work, and to
be done by some other Hand than that of the first
Architect, whose Judgement I must justly
commend for many Things, beyond what I find
in divers Gothick Fabricks of later Date, which,
tho’ more elaborated with nice and small Works,
yet want the natural Beauty which arises from the
Proportion of the first Dimensions. For here the
Breadth to the Height of the Navis, and both to
the Shape of the Ailes bear a good Proportion.
The Pillars and the Intercolumnations (or Spaces
between Pillar and Pillar) are well suited to the
Height of the Arches, the Mouldings and decently
mixed with large Planes without an Affectation of
filling every Corner with Ornaments, which,
unless they are admirably good, glut the Eye, as
much as in Musick, too much Division the Ears.
The Windows are not made too great, nor yet the
Light obstructed with many Mullions and
Transomes of Tracery-work; which was the ill
Fashion of the next following Age: our Artist
knew better, that nothing could add Beauty to
Light, he trusted to a stately and rich Plainness,
that his Marble Shafts gave to his Work. (Wren,
1750/1965:304)

At Westminster Abbey, Wren proposed the
completion of the interrupted western towers
adhering to Gothic, like the rest of the build-
ing. After his death, the project was taken over
by Nicholas Hawksmoor (1661-1736), his
greatest pupil and colleague, and completed
after 1734. Hawksmoor developed a personal
version of the Baroque style in his churches
and houses, but he also worked in a Gothic
style on All Souls College at Oxford. Although
aware of various problems in the old mediae-
val fabric at All Souls College, he appreciated
the good and solid workmanship of this archi-
tecture, and reported:

I must ask leave to say something in favour of ye
Old Quadrangle, built by your most Revd.
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Figure 2.9 Westminster Abbey before its completion at
the end of the seventeenth century. (The Dean and
Chapter of Durham)

founder, for altho it may have some faults yet it
is not without virtues. This building is Strong and
durable, much more Firm than any of your new
buildings because they have not ye Substance
nor Workmanship, and I am confident that much
conveniency and beauty may be added to it,
whereas utterly destroying or barbarously altering
or mangleing it, wou'd be useing ye founder
cruelly, and a loss to ye present possessours.'®

He proposed to keep the old structures as
complete as possible, and to do the necessary
additions or alterations carefully, and he
continued: ‘What I am offering at in this article
is for the preservation of Antient durable
Publick Buildings, that are Strong and usfull,
instead of erecting new fantasticall perishable
Trash, or altering and Wounding ye Old by
unskillful knavish Workmen.” Hawksmoor’s
contribution to the consolidation of Beverley
Minster should be recorded as a highly signifi-
cant work in the early eighteenth century. In
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Figure 2.10 A Representation of the North Front of
the Great Cross Isle of Beverley Minster which over
hung four feet beyond the Base & was brought back
into its place by means of the Timber Framing here
described’ by John Yenn after N. Hawksmoor (1774).
(In the collection of Derek Linstrum)

order to conserve the leaning centre part of the
north transept elevation, an ingenious machin-
ery of timber structure was built to push it back
to a vertical position. To make this possible,
vertical cuts were made in the masonry, and
rebuilt afterwards. For this work Hawksmoor
also prepared an appeal for the collection of
funds in 1716. Hawksmoor is an expression of
English dualism, almost in a pre-Ruskinian
sense; although an architect with a classical
training, he accepted the survival of a Gothic
manner of building."”

Since the times of Theodoric the Great,
Scandinavia had been regarded as the place of
origin of the Goths. But although they were
thus given the blame for having destroyed
Rome, the Scandinavians kept close contacts
with the pope. Brigitta, later a saint, arrived in
Rome for the Jubileum of 1350, and later
founded the Brigittine Order in Sweden. In the
sixteenth century, when Gustav Vasa declared
Sweden Protestant, the Catholic Bishop Olaus
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Magnus came to live in exile in Rome and
wrote the first history of the northern people.
A century later, architect Jean de la Vallée, who
was trained in Rome, was the first to bring
Roman architecture to Sweden, where he built
a copy of the Arch of Constantine for the
coronation of Queen Christina in succession
to her father, Gustavus Adolphus, in 1650.
Christina later came to live in Rome where she
had a collection of antiquities; Bellori and after
him Bartoli worked as her librarians.

The first antiquarian studies on old docu-
ments, objects, treasures, and ‘rune stones’
started in Sweden in the sixteenth century.
Gustavus Adolphus (1594-1632) supported
these studies, including inventory tours, and, in
the 1630s, State Antiquaries were nominated
for the country. On 18 December 16606,
Hedewig Eleonora signed, on behalf of the
young Charles XI (1655-97), an Antiquities
Ordinance, the first of its kind outside Italy.
(Schiick, 1932:268f).

This Ordinance provided protection for
antiquities and monuments, however insignifi-
cant, if they contributed to the memory of a
historic event, person, place or family of the
country, and especially of kings and other
nobles. The protected objects could be either
movable, such as coins and rune stones, or
immovable, such as churches, convents,
castles, forts, ancient tombs, or man-made
earthworks, even if only partially remaining. In
case someone caused damage to such objects,
he was ordered to restore it to its former state.
Seeing Rome as an example, the Ordinance
reflected Sweden’s desire to be considered a
‘ereat empire’. The effect of this antiquarian
interest, however, was felt mainly in archaeo-
logical and academic research. A new institute
was founded in 1668 for antiquarian studies
related to Swedish history; this Collegium
Antiquitatum  became the Archives of
Antiquities in 1692. In the eighteenth century,
these activities declined, and the collected
study material was deposited at the National
Record Office and the Royal Library.

While the Italian Renaissance established the
foundations for the modern world, it also antic-
ipated modern conservation movements. One
of the important issues from this period related
to the new concept of history, which recog-
nized the remains of the ancient Rome as an
important heritage. However, this was not

limited only to classical antiquity but the
period also started sensitizing especially north-
ern countries, such as England and Sweden,
about their own national heritage. Another
question was the emphasis on artistic value.
While still referring to Platonic concepts, the
work of art gained a new appreciation after the
Middle Ages, and the work of Renaissance
artists became a fundamental reference in the
following centuries. This period initiated the
restoration of ancient monuments and works of
art; the practice was continued and the princi-
ples further defined, especially in the
eighteenth century.

Notes

1 The collection contained antique busts of
the most precious materials, onyx,
amethyst, jasper, rock crystal, and ivory.
The inventory of 1457 lists 227 cameos and
over a thousand medals in gold and silver.

2 Vasari, 1973:87: ‘Bramante likewise erected
the cupola which covers the Hall of
Antiquities, and constructed the range of
niches for the statues. Of these, the
Laocoon, an ancient statue of the most
exquisite perfection, the Apollo, and the
Venus, were placed there during his own
life, the remainder of the statues were after-
wards brought thither by Leo X, as for
example, the Tiber and the Nile, with the
Cleopatra; others were added by Clement
VII; while in the time of Paul III and that of
Julius III, many important improvements
were made there at great cost.’

3 Vasari, 197311:406f: ‘In casa Medici, nel
primo cortile, sono otto tondi di marmo,
dove sono ritratti cammei antichi e rovesci
di medaglie, ed alcune storie fatte da lui
molto belle; i quali sono murati nel fregio
fra le finestre e larchitrave sopra gli archi
delle loggie: similmente la restaurazione
d’un Marsia, in marmo bianco antico, posto
sopra le porte, restaurate e da lui acconce
con ornamenti d’ali e di diamanti (impresa
di Cosimo), a stucchi benissimo lavorati.’

4 Vasari, 1973,IV:579: ‘E nel vero, hanno
molto piu grazia queste anticaglie in questa
maniera restaurate, che non hanno que’
tronchi imperfetti, e le membra senza capo,
o in altro modo difettose e manche.’



5 Vasari, 1973,VI[:279: ‘Chi va dietro a altri,

mai non li passa innanzi; e chi non sa far
bene da sé, non pud servirsi bene delle
cose d’altri.’

In 1904, L. Pollak found a fragment, identi-
fied as Laocoon’s right arm, but from
another copy in smaller scale, showing
that the arm had bent towards the head;
Winckelmann had seen traces where the
snake had touched it. More clues may have
been visible before successive restorations
destroyed them (Pollak, 1905; Magi, F.,
1960, 4l ripristino del Laocoonte’, Atti della
Pontificia Accademia Romana di Archeo-
logia, ‘Memorie’, IX, Vaticano).

Leonardo da Vinci, MSS, Institut de France,
Paris, 50r, ‘Frammenti sull’architettura’
(1490), Scritti Rinascimentali, 1978:292:
‘Arco non ¢ altro che una fortezza causata
da due debolezze, imperd che l'arco negli
edifizi ¢ composto di 2 parti di circulo, i
quali quarti circuli, ciascuno debolissimo
per sé, desidera cadere, e opponendosi alla
ruina 'uno dell’altro, le due debolezze si
convertano in unica fortezza.’

Many recent destructions in Rome are
recalled in this letter, such as the meta near
Castel Sant’Angelo, a triumphal arch at the
entrance of the Thermae of Diocletian, a
temple in Via Sacra, a part of the Forum
Transitorium, a basilica in the Forum -
probably Basilica Aemilia — and in addition
columns, architraves, friezes, etc.

‘Lettera a Leone X', Bonelli, 1978:469ff:
‘Quanti pontefici, padre santo, quali ave-
vano il medesimo officio che ha Vostra
Santita, ma non gia il medesimo sapere, né
‘l medesimo valore e grandezza d’animo,
quanti — dico — pontefici hanno permesso
le ruine e disfacimenti delli templi antichi,
delle statue, delli archi e altri edifici, gloria
delli lor fondatori? Quanti hanno compor-
tato che, solamente per pigliare terra
pozzolana, si siano scavti i fondamenti,
onde in poco tempo poi li edifici sono
venuti a terra? Quanta calcina si € fatta di
statue e daltri ornamenti antichi? Che
ardirei vi sia, quanto bella, quanto ornata di
palazzi, di chiese e di altri edifici, sia fabri-
cata di calcina fatta di marmi antichi ...
Non debbe adunche, padre santo, esser tra
gli ultimi pensieri di Vostra Santita lo aver
cura che quello poco che resta di questa
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antica madre della gloria e nome italiano,
per testimonio di quelli animi divini, che
pur talor con la memoria loro excitano e
destano alle virtu li spiriti che oggidi sono
tra noi, non sia extirpato in tutto e guasto
dalli maligni e ignoranti, che purtroppo si
sono insino a qui facte ingiurie a quelli
animi che col sangue loro parturino tanta
gloria al mondo e a questa patria e a noi
;

Lanciani, 1971:217: ‘Il Papa dichiaro di
essere deciso a far sparire le rovine brutte
a vantaggio di quelle che meritavano di
esser riparate.” In 1589 an authorization was
given for the demolition of the Tomb of
Cecilia Metella, but Cardinal Montalto
insisted that this should only be carried out
under the condition that the Romans
agreed. Protests were so strong that the
authorization was cancelled.
Alexander VII published an edict in July
1659 ordering the restoration of the
Pyramid of Cestius; this was done in 1663.
The marble surface of the Pyramid was
reintegrated and two columns that had
been standing at the corners of the Pyramid
were repaired.
Both figures were cast from bronze coming
from twelfth-century doors.
The same Bolognese engineer Aristotele was
involved in various other technical under-
takings related to historic structures, such as
elevating two large monolithic columns in
Santa Maria sopra Minerva in Rome, moving
the bell tower of Santa Maria del Tempio in
Bologna, and straightening the leaning bell
tower of S. Angelo in Venice.
The Romans were said to have transported
from Egypt six large and forty-two small
obelisks, of which only one was still stand-
ing on its original site, the former Circus of
Caligula, on the side of the Basilica of St
Peter’s. A small obelisk was standing on the
Capitol Hill; the others had fallen and,
being broken in pieces and even mutilated
at the base, they were not easy to re-erect.
The historian Edward Gibbon visited it for
the first time in 1764, and during the same
period, the Scottish man of letters James
Boswell wrote of this ‘famous Colosseum,
which certainly presents a vast and sublime
idea of the grandeur of the ancient Romans
. a hermit has a little apartment inside.
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We passed through his hermitage to climb College), 17 February 1715, known as the
to where the seats and corridors once were ‘Explanation’ (Downes, 1979:241).

. It was shocking to discover several 17 In the early eighteenth century, Hawks-
portions of this theatre full of dung’ moor was also involved in proposals to
(Quennell, P., 1971, The Colosseum, The transform the interior of York Minster, one
Reader’s Digest, London, p.109). of the best preserved mediaeval cathedrals

16 Hawksmoor to Dr George Clarke (All Souls in England (Friedman, 1995).



3

The Age of Enlightenment

The Age of Enlightenment, or the Age of
Reason, was significant to the history of the
conservation of cultural heritage in that it
introduced cultural paradigms, and formulated
concepts which effectively founded the modern
conservation movement. Alexander Gottlieb
Baumgarten (1714-62) introduced the disci-
pline and the word ‘aesthetics’ into German
philosophy, and influenced the ideas of
Lessing, Kant and Hegel. An even more funda-
mental issue in this period was the new
concept of history, advanced by Vico in Italy
and Herder in Germany, as has been noted in
the first chapter. Winckelmann was another
who contributed to this development by a
critical examination of ancient works of art,
objects and monuments, whereby he founded
modern archaeology, modern art history, and
the methods of verification of facts from the
original. As a result, he made a distinction
between original and copy — which became
fundamental to later restoration policies. In the
field of painting, a similar approach was de-
veloped by Bellori. Furthermore, the period
saw the emergence of the concepts of ‘patina
of age’ and ‘picturesque’ — first in relation to
paintings, and later extended to ancient ruins
and mediaeval churches.

The period marked an important interest in
the systematic, archaeological study of an-
tiquities, and the beginning of tours to Italy
and the Mediterranean first, and to other
regions of the world later. The aim was to
understand the origin of matter, to explore the
world, and to submit everything to critical
consideration; man gained confidence in
himself and wanted to document and organize
his knowledge. The Encyclopédie (1751-77) by
d’Alembert and Diderot was an expression of
this enlightened spirit. Libraries, a status

symbol in the previous century, became more
accessible to the general public. The quality of
printing was improved, and publishing be-
came a widespread activity. Large volumes
were published to document antiquities: in
1696-1701, Lorenz Beger published a selected
catalogue in three volumes of the Prussian
collections. At the same time two massive
thesauri were published in Leiden, one on
Greek antiquities by Jacob Gronovius, the
other on Roman antiquities by Johann Georg
Graevius. In 1719, the Benedictine monk
Bernard de Montfaucon published LAntiquité
expliquée et representée en figures, consisting
of ten volumes with 40 000 illustrations. Many
earlier works were reprinted in the field of
architecture; Vitruvius, Palladio, Scamozzi and
Vignola became essential handbooks. In 1721,
the Austrian architect Johann Bernhard Fischer
von Erlach published an illustrated history of
architecture, Entwurf einer bistorischen Archi-
tektur. The book opened with the seven
wonders of the world, and continued by illus-
trating famous buildings in the history of
different countries: Egypt, Syria, Persia, Greece,
Rome, including Diocletian’s Palace in Split,
Palmyra and Stonehenge, but no Gothic archi-
tecture. For illustrations it relied on available
documentation such as contemporary histori-
ans, ancient medals, and ‘above all what is left
of the ruins themselves’, but in many cases
drawings were based on fantasy.

During the seventeenth century, antiquar-
ianism also became fashionable outside Italy.
Collections included classical antiquities, as
well as copies of well-known pieces, or locally
found objects.! Since Rome was losing its
economic power, important collections were
sold from TItaly to France, England and other
countries. In 1666, the French Finance Minister,
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Jean Baptiste Colbert, signed the statutes of the
French Academy in Rome with the statement:
‘Since we must ensure that we have in France
all that there is of beauty in Italy you will
realize that we must work constantly towards
this aim. This is why you must apply your-
selves to the search for anything you feel is
worthy of being sent to us.? Close contacts
were maintained with Italy and especially with
the Accademia di San Luca. The main task of
the scholars of the French Academy was to
study antique monuments in Rome, prepare
measured drawings and propose ‘restorations’
— conceived as an illustration of the hypothet-
ical original form. The Academy also contri-
buted to the knowledge of more recent
architecture as was the scope of the work by
A. Desgodetz, Les édifices antiques de Rome
dessinés et mesurés tres exactement, published
in 1682.

3.1 Impact of the Grand Tours

Following the example of the Earl of Arundel
and Inigo Jones in the early seventeenth
century, the English Virtuosi started visiting
Italy and collecting works of art; later these
visits developed into the ‘Grand Tour’, an
established feature in the education of an
English gentleman. The fame of the rich
English was characterized by the Roman
saying: ‘Were our Amphitheatre portable, the
English would carry it off!® Travellers also
founded special societies: in 1717 the Society
of Antiquaries,® and, in 1734, the Society of
Dilettanti. At the beginning, the interest was
mainly oriented toward classical studies, but
later especially the Antiquaries paid increasing
attention to native antiquities in England, and
the members came to play an important role in
their preservation. From 1770 onward, a number
of publications were prepared on mediaeval
buildings and monuments by authors such as
Rev. Michael Young, Rev. G. D. Whittington,
Rev. John Milner, Richard Gough, John Carter,
James Dallaway, Thomas Rickman, and John
Britton. The most influential English patron
and connoisseur to tour in Italy was Richard
Boyle, the third Earl of Burlington, who was
introduced into the revival of classical archi-
tecture by Colen Campbell and his Vitruvius
Britannicus (1715-16). In Rome, he met

William Kent, who remained his life-long
friend and helped to bring Palladianism into
England. In 1754, the Scottish architect Robert
Adam set off from Edinburgh for his Grand
Tour through the continent to Italy, where he
stayed until 1758. He worked together with
the French architect Charles-Louis Clérisseau
making careful measured drawings in Rome
and other parts of Italy as well as in Split. This
experience gave Adam a large stock of archi-
tectural elements. These he put into full use
contributing to the initiation of neo-classicism
in England.

Exploratory missions in search of antiquities
extended to the Levant and Greece, then part
of the Ottoman Empire. Since the visit of
Cyriac d’Ancona to Athens in 1430, few travel-
lers had been able to undertake this journey.
In the 1620s, Thomas Howard, second Earl of
Arundel, declared his ambition ‘to transplant
old Greece into England’ (Peacham 1634:107)
and though encountering great difficulties, he
managed to acquire a considerable collection
of statues, fragments of reliefs and other antiqg-
uities from Greece, some from the Altar of
Pergamon. These so-called ‘Arundel marbles’
were restored by French and Italian restorers,
and part of the collection was later brought to
Oxford. In 1674, the Acropolis was visited by
M. Olier de Nointel, the French Ambassador
to the Sublime Porte, who commissioned
Jacques Carrey (1649-1726) to prepare draw-
ings of the pediments of the Parthenon. These
became the earliest reliable records of the
building and an invaluable document before
subsequent damage (de Laborde, 1854,1:128;
Bowie and Thimme, 1971). Two years later, in
1676, a French physician, Jacques Spon, and
an Englishman, George Wheler, visited Athens
on their journey from Venice to Dalmatia and
Greece. The Parthenon, then a mosque but
still well preserved, they considered without
doubt the finest building in the world. Spon
had already studied ancient monuments, and
the architectural descriptions in his account,
printed in 1678, were certainly more accurate
than those by his English companion
published four years later.

These early descriptions acquired special
importance due to the destruction that
occurred during the Turkish—Venetian war in
1687.5 The Parthenon with its strong walls had
been used by the Turks as a store for gunpow-



der and as a refuge for women and children.
When Francesco Morosini, commander in chief
of the Venetian fleet, learnt about the powder
magazine, he ordered the Parthenon to be
bombarded. On the evening of 28 September
1687, the flank of the temple was hit, and the
whole central part collapsed in the explosion.
After the Venetians withdrew, the Turks forti-
tied the Acropolis. The little temple of Athena
Nike, Wingless Victory, was dismantled and
used for the construction of ramparts in front
of the Propylaea. A small mosque was built
inside the ruined Parthenon.

3.1.1 Archaeological documentation

In 1742 two architects, James Stuart, ‘Athenian
Stuart’ (1713-88), and Nicholas Revett (1720—
1804), a Scot and an Englishman, who had
come to study in Rome, resolved to travel to
Greece to measure and draw Greek antiqui-
ties. In 1751 they were elected members of the
Society of Dilettanti who also financed the
tour, which lasted from the same year until
March 1753. The first volume of 7The Anti-
quities of Athens was published nine years
later in 1762, causing some disappointment as
it only contained less important buildings. The
second volume, with the Acropolis, was
published after Stuart’s death, in 1789 (with
the date of 1787), the third in 1795 and the
last in 1816. Revett also published 7he Anti-
quities of Ionia for the Society of Dilettanti
(1769-97). The drawings of Stuart and Revett
were praised for their accuracy, which was not
the case with the publication by Julien David
Le Roy (1724-1803), a former scholar of the
French Academy in Rome. He was backed by
the French archaeologist Anne-Claude de
Tubieres, Comte de Caylus, and made a quick
expedition to Athens in 1754 publishing ZLes
Ruines des plus beaux monuments de la Gréce
four years later. Robert Wood travelled to the
Near East and published a much praised
edition of Palmyra in 1753, and another one
of Baalbek in 1757. Paestum, which was in the
malaria area south of Naples, was rediscovered
in 1746, and the Greek architecture of Sicily
was presented in a publication for the first
time in 1749. Ten years later, J. J. Winckel-
mann published his descriptions of Paestum,
Poseidonia, and Agrigento.
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Though travels to the east became more
frequent, Rome remained the main tourist
objective for a long time. Its buildings and
remains were studied and documented with
increasing accuracy. Of special interest is
Cassiano dal Pozzo (1588-1657), who studied
even the most humble remains of ancient
Rome, considering them ‘fragmentary clues to
a vanished world’, and tried to understand the
customs and way of life of the ancients. Pozzo
employed young draughtsmen to record
remains of ancient buildings, statues, vases
and various utensils that could be helpful in
understanding history. He divided the draw-
ings systematically into categories, and bound
them in 23 volumes — thus creating his
‘museum chartaceunr, the paper museum.

It is interesting to note that, while the
eighteenth century paid an increasing attention
to cultural diversity and national identity, it
also marked an increasing awareness of the
‘universal value’ of important works of art and
historic monuments — thus stressing the begin-
ning of a more general feeling of responsibil-
ity for their care. When Horace Walpole visited
Rome in 1740, he was shocked by the condi-
tion of the city, and wrote: 1 am very glad
that I see Rome while it yet exists: before a
great number of years are elapsed, I question
whether it will be worth seeing. Between
ignorance and poverty of the present Romans,
everything is neglected and falling to decay;
the villas are entirely out of repair, and the
palaces so ill kept, that half the pictures are
spoiled by damp.® A concern for the condi-
tion of various masterpieces of art, such as the
Raphael frescoes in the Vatican, and a sense
of common responsibility for this heritage,
started to be evident in the expressions of
various travellers. In a letter of 1738, a French
visitor, Boyer d’Argens,” voiced this concern,
saying that Rome still possessed an infinite
number of wonderful sights which must be
defended, protected and conserved by all
those who were opposed to vulgarity and
ignorance. He saw Raphael not as a person
from a specific country, but as the ‘man
Raphael’ who was superior to all others in art,
and through whom men of all countries and
all religions could become brothers. This
concern can be seen as one of the voices that
contributed to the concept of ‘universal value’
of cultural heritage, and which have justified
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international action for its protection. Towards
the end of the century, the Germans who
followed Winckelmann, Novalis and especially
Goethe,® developed even further this concept
of the universality of the cultural heritage, the
idea that the products that contain the value
of authenticity belong to all humanity. Science,
art and literature were seen as belonging to a
world beyond national barriers.

Around the middle of the -eighteenth
century, several artists with antiquarian inter-
ests illustrated Roman monuments, raising
further enthusiasm for this capital. The
Sicilian Giuseppe Vasi (1710-82), arrived in
Rome in 1736, and published Delle Magni-
ficenze di Roma antica e moderna in 1747.
He was soon overshadowed by Giambattista
Piranesi (1720-78), who took up residence in
1740. From the first Vedute, Piranesi quickly
established himself as the leading engraver of
Roman antiquities, and the Antichita romane
of 1756 was an ‘international event’ which
brought him honorary membership in the
Society of Antiquaries of London in 1757. In
1761, he was elected to the Accademia di San
Luca. He owned a large collection of antig-
uities and carried out excavations around
Rome, publishing several volumes on these
monuments. He also collaborated with G. B.
Nolli for the Map of Rome in 1748. While the
Comte de Caylus claimed® that Roman archi-
tecture was completely indebted to Greece,
and authorities such as Winckelmann and the
theorists of the rational movement in archi-
tecture leaned toward the ‘noble simplicity’ of
Greek architecture, Piranesi took a different
stand. He loved the abundant baroque-like
richness of Roman buildings, drawing them
as dramatic and gigantic compared with tiny
human beings. He was interested in Roman
building techniques, and admired the beauty
of the Cloaca Maxima and the foundations of
Hadrian’s mausoleum. He enhanced the idea
of Rome and its ruins through his picturesque
and sublime views, strengthened by a special
choice viewpoint and perspective.

The eighteenth-century painters included
the Vedutisti, the Dutch Gaspar van Wittel,
Giovanni Antonio Canal, called Canaletto, his
nephew and assistant Bernardo Bellotto, and
Giovanni Paolo Panini. Canaletto worked in
Venice, Rome and England, while his nephew
travelled around central FEurope making

valuable documentation of some major cities,
such as Dresden and Warsaw. Their work
aimed at scrupulous accuracy in the minutest
detail and resembled photographic illustra-
tions. Panini and the French landscape painter
Hubert Robert worked with Piranesi; they also
made ruins a special feature in their paintings,
though less dramatic than Piranesi’s vision.
Panini was in close contact with the French
and taught at the French Academy. The
German Philipp Hackert arrived in Rome in
1768, and painted landscapes with the ruins
of classical temples in Segesta, Agrigento,
Selinunte and Paestum in 1777-78.

3.1.2 English aesthetic theories

Some of the significant early influences on the
development of modern conservation prin-
ciples came from the aesthetic theories formu-
lated in England in the eighteenth century.
These theories were related to concepts of the
picturesque and the sublime, first conceived in
pictures depicting the classical landscape in
Italy, and subsequently associated with the
development of the English landscape garden
with its mythological associations, its winding
paths and ruined monuments. Later,
picturesqueness was seen as one of the qual-
ities in ancient architecture that justified its
protection and conservation. In the early
seventeenth century, the quality of being
‘pittoresco’ was conceived in Italy as charac-
teristic to painting or to painters. It was associ-
ated especially with paintings of nature, able
to attract the observer with an effect of
immediacy. The word ‘sublime’ came into use
in England in the late seventeenth century
after the translation of the treatise On the
Sublime by Dionysius Cassius Longinus.'
Sublime meant ‘greatness of conception, eleva-
tion of diction, and emotional intensity’; it was
linked with great, wild, awe-inspiring and
stupendous elements in natural scenery.
Classical landscape with its associations was
best seen in the pastoral scenes of Claude
Lorrain, in the savage, almost romantic com-
positions of Salvator Rosa, or in the popular
paintings of Gaspard Dughet (called Poussin).
While associated with elements from Italy,
these paintings were composed as complete
pictures filled with allegorical significance and
relying on the effects of light. Through the



contribution of poets and writers such as
Henry Wotton, Francis Bacon, John Evelyn
and John Milton, the idea of a picturesque
classical landscape was gradually introduced
into England at the cost of abandoning the
earlier formal Renaissance garden layouts. The
actual design and implementation of these
pictures in reality was carried out by several
distinguished architects.

The first were John Vanbrugh (1664-1726)
and Willam Kent (¢.1685-1748), who devel-
oped the spatial concepts in the landscape
garden as well as introducing many of the
basic architectural elements to be found in
later designs. In the 1760s and 1770s, the
leading garden designer was Lancelot
(Capability) Brown (1716-83), who perhaps
brought the English garden to its fullest
expression. John Vanbrugh, a playwright and
architect who worked in the 1720s, e.g., at
Castle Howard in Yorkshire, was conscious of
‘picturesque design’ and developed various
classical elements, such as the Rotondo, the
Temple of Bacchus and the Pyramid. Van-
brugh also made an interesting early attempt
to save an existing historic building as part of
the picturesque landscape, the ruined Wood-
stock Manor at Blenheim, Oxfordshire. He
appreciated the historical and personal associ-
ations of the place, and justified its picturesque
significance as helping to shape and enrich the
landscape, claiming that the Manor: ‘wou’d
make One of the Most Agreable Objects that
the best of Landskip Painters can invent. And
if on the Contrary this Building is taken away;
there then remains nothing but an Irregular,
Ragged Ungovernable Hill, the deformitys of
which are not to be cured but by a Vast
Expense.’!' Vanbrugh’s attempt to save the
building failed, but the letter remains an
important early statement in the development
of evaluation of historic sites in view of their
conservation.

While initially conceived as classical Elysiums,
Gothic taste and chinoiserie became fashion-
able in garden replicas in the 1740s. Batty
Langley (1696-1751) contributed to this with
his writings and designs of garden elements in
different styles. The landscape garden on
occasion came to include picturesque ruins of
mediaeval abbeys and monasteries, such as
Fountains Abbey — perhaps the most presti-
gious among them (entered on UNESCO’s
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World Heritage List in 1986). These ruins,
however, were not included in garden layouts
in order to conserve them, but rather for their
picturesque value. Nevertheless, they were
conserved to maintain the effect.

In the second half of the eighteenth century,
several writers contributed to the development
of the theories related to the design of
landscape gardens and also to the apprecia-
tion of natural scenery. A particular reference
in this regard is the treatise of the young
Edmund Burke (1729-97), who published A4
Philosophical Enquiry into the Origin of our
Ideas of the Sublime and Beautiful in 1757. In
the 1760s and 1770s, it became fashionable to
make tours in the English countryside and
select picturesque scenery that could be either
interpreted in water-colour or described in
words. The most notable of these tourists was
the Rev. William Gilpin (1724-1804), who
maintained that ‘roughness forms the most
essential point of difference between the
Beautiful and the Picturesque: as it seems to
be that particular quality, which makes objects
chiefly pleasing in painting’ (Gilpin, 1792:6).
Gilpin preferred the Lake District and sublime
mountain scenes, but he admitted the need for
man-made ‘amenities’ to add variety and senti-
ment to a scene. The picturesque ruin again
became important, and the irregularity of its
form, ‘the stains of weather and the incrusta-
tions of moss’ (Gilpin 1809:121) contributed to
its effect.

The definition of the concepts: ‘beauty’,
‘picturesque’ and ‘sublime’, was further de-
veloped by Uvedale Price (1747-1828) and
Richard Payne Knight (1750-1824). In 1794,
Price wrote his Essay on the Picturesque where
he defined ‘picturesqueness’ as appearing to
hold a station between beauty and sublimity,
being both blended with them and perfectly
distinct. In his view, beauty and picturesque
were founded on opposite qualities: ‘the one
on smoothness, the other on roughness; — the
one on gradual, the other on sudden variation;
— the one on ideas of youth and freshness, the
other on that of age, and even of decay ...
(Price, 1794). Price emphasized that the sub-
lime was related to the greatness of dimen-
sion, and founded on the principles of awe
and terror — never anything light or playful.
The picturesque instead was characterized by
intricacy and variety; it was not related to
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Figure 3.1 Mediaeval ruins in Yorkshire, England

dimension, but depended on the shape and
disposition of its boundaries.

As early as 1712, Lord Shaftesbury (1671—
1713) had advocated the creation of a national
taste and style based on the spirit of national
freedom, a freedom resulting from the British
constitutional government. Referring to the
revolution of 1688, he sought for a balance of
power within the nation, and wanted to make
England the centre of ‘liberal Arts’. Classicism
in architecture and the English informal
landscape garden both became expressions of
this liberty and liberality, and symbols of the
British constitution, as emphasized by William
Mason (1725-97)."% These ideals were consid-
ered to be in opposition to the French
absolutist government, characterized by the
rococo style and formal garden layouts.

3.1.3 Influences in other countries

In France, the poétique des ruines was discov-
ered by Denis Diderot (1713-84), a philo-

sophical writer, publisher and critic. It has
been said that to him time gained great impor-
tance, and ‘the language of history replaced
that of the gods’, and he was ‘shuddering’ at
the sight of broken columns and scattered
marbles. When observing the paintings of
Robert, Diderot interpreted the ruins as a
symbol of that which no longer existed. He
believed that ‘great ruins’ were more striking
than completely preserved buildings. The site
of a ruin represented the site of love, and the
site of truth, a place of solitude; the concept
of a ‘ruin’ was related to ruins of important
monumental buildings; beautiful buildings
made ‘beautiful ruins’! The remains of less
important houses could only be ‘ruined build-
ings’.

The fashion for English gardens came to
France in the 1770s. Marquis René-Louis de
Girardin emphasized that a scene of a
landscape garden had to be composed by a
poet and a painter — not by an architect or a
gardener, and he also accepted artificial ruins.



Others condemned artificiality altogether, and
ridiculed the fake imitations of Palmyra in the
French landscape, emphasizing the importance
of true expression and authenticity, because
only ‘real ruins’ of ancient architecture could
‘emanate an idea of the respectable things that
have happened there, and of the famous
people who have lived there’. Picturesque
illustrations became fashionable at the same
time; in 1781-86 Jean-Claude Richard abbé de
Saint-Non published his Voyage pittoresque ou
description des Royaumes de Naples et de Sicile,
a similar publication was prepared by Jean
Houel on Sicily, Malta and Lipari in 1782-1787.
As a result of a tour to Greece in 1776, M. G.
F. A. de Choisel-Gouffier published his Voyage
pittoresque de la Grece in 1817. In the
footsteps of painters and poets, who admired
ruins of classical monuments, an interest also
arose in picturesque mediaeval structures.
Gothic art and architecture, although generally
condemned as not fashionable, had been
recorded by Bernard de Montfaucon. In 1781,
B. de la Borde, E. Beguillet and J-E. Guéttard
published the first volume of an ambitious
encyclopaedic description of France. The second
volume, instead, in 1784, was conceived as an
artistic  itinerary, and was called Voyage
pittoresque de la France. This work was
continued in the 1820s, when Ch. Nodier, ]J.
Taylor and A. de Cailleux, with the help of
numerous artists, initiated the Voyages pittor-
esques et romantiques dans I’Ancienne France,
published in several volumes from 1820 to
1878.

3.2 Early concepts in painting
restoration

The most eminent historian and antiquarian in
seventeenth-century Rome was Giovan Pietro
Bellori (1613-96). He was the first rector of
the Accademia di San Luca, the Commissioner
of Antiquities from 1670, and the librarian of
Queen Christina of Sweden. As Commissioner,
Bellori’s responsibilities included the survey
of the condition of ancient monuments; he
recorded excavations and made an attempt to
classify and describe the objects found. He
wrote the text for the publication of the
triumphal arches, and the columns of Trajan
and Marcus Aurelius. The detailed measured
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drawings were entrusted to Pietro Santi Bartoli
(1635-1700), who became his successor as the
Commissioner of Antiquities. Bellori’s main
literary contribution was a critical assessment
of the work of the most important contem-
porary artists, Le Vite de pittori, scultori e
architetti moderni, which became the standard
work of the century. The first part was
published in 1672, and included thirteen artists
such as Carracci, Rubens, Duquesnoy and
Poussin; the second part contained the lives of
Guido Reni, Andrea Sacchi and Carlo Maratta.
Bellori knew many of them personally, and
Poussin was his close friend. Instead of simply
listing the works of each, Bellori used a critical
method describing the works figure by figure,
and analysing them on the basis of action,
colour distribution, strength and expression.

In 1664, Bellori delivered an academic lecture
on art philosophy. This was later included as
an introductory essay to his ‘Lives’ — L'ldea del
pittore, dello scultore e dell’architetto — and it
became an essential reference for the time. He
based his theory on the Neoplatonic perception
of ‘Ideas of things’ contained within the
‘Supreme and Eternal Intellect’ as a basis of the
creation of material objects in the physical
world. While the abstract heavenly ‘ideas’
maintained their beauty as first intended, mater-
ial objects were subject to alterations and
imperfections due to inequality of materials.
This was true of human beings, who were far
from perfect, even though a sensitive observer
could perceive the original heavenly ‘idea’.
Renaissance artists — Raphael, Alberti, Leonardo
— were aware of Neoplatonic philosophy, and
desired to study nature in order better to
perceive the original ‘idea’. Raphael referred to
this when writing about his studies for the
painting of Galatea.'® Bellori stated that painters
and sculptors through the study of nature
formed in their minds an example of ‘superior
beauty’, and by referring to this were able ‘to
amend’ nature. Hence the concept of an artis-
tic ‘Idea’ which, ‘born from nature, overcomes
its origin and becomes the model of art’." The
theory, as formulated by Bellori, influenced
the French Academy, as well as Dryden,
Shaftesbury, Reynolds and Winckelmann, who
contributed to the formulation of the concept
of ‘ideal beauty’.

Throughout the seventeenth century in Italy
and Spain, as well as from the time of Louis
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XIV in France, canvas paintings were regarded
as a part of the furnishings of palace interiors;
they were often adjusted according to chan-
ging taste and practical requirements. Parts
could thus be added in the same manner as
the original, or else cut away. These arrange-
ments often included painting over parts
where colours had faded or where the paint
had peeled off, as well as adding new figures
to the composition. During the eighteenth
century, these attitudes gradually changed
towards a more genuine respect for the origi-
nal work of art; it is significant, for example,
that some previous additions were removed
from paintings in the Palace of Versailles
during the 1780s.

3.2.1 Treatment of mural paintings

The beginnings of a new approach to and
more respect for the original work of art can be
seen in the intentions of Bellori, in his guid-
ance of Carlo Maratta’s (1625-1713) restora-
tions and especially in the following debate.
Some of Maratta’s first works date from 1672
in Loreto, where he cleaned and repaired
paintings by Annibale Carracci, Federico Barocci
and Lorenzo Lotto. For the first time there was
a mention of providing pictures with a new
canvas and support (Bellori, 1976:602). In
1693, Bellori supervised Maratta’s repair of
damage to Raphael’s frescoes in the Vatican
Stanze, particularly ‘The School of Athens’, and
spoke about the intention to use utmost care
in the treatment.’® Later, after Bellori’s death,
Maratta did further work in the Stanze, in
Palazzo Farnese, and in Villa Farnesina, where
he used much more over-painting and re-
newal. Loose renderings were fixed with nails
to the wall behind; eyes and darkened figures
were ‘revived’; some figures were either reinte-
grated or totally repainted, and the damaged
lower parts were entirely redone.

Maratta received positive recognition for his
work in Diderot’s Encyclopédie. He was
praised for respect towards the masterpieces
and for his modesty in using pastel colours in
new work thus allowing, quoting the restorer,
‘anyone more worthy than I to match his
brush against that of Raphael to rub out my
work and replace it with his’.!® This is perhaps
the first time that the principle of reversibility
is so clearly stated. Bellori himself justified

some excessive work given the poor condition
of the paintings — even though the results
hardly corresponded to his first intentions of
respectful treatment. There were, however,
those who criticized the intervention and
would have preferred the original paintings
untouched. Later, Maratta decided to provide
descriptions of the condition of the paintings
prior to restoration, as well as leaving small
parts untouched as documentary evidence in
order to justify his intervention. Criticism
continued, however, and restoration became
a favourite subject for discussion in the
eighteenth century.

During the eighteenth century, new tech-
niques were developed for cleaning and for
providing damaged paintings with new support.
The technique to detach wall paintings by
sawing or cutting them out of the wall, stacco a
massello, had been known since the
Renaissance, and was used, for example, in
Herculaneum."” In Rome, some fresco paintings
were replaced by mosaics in St Peter’s, and the
originals were transported to Santa Maria degli
Angeli, where the interior was renewed by Luigi
Vanvitelli in 1749. Techniques were also devel-
oped for the detachment of the sole paint layer
of a fresco from its damaged support, the
strappo; similar treatments were developed for
oil paintings. First established in Italy at the
beginning of the century, these techniques were
used extensively in France from the 1740s
onward, and in England in the 1750s (Conti,
1988). The advantage of these developments
was that some conservation problems were
solved; if all went well, over-painting could be
avoided, and even earlier ‘restorations’ could be
removed thus showing ‘le pur pinceaws,
the original traces of the artist’'s brush (Conti,
1988:134). In France, a painting by Raphael, ‘San
Michele’, was transferred onto canvas, drawing
great admiration from the Academy of Painting.
There was, however, a serious risk of damage
to the original painting during the transfer opera-
tion; generally fragments of the original paint
layer remained on the old support. In France,
this method provoked a long public debate.

3.2.2 Patina

In the seventeenth and eighteenth centuries,
it became fashionable to accept a brownish
overall tonality, especially in picturesque



landscape paintings. Hogarth spoke of the
deep-rooted notion that ‘time is a great
improver of good pictures’ (Hogarth, 1955:31).
This ‘patina’ was, in fact, partly produced by
the alteration of materials, and partly by the
artists themselves. Claude Lorrain, Poussin and
Dughet, for example, used a blackened
convex glass to help them to conceive the
desired tonalities and to distinguish between
light and shade more clearly. Writers like
Joseph Addison and John Dryden gave beauti-
ful descriptions of the patina of time. Hogarth
has quoted the following lines of Dryden:

For time shall with his ready pencil stand,

Retouch your figures with his ripening hand,

Mellow your colours, and imbrown the tint;

Add every grace which time alone can grant;

To future ages shall your fame convey,

And give more beauties than he takes away.
(Hogarth, 1955:131)

Hogarth himself was not convinced by artifi-
cial patinas; some oils tended to yellow after a
while and did not do the painting much good.
He preferred the clearest oil as the best. He
further observed that some colours were
produced from metal, earth, or stone and kept
their tonality, while others changed with the
passing of time. He therefore argued that these
differences eventually changed the painting in
a way that hardly corresponded to the artist’s
intentions or brought more harmony to the
picture; time generally caused the destruction
of even the best-preserved pictures. Questions
related to methods of cleaning, varnishes,
patina and integration were much discussed
around the middle of the eighteenth century.
Different methods of cleaning were tried with
variable results. Some oils or varnishes were
observed to have a damaging effect on old
paintings, if used in their restoration. To Luigi
Crespi, an Italian painter, patina consisted of
sottilissime velature, ‘subtle veils’ as a finish
over the paint layer, sometimes created ‘with a
slightly dirty brush’; with cleaning, he argued,
all this would be lost — and ‘what will then be
the value of this painting to an intelligent eye?'®

3.2.3 Care of paintings in Venice

Pietro Edwards, who was made responsible
for state-owned pictures in Venice in 1778,
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claimed in his report of 1786 that time was
not to be blamed for the alteration of paint-
ings but that it was only the measure of
the action of destruction or preservation. He
realized that decay was caused by wvarious
external agents — humidity, fumes, sun, wind,
loosening of the canvas, dust and especially
varnishes. There was no easy answer to the
problems, and it was necessary to carry out
research in order to find suitable methods.
Edwards organized a programme of preventive
maintenance to avoid damage to pictures.
Detailed instructions were given about dusting,
keeping surfaces clean, and inspecting regu-
larly for any water infiltration. During restora-
tion under his supervision, all smoke and dirt,
cracked, swollen and faded paints, as well as
insect droppings were removed from the
surface of the paintings. Old over-paintings
were also removed, and colours brought back
to their original tones where possible.

It can be said that in the restoration directed
by Pietro Edwards, there was the beginning of
a differentiation between superficial dirt and
the alteration of the material itself, i.e. patina.
Concerning the treatment of losses, Pietro
Edwards permitted the reintegration of paint-
ings, but with respect for the original. Lost
heads, hands, draperies, etc., could be redone,
always taking care to imitate the character of
the original, not to try to improve or add
anything to it." He also insisted that it should
later be possible to remove any integrations
without damage to the original painting, and
that the materials used should not be harmful
to the work of art. Crespi, too, had spoken
about reintegrations in 1756. He was reluctant
to accept them, especially in frescoes, because
in his view it was impossible to imitate the
original. He insisted that reintegration of losses
in old medals was faking, that the removal of
their patina should be condemned and that it
would be ridiculous to mend an old letter in
a memorial or tombstone (Bottari, 1822-25,
I11:387).

During the eighteenth century, in the
climate of scientific and technical develop-
ment, and of the debate on the relationship
between the liberal and mechanical arts, there
was also discussion about the position of the
restorer. It was realized that he had to adjust
to different styles; he also had to master
special skills related to new working methods
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and techniques, which an ordinary artist did
not have. In 1745, restoration gained official
recognition in Milan, where it was ordered that
restoration of public pictures and sculptures
should only be permitted under special
licence.

In order that good works, which merit survival
forever, should not be destroyed, it is ordered
and prohibited that any Painter, Sculptor, and
Architect, and other professors, or non profes-
sors, both Academic and non Academic, should
dare to destroy or retouch antique or modern
paintings or sculptures in public ownership,
without a prior inspection of the Academy,
under the penalty of twenty five scudi ...*

In Venice, where the paintings in churches,
schools and convents were considered an
important patrimony of the State, some
pictures had been sold abroad without notify-
ing the authorities. On 20 April 1773, the State
recognized the necessity of an immediate and
valid measure, to assure the preservation and
maintenance of such a rare and precious
ornament, which attracts the admiration of
Foreigners. It was decided to nominate a
general inspector to be responsible for their
conservation. Antonio Zanetti, whose pub-
lication on Venetian paintings was much
acclaimed, was nominated the first inspector;
he was succeeded by Professor Giovan Battista
Mengardi in 1778. A list of all public paintings
had to be kept, and all changes in their
position were to be authorized by the inspec-
tor. At first, restoration was the responsibility
of several professors and professional re-
storers. Due to poor results, however, it was
decided to place one person in charge of all
activities. As noted earlier, the chosen indi-
vidual was Pietro Edwards.*

3.3 Archaeological discoveries and
restorations

In the eighteenth century, excavations were
carried out in Rome as well as in nearby Ostia
and Tivoli, and museums had to be enlarged
as a result. The greatest excitement, however,
was caused by new archaeological discoveries,
and in particular the sensational unearthing
of the long-buried towns of Herculaneum,

Pompeii and Stabiae, on the slopes of
Vesuvius. Horace Walpole wrote in a letter of
14 June 1740 to Richard West: ‘One hates
writing descriptions that are to be found in
every book of travels; but we have seen
something today that T am sure you never read
of, and perhaps you never heard of. Have you
ever heard of the subterranean town? A whole
Roman town with all its edifices remaining
under ground?”?* The great archaeological
discoveries of the eighteenth century were
amongst the main factors to influence neo-
classicism, which became a reactionary move-
ment against rococo and the excesses of the
late baroque. Neo-classicism aimed at a new
definition of architecture, but its approach
penetrated all fields of art and contributed to
the foundation of the modern world. It was
introduced to France as a result of the visit of
the Marquis de Marigny (the brother of
Madame de Pompadour) together with the
architect Jacques-Germain Soufflot, the engraver
Charles-Nicolas Cochin, and Abbé Le Blanc,
who left France in 1748 for the north of Italy
and Rome, and also visited Pompeii and
Paestum, which had just been discovered.
Soufflot’s sketches of Paestum were engraved
and were the first to be published of these
temples in 1764. After his return to France,
Cochin wrote strong articles in Le Mercur criti-
cizing the fashion of rococo and preparing the
way for neo-classicism.

3.3.1 Excavation of buried cities

Herculaneum, Pompeii and Stabiae were
buried in the eruption of Vesuvius in AD 79,
but the catastrophe was recorded in classical
literature and its memory remained alive. The
disaster happened so quickly that many
people were unable to escape; the towns
were completely covered under several
metres of volcanic ash and lava. In later
times, casual discoveries sometimes revealed
marble statues, and Domenico Fontana, for
example, while building an aqueduct, de-
cided to avoid destroying the remains of a
nymphaeum. However, the sites remained
covered until the beginning of the eighteenth
century. Around 1711, Prince d’Elboeuf, an
Austrian cavalry officer, did some excavations
on his property on the sea-side near the small
town of Portici. His workers discovered three



Figure 3.2 The antique statue of a ‘Herkulanerin’, in
the royal collections of Dresden, was first discovered by
Prince d’Elboeuf in Herculaneum c. 1711

Roman statues of rare quality representing
two young women and an elderly lady.
D’Elboeuf had the statues restored and sent
as a gift to his superior, Prince Eugene, who
exhibited them in his palace in Vienna. Later
the statues were acquired for the collections
in Dresden and were known to Maria Amalia
of Saxony. She was married to Charles III of
the Bourbons, who ascended the throne of
the Two Sicilies and arrived in Naples in
1738. Excavations were started immediately
on the site where d’Elboeuf had found the
statues, leading to the discovery of a theatre
afterward identified as part of Herculaneum.
Here, the first excavations came to an end in
1765, but Pompeii and Stabiae, which were
discovered in 1748, started attracting more
attention.
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Responsibility for the excavations was given
to a Spanish soldier, Rocco Giocchino de
Alcubierre, who worked with some interrup-
tion until his death in 1780. Others were
Francesco Rorro, Pietro Bardet and the Swiss
architect Carlo Weber, who was replaced by
Francesco La Vega in 1764. The excavations in
Herculaneum caused many problems; the
ground was extremely hard, and the site
extended under the town of Resina, where the
houses were in danger of collapse due to
cavities underneath. Soon the emphasis was
shifted to Pompeii, which was nearer to the
surface and easier to excavate. A museum was
built in Portici, where the uncovered objects
could be displayed. This was directed by
Camillo Paderni, who also assisted in super-
vising the excavations. On 24 July 1755, the
king provided legislation to protect the import-
ant Greek and Roman heritage in the Naples
area. This protection was justified by the fact
that no care had been taken in the past, and
therefore the most precious pieces had been
taken out of the kingdom to enrich foreign
collections. The proclamation focused mainly
on objects found in excavations, and on
guaranteeing the rights of the royal house and
their collections. Unauthorized exportation
was forbidden under penalty, but there was
no mention about the conservation of build-
ings or sites.

Various excavated sites were recorded; the
first plan of the theatre of Herculaneum was
prepared by Alcubierre in 1739 showing the
excavated winding corridors reflected on the
completed plan of the theatre. By 1750 Rorro
and Weber had written 404 reports on the
excavated sites. The documentation prepared
by Weber was carefully guarded, and a series
of eight volumes, Le Antichita di Ercolano
esposti, was published from 1755 to 1792 to
illustrate the objects found from the excava-
tions. This work was translated into several
languages and was influential in the spread of
neo-classicism. Goethe later wrote that no
catastrophe had ever yielded so much pleasure
to the rest of humanity as that which buried
Pompeii and Herculaneum.

In Pompeii, the excavations had started from
the amphitheatre, an obvious feature as its
form was apparent on the ground. In
Herculaneum, tunnels were dug, and often
filled in afterwards; in Pompeii, some sites
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-

could be discovered twice. At the beginning,
the works were generally carried out in an ad
hoc manner, and with the sole purpose of
enriching the royal collections. Although plans
and reports were prepared, the buildings
could be destroyed; anything that could be
removed was carried away, including pictures

Figure 3.3 The ancient site
of Herculaneum was covered
under considerable amount of
volcanic soil, and the modern
town of Resina was built on
the top, making excavation
difficult

cut from the walls. In 1761, the ministry
ordered the removal and destruction of ‘those
useless antique coloured renderings’ found in
the buildings. The best marbles, mosaics and
bronzes were cleaned of their ‘patina’ and
restored. Some broken bronze elements were
melted down for a bust of the king and for



the new gates of the Portici. Much of the rest
was treated as spoils and subsequently lost.
The works proceeded slowly, and the few
workers included slaves from Algeria and
Tunis. La Vega was the best qualified of those
responsible for the excavations; when he took
over from Alcubierre much more attention was
given to the sites and to the conservation of
architectural elements.

After 1765, La Vega started systematic docu-
mentation, and insisted on a more systematic
approach in the excavations, concentrating on
the display of whole areas rather than aiming
at unearthing antique objects. The work then
proceeded along a main road liberating the
whole area in Pompeii. He proposed the
preservation and protection of the frescoes of
Casa del Chirurgo in situ, wanting to leave the
space as found in order ‘to satisfy the public’,
and because he considered the value of these
paintings to consist mainly in the effect of the
whole environment; this would be destroyed
if the paintings were removed. In some cases,
objects could even be brought back to a site
from the museum. A portion of the Caserma
dei Gladiatori was rebuilt, in order to give an
idea of its original form, but also to provide a
place for the guardians. La Vega also proposed
to build a lodging-house for tourists to stay
overnight. He suggested that this should be
exactly like the antique houses, so as also to
serve didactic purposes.

In the second half of the eighteenth century
and the beginning of the nineteenth, the
ancient sites of Sicily were included in the
range of study tours, and were visited by
numerous travellers. Consequently, the author-
ities became interested in building up a system
of survey and reporting of ancient monuments,
and started repairs and maintenance works on
sites such as Agrigento, Selinunte, and Segesta.
In 1778, Sicily had the first administration for
the protection of antiquities; the country was
divided in two areas trusted to the custodian-
ship of recognized connoisseurs of antiquities,
the western part with Principe di Torremuzza,
Gabiriele Lancillotto Castelli (1727-92), a numis-
matist influenced by Winckelmann, and the
eastern part with Principe di Biscari, Ignazio
Paternd Castello (1719-86), who inaugurated a
museum of objects excavated in the area of
Catania in 1758 (Boscarino, 1985; Tomaselli,

1985).
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3.4 Winckelmann and the restoration
of antiquities

The fame of archaeological excavations in Ttaly
was well known in Germanic countries, and
particularly in Dresden, where the three
Roman statues, die Herkulanerinnen, had
been acquired from the first excavations in
Herculaneum by way of Vienna.** In 1754
there arrived Johann Joachim Winckel-
mann (1717-68), who was born in a cobbler’s
family in Stendal in Prussia. At the universities
of Halle and Jena he had been introduced to
classical studies. In Dresden he had the oppor-
tunity to observe the collection of antiquities,
as well as to establish contacts with artistic and
literary circles; here he published his first
essay on Greek art in 1755 (Winckelmann,
1755). Soon after this, he travelled to Rome,
where he became librarian to Cardinal Albani
and worked on his collections. In 1763, he
was nominated the Chief Commissioner of
Antiquities in Rome and its district with
responsibility for the care of all works of art.
Since 1764, he held the position of Scriptor
linguae graecae at the Vatican Library, as well
as being the Awntiquarius of the Camera
Apostolica.

One of Winckelmann’s ambitions was to see
and study the finds of Herculaneum, but it was
three years before he could visit the site. Even
then, though he had good recommendations,
he was not allowed to visit the excavations.
He was permitted to spend two months in the
museum of Portici, but was not allowed to
study the objects too closely, nor to take notes
or make sketches.” After his second visit,
Winckelmann reported to Count von Briihl in
Dresden recording his impressions, and ac-
cusing Alcubierre of a lack of experience, and
being guilty of much damage and the loss of
many beautiful things; a minor example: the
copper letters of an inscription had been
removed from the site to be shown to the king
without prior reading of the text.

Winckelmann was soon recognized as the
foremost scholar of his day in the knowledge
of classical antiquity. He was a tireless re-
searcher and had a deep knowledge of clas-
sical literature as well as of contemporary
historical writing. Probably his most important
contribution was to teach how to observe and
how to understand more deeply the essence
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of a work of art. Hegel has said about him:
‘Winckelmann must be regarded as one of
those who developed a new sense and
opened up fresh perspectives in the world of
art’ (Leppmann, 1970). He is divided by differ-
ent attitudes; on the one hand, he represents
the ideal, neoclassical picture of idealized
antiquity, and, on the other, he accepts history
and the specificity of works of art. The basic
concepts, which he further developed in Rome,
were already present in his essay of 1755,
which was soon translated into other languages,
and was lauded by Herder, Diderot, Goethe
and Friedrich Schlegel.

3.4.1 Ideal beauty

For Winckelmann, the principal criterion in the
evaluation of works of art was ‘ideal beauty’.
He based this concept on Neoplatonic philo-
sophy and on the thinking of Raphael and
Michelangelo, also incorporating Bellori’s theory.
In his view, the culmination of this ideal was
found in classical Greek sculpture. ‘The
highest beauty is in God, and the concept of
human beauty is the more complete the nearer
and the more in agreement it can be thought
to be to the highest Being.'® Ideal beauty
found its expression in nature, and the Greeks
themselves he considered an especially beauti-
ful race, not suffering from illnesses but free
and with a sublime soul. Beautiful young
people were accustomed to exercise and
perform in public either naked or dressed only
in a thin cloth that revealed their figures. Thus,
artists had an excellent opportunity for selec-
tion and observation of the most beautiful to
be brought ‘into one’. ‘This is the way to
universal beauty and to ideal pictures of it,
and this is the way the Greeks have chosen’.”
They did not copy without thinking, but based
their art on observations from nature produc-
ing works which were even more beautiful
than the model and elevated the work of art
to reflect as closely as possible the ideal of
beauty in God. In the eighteenth century,
according to Winckelmann, similar opportuni-
ties for observation did not exist, and it was
easier to learn by studying Greek masterpieces
than directly from nature. Hence the famous
paradox: ‘The only way for us to become
great, and, if possible, inimitable, lies in the
imitation of the Ancients.”® Winckelmann criti-

cized all publications so far compiled on the
history of classical art, claiming that the
authors lacked first-hand experience in the
subject. Practically no one, he felt, had written
about the essence or penetrated to the heart
of art; those who spoke about antiquities
praised them in general terms or based their
criteria on false grounds.

3.4.2 Works of art

The History of Ancient Art, published in 1764,
was an attempt to provide a textbook for the
observation of classical works of art. Some of
Winckelmann’s earlier essays can be under-
stood as a preparation for this, and include the
description of the ‘Vestals’, who wore their
clothes with ‘noble freedom and soft harmony
of the whole, without hiding the beautiful
contour of their nakedness’® The Apollo of
Belvedere represented to him the highest ideal

Figure 3.4 The muscular body of the Torso of
Belvedere was admired by many, including
Michelangelo and J. J. Winckelmann. It was one of the
statues to remain unrestored



of art, and the artist had used the minimum
amount of material to make its qualities
visible. In the fragmented Torso of Belvedere,
Winckelmann saw a resting Hercules: ‘Each
part of the body reveals ... the whole hero
engaged in a particular labour, and one sees
here, as in the correct objectives of a rational
construction of a palace, the use to which
each part has been put.’®* A work of art was
conceived as a whole where the idealized
parts were brought together in a marvellous
balance within a noble contour. He compared
the muscled body of the Torso with the sea,
where waves give birth to new ones beneath
the surface. In the Laocoon, he admired the
artist’s capacity to have experienced the pain
of the body and the greatness of the soul
in order to be able to reflect it in marble.
Winckelmann believed that artistic develop-
ment had reached its peak in ancient Greece.
It had resulted from a long development,
finding its maturity in Phidias and its climax
in Praxiteles, Lysippus and Apelles. After this,
there had been a rapid decline; of the
moderns, only a few such as Raphael and
Michelangelo had reached the same perfec-
tion.

In the seventeenth century, restoration was
not differentiated from normal artistic creation,
and ‘to restore’ meant simply to remake
broken parts and those missing due to age or
accidents (Baldinucci, 1681). Orfeo Boselli (c.
1600-), disciple of Francis Duquesnoy, was
one who had written a treatise on antique
sculpture, presenting the principles of pose,
proportions, and the iconography of antique
sculpture. He regarded such analyses as an
essential preparation for correct restoration,
and admired the restorations by Bernini,
Algardi and Duquesnoy, but he was concerned
that good restoration was becoming little
valued and poorly paid (Dent Weil, 1966).
Winckelmann, instead, claimed that no one
had ever properly described old statues, and
that the description of a statue must demon-
strate the reason for its beauty and indicate
the particular features of the artistic style. He
rested his judgement on facts that he had
verified himself, on the basis of a comparative
study, including an accurate analysis and a
description of all types of works of art, and
drawing on available written documents, es-
pecially from classical literature. He had also
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had the opportunity to study and publish
(1760) the important collection of engraved
gems of Baron Stosch in Florence, which gave
him invaluable comparative material, and
covered periods for which no other
documents existed.

Though dealing mainly with sculpture,
Winckelmann described all the antique paint-
ings that were known in his time. In principle,
he thought, all that he said about sculpture
should be applicable to paintings; unfortu-
nately, few antique paintings remained, none
of them Greek. Thus, Winckelmann could only
rely on writings; he wished there had been a
Pausanius to make descriptions of the paint-
ings he saw, as accurate as his own. On the
basis of the fragments of Roman paintings,
assuming that these were copies from or at
least inspired by Greek works, Winckelmann
could, however, have an idea of the excel-
lence of Greek art.

Greek sculpture and painting had attained a
certain maturity earlier than Greek architec-
ture; Winckelmann explained this by noting
that they could be developed more freely
according to ideal principles, while buildings
had to obey certain practical requirements,
and could not imitate anything real. He was
surprised that the scholars who had described
so many architectural monuments had never
considered this question. In fact, Winckelmann
was the first to write a description of the
temples of Paestum, published in 1762. He
complained about the loss of so many
monuments, even in fairly recent times, some
of which had been recorded by artists like ‘the
famous Peiresc’, but others had unfortunately
disappeared without a trace.

Pliny had said that great artists never
decorated walls with paintings in Greece, and
Winckelmann believed that colour had a
secondary role: ‘Colour contributes to beauty,
but it is not the beauty itself; it improves this
and its forms. Considering that white is the
colour that reflects light most and so is more
sensitive; in the same way a beautiful body
will be the more beautiful the whiter it is — in
fact when naked it will look bigger than it is.”!
According to Winckelmann, coloured or other
decorations in architectural ornaments when
joined with simplicity, created beauty. ‘The
thing is good and beautiful, when it is, what
it should be.* For this reason, he felt that
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architectural ornaments must be subordinated
to the ultimate aims. Accordingly, they should
be seen as an addition to a building, and
should not alter its character or its use.
Ornaments could be considered like a dress
that served to cover nakedness; the larger the
building, the less it needed ornaments.
According to Winckelmann, older architecture
as well as the oldest statues, were seldom
ornamented.®

Proceeding through the description of works
of art, Winckelmann had to distinguish
between the original and genuine, and what
had been added later. Working together with
Raphael Mengs (1728-79), a German painter
and one of the chief theorists of neo-classi-
cism, he prepared an essay on integrations in
sculpture, claiming that there were rules to
distinguish with certainty the restored parts
from the original, the pastiche from the real®
This was not done in previous publications,
and Winckelmann complained that Montfaucon,
for example, had compiled his work mainly
on existing prints and engravings, and had
often been misled in his identification. He had
taken a mediocre statue of Hercules and
Antaeus, which was more than half new, to
be a work of Polyclitus, a leading sculptor of
the second half of the fifth century Bc,
similarly, he had identified a sleeping figure in
black marble by Algardi as antique. Jonathan
Richardson (1665-1745), a London portrait
painter and writer on art, had described Roman
palaces, villas, and statues as if in a dream;
many buildings he had not even seen. Yet
with all its mistakes this was still the best avail-
able publication.

3.4.3 Cavaceppi

In his History, Winckelmann gave examples of
well-known restorations with new features that
never could have existed in the antique world.
He referred to a writer who wanted to demon-
strate how horses were shod in the past, but
based his argument on a ‘laudable’ statue in
the palace of Mattei, without noticing that the
legs had been restored by a mediocre sculp-
tor. In some cases, the fragments from one
original had been used to produce two statues.
In order to avoid confusion, Winckelmann
recommended that at least in publications the
integrations should be either shown in the

copper plates or indicated in the descriptions.
His recommendations on the treatment of
sculpture  were  further developed by
Bartolomeo Cavaceppi, the most active
sculpture restorer in Rome, with clients all
over Europe. Cavaceppi published his restora-
tions, and indicated which were the parts
restored and which antique, if this was not
evident from the drawings. First of all, he
claimed, the restorer had to have a good
knowledge of the history of art and mytho-
logy, gained by consulting experts in these
fields, in order to understand what ‘attributes’
were originally used. However, when in
doubt, it was better to display the statue
without completing it, because an ‘erudite may
discover one day, as has often happened,
what these really were’.?® Secondly, new parts
were to be made in the same type of marble
as the original sculpture and with complete
respect for the original artistic intentions.
Cavaceppi wrote:

[The work of a restorer] does not consist of
knowing how to make a beautiful arm, a beauti-
ful head, a beautiful leg, but in knowing how
to imitate, and, shall T say, extend the manner
and the skill of the antique sculptor of the statue
to all parts that are added new. If 1 see an
addition made to an already mutilated statue in
this or that part, even with an accurate study,
say by a Michelangelo, but with the intention to
correct the insufficiencies, either real or pre-
tended, of the original sculptor, rather than to
imitate it, I will praise as a speculation the
additional parts for what they are in themselves,
not the restoration.®

Thirdly, Cavaceppi pointed out that when
additions were made, these had to be adjusted
according to the original broken surface; the
original statue must in no case be worked in
order to fit it to the new parts. He also empha-
sized, like Winckelmann, that the aim of
restoration was educational; one should not
mislead the observer in his study of the origi-
nal work of art. If new parts were left incom-
plete, the cut-off surfaces were not to be made
plain, but to be given an irregular and casual
form as in old statues. He paid special atten-
tion to the surface treatment of old statues.
Surfaces, he wrote, were often too corroded
by the ravages of time, though originally they



had been precious for the ‘bella maniera’; he
complained that restorers wanted to smooth
this surface, and thus lose any trace of the skill
of the ancient sculptor. Though not all statues
were treated in this way, a surface that was
‘whitened’ had the whiteness of ‘ivory’ and
turned vyellow, and its ‘lustro would be
infected by ‘a sort of tartar’, an even more
rapid corrosion. Even worse was the treatment
with iron tools in order to adjust the antique
part and make it conform to the style of the
modern restoration. This he considered to be
completely intolerable.

Cavaceppi thus insisted, following Winckel-
mann’s guidelines, that prior to any repair or
restoration a mutilated antique statue must be
clearly defined and its original significance
understood. All treatment must be done with
respect for existing original material, and must
adhere to the original artistic intentions. On
the other hand, he recognized that priority
must be given to the admiration of the origi-
nal work of art, and that consequently restora-
tions and modern additions should not
mislead the observer or artist in their study of
the object. Along the same line of thought,
Cavaceppi proposed guidelines to the amount
of restoration that should be carried out in
relation to the existing original:

It would be ridiculous to want to compose a
head having only a nose or little more ... Well-
done comparisons and the artificial tartar applied
to restored parts, will easily confuse the modern
with the antique; and a less experienced eye
may be easily deceived and not distinguish
carefully one from the other. I agree that an
antiquity can be found to have been ill-treated,
but my desire is that a work should contain at
least two-thirds that is antique, and that the most
interesting parts should not be modern .. . A
fragment of half a head, of a foot, or of a hand,
is much better to enjoy as it is, than to form out
of it an entire statue, which can then only be
called a perfect imposture.’’

Cavaceppi’s work was much praised by Ennio
Quirino Visconti (1751-1818), Winckelmann’s
successor as Commissioner of Antiquities and
Museums in Rome, later conservator at the
Louvre in Paris. The statues restored in his
workshop were sold to various museums and
private collections. While these reintegrations
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were accepted in the nineteenth century, later
changes in the policy of treatment often
caused the cleaning of the ‘artificial patina’,
making additions visible or even disturbing. In
many cases, restorations were also removed
and the original statue reduced to its fragmen-
tary state.

3.4.4 Influences on practice

Winckelmann’s praise of Greek antiquity as
the period in history that had reached the
highest perfection in art, induced him to
develop a method of systematic and critical
survey of all objects concerned, whether
sculptures, coins, paintings, or architectural
monuments. He felt that quality in classical art
resulted from a particular historical develop-
ment within a beautiful and morally respons-
ible nation, which could provide artists with
both a stimulus and an opportunity to reach
perfection. He was thus concerned not only
with the beauty of these works, but also
believed that the only way for modern artists
to reach similar levels was through learning
from the ancients, i.e. from the still extant
original masterpieces or even their fragments.
It was therefore essential for Winckelmann
that ancient works of art be carefully identi-
fied and preserved.

He made the first step towards using scien-
tific methods for the study and definition of
ancient objects, and for their historical and
artistic evaluation. His studies and publica-
tions, in fact, have justified his being called
the ‘father of archaeology’. At the same time,
he also made a contribution toward the clari-
fication and development of modern conser-
vation principles. The fact that he dis-
tinguished the original from later additions
was significant, because it focused attention on
safeguarding the original. This was made clear
in the principles developed by his friend
Cavaceppi on antique sculpture. Winckelmann
did not disapprove of restoration in itself, but
he insisted that this be carried out without
falsifying the artistic concept of the original
work of art or having any modern additions
mislead the careful observer.

Winckelmann’s approach to the treatment of
ancient monuments soon had tangible conse-
quences. These became apparent in the new
policy of restoration in Rome towards the end
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of the eighteenth century, and especially in the
following period. The restoration of the Monte-
citorio obelisk can be considered perhaps the
first conscious attempt to apply this new
policy in the restoration of a public monu-
ment, and to distinguish modern additions
clearly from the antique original. While there
had been examples, such as the work of
Michelangelo in building a church within the
ancient ruined baths of Diocletian, the general
policy in the restoration of ancient monuments
had favoured their reintegration and renewal.
No thought had been given to distinguishing
the original historical material of the
monument. That was the case particularly with
the several ancient obelisks that had been
excavated and re-erected by Sixtus V and his
successors, either to mark significant sites in
Rome as symbols for the Christian Church or
as architectural and decorative elements in the
townscape.

At the end of the eighteenth century, three
more obelisks were erected in Rome for Pius VI
(1775-99). One was brought from Via Ripetta to
decorate the group of the Dioscuri on the
Quirinal Hill; another one, found at Porta
Salaria, was erected in front of SS Trinita de’
Monti at the Spanish Steps. The third obelisk
had been used in the sun-dial of Augustus, but
was now lying on the ground near Montecitorio.
It was the only one of the three with hiero-
glyphs, but was broken in five pieces and much
of its surface was damaged by fire. In 1790-92
it was restored and re-erected in the centre of
the Piazza of Montecitorio by architect Giovanni
Antinori (1734— 92).

In the restoration of the Montecitorio ob-
elisk, a large amount of new material was
needed to reintegrate the lost parts. In 1703,
a huge monolithic column (14.75 m high and
1.90 m in diameter) of plain Egyptian red
granite had been excavated in the neighbour-
hood.?® The column, which was dedicated to
the Roman emperor Antoninus Pius, was later
damaged by fire, and the decision was made
to use its material for the restoration of the
obelisk. The column was sawn into large
blocks which were used to complete the
shape of the obelisk on the side where the
original material had been lost. However,
instead of reintegrating hieroglyphs as Bernini
had done in Piazza Navona, Antinori was
given clear instructions to respect the archae-

Figure 3.5 Montecitorio obelisk was restored at the
end of the eighteenth century with respect to ancient
carvings

ological value of the hieroglyphs as a docu-
ment that belonged to a past civilization, and
that had not been interpreted. He was there-
fore ordered to: ‘Repair properly the whole
obelisk leaving the hieroglyphs intact. Missing
parts should be added but without attempting
to falsify them by adding decoration in refer-
ence to not-understood Egyptian mysteries.”®

This new approach was clearly felt in Rome
at the beginning of the nineteenth century,
when restoration of ancient monuments was
initiated under the famous neo-classical sculp-
tor Antonio Canova, and Carlo Fea, who trans-
lated Winckelmann’s writings into Italian. Both
showed great care towards every fragment that



had survived from antiquity, and this respect
was carried into the practice of restoration,
especially in the first decades of the century.
On the other hand, Winckelmann’s concepts
of noble simplicity and his reservations
concerning ornaments and colour in architec-
ture might be partly responsible for certain
purist attitudes in later restorations. While he
can hardly be held responsible for the demoli-
tion of later constructions from classical
monuments, his disciples may have scraped
paint off the ancient surface to display the
bare stone, or otherwise destroyed evidence
from later historical periods without having
understood its full significance. One can also
see in Winckelmann a precursor for modern
design in his refusal of unnecessary ornaments
and concentration on the functional essence of
the object, its noble simplicity.

Notes

1 An artist such as Peter Paul Rubens
(1577-1640) had a large collection of coins,
gems, busts and statues. Amongst his
friends were Franciscus Iunius (1591-1677),
a Dutch philologist, who published three
volumes on pictura veterum, and Nicolas
Claude Fabri de Peiresc (1580-1637), a
French numismatist, lawyer and astro-
nomer, who has even been considered the
first ‘archaeologist’ due to his meticulous
methods of research and his attempts to
understand the origin of each object.

2 Jean-Baptiste Colbert signed the statutes of
the Academy on 11 February 1666. ‘Comme
nous devons faire en sorte davoir en
France tout ce qu’il y a de beau en Italie,
vous jugez bien qu'il est de conséquence
de travailler incessamment pour y parvenir:
c’est pourquoy appliquez-vous a rechercher
avec soin tout ce que vous croirez digne
de nous estre envoyé& (Franchi-Verney,
1904:24).

3 Edward Wright, Observations, 1720s (Man-
waring, 1925).

4 The preamble to the aims of the Society of
Antiquaries in its first minute-book,
entitled: The Society of Antiquarys London
Jan. 1, 1717-1718, states ‘The Study of
Antiquitys has ever been esteem’d a
considerable part of good Literature, no

6

7

10

11

12

13

14

15

The Age of Enlightenment 65

less curious than useful: and if what will
assist us in a clearer Understanding the
invaluable Writings of Antient Learned
Nations, or preserving the Venerable
Remains of our Ancestors be of account,
the forming a Society to carry on so good
and entertaining a Work by their joint
Endeavors cannot but be esteemed laud-
able and highly conducive to that purpose’
(Evans, 1956:93).

The Propylaea had already been damaged
in the explosion of a gun powder maga-
zine in 1656.

Letter to R. West, 16 April 1740 in Walpole,
H., Correspondence, Yale Edition.

Letter of Boyer d’Argens, in Guillermo,
Jacques, ‘La naissance au XVIlle siecle du
sentiment de responsabilité collective dans
la conservation’, Gazette des Beaux-Aris,
1965,LXV:155ff.

Goethe, J.W., ‘Studien zur Weltlitteratur’,
Werke, Weimar, 1907 XLII:503.

Recueil d’antiquités Egyptiennes, Etrusques,
Grecques, Romaines et Gauloises of 1752.
Dionysius Cassius Longinus (213-273): Peri
Hupsous, first translated into French by N.
Boileau in 1674.

Vanbrugh, John, ‘Reasons Offer'd for
Preserving some Part of the Old Manor at
Blenheim (11 June 1709) (Hunt and Willis,
1979:313).

William Mason (1725-97) in the Heroic
Epistle to Sir William Chambers (1773).
Letter of Raphael to B. Castiglione (Golzio,
1936:30): “.. . per dipingere una bella, mi
bisogneria ueder piu belle con questa
conditione, che V.S. si trouasse meco a far
scelta del meglio. Ma essendo carestia e di
belle donne, io mi servo di una certa idea
che mi viene in mente.’

Bellori, 1976:14: ‘Questa idea, overo dea
della pittura e della scoltura, aperte le sacre
cortine de glaltri ingegni de i Dedali e de
gli Apelli, si svela a noi e discende sopra
i marmi e sopra le tele; originata dalla
natura supera l'origine e fassi originale
dell’arte, misurata dal compasso dell’intel-

letto, diviene misura della mano, ed
animata dallimmaginativa da vita all'im-
magine.’

Bellori, G.P., 1695, Descrizione delle

immagini dipinte da Raffaello d’Urbino
nelle Camere del Palazzo Apostolico



66

16

17

18

19

20

A History of Architectural Conservation

Vaticano, Roma, 81ff. The report by
Bartolomeo Urbani is published in Ritratti
di alcuni celebri pittori del secolo XVII
disegnati ed intagliati in rame dal
Cavaliere Ottavio Lioni, Roma, 1731:237ff.
Diderot, Encyclopédie, ‘Maratta’: “. .. il ny
voulut rien retoucher qu’au pastel, afin, dit-
il, que sl se trouve un pour quelqu'un
plus digne que moi d’associer son pinceau
avec celui de Raphael, il puisse effacer
mon ouvrage pour y substituer le sien.’
Abbé de Saint-Non has given a description
of the technique as applied in Hercu-
laneum (Conti, 1988:119).

Letter from Luigi Crespi to Francesco
Algarotti (Bottari, 1822-25, T[:419ff): ‘Perché
dunque e l'avanti e lindietro, l'accordo,
I'armonia e l'unione, non consiste in corpo
di colore, o sia in colori e tinte di corpo,
ma in sottilissime velature, ombreggiature
semplicissime ed appannamenti superfi-
cialissimi, e talvolta in semplici sporcature
fatte col solo pennello sporchetto, come
dall'inspezione oculare diligentissima si
riconosce; chi non vede che ripulendo un
quadro scuro, insudiciato, ingiallito, e cose
simili, chi non vede che tutto questo
accordo e tutta quest'arte usata, se ne va
con la ripulitura alla malora? E, perduta
una tale unione ed una simile degra-
dazione, cosa vale piu il quadro all’occhio
intelligente? Nulla affatto, mancandogli due
cose delle principali e necessarie.’
Edwards, ‘Reports’ (‘Vicende’, Conti,
1988:63): ‘neppure con buona intenzione
di migliorar I'opera levi cosa alcuna dall’o-
riginale o vi aggiunga qualche parte di
proprio; né ponga o levi iscrizioni.’

Maria Theresia dei Gratia, Regina Hun-
gariae Bohemiae etc. Milano, 13 April 1745,
signed by Il Principe Lobkovitz: ‘Ed
accioché le opere buone, che sono merite-
voli di vivere sempre non siano distrutte,
si ordina, e proibisce a qualsivoglia Pittore,
Scultore, ed Architetto, e ad altri professori,
o non professori, tanto Accademici, quanto
non Accademici, che non ariscano disfare,
o ritoccare pitture, o sculture antiche, e
moderne pubbliche senza prima d’essere
dall’Accademia visitate, sotto pena di Scudi
venticinque, comprendendo nelle medes-
ime proibizioni e pene, li scalpellini, scava-
tori, calcinari, o siano Maestri di muro,

21

22

23

24

25

26

27

Imbiancatori ed altri trasgressori del
presente ordine, li quali s’intendino tenuti
alla pena di sopra come se fosse stata loro
personalmente intimata’ (Emiliani,
1978:155f).

He worked in this position until 1796,
when the Republic of Venice was diss-
olved; but later, in 1819, he still proposed
the establishment of a school for restorers.
Bettina Raphael has published this
proposal in an article “The Edwards Papers’
in The Camelot Years by the Graduate
Program in the Conservation of Historic
and Artistic Works, Cooperstown, New
York, 1974:76-82.

Letter to Richard West, 16 April 1740, in
Walpole, H., Correspondence, The Yale
Edition.

After excavation, the colours tended to lose
their brightness and paintings peeled off
from the wall. Various solutions were
tested. In 1739, Stefano Moriconi, a Sicilian
artillery officer, tried to refresh the colours
with a ‘miraculous varnish’, but this turned
into a yellowish coating that obscured the
painting and caused even more damage.
This collection already included an import-
ant part of Bellori’s antiquities, which had
been presented as a gift by the King of
Prussia, Friedrich Wilhelm I, around
1723-26 to Augustus the Strong of Saxony.
The latter had also increased his collection
by acquiring antiquities from the Chigi and
Albani.

This jealous attitude was not limited to him
alone; even toward the end of the century,
sketches could only be made of objects
that had been officially published by the
Academy of Herculaneum.

Winckelmann, 1764:195: ‘Die hochste Schon-
heit ist in Gott, und der Begriff der
menschlichen Schonheit wird vollkommen,
je gemiBer und ubereinstimmender derselbe
mit dem hochsten Wesen kann gedacht
werden, welches uns der Begriff der
Einheit und der Unteilbarkeit von der
Materie unterscheidet.’

Winckelmann, 1755:11: ‘Die Nachahmung
des Schonen der Natur ist entweder auf
einen einzelnen Vorwurf gerichtet, oder sie
sammelt die Bemerkungen aus verschiede-
nen einzelnen und bringt sie in eins. Jenes
heiflt, eine dhnliche Kopie, ein Portrit
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machen; es ist der Weg zu hollindischen
Formen und Figuren. Dieses aber ist der
Weg zum allgemeinen Schonen und zu
idealischen Bildern desselben, und der-
selbe ist es, den die Griechen genommen
haben.’

Winckelmann, 1755:2: ‘Der einzige Weg fir
uns, grof}, ja, wenn es moglich ist, un-
nachahmlich zu  werden, ist  die
Nachahmung der Alten.’

Winckelmann, 1755:16: ‘Die Draperie der
Vestalen ist in der Hochsten Manier. Die
kleinen Briche entstehen durch einen
sanften Schwung aus den grofiten Partien
und verlieren sich wieder in diesen mit
einer edlen Freiheit und sanften Harmonie
des Ganzen, ohne den schonen Kontur des
Nackenden zu verstecken.’

Winckelmann, Beschreibung des Torso im
Belvedere zu Rom, 1759: ‘In jedem Teile de
Korpers offenbart sich, wie in einem Ge-
milde, der ganze Held in einer besonderen
Tat, und man sieht, so wie die richtigen
Absichten in dem verniinftigen Baue eines
Palastes, hier den Gebrauch, zu welcher
Tat ein jedes Teil gedient hat.’
Winckelmann, 1764:193: ‘Die Farbe trigt
zur Schonheit bei, aber sie ist nicht die
Schonheit  selbst, sondern sie erhebt
dieselbe tberhaupt und ihre Formen. Da
nun die weile Farbe diejenige ist, welche
die meisten Lichtstrahlen zurtickschickt,
folglich sich empfindlicher macht, so wird
auch ein schoner Korper desto schoner
sein, je weifler er ist, ja er wird nackend
dadurch groer, als er in der Tat ist,
erscheinen . ..

Winckelmann, Anmerkungen tiber die Bau-
kunst, 1762:123: ‘Die Gebiude ohne Zierde
ist wie die Gesundheit in Diurftigkeit, die
niemand allein fir glicklich hilt ... Die
Zierde hat ihren Grund in der Mannig-
faltigkeit. In Schriften und an Gebiduden
dient sie dem Geiste und dem Auge zur
Abwechslung, und wenn die Zierde in der
Baukunst sich mit Einfalt gesellt, entsteht
Schonheit, denn eine Sache ist gut und
schon, wenn sie ist, was sie sein soll.
Winckelmann’s Italian contemporary
Francesco Milizia (1725-98) believed that
architecture was imitative like the other
arts, but different in that it imitated man-
made models rather than nature. Archi-
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tecture consisted of beauty, commodity
and solidity. Their union meant that all the
parts and ornaments of a building must
refer to one principal objective forming a
unique whole (Milizia, 1785,:xxvii).

Letter to Bianconi, Rome, 29 August 1756
(Winckelmann, 1952:242): ‘régles pour dis-
tinguer avec sureté le restauré d’avec l'orig-
inal, le pastiche d’avec le vrai ...
Cavaceppi,1768: ‘Prima bisogna informarsi
all’'opera, con gli eruditi pratici della storia
e della mitologia . . . la storia antica e la
mitologia non si son pervenute intere; e
quando anche, non Vvé tutta la notizia
de’segni, co’'quali gli antichi artefici furon
soliti  distinguere (All'incontro) una
scultura esposta al Pubblico senza il rifaci-
mento di que’ tali segni, lascia agli eruditi
di rinvenire un giorno, come tante volte &
avvenuto, cid0 che veramente ne rappre-
senta.’

Cavaceppi, 1768: ‘Imperocche il restaura-
tore con convenienza questa e quella
scultura, non consiste nel saper fare un bel
braccio, una bella testa, una bella gamba,
ma nell’agguagliare ed estendere, diro cosi,
la maniera e l'abilita dell’antico scultore di
quella statua alle parti, che vi si aggiun-
gono di nuovo. Se vedrd essere state
aggiunte ad una scultura antica gia mutilata
queste e quelle parti con sommo studio,
per esempio, da un Michelangiolo, ma
piuttosto a fin di correggere l'insufficienza
o reale o pretesa dell’antico scultore, che
d’imitarla; loderd per avventura le parti
aggiunte per quel ch’elle sono in se stesse,
non il restauro.’

Cavaceppi, 1768: ‘Conviene avvertire ancora,
perché il Diletto sia sostanziale, e non
immaginario, che nelle cose ristaurate sia
maggiore la parte antica della moderna.
Ridicola cosa sarebbe voler di un Naso, o
poco piu, comporre una Testa. Le
commissure ben fatte, ed il tartaro artifi-
cioso, che si da sopra i Ristauri confonde
facilmente il moderno coll’antico, ed un
occhio non tanto purgato pud di leggieri
ingannarsi non ben discernendo l'uno
dall’altro. To convengo che lantichita si
trova per lo pit maltrattata; ma desidero
che in un lavoro siano almeno i due terzi
antichi, e che non siano moderne le parti
pit interessanti ... Un bel frammento di
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una mezza Testa, di un Piede, o d’una
Mano, meglio € goderlo cosi come egli €,
che formarne un intero lavoro, al quale poi
altro nome non conviene, che duna
solenne impostura.’

38 The pedestal was restored in 1706-08 and

erected in the centre of Piazza di
Montecitorio by Ferdinando Fuga in 1741.
In 1787, it was moved to the Vatican and
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placed in a niche in the Garden of Pigna.
‘Risarcire ad uso d’arte tutto Il'obelisco,
lasciando intatti i geroglifici, com’essi sono;
aggiungendovi le facce mancanti, senza
perd richiamare st d’esse per mezzo della
impostura i non intesi egiziani misteri;
sostituirvi il primo pezzo di nuovo . . .
(Arch. Stato, Rome; quoted in D’Onofrio,
1967:289).
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Classical monuments

The end of the eighteenth century was the
moment when the evolving modern conserva-
tion principles found their first concrete
expression, as has been seen in the previous
chapter. A further important incentive for this
development was given by the French Revo-
lution, which became a crucial event in
modern history. While much attention was
given to all types of heritage from the past,
particular emphasis was laid on classical style
as a leading fashion in the Napoleonic period.
Consequently, it was not by chance that a
major effort was given to the restoration of
ancient Rome as a symbol of the most power-
ful empire in the past, with which Napoleon
desired to associate himself. The same classical
monuments were associated with powerful
patriotic significance by the pope, who author-
ized new excavations and the restoration of
some of the major monuments in the centre
of Rome. A few decades later, with an input
from Winckelmann and Romanticism, the
ancient Greek monuments were seen as the
mark of democracy, and the ‘anastylosis’ of
ancient temples as a symbolic act for the
newly established Greek nation.

4.1 The French Revolution

The French Revolution became a key moment
in the development of conservation policies. It
brought together various lines of thought from
previous decades, establishing some funda-
mental concepts. These included the idea of
monuments of history, science and art as
cultural heritage of the nation and useful for
education, and that therefore it is a national
responsibility to care for them. There were
also proposals for a systematic inventory and

classification of all heritage in the country,
whether architectural monuments, works of
art, or archives, and their protection as the
property of the nation. Many of these concepts
were successively brought into legal and
policy documents in France and in other
countries.

While providing incentives for the protection
and care of a variety of heritage resources, the
most immediate effect was felt on antique
monuments. These were of particular interest to
Napoleon, who pictured himself as a successor
to ancient Roman emperors, and was con-
cerned of the care of the tangible documents
that brought to mind the past glory. The previ-
ous restorations by the popes and the Bourbon
government, the English concepts on the pic-
turesque and the emerging Romanticism,
provided a framework for restoration principles.
There was a new incentive for the protection
of ancient ruins in Rome, declared as the
second capital of the empire; from here,
Napoleon also decided to remove a number of
important antiquities to Paris. The influences of
the legal, administrative and restoration prin-
ciples were soon felt in France and Greece, and
subsequently in other countries.

Growing criticism of prevailing conditions,
the desire for social equality and political
representation following the American Inde-
pendence of 4 July 1776 were factors that initi-
ated the French Revolution, marking the
beginning of a new era. The storming and
demolition of the Bastille on 14 July 1789 has
become the symbol of the beginning of the
revolutionary era; it also started an era of
pillage and destruction of works of art and
historic buildings in France. The suppression
of monasteries in the same year and the subse-
quent confiscation of the property of noble

09
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families and of the king, provided an oppor-
tunity for people to express their anger against
their former masters. The destruction and
vandalism that followed was supported by
legal orders. In 1792, the National Assembly
decided that: ‘the sacred principles of liberty
and equality no longer permit the monuments
raised to pride, prejudice and tyranny to be
left before the people’s eyes.”! Considering that
the bronze doors of these monuments could
serve in the production of arms for the
defence of the ‘patria’, any inscriptions, signs,
monuments or symbols reminiscent of the king
or of feudalism were to be destroyed without
delay, and melted to provide metal.

During the decade that followed, France lost
important works of art and historic buildings;
material was sold and reused, or otherwise
destroyed. In Paris alone, dozens of mediae-
val churches and convents were demolished,
or converted to other purposes. Rood screens,
funeral monuments, and statues were torn
down. Notre Dame of Paris, for example, lost
the row of the statues of kings in its west
front; the church was mutilated in various
parts and, in 1794, used as storage for pro-
visions. Palaces and castles were forcibly
entered and their collections and furniture sold
or vandalized. Although the Concordat of 1801
between Napoleon and Pius VII brought a
formal peace between the State and the
church, destruction continued well into the
nineteenth century. Napoleon himself had
great plans for his capital city; had he lived
two more decades — he wrote in his memoirs
— there would have been nothing left of the
old Paris!

4.1.1 Orders for protection and
inventory in France

As a result of the Revolution, the possessions
of the church, of the feudal lords and of the
king were considered national property; the
nation had the responsibility for its care and
protection. From the early years of the
Revolution, there were, in fact, decrees order-
ing the municipal or State administrations to
prepare lists of this property — particularly of
manuscripts, books and movable objects, but
also of monuments in general — and ‘to consti-
tute guardians for them’.? In October 1790, the
Commission des monuments, of which the

painter Louis David was a member, was given
the task to care for works of art and to prepare
inventories. This commission depended partly
on the committees of the National Assembly,
and partly on the municipality of Paris. On 14
October 1791, the Comité d’instruction pub-
lique was created with a partial responsibility
for the protection of monuments. In 1793, the
Commiission des monuments was abolished
and a new Commission des arts was formed,
later called Commission temporaire des arts. Its
task was to survey and prepare an inventory
of all objects ‘useful for public education,
belonging to the Nation’? Its members
included several architects — for example,
Francois-Joseph de Lannoy (1794) and Charles
Percier (1795), both of whom had won the
Grand Prix de Rome. The Commission was
dissolved at the end of December 1795.

Although conditions during the revolution
were certainly not favourable for conservation,
certain fundamental concepts were still formu-
lated in relation to restoration; and the inter-
vention of the commissions or individuals
could sometimes be decisive in preventing the
destruction of historic structures and works of
art. The Commission temporaire des arts, for
example, saved Chantilly Castle, the church of
Franciade, the tower of Saint-Machon in Mantes,
and the bronze doors of Saint-Denis. In 1790,
Aubin-Louis Millin (1759-1818) presented the
first volume of his Antiquités nationales, in
which he established the concept of ‘monu-
ment historique’. In 1793, the politician Joseph
Lakanal and the mathematician Charles
Romme addressed the Convention on the
question of vandalism and urged for more
efficient protection of monuments and works
of art.

The same laws that authorized the destruc-
tion of feudal and royal symbols also decreed
the conservation of objects of special value.
The decree of 14 August 1792 charged the
Commission des monuments ‘particularly to
control the conservation of objects which may
have a special interest for their artistic quality’.*
Similarly, penalties were foreseen for those
who damaged national property; on 6 June
1792, a decree ordered two years’ imprisonment
for such vandalism. Furthermore, on 24 October
1793, after hearing the Comité d’instruction
publique on the abuses of laws and the
destruction of works of art, the Convention



decreed that it was ‘forbidden to remove,
destroy, mutilate or alter in any way with the
excuse of eliminating traces of feudalism or
royalty from libraries, collections, private
galleries, public ~museums books,
manuscripts, engravings, drawings, paintings,
relieves, statues, antiquities . . . that interest the
arts, history and education’.’ It was understood
that preservation of cultural heritage was
important for educational purposes in order to
maintain ‘the leading position of France in
commerce and industry’.°

The importance of the conservation of works
of art and historic monuments was further
emphasized in an important document on the
inventory and conservation, in the whole
republic, of objects that are useful to arts,
sciences and teaching. The document was
prepared by the Commission temporaire des
arts, presented to the Comité d’instruction
publique in January 1793, and approved on 5
March of the same year. Education was here
given a fundamental role. ‘The people will not
forget that intellect is strengthened through
solid and real education. Already, education has
become for the people the best means toward
rebirth and glory. It places within their grasp a
lever of great force which they use to uplift
their nations, to overthrow thrones and to reject
for ever the monuments to error.” The objects
that were to serve these didactic purposes, it
was stated, could be found in the institutions
that had been suppressed, i.e., in libraries,
museums and collections. Never before had
such a wealth of objects been offered to the
people; it was now their heritage, and it was
their responsibility to learn from the lessons of
the past that were imprinted on these objects,
and ‘to hand them down to posterity along with
new pages’.® For this reason, it was also essen-
tial to guarantee the conservation of this
heritage. The document stated:

All you who because of your republican virtues,
are the true supporters of the liberty that is
emerging, come close and rejoice. However, you
must ensure the strictest control in this respect.
Indifference would be a crime here because you
are merely the guardians of a heritage which our
great family has the right to expect you to give
account of. In those houses cowardly abandoned
by your enemies you will find part of this
heritage. In the name of reason we should
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ensure its appreciation each one of you
should behave as though he was truly respons-
ible for these treasures the nation has entrusted
to him.’

This heritage was conceived as encompassing
a vast panorama of the human intellect, ranging
from the natural sciences and medicine to the
antiquities, arts and architecture. The classifi-
cation was to be carried out using unified
measurements and language, because all these
fields of human activity were interrelated.
Everything was to be classified according to
the field of activity and location. In the field
of architecture, historic monuments were to be
listed in all districts of the country indicating
their age, location, type of construction and
decoration, as well as structural solidity, need
for repair and recommended use.

4.1.2 Abbé Grégoire

Closely related to the Instructions were the
reports of Abbé Henri Grégoire (1750-1831),
bishop of Blois and a member of the Comité
d’instruction publique. His first report was
written on the conservation of manuscripts
and the organization of libraries; three others
concentrated on vandalism, ‘the destructions
due to vandalism and the means to repress it’.
All date from 1794.'° Grégoire drew attention
to the educational reasons for the conservation
of cultural heritage. The word ‘vandalism’ was
invented by him in order to put an end to this
activity, which he considered counter-revolu-
tionary. It made the French look like bar-
barians in the eyes of other nations, he
exclaimed, ‘Barbarians and slaves detest know-
ledge and destroy works of art; free men love
and conserve them." Antique monuments,
according to Grégoire, were like medals and
had to be conserved as a whole. Similarly,
mediaeval and later structures had to be
preserved with their inscriptions, which ‘often
supplemented the archives with the facts they
recorded; they establish the periods of
history’.'? Consciousness of what was beauti-
ful and what was good constituted part of the
‘honesty of heart’. Dissemination of this feeling
and of these virtues was, according to him,
essential for the revival of the sciences and for
the morality of the people.
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Grégoire emphasized the documentary value
of historic monuments of all periods and the
need to preserve them as a whole. He also
insisted that the objects should be kept in their
original location and could only be moved for
purposes of conservation. This anticipated the
concepts of the 1830s, when the State became
more organized for the care of historic
monuments. The moral aspects of these
documents also recall Winckelmann, and anti-
cipate John Ruskin and the late nineteenth-
century conservation movement. New decrees
were drafted by the Comité d’instruction
publique to meet the needs pointed out in the
reports; the two-year prison term for whoever
damaged or destroyed ‘des monuments de
sciences et darts was reconfirmed.”® The
opposition claimed that the destruction, cited in
the reports of Grégoire, was exaggerated, but
even though the work of the Committee helped
to save some works of art, demolition still
continued all over the country. The monastery
of Cluny had been ravaged in 1793, and lay
abandoned until its demolition in 1798. A
similar fate was to be faced by numerous other
monasteries, churches and palaces. In 1794, for
example, the cathedral of Strasbourg lost 235
statues, and the cathedral of Albi 70, from their
rood-screens. Although considerable legislative
effort was directed toward the compilation of
inventories of cultural property, positive results
came only several decades later.

4.1.3 Museums

Museums were regarded as possible shelters
for the protection of movable objects; this had
also been indicated in a decree of 1793. The
palace of the Louvre had already been opened
as a museum since 1775. In 1791, some former
atelier space was reserved for the display of
works of art. The following year, the State
collections were arranged there, and in 1793,
the collections of Louis XVI were added (after
the king had been beheaded). While a sub-
stantial part of the art works of suppressed
monasteries were destroyed, the remaining
objects were either sold or brought into State
deposits. The convent of the Petits-Augustins
was chosen as one of these deposits, and in
1791 Alexander Lenoir (1762-1839) was
nominated its curator. He was first involved in
the inventory of these objects; he then arranged

the statues chronologically in rooms of the
thirteenth, fourteenth and fifteenth centuries.
There was also an introductory room with an
overview of the history of sculpture in France
from antiquity to recent times. In 1795, the
collection was opened to the public as the
Musée des Monuments Francais.

At first, the collection contained objects from
Paris and its surroundings, but later from other
parts of France as well. There were, for
example, several royal monuments from Saint-
Denis. Lenoir arrived too late, however, to
acquire sculptures from Cluny. Objects were
selected and often brought to the museum for
restoration. The arrangement, although system-
atic, was based on a limited knowledge of
mediaeval art. Often, pieces of different origin
were put together to make one monument.
This was the case with the funeral monument
of Héloise and Abélard, which was placed in
the attached garden of the Elysée. The garden,
in fact, became part of the museum, and
contained dozens of tombs of famous person-
alities such as Moliere, La Fontaine, and
Montfaucon. The museum and its garden
became popular during the Republic and the
Empire. Many artists, among them David,
Ingres and Hubert Robert, came to study there.
The catalogue of the collection was printed
eleven times (once even in English). However,
there were also critics. After the Concordat of
1801, there was a desire to return religious
objects to churches; many artists would have
preferred to see the works of art in their origi-
nal locations, and some of the insensitive
restorations shocked people.

4.1.4 Quatremeére de Quincy

Although Lenoir had worked hard to organize
his museum, he seems to have had little
appreciation of the artistic qualities of mediae-
val art; to him, the organization of the collec-
tion was mainly a didactic exercise. The final
critical blow came from Antoine-Chryso-
stome Quatremeére de Quincy (1755-1849),
a classical archaeologist and art critic, who
himself had little appreciation of the Middle
Ages and hated museums, but he was partic-
ularly convinced that works of art should be
kept in their original locations. Anticipating the
Futurists of the twentieth century, Quatremere
considered a museum the end of art (Léon,
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Figure 4.1 Musée des Monuments Francais was opened to public in 1795 with A. Lenoir as its curator. Here the
interior of the room of the seventeenth century is shown. (In the collection of Derek Linstrum)

1951:84). To displace monuments, to collect really not to make history, but an epitaph.’
their fragments, and to classify them system- (Quatremére, 1989:48).

atically, means to establish a dead nation: ‘it In 1816, after the fall of Napoleon, Quatre-
is to attend its own funeral while still alive; it meére was nominated secretary of the Academy
is to kill the art to make history out of it; it is  of Beaux-Arts, as well as Intendant général des
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arts et monuments publiques. On 24 April of
that year, he ordered that the objects that
Lenoir had collected in the museum had to be
returned to their original owners. In some
cases this could be done, while in others they
were taken to different collections or were
lost, because the original place no longer
existed. In 1776, Quatremeére had travelled to
Rome, remaining there four years. He had read
Winckelmann, had met Mengs and David, and
had become a personal friend of Antonio
Canova, the future director of museums and
antiquities in Rome. He continued his studies
in France and England, was elected a repre-
sentative of Paris in 1789 and became a
member of the Comité d’instruction publique
in 1791. Quatremere was especially involved
in defending the arts and artists, and also had
a special interest in legislation. Unfortunately,
he encountered political difficulties, and was
first imprisoned and later exiled.

When Napoleon, according to the peace
treaty of Tolentino in 1797, obliged Pius VI to
deliver to France the so called ‘bouquet de
Napoléorn’, Quatremére was outraged and
wrote from prison a series of letters, published
as Lettres au Général Miranda, his protector.
The ‘bouquet included rare books and manu-
scripts as well as a hundred of the most
famous Ttalian works of art such as the Apollo
of Belvedere, the Laocodn, the Belvedere
Torso, paintings by Raphael, Correggio and
Guido Reni. According to Quatremere, these
works of art belonged to Italy, which was the
great school of art. The works had a special
significance in Italy which was lost if they
were brought elsewhere. Antique Rome, he
said, was like ‘a great book of which time had
destroyed or scattered the pages. Every day
modern research can fill in the gaps and repair
the lacunae’.'* Rome was a museum, which
was, in fact, composed of:

statues, colossi, temples, obelisks, triumphal
columns, thermae, circuses, amphitheatres, tri-
umphal arches, tombs, stuccoes, frescos, bas-
reliefs, inscriptions, fragments, ornaments,
building materials, furnishings, tools, etc. etc.
But, it was also composed of places, sites, hills,
quarries, ancient tales, respective positions of
ruined towns, geographical relationships, mutual
relations of all objects, memories, local tradi-
tions, still existing customs, parallels and connec-

tions which can be made only in the country
itself."®

Quatremére maintained that Greek works,
divorced from their country, lacked the
humanity and tranquillity of Greece. Similarly,
if the weathered River Gods were brought
from the banks of the Tiber to Paris, they
would only look like muddy pieces of stone.
There would be no time to enjoy them; specta-
tors would remain indifferent. To Quatremere,
despoiling Ttaly of her classical masterpieces
meant attacking Europe’s principal source of
learning. In 1818, Quatremere wrote a series
of letters to Canova to Rome concerning the
Elgin marbles, then displayed in the British
Museum. Here his attitude was different from
the case of Rome, and he accepted the
removal of the Greek monuments in order to
guarantee their conservation. At their original
site they would have been subject to daily
destruction and pillage (Quatremere, 1989:91).

The strong message that works of art
belonged in their cultural and geographical
context was well received by other artists in
France. The concept came to be applied in the
French context: i.e., mediaeval sculptures were
to remain in their architectural context. This
was, in fact, one of Quatremére’s main
arguments against Lenoir’s museum. Another
analogous collection of antiquities had been
undertaken in Toulouse by Alexandre Du
Mége (1786-1862), who was especially enthu-
siastic about the Pyrénées area as seen in
his publication of L’Archéologie pyrénéenne.
Conscious of the destruction during the
revolution, Du Mege wanted to provide pro-
tection for the works of art. He, thus, created
the Musée du Midi de la Republique, which
was housed in the convent of the Augustins
in 1794. This collection, however, met with an
opposition similar to that in Paris, and Du
Meége’s ambitious plans were only partly
realized.

The French Revolution became the moment
of synthesis for various developments in the
appreciation and conservation of cultural
heritage. Vandalism and destruction of historic
monuments (concepts defined during the
revolution) made a ‘drastic contribution’ to-
ward a new understanding of the documen-
tary, scientific and artistic values contained in
this heritage, which so far had been closed



away and forbidden to most people. Now, for
the first time, ordinary citizens had the oppor-
tunity to come into contact with these
unknown works of art. The lessons of the past
had to be learnt from these objects in order
to keep France in the leading position, even
in the world of economy and sciences. Each
citizen had his or her moral responsibility in
this regard and was accountable to the Nation
not only today but also for the future.

4.2 Restoration of classical antiquities
in Rome

In Italy, the home of classical antiquity, where
legislation for the protection of ancient
monuments had already been developed since
the Renaissance, and where the position of a
chief Conservator had existed since the times
of Raphael, patriotic expressions had often
justified acts of preservation. During the
revolutionary years, when the French troops
occupied TItalian States, and plundered or
carried away major works of art, these feelings
were again reinforced. When Pius VII took the
Papal See in 1800, one of his first concerns
was to see to the protection and eventual
restoration of ancient monuments as well as
to initiate excavations in the hope of discov-
ering more antiquities to replace those lost.
After the Papal States were restored to the
pope with the withdrawal of the French in
1799, Pius VII (1800-1823) arrived in Rome to
assume the throne of St Peter in June 1800.
His first concern was to re-establish the Papal
administration; special emphasis was given to
improved protection for the antiquities and
works of art that had suffered during the
French domination. There had been several
edicts in the past to protect them and control
their exportation (e.g., 1624, 1646, 1717, 1726,
1733, 1750). However, these had not been
efficiently enforced and with the impoverish-
ment of the Papal States, the sale of art collec-
tions to foreigners had become common.

In 1801 the lawyer and archaeologist Carlo
Fea (1753-1836) was nominated Commissario
delle Antichita, and the following vyear,
the esteemed neo-classical sculptor Antonio
Canova (1757-1822) became Ispettore delle
Belle Arti. Within the Camera Apostolica, the
so-called Camerlengato was responsible for
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the general legislation, inspection and evalua-
tion of antiquities and works of art. The
Ispettore and the Commissario were nominated
by the Camerlengo, and were responsible for
policy and quality control. The Treasury was
responsible for cost control, as well as for the
supervision and execution of works with the
assistance of the Consiglio d’arte and architect
inspectors. This division of responsibilities
between two departments caused, however,
various problems of interpretation.

4.2.1 Administration on antiquities

For the execution of restoration works, the
Treasury relied on members and professors of
the Accademia di San Luca. This institution,
founded in 1593, had great prestige and influ-
ence, and its members were selected from
leading artists in Italy and abroad. Those most
involved in the conservation of ancient monu-
ments were Giuseppe Camporesi (1736-1822),
Raffaele Stern (1774-1820) and Giuseppe
Valadier (1762-1839). Camporesi was made
responsible for the inspection of ancient
monuments in 1803. He also worked as the
architectural director of the excavations in the
Forum. Later, in 1818, Valadier was given a
similar appointment. All three were nominated
for specific restoration projects. The Papal
Chirograph of the first of October 1802, signed
by Cardinal Doria Pamphili, became the basic
law for the protection of cultural property in
this period. It was revised in 1820 by Cardinal
Pacca, but its principles remained unchanged
until superseded by the laws of United Italy
after the 1870s. The author of this edict was
Carlo Fea, who had studied the history of
papal legislation and who had a special inter-
est in archaeology. The aim of the edict was
to guarantee conservation of ancient monu-
ments and works of art. This was clearly
expressed in the introduction which listed the
advantages as follows:

These precious remains of Antiquity give to the
city of Rome an ornament that distinguishes her
among all the most famous cities of Europe.
They provide important subjects for the medita-
tion of Scholars as well as most valuable models
for Artists to inspire them with ideas of the
Beautiful and the Sublime. They attract to this
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city foreigners who delight in studying these
unique Rarities. They will give employment to
many occupied in the field of Fine Arts, and
finally the new products that come from their
hands will promote a branch of commercial and
industrial activities. More than anything, this last
will be useful to the public and to the State.'

The edict emphasized the public character of
ancient monuments and works of art; Fea’s
idea was that it was impossible to set a price
on an ancient monument. In the law, conse-
quently, all antique objects and works of art,
including architectural elements, had to be
registered with the State. Licences, when they
were given, were free of charge in order to
avoid corruption. The principle was to con-
serve the monuments in their original places,
and to keep paintings in churches. Fea had
bitter fights when trying to enforce this princi-
ple, because priests often wanted to raise
income from collectors, such as the English
banker, Sir Hans Sloane, by selling a master’s
original painting and replacing it with a copy.
The integrity of historic buildings was not
easily guarded, and antique elements contin-
ued being reused. Excavations, whether on
public or private land, were strictly licensed
and directly controlled by the Ispettore delle
Belle Arti and the Commissario delle Antichita.

4.2.2 Canova

Antonio Canova was born in the village of
Possagno and studied in Venice and Rome. He
became the leading neo-classical sculptor and
counted among his patrons the most import-
ant personalities of the time, including Pius VII
and Napoleon. Canova’s work followed the
principles of Winckelmann, and his Perseus
was conceived as an ‘imitation of the
inimitable’. He believed that to copy from the
ancients servilely would suffocate and freeze
the genius, while to consult a major work of
art for the purposes of study, comparing it
with nature in order to understand its quali-
ties, meant to use it for creating a whole that
could serve to define the right expression of
the chosen subject.” His refusal to restore the
‘Elgin Marbles’ from the Parthenon was a clear
proof of his beliefs; to him, it would have
been a sacrilege to lay hands on these master-
pieces that were ‘real flesh’.'®

Until his death in 1822, he remained influ-
ential in Rome, first as an Inspector, then as
the President of the Accademia di San Luca.
Canova received reports on conservation and
excavation, and he intervened directly where
necessary. Canova and Fea were in a good
position to influence the concepts of conser-
vation both in legislation and in practical
execution, and as a result work was generally
limited to the minimum necessary to conserve
a monument; in the case of the Colosseum,
for example, restoration was not the aim, but
conservation of all ancient fragments as part
of the authentic historic monument.

Excavations had been common practice in
and around Rome for many centuries; many
of the foreigners, such as British scholars,
undertook explorations in various monuments,
such as Domus Aurea (Salmon, 1995). The
discoveries of Herculaneum and Pompeii fed
a new enthusiasm, and in 1788 Baron von
Fredenheim’s excavations in Rome provided a
further stimulus. In 1801, excavations were
again started in Ostia, but due to malaria they
were transferred to Rome in 1802. Excavations
were generally limited in extent, and concen-
trated on a few monuments or sites, including
the Arch of Septimius Severus, the Colosseum,
the baths of Titus and the Pantheon. Workmen
were convicts, housed in tents on the site
overnight. The most suitable seasons had to
be chosen to avoid either heavy rains or
intense summer heat and sunshine, which
hardened the soil; the soil was believed to be
the source of the pernicious fumes that caused
malaria. Drainage was one problem; others
included land-ownership and the need to
demolish buildings on the site as well as
disposing of the rubble.

The Arch of Septimius Severus was exca-
vated down to the original ground level. The
structure was then surrounded by a circular
retaining wall with steps allowing visitors
down to the ground, completed in 1803 and
commemorated with an inscription. A similar
retaining wall was built around the Arch of
Constantine in 1805. Canova cautioned Cam-
poresi to show great respect in the treatment:
‘with all the zeal and care that you feel
towards these objects, so beloved to you, you
must give full attention so that this monument
will not suffer the slightest fracture.” Consoli-
dation consisted of the most essential aspects,



such as securing a cracked marble column
with iron rings; otherwise, works seem to have
been limited to maintenance.

4.2.3 The Colosseum: I

One of the major monuments that needed
repair was the Colosseum, the largest amphi-
theatre in the Roman Empire. Constructed
under Vespasian, and completed by Titus in
AD 80, in brick and travertine in the form of
an ellipse, it measured 188 m by 156 m in plan
and almost 50 m in height, seating 70 000
spectators. It was decorated with superim-
posed orders which presented a famous model
for Roman and Renaissance architects. Its
sophisticated substructures allowed complex
spectacles with special effects, much loved by
the Romans. Though much damaged, it had
become a symbol of Rome, inspiring the
Venerable Bede (673-735) to write his famous
words:

While stands the Coliseum, Rome shall stand,
When falls the Coliseum, Rome shall fall,
And when Rome falls — the world.

Coach drivers used it as a night shelter, a
gunpowder factory used it as a store and it was
soaked in manure. These abuses damaged the
stone and blocked the corridors, making them
inaccessible to visitors. There had been a serious
earthquake at the beginning of the eighteenth
century which caused partial collapse of the
fabric, and another one in the early nineteenth
century further endangered especially the east
side of the outer ring. These problems were
pointed out in a memorandum written by Fea,
Camporesi and Tommaso Zappati in June 1804.
They feared that this damage would ultimately
be fatal, recommending that the structure be
freed externally, and the rubble removed from
overloading the vaults. A week later there was
an order from the Quirinale to the Chief
Treasurer to have the Colosseum freed of
abuses. In 1805, a timber shoring was built to
support the endangered east wall, excavations
were started and further plans were prepared
for consolidation of the monument.

After another earthquake, Stern again in-
spected the condition of the building and
reported that the detachment of the masses of
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travertine was caused by vertical fractures in
the second and third order. This had made the
piers of the last two arches pull apart and the
cuneiform keystones settle considerably. Con-
sequently the structure was at least three
palmi out of plumb, and the last pillar had
serious cracks that were constantly widening.
The proposal was to build a plain brick
buttress with a base of travertine to stop the
lateral movement, forming a solid support that
would be economically feasible and would
respect the architectural and historical values
of the monument. In Stern’s words, the aim
was ‘to repair and to conserve everything —
even though it were the smallest fragment’.?
There were, however, also critics, complaining
that the picturesque qualities of this magnifi-
cent ruin would be spoiled by such a mons-
trous buttress, that the intervention was
completely out of character, and that by
adding extra weight to it would prove a tech-
nical failure.

As a counter proposal, it was suggested that
the endangered part be formed into a ‘buttress’
through demolition of the upper parts along
an oblique line and by walling in some arches.
This would have caused the destruction of part
of an arch on the first floor, a whole arch on
the second, and two bays on the uppermost
floor. Such an intervention, it was argued,
would produce the appearance of a natural
ruin and would also provide an easy starting
point for rebuilding the Colosseum, if this
were desired in the future. The architects,
Palazzi, Camporesi and Stern, who formed the
committee for restoration, objected strongly to
the proposal, reporting: ‘the shamelessness to
present a similar sacrilegious project to the
Sovereign was unknown even to the Vandals
and Goths; although then it was true that plans
of this kind were carried out, at least the
devastation was done without asking for the
approval and financing of the government'.
The Committee concluded that their own
proposal would cost only half, and would
conserve the structure in its integrity: ‘These
are objects that all People of the World come
to admire and envy us for. It is of course clear,
that if that kind of vandalistic operation had
been approved, it would have been better to
leave the endangered parts in their natural
ruined state — instead of taking steps to secure
them. In such case, we would at least have
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Figure 4.2 The Colosseum, Rome, an alternative
proposal for the consolidation of the eastern section by
demolishing the damaged part and walling in arches in
1806. (Archivio di Stato, Rome)

been accused of lacking the means, but never
of being destroyers and barbarians.’!

In November 1806, Rome suffered yet
another earthquake and, even if the wooden
shoring prevented collapse, the Colosseum
moved even more out of plumb and the
timbers were bent to breaking point. The
project of Palazzi, Camporesi and Stern was
approved, and the master mason Antonio
Valenti was put in charge of the work. The
first operation was to provide strong shores to
support it against the thrust caused by
detached elements. Secondly, the arches were
walled in to consolidate them internally.
Thirdly, it was necessary to build a cross wall
in order to provide further lateral support and
to link the buttress, the pillar and the walled-
in arches to the inner structure of the build-
ing. The works proceeded rapidly, and by 6
June 1807 they had advanced to a point where
little was needed for completion. The masses

Figure 4.3 Consolidation (1800) of the eastern section
of the Colosseum by R. Stern who took great care to
preserve the antique fabric in the state as found

of earth that had accumulated in the surround-
ing area were removed, and some hay-lofts
that obstructed the facade were demolished.

The pope was very proud of this operation
that had saved the magnificent ancient Roman
monument from collapse, and the buttress was
considered one of the most important build-
ing projects of the decade in the Papal States.
An image of it was painted in the Galleria
Clementina in the Vatican and a marble plate
with an inscription was fixed in the new
buttress, thus announcing in the traditional
way his contribution to the conservation of
this ancient monument. Stern described the
intervention to the pope’s Chief Treasurer in
the following words:

And while this stately ancient building, the
largest that we know, assures us of the
Splendour and the Learning of those centuries,
its modern conservation under the present



circumstances is a clear proof and an unalterable
testimony of the veneration and the high esteem
that we feel today towards these precious relics
of the Fine Arts. This successful work brings us
nearer to our ancestors and will show posterity
that the present lack of works in our Epoch was
caused only by deficiency of means that pre-
vented their execution.?

In fact, this first large-scale operation of the
nineteenth century, which consciously aimed
at the conservation of each fragment, paved
the way for future interventions and for the
development of modern conservation theory.

4.2.4 French administration

The pope was not successful in his resistance
to Napoleon, and on 17 May 1809, the Papal
States were declared annexed to the French
Empire. They were subject to French legisla-
tion and administrative control. Rome became
the TImperial Free City’, the second capital of
the Empire after Paris. It had a special attrac-
tion for Napoleon, who even named his first-
born son the King of Rome. At the same time,
a taste for antique Roman culture became
fashionable in Paris — in social life, the theatre
and architecture. Consequently, the French
took a special interest in making the city
presentable and prepared programmes for her
embellishment and the improvement of public
facilities. At the same time the suppression of
convents and closing of churches by an edict
of June 1810 resulted in further demolition,
even though the edict was partly reversed
later.?

The first decrees to deal with ancient
monuments date from 1809; the decree of 9
July 1810 provided 360 000 francs for embel-
lishments and also established the Commission
des monuments et bdtiments civils as the local
direction for the intended works. The Com-
mission was chaired by the Prefect of Rome,
Baron Camille de Tournon, and its members
consisted of the mayor and representatives of
old Roman families. The following year, the
budget was augmented to one million and the
Commission was replaced by the Commission
des embellisements de la ville de Rome which
reported to the Minister of the Interior,
Montalivet, in Paris. In 1811, it was decided to
establish a special programme for the embell-
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ishment of Rome. The programme included
improvement of the navigability of the Tiber,
as well as the building of markets, bridges,
and public promenades, enlargement of
squares, excavations and restorations. Pro-
posals to build covered markets in the historic
centre, and enlarge urban squares around the
Pantheon, the Forum of Trajan, and the
Fountain of Trevi, would have caused much
destruction, but were not realized. The
proposal to open up the view from the Castel
Sant’Angelo to St Peter’s, instead, was carried
out more than a century later.

Two public promenades were planned, one
on the hill of the Pincio — the ‘Garden of the
Great Caesar’ — the other in the area of the
Forums called the ‘Garden of the Capitol'.
Valadier, who since 1793 had been preparing
projects for the Piazza del Popolo below the
Pincio, was put in charge of the Garden of the
Great Caesar, while Camporesi was made
responsible for the Garden of the Capitol.
Jointly, they prepared plans for other projects
such as the Pantheon and the Forum of Trajan,
and several proposals were sent to Paris for
approval. Montalivet was, however, not com-
pletely satisfied either with the projects or with
the work already executed in some cases. The
French representatives in Rome also accused
the Romans of inefficiency and poor-quality
work.

As a result of Canova’s visit to the emperor,
in 1810 special funds were allocated directly
to the Accademia di San Luca, of which he
was president from 1811 to his death, for the
maintenance and repair of ancient monuments
in Rome. The budget remained relatively
modest, and work was thus limited to the
minimum, consisting primarily of maintenance.
In August 1811, Valadier and Camporesi pro-
posed a system of inspection and the forma-
tion of a register of those ancient monuments
that were under the care of the Accademia.
The first list included about a hundred sites in
Rome, and several outside in Tivoli, Palestrina,
Frascati, Ostia and Via Appia. This was
regarded as the first phase of an inventory to
cover the entire papal territory. A detailed
report with descriptions of the state of the
monuments and estimates of necessary repairs,
classified according to urgency, was to form
the basis of a balanced programme within the
limits of the budget. Weekly reports were
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Figure 4.4 The plan of the Garden of the Capitol designed by L-M. Berthault in 1812 for the archaeological area
of the Roman Forum and surrounding hills. Ancient monuments were restored as focal points of the scheme.
(Museo di Roma)

required on any conservation works — as was Colosseum. Guards were also considered
already the practice in the case of the indispensable, at least for major sites.



4.2.5 Ancient monuments

Treatment of ancient monuments first contin-
ued along the lines that had been established
in the first decade of the century. The earliest
restoration during the French period con-
cerned the second-century circular temple in
the Forum Boarium on the banks of the Tiber,
dedicated to Hercules Victor — but generally
called the ‘Temple of Vesta’. Later the temple
had been transformed into a Christian church
and the spaces between the columns had been
walled in. During the years 1809 and 1810,
Valadier and Fea directed works in the temple.
The walls between the columns were
removed, and consequently, the damaged
columns and the wall of the cella had to be
repaired. This was done partly in marble,
reusing existing elements found near the site,
and partly in lime mortar. The roof and cella
walls were left in their pre-restoration state
and the church, dedicated to St Stephen, could
continue to function afterwards. The site was
also excavated during these works, resulting in
the discovery of the original entrance. Later,
iron railings were erected between the
columns.

In 1810, the Accademia di San Luca decided
to excavate and consolidate the remaining
three columns of the Temple of Vespasian
(called the ‘Temple of Jupiter Tonans’) in the
Roman Forum. The base under the columns
was found to be in such a bad condition that
it needed rebuilding; the columns were thus
taken down and re-erected on a new
basement built to Camporesi’s design. Al-
though the original temple was built of
marble, the new material was travertine, taken
mostly from the demolition of the Colosseum.
Plaster casts were made of the very fine
marble trabeation and Corinthian capitals
before they were put back and fixed in
position with iron cramps. This was a
relatively minor essay in conservation but
nevertheless set a standard and provided a
model for subsequent works.

4.2.6 French principles

At the end of 1812, Montalivet decided to send
two French architects to Rome in order to
report on the situation. One of them was Guy
de Gisors (1762-1835), a member of the
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Conseil des batimens of Paris, and the other
was Louis-Martin Berthault (-1823), a
recognized landscape architect and disciple of
Percier who had designed the gardens of
Malmaison and Compieégne. The two architects
arrived in Rome in February 1813 and stayed
until May of the same year. Berthault was
commissioned to work especially on the two
public promenades; Gisors had to examine the
other projects under the responsibility of the
Commission for Embellishments, and to study
the methods of excavation, consolidation and
restoration of ancient monuments.

Berthault felt that all earlier projects had
concentrated too heavily on single monu-
ments; they had attempted to make ‘a frame
for each painting’ instead of trying to link the
monuments in a more general comprehensive
plan. Of the two projects, he considered the
Garden of the Capitol the more important.
Berthault’s intention was to make the Forum
Romanum the focal point of the whole project,
thus linking the Capitol and the existing
ancient monuments with the Colosseum. On
the Palatine, he planned a formal garden; a
similar plan was also foreseen for the Pincio.
Around the Palatine, he envisioned a system
of promenades that extended from the Forum
and the Colosseum to the Circus Maximus, the
Arch of Janus and the two temples in front of
S. Maria in Cosmedin on the banks of the
Tiber. Ancient monuments were to be restored
as a part of this master plan, providing both
a reference to the history of Rome and a
framework for the emperor’s imperial
ambitions.

Gisors’s task was more complex; he had to
check all demolition programmes and the
planning of squares and public facilities, as
well as to report on the conservation methods
for ancient monuments. One of the members
of the Commission, Martial Daru, had criticized
the lack of a systematic method in the restora-
tions, and Gisors echoed him. He condemned
the brick buttress to consolidate the Colos-
seum, as well as various other restorations
executed before his arrival. According to
Gisors, in fact, an ancient monument ought to
be integrated (made complete again) in the
same way as the Laocoon group in the
sixteenth century, and he considered Bernini’s
reintegration of the portico of the Pantheon an
ideal example to follow in future restorations.
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Daru had earlier proposed the demolition of
the two bell towers,* actually carried out after
the unification of TItaly at the end of the
century. Gisors’ principles for the restoration
of ancient monuments were well expressed in
a letter to Daru of August 1813:

I think, that instead of making shutters, shores
and props, in wrapping them in bandages — if I
may use these expressions — all the collapsing
parts of historic buildings should be recon-
structed at least enough to give an exact idea of
their original form and proportions, doing it
either in stone or in brick, but in such a way
that the reconstruction exactly outlines the parts
that it is supposed to define.”

The Arch of Titus, which had been ‘shame-
fully’ left near the point of collapse, was in a
convenient position in the planned Garden of
the Capitol and, consequently, would have
made an excellent example for a restoration
according to these principles. In fact, Gisors
proposed carefully dismantling the original
elements and then reassembling them in posi-
tion, rebuilding the missing parts to give an
idea of the original whole. Reference was
made to his proposals in a report of the
Conseil des batimens of Paris in August 1813,
and also in a letter of Montalivet to the Prefect
of Rome in September; in the latter, the

Figure 4.5 Arch of Titus in
ruins in an engraving by
Piranesi in Vedute di Roma

Roman authorities were urged to apply these
principles in all future restorations. The French
left Rome too soon for any immediate effect
to be apparent, but many later works were
conceived along these lines, such as the
proposed restoration of the Arch of Titus and
the second major consolidation of the Colos-
seum.

4.2.7 Papal administration

In January 1814, Napoleon had to give up the
Papal States and in May of the same year, after
a period of transition, Pius VII was able to
return to Rome in great triumph. The French
legislation and regulations were abolished,
churches were re-opened and the situation
more or less returned to what it had been five
years earlier. In the transition period, the
Commission des embellisements retained re-
sponsibility for antiquities, though the budget
was reduced from what it had been during the
French period and works were even more
limited. During the summer of 1814, the Pope
nominated various people to his Camera
Apostolica. Cardinal Pacca was appointed the
Camerlengo and Marquis Ercolani became the
Chief Treasurer. The Chirograph of 1802
remained in force until it was revised with an
edict of 7 April 1820, which redefined the
position of the Camerlengato and the Com-



missione delle belle Arti. The Accademia di San
Luca was represented by two members in the
Commission, thus retaining a position as a
consultative body, but having no budget for
restoration.

There was a new initiative, this time
successful, to repatriate the works of art that
the French had taken away at the end of the
eighteenth century. Canova, President of the
Accademia di San Luca, was sent to Paris in
1815; with the support of other nations, he
was able to collect a great number of these
objects in Paris and have them returned to
Ttaly.?® The yearly budget for the acquisition of
objects for the Vatican Museums, foreseen in
the Edict of 1802, yielded results; and, in 1817,
the pope commissioned Stern to build a new
wing for the Museo Chiaramonti.

In July 1814, a special commission reviewed
the status of the projects for restoration and
public promenades. After the French departure
from Rome, the works continued on some
sites, while others were postponed until further
decision. Some retaining walls were ordered
for public safety, others were considerably
reduced, such as the plan for the Pincio. The
Forum Romanum area remained a centre of
interest. Some plans were made by Stern and
Valadier for the layout, but these were limited
to minor works. Excavations on a larger scale
had to wait until 1827, when the area around
the Arch of Septimius Severus and the Temple
of Vespasian was exposed and a path opened
to the Capitol. In this period, too, discussions
began about the extent of the antique Forum
as well as the exact position of various
monuments that were still underground. The
first major restoration after the French admin-
istration left was that of the Arch of Titus.

4.2.8 The Arch of Titus

The Arch of Titus was erected after Ap 81 by
Emperor Domitian in memory of his deified
elder brother, Titus, whose capture of Jeru-
salem was commemorated in the bas-reliefs of
the Arch. The monument was originally built
of white marble and had probably had a
travertine core. During the Middle Ages, it had
lost much of its material; the bronze cramps
holding the marbles had been removed and a
brick structure had been added. Even if the
Arch had only partially survived, the artistic
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Figure 4.6 Drawing by G. Valadier for the restoration
of the Arch of Titus. (Archivio di Stato, Rome)

quality of its bas-reliefs attracted much atten-
tion, and many, including Palladio, had
proposed theoretical reconstruction schemes.
During the French administration, the con-
vent buildings that had provided some support
to the Arch on its east side were demolished
and, consequently, the condition of the
monument became even worse. On the other
hand, it had been chosen by Berthault as one
of the key monuments in his plan for the
Garden of the Capitol. In 1813 and 1816,
committees had recommended its consolida-
tion, but nothing was done until 1817, when
Stern was put in charge of the restoration with
a committee consisting of himself, Valadier
and Camporesi. He prepared the project with
the help of a young Venetian architectural
student, and in 1818 he was ready to commis-
sion a mason named Giuseppe Ravaglini for
the execution of the stonework. The first idea
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was to push the marbles back into position
with the help of screws (Valadier, 1822). On
closer examination, this idea was abandoned,
because it did not seem possible to keep the
marbles in position. Consequently, it was
decided to dismantle the vault, re-erecting it
afterwards with the required support. Instead
of just consolidating the monument, it was
now decided to follow Gisors’ recommenda-
tion, and also to complete the lost parts in a
simplified form as he had suggested: ‘the result
would be that, without spending much more
than those shapeless supports would cost, this
interesting monument would be re-established.
Even if this were only in mass, it would still
give an exact idea of the dimensions and
proportions’.?

Stern built a scaffolding and shored the
endangered parts of the structure. Excavations
were made to reveal the foundations and to
verify the exact architectural form of the
monument. By October 1818, the stonework
was well advanced; it was then interrupted
until June 1820, and completed by Valadier
after Stern’s death in 1823. The original

Figure 4.7 Arch of Titus
restored by R. Stern and G.
Valadier 1817-23 has become
a classic reference for the
restoration of ancient
monuments. (Engraving by L.
Rossini, 1832)

Figure 4.8 Detail of the Arch of Titus, showing new
parts built in travertine without carved details, thus
distinguishing them from the original in marble

elements were carefully counter-marked and
dismantled one by one, using the support of
a strong centring. The Arch was rebuilt,
reassembling the original elements on a new
brick core, and facing with travertine, which
harmonized well with the original marble
elements. The new parts were left plain



without repeating the decoration, the bas-
reliefs or the fluting of the columns, so as not
to mislead the visitor. Later Valadier justified
the use of travertine instead of marble by
referring to the economic limitations at the
time.

This restoration, like others preceding it,
received mixed criticism. It was admired by
some. Filippo Aurelio Visconti, secretary of the
Commission of Fine Arts, considered it elegant.
Others were more critical of the result;
Stendhal, for example, complained that the
whole original monument had been lost, and
that there was now just a copy of it. Cardinal
Consalvi and Cardinal Pacca had already
questioned the methodological basis for the
work in November 1822, when to their horror
they discovered that ‘instead of doing what
was necessary for the conservation of the
monument, a work of dismantling had started
with the intention of reassembling it after-
wards; that this tripled the cost, and that now
the monument could be called the Arch of
Pius — instead of the Arch of Titus, and that
work had also caused damage to the bas-
reliefs, breaking various parts’.?®

Fea, too, said that he had not agreed with
Valadier's decisions; yet, although he had
visited the site daily, he had never informed
his superiors. Valadier was asked to present
an official justification for his work, which he
read at the Roman Academy of Archaeology
in December 1821 (Valadier, 1822). He
maintained that Stern had taken the project so
far that he could only continue in the same
line. Cardinal Pacca accepted the justification,
but there remained a feeling that the new
work dominated too heavily over the original
arch, and that the proportions might have
been different in the original. In spite of all
doubts and criticism, the restoration of the
Arch of Titus laid some foundations for modern
principles in the treatment of historic build-
ings, and has later often been referred to as a
model.

4.2.9 The Colosseum: II

During the French administration, the arena of
the Colosseum was partly excavated, but after
1814, the excavated arena was again filled,
because the drainage problems had not been
solved. Externally, works continued with the
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intention of forming a tree-lined circular
promenade and of building a retaining wall to
consolidate the hillside. The ground-floor
arches were freed of later structures and
excavations were made to expose the original
entrance level. Afterwards, security problems
necessitated the closing of the arches with
fences that were made of wood and painted
a bronze colour. Even this was not sufficient
to keep out visitors who wanted to follow
Goethe’s example and admire these romantic
ruins under moonlight. The plentiful vegeta-
tion was one of the aspects that attracted
romantic minds, as it had been ‘changed by
time into an amphitheatre of rocky hills
overgrown by the wild olives, the myrtle, and
the fig tree, and threaded by little paths, which
wind among its ruined stairs and immeasur-
able galleries,’® as Shelley described in a letter
to Thomas Love Peacock in 1818. In 1815, Fea
proposed removing the roots and consolidat-
ing the structure with iron straps. Further
proposals were made in the 1820s, but more
thorough removal of the plants was carried out
only thirty years later, in the 1850s. This also
caused criticism, because it was thought to
affect the picturesque qualities of the ruined
monument.

By the year 1820, the end of the Colos-
seum’s outer range facing the Forum showed
alarming signs of instability, and Valadier was
instructed to build a timber shore to support
it. This remained in place for three years until
definitive consolidation work was finally
started. Valadier’s project involved rebuilding
a part of the missing structure, thus forming a
buttress. This would:

imitate the antique even in minor details with
the exception that, while the original was all in
travertine, the new work — for economic reasons
— had travertine only half way up the first pillars,
in the springing points of the arches, column
bases, the capitals and in the cornices. These
were necessary for reasons of stability. All the
rest is made in brick imitating carefully the
ancient mouldings, but being covered with a
patina a fresco so that it looks as if it were
travertine throughout.*

Not everybody agreed with this proposal (e.g.,
Carlo Fea), but it was finally accepted by the
Academy in December 1823. Work began
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Figure 4.9 The western section of the Colosseum was restored by G. Valadier in 1824-6, who aimed at a partial
reconstitution of the architectural forms. The use of brick instead of stone was justified for economic reasons
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Figure 4.10 In the restoration of the southern section of the Colosseum, around the middle of the nineteenth
century, L. Canina built new parts in brick in order to distinguish them from the original stone structure



soon afterwards and was completed in 1826.
Valadier argued that this method would facil-
itate the continuation and rebuilding of the
entire Colosseum, if so desired. Further res-
torations were carried out in the 1840s and
1850s by Luigi Canina (1795-1850), a neo-
classical architect who had a special interest in
archaeology, publishing numerous volumes on
ancient Roman architecture. The largest inter-
ventions by him were made in the southern
section, where eight arches were rebuilt by
1844, and at the western entrance towards the
Forum by 1852. In both cases, new construc-
tions were made in yellow brick, using traver-
tine only in some structurally important parts;
the continuation of a wall was indicated with
a rough surface in line with the earlier work
of Valadier, but without the fresco imitation he
had applied. A partial rebuilding in travertine
of a small area was also made above the
northern entrance in 1852.

4.2.10 Approaches to restoration

The Commission of Fine Arts, which approved
Valadier’s project in 1824, after the death of
Canova, was composed of Fea, Thorwaldsen
and Visconti. Albert Thorwaldsen (1770-
1844), the distinguished Danish sculptor, had
then become the most influential figure in the
Roman art world and the first professor of
sculpture in the school of the Academy. Later,
he had acted as vice-president and since 1827
as president of the Academy. As artists,
Canova and Thorwaldsen represented very
different approaches, even if both could be
classified as neo-classical. Canova, in the tradi-
tion of Winckelmann, studied the ancient
works of art and nature to find inspiration for
his own work. Thorwaldsen was more inter-
ested in studying the proportions of ancient
sculptures in order to emulate them. When
Canova was asked to restore the Elgin
marbles, he refused out of respect for these
works of the ancient masters; Thorwaldsen, on
the other hand, agreed to restore the lost parts
of the marbles from Aegina that Ludwig I of
Bavaria had bought for Munich in 1813/1817.%!

The difference between these two ap-
proaches is also reflected in the conservation
of the Colosseum. When Canova was
Inspector of Fine Arts, the first buttress was
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built with the aim of conserving even the
smallest fragment of the monument as a docu-
ment from the past, without any reconstruc-
tion. Twenty years later, when Thorwaldsen
was in the Commission, Valadier constructed
the second buttress which was intended as a
partial reconstitution of the monument. These
two approaches represent the extreme dialec-
tic basis for the treatment of historic buildings.
On the one hand, there was respect for and
pure conservation of the original material, on
the other, the supposedly faithful reconstruc-
tion of the missing parts in order to reconsti-
tute the architecture of the monument.

A third, intermediate approach is repre-
sented by the restoration of the Arch of Titus,
based by Stern on the recommendations of
Gisors and completed by Valadier. Here, the
original elements were conserved and the
missing parts outlined in a way that made the
original whole visible, but clearly differentiated
the new material from the genuine ancient
elements. All three approaches were applied
in successive restorations, with a number of
variations according to the particular case.
Canina’s work in the Colosseum can be seen
as a variation on the third approach, even
though he emphasized the difference in mater-
ial much more. This technique seems to have
satisfied especially certain purists, who were
concerned about making a didactic difference
from the original, and it became perhaps the
most applied solution for a long time — and
well into the twentieth century.

4.3 Influence on the restoration of
antiquities in France

The example of the Arch of Titus was also
accepted by Quatremere de Quincy, when
he defined the word ‘restoration’ in his
Dictionnaire in 1832. According to him,
restoration meant, first, the work carried out
to repair an ancient monument, and secondly,
a graphic illustration of a ruined monument in
its original appearance. He emphasized the
educational value in the restoration of monu-
ments, but limited it to really significant ones
which could serve as a model. ‘What remains
of their debris should only be restored with a
view to conserving that which can offer
models for art or precious references for the
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science of antiquity .... Referring further to
the Arch of Titus, he indicated the guidelines
according to which such classical monuments,
decorated with friezes and sculptures, should
be restored, and that ‘it should suffice to
reintegrate the missing parts of the whole, but
leaving details aside, so that the spectator
cannot be misled between the ancient work
and the parts that have been rebuilt merely to
complete the whole’.*

Recording and study of ancient monuments
in Rome was already a long tradition; from the
middle of the eighteenth century, the architec-
tural competitions of the Accademia di San Luca
had continued to keep this tradition alive. The
work of the students of the French Academy in
Rome also contributed to an increasingly accu-
rate archaeological survey of ancient monu-
ments in those years. Since 1787, this study had
become obligatory, and it included a careful
and detailed study of a classical monument, a
recording of its present state, a study of ‘author-
ities’, i.e., approved texts and well-known
monuments of similar characteristics, as well as
a graphic restoration on paper. An early
example of this sort of study was the work on
the Arch of Titus by A. J. M. Guénépin in 1809
(Bérard, 1985:292ff). This method of study also
came to influence the approach to mediaeval
structures in the nineteenth century.

Figure 4.11 The Arch of
Orange in France was first
restored in 1807-09, and
completed by A-N. Caristie in
1824, opting for minimum
intervention

During the years of important restorations in
Rome, work was also done on classical monu-
ments in France. These restorations, mainly on
the amphitheatre of Nimes and the Triumphal
Arch of Orange, were carried out with refer-
ence to the laws established during the Revo-
lution at the end of the eighteenth century. In
1807, the Conseil des Bdtiments recommended
that methods of consolidation should be
studied for the amphitheatre of Nimes, so as
to ‘respect the character of the Roman build-
ings, not to change anything of the state of
the ruins as they are at present, and to strive
to strengthen them for a long period of time’.?
The Roman remains were to be preserved in
their actual state — including the cracks — an
approach similar to the first consolidation of
the Colosseum in 1806. The actual works were
carried out during 1809-13, and consisted of
the consolidation of some internal structures
as well as of the restoration of the arena, but
the mediaeval buildings that had been built in
the arena area and around it were demolished.
From 1807 to 1809, the Triumphal Arch of
Orange was consolidated with full respect to
the original structures; the lost parts were
completed with plain masonry without any
attempt to reconstruct. These works, carried
out by the city of Orange, with the financial
aid of the government and the support of the



Count of Montalivet, were completed in 1824
by architect A-N. Caristie.

4.4 Anastylosis of classical
monuments in Greece

The rediscovery of Greek classical heritage in
the second half of the eighteenth century
through the publications of David Le Roy and
Stuart and Revett, and the exaltation of Ancient
Greece by Winckelmann, Goethe and Holderlin,
encouraged more visitors and collectors to
carry away important works of art. While this
aroused further enthusiasm and provided
material for direct study, it also caused losses
and damage to the already ruined heritage of
Greece. In 1801-03, the Earl of Elgin had
removed marbles from the Acropolis and these
reached London in 1812. In 1812, the expedi-
tion of Cockerell, Haller, Stackelberg and
Linckh, sponsored by Ludwig I of Bavaria,
excavated the marbles of Aegina that were
restored in Rome, and then brought to
Munich. While Greek taste was spreading all
over Europe, Greece itself continued to be
occupied by the Ottoman empire.

While consciousness of the deplorable con-
dition of the country grew, Greek patriots
formed secret societies (Hetaireias) in order to
liberate the country, thus following the ex-
amples of other nationalistic uprisings in
Europe. The leaders, Count Kapodistrias and
Prince Ypsilanti, looked for support abroad,
and after a number of uprisings, in which Lord
Byron sacrificed his life for the ennoblement
of the Greek patriots’ aims, Greece was
declared independent in 1821. This was
celebrated enthusiastically by philhellenes all
over Europe, by Ludwig of Bavaria, Chateau-
briand and Holderlin. Sultan Mahmud did not
accept the declaration until a treaty was
reached in 1829 with the assistance of the
allied powers of England, France and Russia.
In February 1833, the newly chosen king of
Greece, Otto I, the second son of Ludwig I of
Bavaria, landed in Nauplia to take possession
of his throne. This meant that the Bavarian
government supported the young king, and
many decisions were influenced by his father.
One of the main interests of philhellenes, of
whom Ludwig was one of the most commit-
ted, was the glorious past of Greece and the
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ancient monuments that evoked it; thus,
protection and re-erection of these monuments
also became one of the aims of the new
government. Restoration of classical temples
not only came to symbolize the resurrection
of the Greek nation after centuries of suppres-
sion, but also lent special significance to the
Greek word for restoration, ‘anastylosis’.

4.4.1 Legal and administrative basis

In 1834, the kingdom of Greece received a law
on the protection of historic monuments, which
was fairly elaborate and contained a principle
that has often been quoted since: ‘all objects
of antiquity in Greece, being the productions
of the ancestors of the Hellenic people, are
regarded as the common national possession
of all Hellenes’. At the end of the act it read
further: ‘those objects also which have been
handed down from the earlier epochs of
Christian art, and from the so-called Middle
Ages, are not exempt from the provisions of
the present law’. (Brown, 1905:217f). With this
law, prepared with the assistance of German
advisers, particularly professor Ludwig Maurer,
Greece became — alongside Hesse-Darmstadt®
— one of the foremost lands in terms of conser-
vation legislation in FEurope. In practice,
however, monuments of Classical Antiquity
received the most attention, and — as in Italy
or even in France — mediaeval structures were
often destroyed in order to reveal more
ancient remains underneath.

In June 1834, Leo von Klenze (1784-1864),
Hofbauintendant of Ludwig I, was sent to
Greece on a diplomatic mission to support
Otto against internal intrigues surrounding his
throne; but the official reason for his visit was
to advise on the planning and building of
Athens as a new capital. Concerning the latter,
Klenze divided his task into three parts: the
master plan of Athens, the public buildings
(especially the royal palace), and the question
of the Acropolis. A masterplan had already
been prepared by Gustav Eduard Schaubert
(1804-60) from Breslau and Stamatios
Kleanthes (1802-62) from Macedonia in con-
sultation with Karl Friedrich Schinkel, their
teacher in Berlin in 1825-28. Some building
activities had been started accordingly, and
even if Klenze did not agree with various
aspects of the plan, he had to limit himself to
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Figure 4.12 The surroundings of the Acropolis in
Athens have been preserved as a conservation area

proposing alterations. He also made several
proposals for the royal palace, but in the end
it was built by his rival Friedrich von Girtner
(1792-1847). His recommendations for the
Acropolis, instead, were of great significance
for the protection and restoration of its monu-
ments, as well as for the organization of the
archaeological survey in Greece.®

On his arrival in Greece, Klenze travelled
through Corinth, Mycenae, Argos, Tiryns, Epi-
dauros and Aegina; thus he had many oppor-
tunities to observe the complete neglect of the
remains of Greek antiquity. In Athens, this
grew into a kind of nostalgia, which made him
decide to use his diplomatic status to do
something useful for these venerable and
abandoned remains of Greek art and history.
Klenze heard stories that showed the confused
situation — an Austrian brig stealing antiquities
from Delos, an Englishman prising off half a
figure of the frieze of the Parthenon with a

hammer, American officers trying to break and
steal ornaments from the Erechtheion. The
truth is that many Greeks felt little or no
concern for their monuments, and even
Kapodistrias had not believed anything was to
be learnt or derived from the monuments of
ancient Greece. But Klenze wanted to safe-
guard them for the future and to prove to
Europe that the young king and the Greek
government took more interest in them than
the disregard of many of its employees led
one to believe. He proposed that all major
monuments of Greece should be subject to
regular supervision, including twelve principal
sites in addition to Athens: Aegina, Eleusis,
Delphi, Rhamnus, Sounion, Hieron of Ask-
lepios near Epidauros, Corinth, Mycenae,
Bassae, Messene, Delos and Olympia. He
further proposed that war invalids or pension-
ers should guard the sites and accompany the
visitors, and that a regular survey should be
undertaken by provincial inspectors under the
control of a Generalkonservator. By 6 Sep-
tember 1834 this proposal was accepted by the
government, and twelve pensioners were
promptly employed to guard the Acropolis.

Klenze’s recommendations also included
guidelines for the restoration of ancient monu-
ments, and he pointed out that if nothing was
done, one could foresee the moment when the
last trace of their form would disappear. He
proposed to start excavation and restoration on
the Acropolis immediately, and gave priority to
the preservation of the Parthenon due to its
position as a landmark in Athens and to the
dignity it would lend to the status of the new
nation. Klenze listed some thirty sites in Athens
for protection, including together with the
Acropolis, the Agora, the Thesion, the Gate of
Hadrian and the Temple of Zeus. The list also
contained less obvious but potential sites, such
as ‘ancient ruins’, ‘possible remains of a
monument erected by Herodes Atticos’. He
showed special interest even in small Byzantine
churches with wall paintings, built out of the
spoils of Antiquity, now threatened by destruc-
tion due to new development.

As Generalkonservator, with overall direc-
tion, Klenze recommended Dr Ludwig Ross
(1806-59), historian and archaeologist from
Holstein, who had studied classical philology
in Kiel and Leipzig, and had arrived in Greece
in May 1832. He was employed as Assistant
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Figure 4.13 The Acropolis of Athens before demolition
Antiquities of Atbens. (1787,vol. 1D

Conservator in Nauplia and had acted as guide
to both Klenze and the royal family. For the
technical direction Klenze proposed Schaubert
and Kleanthes, who had made the master plan
for Athens. Ross and Schaubert were ap-
proved, but instead of Kleanthes the govern-
ment appointed the Danish architect Hans
Christian Hansen (1803-83). In 1836, due to
some conflict, Ross resigned, and his position
was given to Kiriakos Pittakis (1798-1863),
an archaeologist from Athens.

The Archaeological Society of Athens,
founded in 1837, took a certain responsibility
for the works on the Acropolis, in terms both
of financing and supervision. In 1844-5, they
had the remains of the Turkish gunpowder
magazine removed from the north porch of
the Erechtheum and opened the north
entrance. The participation of foreign institu-
tions also increased; schools and academies
were created in Athens on the model of those
in Rome. The French Academy of Rome, at
first reluctant, allowed students to travel to
Greece from 1845 onward, when a Society of
Fine Arts was also founded in Athens. A
number of studies were undertaken on the
Acropolis and other sites;* projects included

of Turkish houses in a drawing by Stuart and Revett in

elaborate measured drawings, hypothetical
reconstructions, and studies on polychromy
and sculptural ornaments. In 1848-53 M. Beulé
directed the excavations in front of the
Propylaea and restored the so-called Beulé-
gate (Beulé, 1862).

4.4.2 The Acropolis

One of the problems for the government in
starting excavations officially on the Acropolis
was that it was still used by the army as a
fortification. Klenze proposed its demilitariza-
tion, which was accepted by the government
in September 1834. This was also an oppor-
tunity ‘to make it for ever unsuitable for a
military defence’ by demolishing the fortifica-
tions and restoring the ancient temples. This
work seemed also a proper way to ‘awake and
retain the sympathy of civilized Europe by
directing its eyes and interest on the restora-
tion of the upper town of Athens’ (von Klenze,
1838:303).

The military occupation was finally cleared
by March 1835, and the works were started
officially. In addition to fortifications, there
was practically a small town, with small
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Figure 4.14 The Parthenon of Athens in 1910. (Institut fiir Denkmalpflege, Berlin)

houses and gardens. The situation can be
clearly appreciated in eighteenth-century draw-
ings, where the remains of classical buildings
are depicted emerging from the settlement.
After the final battles of the last war, the area
was in chaos: ‘between capitals of columns,
smashed shafts, small and large blocks of
marble, there were artillery shells, fragments
of case shot balls, human skulls and bones, of
which many were mainly piled up near the
charming caryatids of the Erechtheum’ (von
Klenze, 1838:290). The Erechtheum was
almost completely ruined; its walls had been
pulled down by soldiers in search of lead, and
the north porch had collapsed. In 1827, the

loft inside it had been used as a bomb-shelter
and was protected by earth. Under the heavy
weight, however, it collapsed, killing eleven
people. One of the caryatids had been shot at
and part had collapsed. The Propylaeca were
in ruins and the whole entrance was walled
in and blocked with fortifications; a so-called
Frankish Tower rose above it on the south-
west corner.

The first excavations on the Acropolis had
already taken place in the spring of 1833.
Pittakis, who as a young boy had gone enthu-
siastically to look for classical ruins, had the
permission of Kapodistrias for a small excava-
tion near the Parthenon. He was lucky enough



to find three well-preserved panels of bas-
reliefs, as well as some inscriptions. While still
in Athens, Klenze organized a solemn inaug-
uration of the official excavation and restora-
tion on the Acropolis in the presence of the
king on 10 September 1834. The entrance
through the Propylaea was opened for the
king to reach the north side of the Parthenon,
where a drum was prepared ready to be raised
into position. Nearby, a well-preserved frieze
was ‘discovered’ under a little layer of earth.
Klenze himself made a speech concluding that
‘traces of a barbaric era, the rubble and
formless ruins, will disappear from here as
well as all over Hellas, and the remains of the
glorious Old Times will arise in new splen-
dour. They will form the most reliable support
for a more glorious present and future’.’’

Klenze used his time in Athens to study the
Parthenon, paying special attention to the
construction methods. He admired the quality
of work, and the extremely fine jointing, and
assumed that the metal cramps had been
intended as protection against earthquakes. He
appreciated the choice of materials from the
point of view of maintenance, and made
favourable comparisons with German cathed-
rals (Cologne, Strasbourg). Before leaving for
Munich, Klenze prepared a programme for the
excavations and some guidelines for restora-
tion works on the site. The main points of
these guidelines were the following:*®

1. Fortifications that had no archaeological,
constructional or picturesque (‘malerisch’)
interest should be removed, but the ori-
ginal ancient ground levels should be
conserved with the terraces, podia and
substructures.

2. Restorations should start with the north
side of the Parthenon, which was most
visible from the town, then continue with
its cella walls and the southern colonnade.
After this could come the Erechtheum and
the Propylaea. He further suggested a
museum to be built at the west side of the
Parthenon.

3. All available original columns should be re-
erected. If one or two drums were missing,
these could be made new of available
marble ‘without pretending to conceal the
restoration’.  Fragments of architraves,
triglyphs, metopes and ledges should be
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placed back in position respecting the
picturesque character of the building. Some
columns could be left out without damage
to the effect of the whole.

4. The remaining sculptures should be de-
posited either in the mosque or in the
Thesion. Other elements of interest, such
as profiles, ornaments and fragments with
painted decoration, should be conserved
and grouped both inside and around the
ruins in order to preserve their picturesque
character. Stones and marbles not included
in these categories should be sold as build-
ing material. The rubble could be taken
down to the Areiospagos and used later to
build the terraces of the royal palace.

In the context of the masterplan of Athens,
Klenze included a recommendation for the
conservation of some picturesque parts of the
‘later additions’ of the Acropolis. Such was the
‘Tower of Acciajuoli’ or a ‘Venetian bastion’
next to the Propylaea. Klenze was also specific
about the conservation of the surroundings of
the Acropolis. He foresaw the preservation of
the ‘old Athens’, i.e., the Plaka. In their first
plans, Schaubert and Kleanthes intended to
integrate it in the new development through
some main streets. Klenze supported this and
reaffirmed that the Acropolis should always
retain its position as the major attraction and
culmination of the city. Klenze lent great im-
portance to the conservation of the picturesque
setting of the ruins; reconstruction was accept-
able so far as they could be done with original
material. Otherwise, restorations should be
limited to the minimum necessary. Any reinteg-
rations should be clearly distinguished from the
original — following the principles already
established in Rome and also defined by
Quatremere de Quincy in his Dictionary of
Architecture a few years earlier, in 1830. There
was little concern for the conservation of ‘non-
classical’ structures, or the study of ‘unimport-
ant’ spoils from the site or from the demolition
of houses; these were thrown down and used
as building material or as filling.

4.4.3 Athena Nike Temple

In January 1835, Ross, Schaubert and Hansen
started the works. The guards were organized,
outsiders were no longer allowed to enter this
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Figure 4.15 The temple of Athena Nike in 1910, showing the terracotta casts of the Elgin Marbles provided by the
British Museum. (Unstitut fiir Denkmalpflege, Berlin)

‘sanctuary’ without Ross’ permission, and
eighty men were working on the demolition
of the Turkish walls and clearing the rubble
from the Parthenon. Demolition was started in
front of the Propylaea, but the Turkish
masonry was very solid and difficult to break.
Later, Ross wrote in his memoirs: ‘We took
down now, to start with, the Byzantine-
Frankish-Turkish walls and fortifications in
front of the Propylaea. Out of this appeared

especially the remains of the demolished little
temple of Nike Apteros, so that we were able
to re-erect it on its ancient site during the next
few months.”® Two walls were found with a
rubble filling between them altogether 7-8 m
thick. The walls were of different dates, the
more recent being built of architectural ele-
ments, ashlar and architraves. The filling
consisted of columns, Ionic capitals, fragments
of friezes, all elements from the Temple of



Nike. The foundations of the temple were

discovered in situ on the southern bastion
consisting of three steps, with the entire base
of the cella wall, two column bases, and a
drum still in place. By July, all fragments were
collected in an area in front of the Propylaea,
where they remained for some months until
reconstruction could start during the spring of
1836 to be completed by May.

The work was done using almost entirely
original elements. Three broken columns were
repaired with blocks of Pentelic marble follow-
ing Klenze’s guidelines. Any necessary new
blocks were not decorated. In the cella walls,
some half-broken marble blocks were replaced
with new ones in ‘Poros-stone’. The temple
was completed to the height of the architrave
on the north and east sides, while on the
south side, part of the cella wall remained
unfinished, and in the south-west corner a
column was left short of the original height
and without a capital.® Together with his
colleagues Ross also undertook the prepara-
tion of a publication on the temple of Nike.
He himself wrote the text; Schaubert and
Hansen were responsible for the drawings.
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Figure 4.16 The temple of
Erechtheum on the Athens
Acropolis in 1910. (Unstitut
Siir Denkmaipflege, Berlin)

This was intended to be the first publication
of a series on the excavations, which should
have been followed by one on paint and
colour in classical architecture, which was
becoming fashionable at the time.

During 1843-44, the Archaeological Society
of Athens decided to finance a second phase
in the reconstruction of the Nike temple in
order to complete the south-west corner. The
cella wall was built to the full height includ-
ing the architrave, the coffered ceiling was
reconstructed, a new capital with a rough
outline was made for the south-west column.
The British Museum sent terracotta copies of
the bas-reliefs removed by Lord Elgin, and
these were placed on the north and west sides
of the temple. A floor of limestone and bricks
was built inside the temple in order to avoid
damage from the penetration of rainwater into
the foundations. The entrance of the temple
was provided with metal gates.

When Pittakis was in charge on the Acro-
polis, he continued the excavations already
started by Ross in the Erechtheum, and did
some restorations at the same time. He fixed
the three standing columns of the west front,
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and he reinforced and repaired two columns
in the north porch. The Swiss sculptor E.
Imhoff restored the second Caryatid from the
east, and the internal caryatid on the east side
was later repaired by his Italian assistant J.
Andreoli. In 1846-7, Alexis Paccard completed
the restoration of the porch; the base and the
architraves were repaired, using new marble,
and shoring the structure in timber, later
changed into iron. A terracotta cast was
provided by the British Museum of the missing
Caryatid. Pittakis respected the original mater-
ial and limited his restoration to what he could
do with the original blocks. He preferred to
use blocks that were not damaged; and only
resorted to fragments in exceptional cases.
Any new elements were always marked and
dated by him. For reinforcement he used
externally visible iron rods or hoops, and
when internal connections were necessary,
this was done with iron cramps. Broken parts
were completed with bricks — as in the cella
wall of the Parthenon, where he also did some
minor works.

Notes

1 Decree, 14 August 1792: ‘L’Assemblée
nationale, considérant que les principes
sacrés de la liberté et de I’égalité ne perme-
ttent point de laisser plus longtemps sous
les yeux du peuple francais les monuments
élevés a 'orgueil, au préjugé et a la tyran-
nie ... Considérant que le bronze de ces
monuments converti en canons servira
utilement a la défense de la patria, décrete
qu’il y a urgence, ... [Art. 1.] Statues, bas-
reliefs, inscriptions et autres monuments en
bronze et en toute autre matiere élevés sur
les places publiques, temples, jardins, parcs
et dependances, maisons nationales, méme
dans celles qui etaitent res. a la jouissance
de roi ... [Art. 3] Les monuments, restes
de la féodalité, de quelque nature qu'ils
soient existant encore dans les temples ou
autres lieux publics, et méme a l'exterieur

des maisons particulieres, seront, sans
aucun délai, détruits a la diligence des
communes.’

2 Decrees re. protection of heritage, e.g.: 7
and 14 November 1789 (‘déposer aux
greffes des sieéges royaux ou des munici-

(@)

palités les plus voisines des états et catalo-
ques des livres, particulierement des manu-
scripts, et de s’en constituer gardiens’), 14
August 1790, 13 and 23 October 1790, 10
June 1793, 27 January 1794.

The original task of the Commission was
to do inventories of statues, paintings,
books, manuscripts; on 18 August 1793,
this task was widened to all objects ‘utiles
a linstruction publique, appartenant a la
Nation’.

The decree of 14 August 1792, Art. 4: ‘La
Commission des monuments est chargée
expressement de veiller a la conservation
des objects qui peuvent intéresser essen-
tiellement les arts, et d’en présenter la liste
au corps legislatif, pour étre statué ainsi
qu’il appartiendra.’

Decree of 24 October 1793: ‘Art.1. Il est
defendu d’enlever, de détruire, mutiler ni
altérer en aucune maniere, sous prétexte
de faire disparaitre les signes de féodalité
ou de royauté dans les bibliotheques, les
collections, cabinets, musées publics ou
particuliers, les livres imprimés ou
manuscrits, les gravures et dessins, les
tableaux, bas-reliefs, statues, médailles,
vases, antiquités . . . qui intéressent les arts,
I'histoire & l'instruction.’

Decree of 24 October 1793.

Instruction sur la maniere d’inventorier et
de conserver, dans toute l'étendue de la
République, tous les objets qui peuvent
servir aux arts, aux sciences, et d
l'enseignement: ‘Le peuple n’oubliera point
que c’est par une instruction solide et vraie
que la raison se fortifie. Déja mise a sa
portée, l'instruction est devenue pour lui le
moyen le plus puissant de régénération et
de gloire, elle a placé dans ses mains un
levier d’'une force immense dont il se sert
pour soulever les nations, pour éblanler les
trbnes et renverser a jamais les monuments
de l'erreur.’

(Instruction) ‘Les objets qui doivent servir
a linstruction, et dont un grand nombre
appartenait aux établissements supprimés,
méritait toute l'attention des vrais amis de
la patrie. On les trouvera dans les biblio-
theques, dans les musées, dans les cabi-
nets, dans les collections ... dans tous les
lieux ol des monuments retracent ce que
furent les hommes et les peuples; partout,
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enfin, ou les lecons du passé, fortement
empreintes, peuvent étre recueillies par
notre siecle, qui saura les transmettre, avec
des pages nouvelles, au souvenir de la
postérité.’

(Instruction): ‘Vous tous qui, par vos vertus
républicaines, etes les vrais appuis de la
liberté naissante, approchez et jouissez;
mais couvrez ce domaine de toute votre
surveillance. L'indifférence ici serait un
crime, parce que vous n’etes que les
dépositaires d'un bien dont la grande
famille a droit de vous demander compte.
Clest dans les maisons lachement abandon-
nées par vos ennemis, que vous trouverez
une partie de cet héritage; faites-le valoir
au profit de la raison, si cruellement
outragée par eux; €loignez-en toutes les
mains suspectes, et que chacun de vous se
conduise comme il était vraiment respon-
sable de ces trésors que la Nation lui
confie.’

‘Rapport de ’Abbé Grégoire sur les inscrip-
tions, 22 Nivose An II' (11 January 1794);
‘Rapport de Grégoire sur la Bibliographie,
portant sur la conservation des manuscrits
et l'organisation des bibliotheques, 22
Germinal An II' (11 April 1794); ‘Rapport
de Grégoire sur “les destructions opérées
par le vandalisme et les moyens de le
réprimer’” 14 Fructidor An II (31 August
1794); ‘Deuxiéme rapport de Grégoire sur
le vandalisme, 8 Brumaire An II' (24
October 1794); ‘Troisieme rapport de
Grégoire sur le vandalisme, 24 Frimaire An
I’ (14 December 1794).

Abbé Grégoire: Rapport sur vandalisme,
31.8.1794. ‘Les barbares et les esclaves
détestent les sciences et détruisent les
monuments des arts; les hommes libres les
aiment et les conservent.’

Abbé Grégoire: Rapport sur les inscriptions,
11 January 1794:9: ‘Les monuments antiques
sont des médailles sous une autre forme, ils
doivent étre conservés dans leur totalité; et
quel est '’homme sensé qui ne frémit pas a
la seule idée de voir porter le marteau sur
les antiquités d’Orange ou de Nimes? Quant
a ceux du moyen 4ge et des temps
modernes, dont les inscriptions ne présen-
tent rien de contraire aux principes de
légalite et de la liberté, ils doivent étre
également conservés; ils suppléent souvent

13

14

15

16
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aux archives par les faits dont ils sont
dépositaires; ils fixent les époques de I'his-
toire: les détruire serait une perte; les
traduire serait une espeéce d’anachronisme;
ce serait les dénaturer sans utilité comme
sans motif, et vous réprimerez sans donte la
barbarie contre-révolutionnaire qui voudrait
nous appauvrir en nous déshonorant.’

On the basis of the reports of Grégoire, the
Comite d’instruction publique proposed the
following decree: ‘Art. 1. Les bibliotheques
et tous les autres monuments de sciences et
d’arts appartenant a la Nation, sont recom-
mandés a la surveillance de tous les bons
citoyens; ils sont invités a dénoncer aux
autorités constituées les provocateurs et les
auteurs de dilapidations et dégradations de
ces bibliothéques et monuments. Art. 2.
Ceux qui seront convaincus d’avoir, par
malveillance, détruits ou degradé des monu-
ments de sciences et darts, subiront la
peine de deux années de détention, confor-
mément au decret du 13 avril 1793 .. ..
Quatremere, 1989:205: ‘Qu’est-ce  que
I'antique a2 Rome, sinon un grand livre dont
le temps a détruit ou dispersé les pages, et
dont les recherches modernes remplissent
chaque jour les vides, et réparent les
lacunes?”’

Quatremere, 1989:207: ‘Le véritable mu-
séum de Rome, celui dont je parle, se com-
pose, il est vrai, de statues, de colosses, de
temples, d’obélisques, de colonnes triom-
phales, de thérmes, de cirques, d’amphi-
théatres, d’arcs de triomphe, de tombeaux,
de stucs, de fresques, de bas-reliefs,
d’inscriptions, de fragmens, d’ornemens, de
matériaux de construction, de meubles,
d’utensiles, etc. etc.; mais il ne se compose
pas moins des lieux, des sites, des mon-
tagnes, des carrieres, des contes antiques,
des positions respectives des villes ruinées,
des rapports géographiques, des relations
de tous les objets entre eux, des souvenirs,
des traditions locales, des usages encore
existants, des paralléles et des rap-
prochemens qui ne peuvent se faire que
dans le pays méme.’

Edict, 1 October 1802: ‘Questi preziosi
avanzi della culta Antichita forniscono alla
Citta di Roma un ornamento, che la dis-
tingue tra tutte le altre piu insigni Citta
dell’Europa; somministrano i Soggetti li piu
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importanti alle meditazioni degli Eruditi, ed
i modelli, e gli esemplari i pit pregiati agli
Artisti, per sollevare li loro ingegni alle
idee del bello, e del sublime; chiamano a
questa Citta il concorso dei Forastieri,
attratti dal piacere di osservare queste
singolari Raritd; alimentano una grande
quantita d’Individui impiegati nell’esercizio
delle Belle Arti; e finalmente nelle nuove
produzioni, che sortono dalle loro mani,
animano un ramo di commercio, e d’indus-
tria pit d’ogni altro utile al Pubblico, ed
allo Stato, perché interamente attivo, e di
semplice produzione, come quello che
tutto ¢ dovuto alla mano, ed all'ingengo
dell'Uomo’ (Emiliani, 1978).

D’Este, 1864:20: ‘Una cosa ¢ il copiare che
trascina  servilemente all’arte sopprime
e raffedda il genio; e un’altra € consultare
i capi d'opera dell’arte per studio, con-
frontandoli con la natura, per quindi
rilevarne i pregi, e servirsene all'uso pro-
prio, e formarne poi un tutto che servir
possa al soggetto che si vuole esprimere,
come hanno praticato i Greci, scegliendo
dalla natura il piu bello; cosi son venuti a
noi quei capolavori, i quali, niuno per tanti
secoli ha mai osato di detronizzare dal
posto sublime nel quale erano collocati e
servono di esimplare a tutti ... Chi copia
anche con sommo magistero, sempre
copista resta, e chi copia non & copiato,
poiché le copie sono per lo piu atte ad
eseguirsi da quelli cui natura ha negato il
genio dell’originalita Consultare i
capolavori, & una cosa, copiare & un’altra.’
Missirini, 1825:374: ‘L'opera di Fidia sono
una vera carne, cioé la bella natura, come
lo sono le altre esinnie sculture antiche . . .’
Letter of Canova, 23 June 1803 (Arch. S.,
Rome, Cam. II, A.&B.A., b6:192): ‘Intanto si
lusinga, che ella [Camporesi] col suo zelo,
e premura proggetti tanto a Lei cari, si
prendera tutto il pensiero, perché questo
monumento non abbia a suffrire la piu
piccola lesione . ..

Stern to Camerlengo, 18 November 1806
(Arch. S., Rome: Cam. II, A.&B.A, b7:207):
‘Loggetto della mia deputazione fu per
l'appunto quello di ripararne, e conser-
varne qualunque benché minima parte.’
Palazzi, Camporesi and Stern to Camerale,
10 November 1806 (idem): ‘La peregina
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sconsideratezza, che ha dettato questo
Progetto sal Muratore che al Valente
Arch’to, puol’ essere perdonabile, e degna
piuttosto di commiserazione; ma Il'impu-
denza di presentare al Sovrano un Piano
Sagrilego a questo segno, era incognita
anche a tempi de’ Vandali, e de’ Goti,
giacché allora ¢ vero che si eseguivano
Piani consimili, ma non si cercava di garan-
tire la devastazione con l'approvazione, e
con i Denari del Governo. ... oggetti per
cui tutti Popoli del Mondo vengono ad
ammirare, e quind’ invidiarci. E’ poi ben
chiaro, che se si fosse vouta eseguire tale
operazione vandalica, si sarebbe abbando-
nata quella parte minacciante alla sua
naturale rovina previa le debite cautele, nel
qual case almeno saremmo accusati per
mancanza di mezzi, ma mai per distruttori,
per Barbari.’

Stern to Lante (Arch. S., Rome: Cam. II,
A&B.A, b7:207): ‘e mentre la imponente
opera antica, assolutamente la pit grande
che si conosca, ci assicura del Lustro e della
Dottrina di quei secoli, la sua moderna
conservazione eseguita nelle presenti
circostanze, € un’attesto certo, ed inalter-
abile della venerazione e del pregio in cui
sono attualmente le reliquie preziose delle
Arti Belle; felice impresa che ci avvicina il
pit possibile ai nostri grandi antenati, ed
insegnera ai posteri che il Vuoto di grandi
opere, che rinverranno nella nostra Epoca,
devono rimproverarlo alla sola deficienza di
mezzi che ce ne impedisce 'esecuzione.’
This legislation caused an outcry for their
re-opening and, during the autumn of
1810, the Commission for Embellishments
employed architects to survey and report
on the repair and annual maintenance of
churches of special historic and artistic
merit. One hundred and thirty-five chur-
ches were declared worth conserving at
public expense, including the basilicas of
St Peter’s, Sant'Ignazio, and S. Eustachio.
Daru to Canova, 29 May 1811: Proposal to
demolish the bell towers of the Pantheon
(Acc. S. Luca Vol.169, 112); on 2 June 1811,
the Academy of San Luca voted for the
demolition (Acc. S. Luca, Reg. 56; Vol.169,
117).

Gisors to Daru, 26 August 1813: Je pense
donc qu’au lieu de contreventer, d’étayer,
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de contreficher, d’emmailloter, si je peux
ainsi m’exprimer, toutes les parties chance-
lantes des monuments et édifices dont je
vous occupe, on devrait reconstruire au
moins les masses de ces parties dans leurs
formes et leurs proportions, soit en pierre,
soit en brique, mais de maniére a ce que
ces constructions représentassent exacte-
ment les lignes de ces parties auxquelles
elles devraient suppléer’ (Coulon, 1904:2fD).
Canova attempted to have the ‘bouquet’
sent back to TItaly; in 1805, he visited
Napoleon, who was proud of his collec-
tion: ‘Napoleon “Questo ¢ il vostro
centro; qui sono tutti i capi d’arte antichi;
non manca che I'Ercole Farnese, ma
avremo anche questo.” Canova “Lasci
Vostra Maesta, risposi, lasci almeno qualche
cosa all'Ttalia. Questi monumenti antichi
formano catene e collezioni con infiniti altri
che non si possono trasportare né da
Roma, né da Napoli” (Missirini, 1825:284).
Conseil des batiments, Paris, 14 August
1813, Archives Nationales, Paris, F13,
1648a: ‘Il résulterait de cette opération que
sans avoir dépensé beaucoup plus que
pour des constructions auxiliaires informeés,
on aurait consolidé cet interessant monu-
ment et 'on aurait rétabli ses principales
parties, qui pour n’étre qu'en masse, ne
demandent pas moins une idée éxacte de
ses dimensions et proportions.’

Pacca to Camerlengo, 5 November 1821
(Arch. S., Rome: Cam. I, iv, b 40): ‘. ..
invece di far ciocché poteva servire alla
conservazione del monumento si era intra-
preso il lavoro di scomporto quasi, e di
ricomporlo di nuovo; Che cio triplicava la
spesa, Che si poteva allor dire I'Arco di
Pio, e non di Tito, e che intanto quel
lavoro aveva cagionati dei danni ai bassi
rilievi rompendo varie cose.’

Shelley to Thomas Love Peacock, 1818, in
The Colosseum, 120.

Valadier, 1833:15: ‘... imitando l'antico in
ogni piccola parte, meno che il Monu-
mento € tutto di travertino, ed il nuovo
lavoro, per procurare la possibile econo-
mia, ha di travertino soltanto la meta
dell’altezza de’primi piloni, le imposte degli
archi, le basi delle colonne e rispettivi
capitelli, e l'ultima membratura dei corni-
cioni, perché siano piu stabili. Tutto il resto
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& di mattoni, con i quali si sono fedelmente
imitate le antiche scorniciature, ed aven-
dovi dato una patina a fresco generale,
imitando Tlantico, sembra di travertino
intieramente.’

One and a half centuries later the restored
parts were removed from the statues.
Quatremere, 1832: ‘Restauration’: ‘on ne
doit restaurer ce qui existe de leurs débris
que dans la vue d’en conserver ce qui est
susceptible d’offrir 4 l'art des modeéles ou
a la science de lantiquité des autorités
précieuses . .. s'il est question d'un édifice
composé de colonnes, avec des entable-
ments ornés de frises, soit sculptées en
rinceaux, soit remplies d’autres figures,
avec des profils taillés et découpés par le
ciseau antique, il devra suffire de rapporter
en bloc les parties qui manquent, il faudra
laisser dans la masse leurs détails, de
maniere que le spectateur ne pourra se
tromper sur l'ouvrage antique et sur celui
que l'on aura rapporté uniquement pour
compléter 'ensemble.’

Conseil des Batiments, 1807: ‘... tenir du
caractere des constructions romaines et ne
rien changer dans I'état de ruines ou le tout
se trouve, et se borner a le soutenir pour
longtemps’ (Bonnel, 1957:113f).

Decree of Louis X, Grand Duke of Hesse-
Darmstadt, 22 January 1818 (Moller, n.d.;
Harvey, 1972:208f).

von Klenze, one of the principal architects
of German Classicism, built the Walhalla
near Regensburg in the form of a classical
temple as a monument for the unification
of the German people. He was active
abroad also, and had studied the Greek
temples in Sicily. In Berlin, he studied
together with Schinkel under David and
Friedrich Gilly, and Aloys Hirt; and was
honorary member of many archaeological
societies.

These included the work of Th. Ballu on
the FErechtheum in 18445, of Alexis
Paccard on the Parthenon in 1845-6, of P.
Titeux and L. Chaudet on the Propylaea in
1846, of J. Tetaz on the Erechtheum in
1847-8, and of P. Desbuisson on the
Propylaea in 1848.

von Klenze, 1838:380f: ‘Die Spuren einer
barbarischen Zeit, Schutt und formlosen
Trimmer werden, wie Uberall in Hellas,
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auch hier verschwinden, und die Ueber-
reste der glorreichen Vorzeit werden als
die sichersten Stitzpunkte einer glorre-
ichen Gegenwart und Zukunft zu neuem
Glanze erstehen.’

The guidelines were written on 18
September 1834 (von Klenze, 1838:392ff):
‘Alle zur wirklichen Restauration nothigen
und noch tauglichen Stiicke wirden bei
der Ausgrabung so viel wie moglich sogle-
ich an den Ort oder demselben so nahe
wie moglich gebracht, wo sie aufgestellt
und verwendet werden sollen. Alle Stiicke,
welche zu diesem Zwecke nicht mehr
dienlich sind, miBten, wenn sie durch
Erhaltung architektonisher Formen, Profile,
Gesimse, Ornamente plastischer Arbeiten
oder Malereien noch einiges Interesse
gewihren, ebenfalls aufbewahrt und auf
zweckmiBlige und malerische Art in und
um die Ruine gruppirt und aufbewahrt
werden, damit diese den ihr von der Zeit
aufgedrickten und unvermeidlichen Char-
akter einer malerischen Ruine nicht
verliere. Alle Stein- und Marmorstiicke,
welche auer diesen drei Kategorien fallen,
wirden von der Burg hinab und dahin
geschafft, woselbst man sie als Baumaterial
am vortheilhaftesten verwenden konnte,
oder sie wirden an die Meistbietenden
verkauft. Der eigentliche Schutt konnte,
wie ich glaube, am vortheilhaftesten iber
die Mauern oder Felsenwinde gegen den
Areiospagos hinabgeworfen und von dort
auf Wagen zum Anfillen der Schloss-
terrassen geschafft werden, wodurch ein
doppelter Zweck mit einfachen Kosten
erreicht wirde . .. Die Restauration wiirde
in der Art stattfinden, dafs man flirs erste
alle Siulentambours verwendet, um die
Siaulen des Pribolos der Nordseite des
Tempels ganz aufzustellen, da diese von
der Stadt und dem Schlosse, also von den
Hauptseiten aus, gesehen wird. Sollte, um
eine Sidule ganz aufstellen zu kodnnen, ein
oder zwei Stiicke fehlen, so wiirden diese
aus dem vorhandenen Marmor neu
gemacht, jedoch ohne diese Restauration
gerade mit Affektation verstecken und
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unkenntlich machen zu wollen. Was von
erhaltenen Architrav-, Triglyphen-, Meto-
pen- und Gesimmstiicken gefunden wird,
muBte, so viel es moglich ist, auf mal-
erische dem Charakter der Ruine ent-
sprechende Weise wieder auf die Sdulen
aufgestellt, und so um den ganzen Bau
fortgefahren werden, indem man ebenfalls
die Cellamauern, so weit es die vorhande-
nen Stiicke gestatten, wieder aufrichtete.
An der Sudseite werden wahrscheinlich
einige Siulen fehlen, und ohne Schaden
fur die Wirkung des Ganzen hinwegge-
lassen werden konnen; tibrigens ist sie wie
die Nordseite zu behandeln. Die an der
Westseite zwischen den Anten und Anten-
siulen eingebaute Wendeltreppe mufd
entfernt werden, und kann, da es wiin-
schenswert ist, auf die Hohe des Tempels
gelangen zu konnen, durch ein leichtes
Treppchen im Innern der Cella ersetzt
werden.’

Ross, 1863:82: ‘Wir brachen nun zunichst
die byzantinisch frinkisch-tiirkischen Mauern
und Befestigungen vor den Propylien ab,
aus denen vor allem die Ueberreste des
abgebrochenen kleinen Tempels der Nike
Apteros hervorgingen, sodass wir diesen
schon in den folgenden Monaten auf seiner
alten Stelle wieder aufrichten konnten.
Auch liess ich die Moschee im Parthenon
sobald wie moglich abbrechen, um diesen
Zaukapfel aus dem Wege zu rdumen und
eine neue Casernirung von Soldaten auf
der Akropolis unmoglich zu machen.’

In the same period, the demolitions were
completed in the Propylaea except for the
Tower of Acciajuolo, which remained
standing until, after some discussion, it was
demolished in 1874 financed by Heinrich
Schliemann.

Several studies were undertaken on
polychromy by French, English and
German architects, including Gottfried
Semper (Protzmann, 1979:101ff). Poly-
chromy was already studied in Sicily, in
1822-24, by Jakob Ignaz Hittorff (1792-
1867), who published Larchitecture poly-
chrome chez les Grecs (1830).
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The age of Romanticism

While the French Revolution marked the pro-
clamation of reason in its ultimate expression,
it also exacerbated a powerful revolt against
the dominating issues in the Age of Reason,
absolutism, order and discipline. This new
movement, Romanticism, had antecedents in
the back-to-nature philosophy of Rousseau,
and was seen in the search for freedom,
individuality, expression and creativity in liter-
ature, arts and religion. It was felt in the
various revivals, and promoted the shift from
mimetic to expressive art; it was seen in the
nostalgic wish to re-live the past as present,
and produced residences and castles as a
concrete expression of this wish. The age of
Romanticism became a key moment in the
development of the new approach to the
conservation and restoration of historic objects
and places.

In the past, changes to mediaeval buildings
were generally made in the manner of the day;
churches could be provided with additions in
baroque or neo-classical form, or could be
entirely redesigned to meet the current
fashion. There were, however, cases of contin-
uation in the original style, as well as cases
where the architect respected the aesthetic
integrity of the building, as did Alberti or
Wren. The modern historical consciousness
provided a new approach founded on a
respect for the original style — not any more
for purely aesthetic reasons, but due to the
building’s significance as a representation of
achievements in the nation’s history — as in
Germany and France — or for religious reasons
as in England. Historic buildings, such as the
castle of Marienburg and the cathedrals of
Cologne and Magdeburg, were thus conceived
of as ‘national monuments’, and restored in
order to transmit a particular message. The

practice of such restorations was in the hands
of architects and builders who had been
trained in the spirit of Classicism. Architecture
was still thought of as an imitative art, but the
earlier idea of mimesis was replaced by the
concept of style, seen as independent from the
object. Thus it provided a set of references for
the builder to choose from according to an
inherent logic, and to apply to different types
of buildings according to functional require-
ments. As a result, restoration of a historic
building came to be seen as a scientific activity
that aimed at stylistic unity as an illustration of
an ideal.!

5.1 Gothic revival and remodelling of
cathedrals in England

During the Age of Reason, the main focus was
on the development of sciences and techno-
logy, while religion attracted less attention.
England had strong connections with the
sources of Classicism; artists and architects
experienced it at first hand in ‘grand tours’
to the Mediterranean; educated gentlemen
acquired collections of classical antiquities and
other works of art. Gothic churches remained,
for a long time, a symbol of popery which was
looked upon with a certain suspicion. Gothic,
however, was never really extinct in the
country.” Even some of the principal architects
of Classicism such as Sir Christopher Wren,
although critical, nevertheless appreciated the
workmanship of mediaeval builders; his re-
pairs to Salisbury Cathedral and the western
towers of Westminster Abbey designed to-
gether with Hawksmoor, were conceived in
harmony with the architectural whole. The
appreciation of Gothic can be perceived

101
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particularly by various writers and poets. The
magnificence of the great cathedrals of York,
Salisbury and Durham was thus recognized in
the midst of full Classicism, and the mysteri-
ous atmosphere of modest mediaeval cloisters
appealed to sensitive poets such as John
Milton who wrote in ‘Il Penseroso (c. 1631):

But let my due feet never fail

To walk the studious Cloysters pale,
And love the high embowed Roof,
With antick Pillars massy proof,
And storied Windows richly dight,
Casting a dim religious light.

Gradually, through literature, the rococo caprices
and a new consciousness of history, the
fashion in classical landscape ideals turned
into a pre-Romantic awe, wonder and respect
for picturesque mediaeval ruins and buildings.
In 1750, Horace Walpole (1717-97) initiated a
series of alterations in Gothic style in his
country house, Strawberry Hill, near Twicken-
ham, contributing to the growth of the taste
for Gothic in the full rococo period.®> This also
inspired him to write The Castle of Otranto
(1765) and to set a fashion for Gothic horror
novels. As a result of the new trend, Robert
Adam, George Dance Junior, Robert Smirke,
John Nash and James Wyatt were commis-
sioned by their patrons to design mansions
and villas, and to remodel residences in the
revived Gothic style, although, in reality, such
stylistic elements were more for the purpose
of a scenic effect.

5.1.1 James Essex

The later features in Walpole’s country house
were designed by James Essex (1722-84),
son of a Cambridge carpenter, known as the
‘Gothic architect’, and considered the first prac-
tising architect to take an antiquarian interest
in mediaeval architecture. As early as 1756, he
made proposals for publishing measured
drawings of King’s College Chapel; he wrote
several pioneering papers on Gothic architec-
ture, and was elected a Fellow of the Society
of Antiquaries in 1772. He repaired and
restored numerous buildings at Cambridge
University, and carried out extensive repairs at
Ely and Lincoln Cathedrals, as well as report-
ing or working on other buildings. He appre-

ciated Gothic on both aesthetic and structural
grounds. In 1775, for example, having sur-
veyed the western screen wall at Lincoln
Cathedral, he was critical about later changes,
and suggested restoring it to the state the
builders had intended.

While Essex was an exception to the general
rule, mediaeval buildings were normally
treated by architects who had received classi-
cal training, and who appreciated uniformity
and the principle of ‘beautiful simplicity’,
ignoring the real character of Gothic or
Norman buildings. In 1782, this principle was
defined as follows: ‘The true simplicity in
building arises from a subsidiary combination
of parts to form an even and equal whole: So
that the rays of vision must never be embar-
rassed, nor the constructive parts recede from
uniform regularity’” (D’Moundt, 1782:480). This
approach was accepted by many Deans and
Chapters, and consequently the interiors of
cathedrals were transformed by removing
obstacles in order to allow an uninterrupted
perspective. Since the first construction of
these large buildings, and as a result of various
requirements over the centuries, the interiors
were often additionally divided into spaces
with practical functions for the community. In
the ‘purification’ following the classical fashion
the divisions were removed. At the same time,
organ cases and altars were rearranged and
the exteriors of the buildings were remodelled
so as to respect the symmetry required by the
taste of the time.

5.1.2 Durham Cathedral

The case of Durham can be taken as an
example of what happened with large reli-
gious buildings in England. Durham Cathedral
was built in 1093-1133 by the Normans who
wanted to establish and reinforce their
position in the country. The building was
placed on the edge of a high plateau over-
looking the River Wear which curved around
it on three sides, forming a sort of peninsula.
On the south side were the monastic build-
ings, and to the north the castle, forming an
impressive ensemble for the little town. The
cathedral was built in stone with boldly carved
heavy round pillars, and the first high rib
vaults in Europe. Its total length of 123 m
extended from the twelfth-century Galilee
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Figure 5.1 View of
Durham Cathedral
with additions in
pencil by Thos.
Wright for the
design of new
pinnacles — similar
to those in York
Minster. (The Dean
and Chapter of
Durham)

.‘ AVIEWN OF THE CATHEDRAL

Chapel in the west to the thirteenth-century
Chapel of Nine Altars at the rear of the choir
in the east. Over the crossing was a central
tower, and, at the west end, two towers,
which lost their spires in the seventeenth
century.

After the dissolution of monasteries in 1536
and through the iconoclasm in the seventeenth
century, Durham also suffered serious damage,
and in the eighteenth century it was again in
need of repair. In 1777, a report was prepared
for this purpose by a local architect, John
Wooler, who was contracted to supervise the
works. The necessary drawings were prepared
by Wooler’s assistant, George Nicholson,
who acted as the clerk of works. The stone-
work and the roofs were reported to be in a
poor state; there were cracks in the vaults; the
central tower and the turrets of the Chapel of
Nine Altars were decayed; there was no rain-
water disposal system; the windows were
badly rotted; the north porch was moving
away from the wall, and there were minor
problems in the foundations of the Galilee
Chapel. The aim of the repairs was to restore
the whole to ‘as complete a State of Repair as
the Structure itself may require, and the Nature
of the Stone Materials wherewith it is built will
allow of;* in addition, some ornaments were
suggested to ‘beautify’ the building.

CHURCH IN DURHAM
T .

The ashlar of the exterior was badly weath-
ered and many stone blocks were completely
worn out; in order to avoid water penetration
and to bring the wall to a tolerably even
surface, Wooler proposed to chip off the
stones to the depth of 2 to 3 inches, to replace
the perished stones, and to fill up the joints
and cavities with mortar and flint chips. This
also meant renewal of any decorations and
carved window frames. The cracks in the nave
vault were to be kept under observation, and
the defects in the Galilee Chapel repaired. The
rebuilding of the turrets of the Chapel of Nine
Altars was considered essential for the sake of
uniformity, and, as part of the ‘beautification’,
the plan was to ‘relieve the too Massy
Appearance of the whole Structure’ by adding
stone pinnacles on the western towers and on
the central tower. The pinnacles, resembling
those at York Minster, seem to originate from
sketches by Thomas Wright (1711-86), a local
teacher of mathematics, navigation and astron-
omy,” who also suggested spires to decorate
the north transept and the Chapel of Nine
Altars. The works started in 1779, and the
pinnacles on the western towers were
completed by 1797.

The changes were not approved by all,
however. In 1787, W. Hutchinson published
Nicholson’s drawing in his History of Durbam,
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and strongly criticized the loss of the ‘ancient
appearance’ of the cathedral. He was particu-
larly concerned about the loss of some old
figures, cut in relief, which were ‘expressive
of the age of the building’, and gave an
example of the state of the art in that era.
While he considered the new figures fine in
themselves, he was afraid that in the future
they would betray the spectator into an error,
making him believe that this part of the struc-
ture had been erected, or at least rebuilt, much
earlier (Hutchinson, 1787:226).

5.1.3 James Wyatt

James Wyatt (1746-1813), the most fashion-
able country-house architect in England after
the Adam brothers, had succeeded Henry
Keene (1726-76) at Oxford and at Westminster
Abbey. He worked on the survey and im-
provements on the cathedrals of Salisbury in
1787-92, Lichfield in 1787-95 and, in 1788,
Hereford where the west tower had collapsed
two years earlier. Apart from structural and
functional improvements, Wyatt and the Dean
and Chapter generally aimed at the unification
of the whole internal space by removing any
hindering obstacles, and tending to move
towards the (liturgical) east; as a result,

screens and fonts were removed, chapels were
opened, and main altars were placed at the

far end of the building. At Hereford, the nave
was shortened by one bay, and the west front
rebuilt without a tower. Wyatt, however, was
not ignorant of Gothic forms; he worked for
Walpole at Strawberry Hill, and used the
Gothic style in his projects, such as Fonthill
Abbey for William Beckford (1796-1807) and
Ashridge Park for the Earl of Bridgewater
(1808-13).°

In 1791, the bishop of Salisbury, Shute
Barrington, had been appointed to Durham,
and three years later, the former bishop of
Lichfield and Coventry, James Earl Cornwallis,
was elected dean. They were both keen on
inviting Wyatt to Durham, not only to survey
the cathedral, but also to repair and improve
the bishop’s residences at Bishop Auckland
and Durham Castle. The invitation was con-
firmed at the end of 1794, and in September
1795 Wyatt presented his plans for the pro-
posed repairs and alterations. There were two
main objectives in these plans: first, to im-
prove the building architecturally and to make
it stylistically more coherent, and secondly, to
make some functional improvements accord-
ing to the wishes of the Dean and Chapter.

The changes included the following: the
Galilee Chapel was to be demolished and the
main entrance reopened from the west; the
recently renewed north porch was to be
demolished; a new design was proposed for

Figure 5.2 A north-west
view of Durham
Cathedral showing ‘the
intended Lanthern and
Spire’ designed by James
Wyatt in 1795. (The Dean
and Chapter of Durham)
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the east elevation still under repair by
Nicholson, and a tall spire was to be built over
the central tower. Inside the cathedral all parti-
tion walls were to be abolished, and the
whole interior was to provide an uninterrupted
view from the west right through to the east
end. This meant removing the tomb of St
Cuthbert from the Galilee Chapel, the fine
Neville Screen, the high altar and all seven-
teenth-century furniture, the font, the stalls and
the organ case. A new main altar was pro-
posed in the centre of the Chapel of Nine
Altars, and a new pulpit and throne were
planned for the choir. The seventeenth-century
organ, which screened the choir from the
nave, was to be replaced by a new and lighter
structure with elements from the old organ
and the dismantled Neville Screen. The chap-
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Figure 5.3 Ground plan of
Durham Cathedral with the
proposed transformations, including
the removal of the Galilee Chapel,
and the opening of the west
entrance. (The Dean and Chapter
of Durham)

ter house was to be shortened by half, and
rebuilt with a new circular apse.

After the presentation of the plans, Wyatt
mentions only one visit to the site. The practi-
cal execution was given to a local architect,
William Morpeth, who was responsible for
all the rest and continued to work on the site
until 1824. The northern turrets and lower part
of the elevation of the Chapel of Nine Altars
were already completed, and the stained glass
had been stored away. The upper part of the
elevation and the southern turrets were rebuilt
according to the Wyatt plans. The chapter
house had been partly rebuilt according to a
plan by Morpeth in a square form — not with
an apse as Wyatt had proposed. In 1796, it
was agreed to remove various functions from
the cathedral in order to be able to go ahead
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with the proposed demolition in the interior
of the church and the Galilee Chapel. In 1797,
the chapter resolved that, once the east end
was finished, Morpeth should undertake the
complete repair of the church roof; old lead
was to be sold and the roof covered with slate
according to Wyatt’s plan. Works continued
for the completion of the pinnacles and turrets
of the western towers according to the plans
of Wright-Wooler, as well as for the chiselling
of the external surfaces of the north, west and
east elevations of the cathedral; the cloister
was treated similarly.

5.2 Antiquarian debate about
restoration principles

The repairs and beautifications aimed at
uniformity, order and symmetry, but ignored
the age value of the historic cathedrals. The
changes that Wyatt made to Salisbury Cath-
edral were the first to prompt a debate about
conservation principles. There were those who
defended his plans and were pleased that the
buildings were finally repaired and put in
order after decades of neglect and misuse. The
chapels were thought to have lost their
pristine elegance long ago, and the painted
decorations were seen to represent ‘uncouth,
disproportioned figures, the offspring of some
humble brute, probably in the reign of Edw.
IV or Henry VII, which have been the constant
laughing stock of every intelligent observer’
(Gentleman’s Magazine [GM], 1789:1065).
Effacing the paintings and covering them with
a wash would give harmony, propriety and
effect to the columns, arches and ceiling.
There were others, however, who regretted
the loss of ancient monuments, and who were
critical about the renewal works. These critics
included Richard Gough, the President of the
Society of Antiquaries, who appreciated Gothic
architecture, and found Salisbury Cathedral to
be of ‘the boldest and lightest style, the design
uniform and elegant, the execution equal to
its situation, and the lofty spire the wonder of
the kingdom’ (‘R. G GM, 1789:873), an en-
semble perfect of its kind with few rivals for
its fine monuments. Another critic addressed a
letter to Mr Urban, the editor of The Gentle-
man’s Magazine, complaining about the
destruction of old furnishings: ‘T am a very old

man; I have seen many strange things come
to pass; but I little thought I should ever read
in Your valuable Magazine, that the beauty of
the nave (of the church, Mr Urban) was totally
destroyed by being crowded with pews’ (G.M.
Feb. 1796:98). In 1798, John Milner pub-
lished his Dissertation on the Modern Style of
Altering Ancient Cathedrals as Exemplified in
the Cathedral of Salisbury, where he attacked
Wyatt for the destruction of tombs and
chapels, as well as the tendency to reduce the
original spatial character and design of such
buildings into modern uniformity.

5.2.1 John Carter

The news of the proposed alterations to
Durham Cathedral spread soon after Wyatt had
presented his plans in September 1795. Already
in October, ‘Viator’ wrote in the Gentleman’s
Magazine wondering that after all that had
been said about Salisbury, Durham should also
now be a target for destruction. On 26
November 1795, John Carter (1748-1817)
presented at the Society of Antiquaries a set
of still unfinished measured drawings of
Durham Cathedral, commissioned by the
Society the previous summer. He was intro-
duced by the chairman, Sir Henry Englefield
Bt.,, who informed the members about the
works initiated at Durham under the direction
of James Wyatt, the highly respected architect
of the Pantheon. Not wanting to blame Wyatt
personally, Englefield still doubted whether he
had really understood the spirit of mediaeval
architecture. Sir Henry emphasized the grand
and picturesque effect of the irregular intricacy
of the mediaeval plan, though often the effect
of chance, and regretted the ‘trim neatness’
and strict symmetry resulting from modern
work, not to speak about the destruction of
ancient works of art, and continued:

When I hear that a gravel walk is to be substi-
tuted for the Galilee, when I know that the areas
round other Cathedrals have been reduced to
the same insipid state of trim neatness, a sort of
ludicrous Indignation fills my mind, and I should
not wonder if T saw the Knights, recumbent on
the Tombs within, dressed out in silk stockings
and neat Buckles. Surely the turf ‘heaving in
many a mould’ring heap’, Nay even the Thistles
and Nettles, that flourish with melancholy Lux-
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Figure 5.4 Durham Cathedral, measured drawing of the west elevation by John Carter, dated 1801. Instead of
simply drawing the actual situation, he attempted a partial reconstruction. (The Dean and Chapter of Durham)

uriance amongst the ashes of past Generations,
accord better with the grey walls of the stately
Pile, which rises amidst them, than this poor
shaven substitute, which gives no Idea beyond
a Tea Garden and Bowling Green. (S.A.L., 1793~
1796:xxv,486)

Carter emphasized the ‘pleasing Diversity of
Forms’, the ‘uncommon and striking Effect’ of
the west front, and the great central tower ‘in
all the magnificence of ancient splendour’. He
pointed out the singularity of the design of
the Galilee, and noticed ‘the unusual Effect of
the Light and Shade’. The visual effect,
picturesqueness and sublimity seemed to him
perhaps even more important than the histor-
ical value. He objected to the alterations that
had already taken place so much that he
refused to draw them; instead he made use of
old prints and drawings for a reconstruction
drawing of the building as it would have been
prior to the start of the works. He referred to

Hutchinson’s History of Durbam and showed
the building slightly idealized with neat battle-
ments on the western towers. Carter tried to
convince the authorities to adopt a more sensi-
tive treatment, and probably succeeded in
part: the Galilee Chapel was again repaired,
and the interior was not unified as yet. When
Wyatt was proposed to be elected to the
Society of Antiquaries he was black-balled in
the first election; in the second balloting in
1797, however, he was elected with a great
majority. As a consequence, Gough resigned
from the Society’s presidency, and Carter was
forbidden to present more drawings to the
Society without special invitation.

Carter had already been employed by the
Society of Antiquaries to prepare measured
drawings of historic buildings since 1792. He
thus worked on St Stephen’s Chapel at West-
minster, the cathedrals of Exeter and Durham,
and the abbey church of Bath; these records
were later published. In addition, he published
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several volumes on English mediaeval art and
architecture, but his best known literary work
is probably the series of 212 articles, ‘Pursuits
of Architectural Innovation’, that he published
under the pseudonym ‘An Architect’ in 7The
Gentleman’s Magazine from 1798 till his
death. The ‘Pursuits’ were first intended as a
critical survey of the restoration of mediaeval
buildings, but gradually this developed into a
history of English architecture. It had the subti-
tle: ‘Progress of Architecture in England’, and
covered the subject from the early times till
the reign of Queen Anne. He travelled exten-
sively to various parts of the country, and
usually described one building in each article;
more important ones, such as some cathedrals,
Westminster Abbey and Windsor Castle,
needed several. He seldom gave praise,
though it happened sometimes — as was the
case even at Salisbury, where he thought the
cloisters to be ‘in good hands’. However, he
did not spare criticism either, and concluded
his article on Salisbury:

Before I quit this cathedral, let me once more
shed a tear in pity for the innovated and
modernised architectural state of the service part
of the arrangement, and sepulchral relicks
remaining therein; where new-fangled decora-
tions have been set up, utterly irrelevant to the
style of the fabrick, without order or propriety;
where monuments have been either destroyed,
removed, or their particular parts huddled
together, to the confusion of Architectural design
and historical evidence. (GM, 1810:511)

Carter’s vocabulary contained such concepts
as: alteration, beautifying, damage, destruction,
improvement, innovation, repairing, and res-
toration, which all, in the end, meant different
degrees of negative or destructive treatment of
historic buildings. ‘Beautifying’ was ‘white-
washing the interiors of our antient churches,
new-glazing the windows knocking out
their mullions and tracery altogether; filling up
the aisles and body of the churches with pews
... (GM, 1802:1118). ‘Alteration’ was under-
stood as:

removing the tombs and monuments of Founders
and Patrons from their original and appropriate
situations at the East ends to the West ends of
such holy fabricks; driving out the choirs (first

taking down the altar-screens) into the Lady-
Chapel ... reworking and making additions in
the Roman and Grecian styles to some parts of
these structures; and, finally, to pull down and
destroy their several appendeges, such as
chapter-houses, altar-screens, monuments, &c.
(GM, 1802:1021)

‘Repairs’, to him, were too often ‘militations’
against the remaining precious memorials
resulting in careless imitations or mutilations
(GM, 1804:328). ‘Restorations’ were just one
step further; in practice these were left to the
inattentive hands of workmen, and had ‘very
little or no connection, resemblance, or
proportion to the old works of art’ (GM,
1804:328). Taking the example of Henry the
Eighth’s Chapel at Westminster Abbey, he
exclaimed:

when Restoration comes — why then the original
will be no more. For my part, I am for no
restoration of the building; I am content with it
even as it is. For repair, indeed, I am ready
enough to agree to that; such as carefully
stopping open joints, making good some of the
mullions of the windows, putting the glazing of
the windows in proper conditions; but no further
would T go. (GM, 1804:739)

It is probable that Carter’s reluctance to accept
restorations resulted partly from his detestation
of the early forms of Gothic Revival architec-
ture of his time. He insisted that the imitation
of original architectural details should be
properly understood so that the work would
‘become of consequence from its historic refer-
ence, and continue as example of genuine
taste and true imitation’ (GM, 1801:310). Here
Carter anticipated Pugin’s criticism of Gothic
Revival, although from a purely antiquarian
and aesthetic point of view. On paper, he
himself made some restorations; as for example
at Durham, or at Lichfield, where he ‘restored’
the west front with statues that had been
removed earlier.” His main effort was to defend
the authentic heritage of his country, and he
closed his last article with the following words:

If the Society of Antiquaries be disposed, as
doubtless they will, to ‘give credit to the yield-
ing disposition’ of him who saves the devoted
pile; can other minds, claiming possession of



‘taste’ and sensibility like them, refrain from
heartily rejoicing? We once more cry out in
joyful strain, thanks! and conclude with this self-
congratulating effusion — OUR LABOURS ARE
NOT IN VAIN! - ‘AN ARCHITECT. (GM,
1817:225)

5.3 Gothic Revival restorations in
England

With industrial development, growing prosper-
ity and urban population growth, there were
complaints about the shabbiness of old
mediaeval quarters, narrow streets and old
town walls, which obstructed traffic as well as
expansion of cities. In York, for example,
decisions were made to tear down the old
defensive walls, and to use the material for
improving the streets and rebuilding bridges.
Protests by antiquarians such as Carter delayed
the project, but the problem was not recog-
nized by the local population until the 1820s,
when newspapers started giving more space
to the debate. The Yorkshire Philosophical
Society, founded in 1822, became active in
defending historic monuments, and gradually,
with the help of public opinion, the conser-
vation of the walls was guaranteed (Curr,
1976).

Concerned by internal unrest in their own
country after the French Revolution, the
English considered the strengthening of the
Established Church to be one way of counter-
acting this tendency and the fervour of
Nonconformist sects. As a result, a ‘National
Society for the Education of the Poor in the
Principles of the Established Church’® was
founded in 1811, and in 1818 Parliament was
persuaded to pass a Church Building Act
providing a million pounds sterling for the
building of new churches. Concerned mainly
about providing the largest possible space at
the least cost, the church building commis-
sioners adopted a simplified pointed arch style
in a majority of these buildings, called by
Pugin a ‘mere architectural deformity’.
Although  Gothic mansions had become
popular, architects so far had little experience
of churches in this style.

Even if the Act did not provide for the
restoration of existing churches, a number of
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churches and cathedrals were repaired in the
1820s and 1830s with varying results. These
repairs were in many cases mainly for reasons
of stability and preservation rather than em-
bellishment; at Ripon Edward Blore (1787—
1879) used papier maché to repair the vaults
over the transept. However, some major inter-
ventions were made as well. Blore, whose
restorations have been judged ‘unnecessarily
destructive’, worked at Peterborough, and
restored Merton College Chapel at Oxford,
Glasgow Cathedral and Lambeth Palace. At
Rochester, between 1825 and 1830, Lewis
Nockalls Cottingham (1787-1847) renewed
the roofs, rebuilt a part of the leaning south
wall, and reconstructed the central tower with
new pinnacles; he also rebuilt the central
tower at St Albans. Between 1832 and 1834,
George Austin (1786-1848) carried out exten-
sive repairs at Canterbury Cathedral; he rebuilt
the transept vault and gable, restored the aisle
of the north nave to Perpendicular, and pulled
down the Norman north-western tower,
rebuilding it to match the fifteenth-century
south-western tower.

William Atkinson (1773-1839), a pupil of
Wyatt’s and later his successor in the
Ordnance Office, worked as a country-house
architect making alterations to existing build-
ings in Durham. In 1804, he reported on
Durham Cathedral, claiming that earlier repairs
and particularly the chiselling of the surface
had actually reduced the strength of the struc-
tures, disfigured the character of the building,
and exposed the weak inside of the stone to
weathering. Atkinson was well aware of the
popular picturesque theories promulgated in
Burke’s dissertation. Already anticipating the
principles of the Society for the Protection of
Ancient Buildings, he recommended that intact
parts of the cathedral should not be touched
— to the point that ‘if there should be moss
upon them care should be taken not to
remove it'! For the repairs he recommended
so-called ‘Parker’s Cement’, a recently discov-
ered variety of natural cement, used for
decorations and mouldings.® He insisted that
repairs with this product would cost consider-
ably less than cutting corresponding bits in
stone, and even more important, he said, was
that its ‘dark Bath-stone colour’ matched well
with moss, and added to the sublimity of the
building. The works were initiated in the
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Central Tower in 1806, but in two years’ time
the method proved a failure, and Atkinson was
dismissed.

In the period from 1827 to 1835, the Dean
and Chapter of Durham consulted Ignatius
Bonomi (1787-1870) for the works in the
cathedral. Bonomi was of Italian origin; he had
come to England with his father Joseph and
the Adam brothers, and worked as a county
surveyor restoring houses and churches in
different styles — Norman, Perpendicular,
Gothic and neo-classical. The stonework was
one of the major problems, and it was decided
to reface the decayed parts of the building
using a similar quality of sandstone as in
Wyatt’s work on the Chapel of Nine Altars.
Only the stones in poor condition were
replaced, however, and this eventually led to
a patchy look and further corrosion of the
older stones. To Bonomi, the aim of repairs
was to do them to the best possible standard,
and he recommended that ‘the Building itself
should be consulted for coeval authorities
wherever the parts are too much mutilated to
be copied’.? For rebuilding external details, he
looked for models in the original details of the
interior, using mouldings and figures to enrich
the work and to give it ‘a more faithful’
appearance. He did not prefer any particular
style, retaining both Norman and Perpen-
dicular features to ‘suit the date of the build-
ing’, but decisions such as the question of the
size of clerestory windows could respond to
specific needs.

In 1824, James Wyatt’'s nephew, later
knighted as Sir Jeffry Wyatville (1766-1840),
was commissioned by George IV to work on
Windsor Castle. Major works were carried out
according to his plans, and this ‘imposing and
grand mass’, the symbol of English sovereigns,
was transformed into a comfortable and
picturesque residence for the king (Linstrum,
1972:181). The royal quarters were completed
by 1828 ‘worthy of the monarch and the
nation’, but the works continued until 1840.
Sir Jeffry had some ‘inconvenient’ construc-
tions cleared away within the castle precinct,
and the towers and the upper ward were
either remodelled or rebuilt with battlements
and machicolations; the Round Tower was
raised by 33 tft, making it a dominant feature
in this picturesque composition. Though there
was some regret for the demolition of a few

mediaeval structures, remodelling and especi-
ally the rehabilitation according to the needs
of the court, were generally appreciated by the
critics. There was no regret for the destruction
of the fine baroque interiors of Charles II's
time. George IV was well aware of the scenic
qualities of Windsor Castle, and of the build-
ing’s historic connotations; he also understood
that the Gothic style had always been linked
with great national events and that it symbol-
ized historical continuity and a firmer political
basis for the throne.

5.3.1 Pugin

For the completion of interiors and the design
of furniture at Windsor, the task was entrusted
to Messrs Morel and Seddon. Morel, a French
upholsterer, was aware of ‘the superior knowl-
edge of Gothic architecture’ of another French
émigrée, Augustus Charles Pugin (1762-
1832), who had worked for Nash and had
measured and drawn historic buildings for the
publications of R. Ackermann, J. Britton and
E. W. Brayley (Ferrey, 1861:50). Pugin, how-
ever, passed this ‘great responsibility’ to his
son Augustus Welby Northmore Pugin
(1812-52), who had great talent as a draughts-
man and had accompanied his father to record
historic structures even in Normandy. Pugin’s
designs for Windsor can now be considered
‘dignified and simple’, and his colleague and
biographer Benjamin Ferrey (1810-80) doubted
‘whether any person but Pugin could have
designed such a multitude of objects with
equally happy results’ (Linstrum, 1972:191;
Ferrey, 1861:53). It was the king’s desire to
reuse some elements such as fireplaces from
his demolished London residence (Carlton
House), and he even considered removing a
fine sixteenth-century roof from the Ban-
queting Hall of Eltham Palace to Windsor, but
this was found too decayed to stand removal
‘from its legitimate position’.

Pugin became one of the key figures in the
development of the Gothic Revival in England,
and he was well known abroad. His most
important undertakings was the collaboration
with Sir Charles Barry on the new Houses of
Parliament. He was an extremely hard worker
and designed a great number of buildings, but
he was also an active writer and promoted
Gothic as the only morally acceptable



Christian architecture for religious buildings.
He attacked Classicism and Protestantism, accu-
sing their supporters of the destruction of the
Gothic heritage of the country, but even
Catholic priests were not spared from his accu-
sations. He worked earnestly for a Catholic
revival, and himself took the Catholic faith,
although he deplored the baroque luxury that
surrounded the pope in Rome.

His first book, Contrasts, published in 1836,
was a comparison of mediaeval and present-
day buildings. It gave a brief history of the
neglect and destruction of mediaeval churches
in England, and attacked especially their
ignorant treatment in recent times. 7he True
Principles of Pointed or Christian Architecture
of 1841 and An Apology for the Revival of
Christian Architecture of 1843 were his contri-
bution to the definition of the principles
according to which the Gothic Revival was to
be conducted. During his tours of cathedrals,
Pugin had already come across Wyatt’s work,
and he took up again the criticism voiced by
Carter. Bishop Barrington and Wyatt deserved
the ‘severest censure’ at Salisbury for their
‘improvements’, where the bell tower on the
north-west side of the church had been
demolished, the Hungerford and Beauchamp
chapels pulled down, and the tombs set up in
the ‘most mutilated manner’ between the
pillars of the nave (Pugin, 1836, 1973:38). At
Hereford, he rushed to the cathedral, ‘but
horror! dismay! the villain Wyatt had been
there, the west front was his. Need I say more?
No! All that is vile, cunning, and rascally is
included in the term Wyatt, and I could hardly
summon sufficient fortitude to enter and
examine the interior (Ferrey, 1861:80). A
different picture was presented to him at Ely
Cathedral, which had suffered neglect and
decay but not restoration. Pugin felt delighted
to see this magnificent structure with features
that had not even been completed such as the
lantern, that he likened to a torso. He was also
pained; only one person was in charge of the
structure, and no precautions had been taken
to keep the building even dry, not to mention
the alarming fissures, particularly around the
western tower.

Although the absence of restoration was
positive on the one hand, it was certainly
negative on the other. The problem was that
either the churches were adapted to the
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requirements of the Protestant faith by provid-
ing seating for the congregation, good visibil-
ity and good acoustics, as well as eliminating
the symbols of popery, which meant re-
arrangement of chapels or, if not, then the
church was abandoned. In Westminster Abbey
he was critical about the ‘most inappropriate
and tasteless monuments’ that had been
erected in the church. In Contrasts he wrote
that the neglected state of this once glorious
church was a national disgrace, and he was
appalled at the apathy of those who were in
the position to take care of this heritage, ‘as
the legitimate conservators of our national
antiquities’ (Pugin, 1836:41).

Pugin felt encouraged, however, and recog-
nized an improvement in certain recent restora-
tions of cathedrals and other churches,
regarding especially the accuracy of moulding
and technical details. He remained concerned,
though, that ‘the principles which influenced
ancient compositions, and the soul which
appears in all the former works (Pugin, 1836:
43) had not been properly understood so far.
The only way to guarantee their respect was
through a restoration of the ancient feelings and
sentiments themselves. ‘Tis they alone that can
restore pointed architecture to its former glori-
ous state; without it all that is done will be a
tame and heartless copy, true as far as the
mechanism of the style goes, but utterly
wanting in that sentiment and feeling that
distinguishes ancient design’ (Pugin, 1836:43).

This was his main criticism of modern
alterations in the choirs of Peterborough and
Norwich. While the details had been well
worked out, the whole general layout was
mistaken. At Canterbury, instead, even if the
same criticism applied, Pugin was pleased
about the rebuilding of the north-western
tower, which he considered ‘an undertaking
quite worthy of ancient and better days’
(Pugin, 1836:43). To Pugin everything about
English  churches was Catholic. Society,
instead, had become Protestant, and conse-
quently the original concept of the church had
been lost. However, something was saved due
to Protestant apathy, while in France the
ravages of the Revolution and the ‘pagan influ-
ences’ of Classicism had caused even more
damage.

The first thing to do, in his opinion, was to
promote a fundamental change in the minds
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of modern Catholics, and ‘to render them
worthy of these stupendous monuments of
ancient piety’ (Pugin, 1836:55). Pugin rejected
the word ‘style’ because there was only one
way to build truly Christian architecture. He
was the first writer to judge the values of art
and architecture on the grounds of the moral
worth of their creator. Morality extended even
to the details of the construction, where all
had to be real and a true expression of neces-
sity. Protestants had ignored the traditional
form of the church and destroyed much for
the sake of their practical requirements, which
according to Pugin were not compatible with
the original form. He wanted to restore all the
ancient features that had made part of early
Christian churches, including even the stone
altar.

Pugin’s concern was not about preservation
of the original historical material, but rather
about fulfilment of the original idea in the
Catholic church. Speaking even about ruined
churches, he exclaimed: ‘Heaven forbid that
they should ever be restored to anything less
than their former glory!” There was a direct
consequence of these concerns, and while
Pugin reinstated the ideas of Gothic Revival in
England, he also encouraged an ‘ecclesiologi-
cal’ movement for the repair of old churches,
not only in their form but also their moral
content (to be discussed in the next chapter).
Some architects sympathized with these ideas,
and they contributed to the development of
stylistic restoration and a debate on the treat-
ment of historic buildings in general.

5.4 Romanticism and mediaeval
revival in Germanic countries

In 1770 Johann Gottfried Herder met Johann
Wolfgang von Goethe (1749-1832), who was
completing his studies in Strasbourg, and
inspired a fundamental change in the young
man’s interests. As a consequence, Goethe
discovered the splendours of Gothic architec-
ture in Strasbourg Cathedral, and wrote his
famous article on the building and its long-
dead architect, Erwin von Steinbach. This
appeared, in 1772, under the title Von deutscher
Baukunst in the same publication with an
article by Herder discussing folk poetry; the

publication became a programme declaration
for the German Sturm und Drang movement
and a key factor in German Romanticism. In
his article Goethe referred to the prejudice and
misunderstandings that had contributed to
showing the Gothic in a poor light during the
eighteenth century; it had been considered
‘undefined, disorganized, unnatural, patched-
together, tacked-on, overloaded’ (Goethe, in
Gage, 1980:103ff) as he remembered. Instead,
to him, this Gothic structure was revealed as
the most splendid achievement of the German
spirit; and, addressing Erwin von Steinbach, he
exclaimed: ‘Yet, what need you a memorial. You
have erected the most magnificent one for
yourself, and although your name does not
bother the ants who crawl about it, you have
the same destiny as the Architect who piled
up his mountains to the clouds.” For Goethe,
this was the highest expression of nationalism;
it was ‘German architecture, our architecture’.
He called all his fellow Germans to come and
acknowledge the deepest feeling for truth and
beauty of proportion, created by the strong,
rugged German soul on the narrow, gloomy,
priest-ridden stage of the medii aevi.

It was some time before this patriotic praise
was to have wider echoes in Germanic
countries, although it was not the only sign of
respect for mediaeval buildings. In 1756 the
castle of Wartburg had been considered a
‘Monument of German Antiquity’ (Denkmal
des deutschen Altertums) (Gabelentz, 1931:103;
Noth, 1972:16) and, in 1774, when Frederick
the Great had the mediaeval castle of Marien-
burg near Danzig transformed into a flour
store, an inscription was fixed on the wall
indicating that this ancient monument had
been saved from ruin and preserved for
posterity (Neumeyer, 1977:181f). The earliest
orders to respect historic monuments were
given in the same period by Alexander, Mar-
grave of Bayreuth, in 1771 and 1780, and by
Friedrich II, Landgrave of Hessen, in 1779
(Huse, 1984:26-8).

In the 1770s, Germany began to be aware
of the English landscape garden, and the first
was built in Worlitz, near Halle. In 1779-85,
Christian Cay Laurenz Hirschfeld published
the first theory of landscape art in German,
Die Theorie der Gartenkunst, he preferred
Gothic ruins in the landscape because they
looked more real than ‘artificial’ Greek ruins.



Later, especially in the nineteenth century,
romantic picturesque castles or sham ruins
became fashionable features in gardens. One
of the first Gothic Revival buildings in
Germany, the so-called ‘Gothic House’, was
built in 1773 in the Worlitz garden to the
plans of Friedrich Wilhelm von Erdmannsdorff
(1736-1800), one of the masters of German
neo-Classicism.

5.4.1 Cathedral restorations

As in eighteenth-century England, also in
Germanic countries there were examples of
respect for the original style when repairing,
reconstructing or redecorating mediaeval
buildings. The Romanesque cathedral at
Speyer had been half destroyed during the
French attacks in 1689; it lost most of its nave,
and later also the whole western part and
towers collapsed. The Cathedral was rebuilt
during the period 1697 to 1778. In the nave,

the reconstruction followed the original
Romanesque model; the west end was
modified from the original although still

inspired by the remaining mediaeval struc-
tures. Several leading architects of the time
were consulted including Balthasar Neumann.
His son, Franz Ignaz Michael Neumann
(1733-85), was responsible for the construc-
tion of the west end, in 1772-75 (Kubach and
Haas, 1972). He was also the designer of a
new spire over the west transept of Mainz
Cathedral in 1767, which was built in imitation
of the existing eastern Gothic spire
(Neumeyer, 1977:175ff).

Purity of style was the criterion when decid-
ing about an addition to the exterior of the
Stephanskirche in Vienna in 1783, because
otherwise it ‘would not properly match the old
Gothic building’.'® Similar respect was shown
in the Augustinerkirche (1784) and in the
Minoritenkirche (1785). In 1790, one of the
chief exponents of German neo-Classicism,
Carl Gotthard Langhans (1732-1808), built the
spire of the Marienkirche in Berlin reflecting
the original Gothic architecture of the church.
From the 1780s onwards, an increasing
number of small residences were built in the
Gothic Revival style — especially in Berlin—
Potsdam, Kassel, Dessau—Worlitz, Weimar and
Vienna.
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5.4.2 Discovery of the Middle Ages

Following in Goethe’s footsteps, there were
writers who appreciated Gothic cathedrals;
Wilhelm Heinse (1749-1803) spoke about the
‘solemn Gothic cathedral and its enormous
space created by rational barbarians’ (‘Ein
Seyerlicher gothischer Dom mit seinem freyen
ungebeuren Raume, von verniinftigen Barbaren
entworferr Heinse, in German, 1972:84), and
another was Georg Forster (1754-94), who
had travelled widely in Asia, and who always
liked to visit Cologne cathedral, ‘this splendid
temple, to feel the thrill of the sublime’,
because, as he wrote in 1790, ‘In the face of
such bold masterpieces, the spirit prostrates
itself, full of amazement and admiration; then
it rises again, and soars upwards beyond these
works, which were just one conception of a
congenial spirit’.!! In 1795, the magazine Der
Neue Teutsche Merkur wrote about the situa-
tion of the cultural heritage in France, the
legislation that had been established during
the revolution, and about the reports of Abbé
Grégoire. In the same year, the magazine
referred to ‘national monuments’, such as the
ruins of the former abbey of Paulinzella, invit-
ing the readers to give attention to these, and
not to look only at ‘far-away countries’ such
as Greece and Rome.'”

Another impetus was given to the romantic
admiration of the Middle Ages in 1796, when
an anonymously published small book of essays,
Herzensergiessungen  eines  kunstliebenden
Klosterbruders, by Wilhelm Heinrich Wacken-
roder (1773-98), aroused the enthusiasm of a
wider public; in this book Albrecht Direr and
other old German masters were praised for
their achievements in national art and archi-
tecture. The ‘art-loving monk’ wandered
around the old winding streets of Nuremberg
admiring the ancestral houses and churches,
the product of the creative spirit of the father-
land, and Germany’s national heritage. He
deplored, however, seeing these solemn sites
of the city, where the mortal remains of
Albrecht Durer rested, once the pride of
Germany, in fact of all Europe, now forgotten
and rarely visited. The monk was followed by
others, and in the nineteenth-century Nurem-
berg, Wartburg and many other mediaeval
sites became places of pilgrimage and patri-
otic festivities; later they were to become
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objects of restoration and reconstruction
(Bornheim, 1974-75:94ff; Findeisen, 1983:135f0).
Romantic painters such as Caspar David
Friedrich (1774-1840) emphasized the sublime
and religious content, often relating their
subjects to ruined mediaeval structures; later
the group of painters called the Nazarenes
founded by Friedrich Overbeck and Franz
Pforr in Vienna in 1809, reflected nationalistic
mediaeval features in all aspects of life
(Vaughan, 1982).

5.4.3 Gilly

At the turn of the nineteenth century, national
memorials still often found expression in a
classical language in the tradition of Winckel-
mann. In the 1790s the brilliant young
Friedrich Gilly (1772-1800), teacher of the
foremost German architects Karl Friedrich
Schinkel and Leo von Klenze, presented an
entry based on the concept of a classical
Greek temple in the competition for the
national monument to Frederick the Great
(Oncken, 1981). In 1807, Crown Prince Ludwig
of Bavaria (1786-1868), feeling ‘the deepest
disgrace’ of the divided Germany, conceived
the idea of erecting a national monument to
the unification of the German people.’

This monument, designed by von Klenze
and named Walhalla, was built in 183042,
near the city of Regensburg in Bavaria in the
form of a classical temple, just after Ludwig
had taken the crown. It is similar to the
memorial designed by Gilly. The plundering
of the French revolutionary troops in German
countries further strengthened patriotic feel-
ings; poets such as Johann Christian Friedrich
Holderlin (1770-1843) and Joseph von Eichen-
dorff (1788-1857) promoted patriotism on the
Greek model, and sang the glory of those who
sacrificed their lives for the fatherland. Interest
in the study and conservation of historic monu-
ments was also growing, and around 1820 a
number of societies were founded for this
purpose in different German states.!

During this same time, national folklore,
traditional German customs, music, art and
architecture were revived. The rocky land-
scape of the Rhine valley, with the romantic
ruins of its castles, attracted painters both from
abroad — such as Turner, and from Germanic
countries.”® Poets such as Eichendorff and

musicians such as Schumann and Schubert
introduced these images to non-German
countries too. Later Franz Liszt also organized
concerts to aid in safeguarding ancient ruined
monuments, such as Rolandsbogen. Old
German art began to attract collectors;
amongst the first and foremost were the broth-
ers Johann Sulpiz Melchior Dominicus
Boisserée (1783-1854) and Melchior Hermann
Joseph Boisserée (1786-1851), whose art
collection was much appreciated by Goethe.!
The Boisserées, members of a merchant family
from Cologne and of Dutch origin, studied first
in Hamburg and then in Paris, where they
became close friends of the German writer,
philosopher and orientalist Friedrich von
Schlegel (1772-1829). In 1804 the friends left
together for a trip along the Rhine from the
Netherlands to Switzerland and France, and
Schlegel remained in Cologne until 1806,
when he published an account of the trip,
Briefe auf einer Reise, later elaborated and
published as Grundziige der gothischen Bau-
kunst (1823). The travellers focused on the
study of mediaeval architecture, and Gothic
architecture gained for them a special signifi-
cance, as it suggested something of the divine
and was able to ‘represent and realize the
Infinite through mere imitation of Nature’s
fullness’ (‘das Unendliche gleichsam unmittel-
bar darstellen und vergegenwidirtigen, durch
die blosse Nachbildung der Naturfiille, von
Schlegel, 1823).

5.5 State care of monuments in
Prussia

The care of public buildings in Prussia was in
the hands of the Ober-Bau-Departement,
founded in 1770, of which David Gilly (1748-
1804) was also a member. Since 1804 it had
been called Technische Ober-Bau-Deputation,
and in 1810 it went through administrative
changes. Any new public buildings were
subject to approval by the Ober-Bau-Deputa-
tion, repairs to existing buildings were not
necessarily their responsibility, but they did
have the right of inspection throughout the
country. For castles, there was a special com-
mission, Schloss-Bau-Kommission. Buildings
that did not belong directly to the central
government were under the care of provincial



administrations. Karl Friedrich Schinkel
(1781-1841), architect, planner and painter,
who had travelled widely in Italy and later in
England, became the leading Prussian classical
architect, and the greatest authority on archi-
tecture in all German countries. He was also
the planner of the centre of the capital, Berlin,
with its museums, churches and theatres
(Pundt, 1972; Schinkel, 1981). In 1810, he was
nominated a member of the Ober-Bau-
Kommission, of which he was later the direc-
tor, when Ober-Bau-Direktor Eytelwein retired
in 1830. In 1815, after the withdrawal of the
French troops from the Rhineland, given to
Prussia at the Vienna Conference, Schinkel
was sent to these areas by the government
with the task of reporting on the state of
public buildings.

As a result of the reports, in 1815 the Ober-
Bau-Deputation presented to the king a
document which became fundamental for the
conservation of cultural heritage in Prussia,
‘The basic principles for the conservation of
ancient monuments and antiquities in our
country’ (‘Die Grundsditze zur Erbaltung alter
Denkmdler und Altertiimer in  unserem
Lande). This document laid down a proposal
for the establishment of a special state organ-
ization for the listing and conservation of
valuable historic monuments. The first task of
this new organization was an inventory cover-
ing all the provinces, which also recorded the
condition of all monuments, including indica-
tions for their preservation. After having thus
gained a general picture of the whole country,
the next step was to ‘make a plan of how
these monuments could be saved, in order to
have the people respond to a national educa-
tion and interest in their country’s earlier
destinies’."”

Like Winckelmann and Goethe, Schinkel lent
great importance to education, in which he
considered that historic buildings had an essen-
tial role. He regretted that so much had been
lost in German countries, emphasizing that if
quite general and fundamental measures were
not taken in order to hinder the way things
were going, one would soon have a terribly
naked and bare land — like a new colony that
has never been lived in. Schinkel, who was
also a planner and painter, did not limit himself
to single monuments, but was able to see these
in their context. The objects that he suggested
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should be listed included: buildings (whether
completely preserved or in ruins) of all types,
such as churches, chapels, cloister and
convents, castles, gates, town walls, memorial
columns, public fountains, tombstones, town
halls. He did not approve of bringing objects
from the provinces to large central museums,
but recommended keeping them on their origi-
nal site, thus contributing to the establishment
of local museums (Heimatmuseum). He also
preferred to keep original objects in their
historic buildings, and to display them for the
education of visitors. As to restoration, he
insisted that the monuments:

which through the destinies of time may partly
have become unenjoyable — and often unrecog-
nizable to the people, and for this reason until
now nearly lost to them, should be given back
in a renewed form by the State. The only way
to do this successfully so that the treasures are
again brought to light, would be to establish
institutions capable of carrying out skilfully this
difficult task, even risking the value of the thing
itself, and restore them back to their old splen-
dour as far as possible.'®

An immediate result of the report was a
cabinet order, signed by the king on 14
October 1815, which changed the tasks of the
Ober-Bau-Deputation regarding existing build-
ings. It was ordered that in the case of any
substantial change in public buildings or
monuments, the state department responsible
must communicate with the Ober-Bau-Deputa-
tion in advance (Royal order, 14 October
1815). This order initiated state care for the
conservation of historic buildings in Prussia.
Further circulars were released in the follow-
ing years: in 1819 (for the safeguarding of
abandoned castles and convents), 1823, 1824
and 1830 (on the care and protection of historic
monuments against changes that would cause
damage or loss of character).” In 1830 there
was a cabinet order on the preservation of city
defences, followed by instructions signed by
several ministers.?® In 1835, the Ministry of
Culture reserved the right to check all conser-
vation works related to any buildings that had
historical, scientific and technical value and
interest.”!

Although conservation of historic buildings
in public ownership had thus been brought
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under state control, practically since the first
order of 1815, Schinkel’s proposal for a proper
organization was not followed up until 1843,
when, on 1 July, the king signed a cabinet
order nominating a Conservator of Monuments
of Art (Konservator der Kunstdenkmdiler). After
the order of 1815, Schinkel was personally
involved in a number of reports and restora-
tions. In Wittenberg, he emphasized the patri-
otic significance of the buildings, and
proposed a renovation of the Schlosskirche for
the 300th anniversary of Luther’s theses of
1517. His proposals included a reconstruction
of the destroyed 1760 interior, but this was
opposed by the religious authorities. In Halle,
he proposed repairing the fifteenth/sixteenth-
century ruined Moritzburg for the local univer-
sity, building a new roof but respecting the
original masonry. He worked on the partial
reconstruction of the castle of Stolzenfels on
the Rhine in the 1830s. At Chorin, in 1817, he
reported on the thirteenth-century ruined con-
vent buildings, used for agricultural purposes,
and proposed them as a national monument.

Schinkel was conversant with different archi-
tectural styles, and his practice — mainly on
classical lines — included Gothic Revival build-
ings. He was not necessarily in favour of pure
conservation, but rather preferred to re-estab-
lish a historic building to its old form, if this
had been lost. He was, however, conscious of
certain limits, and preferred to proceed
cautiously, searching for the most rational and
economical solutions. Three of the most impor-
tant restorations in Prussia in this period were
those carried out on Cologne Cathedral,
Marienburg Castle and Magdeburg Cathedral;
in all of these Schinkel was also involved as a
member of the Ober-Bau-Deputation. The first,
Cologne, was important as the greatest monu-
ment in the Gothic style, of which Germans
were generally believed to have been the
initiators; Marienburg was associated with the
mediaeval history of the German Orders, while
Magdeburg symbolized the heart of the father-
land and the Ottonian Empire.

5.5.1 Cologne

The construction of Cologne Cathedral had
started in the thirteenth century but was inter-
rupted in the sixteenth, at which time only the
choir and a portion of the western towers

were completed, marking the full extent of the
building. The choir was closed with a blank
wall toward the unbuilt transept, and in the
nave area there was a temporary construction
to satisfy the needs of worship. Many travellers
over the centuries had admired the enor-
mously tall interior of the choir, and had
expressed the wish to continue and complete
this cathedral, which would have become the
grandest in Germany (Forster, 1791; Bayer,
1912). Sulpiz Boisserée initiated action towards
the completion of the cathedral. In 1807 he
convinced the local authorities to share the
expenses for urgent repairs, and in 1810 he
wrote to Goethe for his support. Although
Goethe, after his Italian tours, was more a

Figure 5.5 The construction of the mediaeval cathedral
of Cologne was interrupted in the sixteenth century,
and was only completed in 1840-80 under the direction
of F. Zwirner



supporter of Classicism, he became instru-
mental in obtaining the blessing of the highest
authorities. He visited the site personally in
1815, proposing the establishment of an
organization for the maintenance of the build-
ing and emphasizing the need not only for
funds but also for the revival of crafts.

In September 1811, the structure was in-
spected by Baurath Georg Moller (1784-1852),
an architect and historian from Darmstadt,
who found its condition alarming; the choir
walls were out of plumb, and the roof struc-
tures were worm-eaten with loose joints. Some
emergency action was taken. In 1814, Crown
Prince Friedrich Wilhelm of Prussia visited the
cathedral, promising government funds for the
repair and showing interest in the completion
of the building. In the same year, a mediae-
val drawing of the west front was found in the
Cologne archives; later another drawing was
found in Paris and a ground plan in Vienna.
On the basis of these, drawings were prepared
to illustrate the cathedral in its complete state.
In November, Johann Joseph Gorres (1776—
1848), the powerful writer and freedom
tighter, published a strong manifesto advocat-
ing the completion of the cathedral in his
journal Rbeinische Merkur, which Napoleon
had called ‘The Fifth Great Power’. Boisserée
published his magnificent drawings in 1823,
and ten vyears later these were followed
Moller’s important work on the history of
German architecture, Denkmcdiler der deutschen
Baukunst (1815-21).

In August 1816, Schinkel came and surveyed
the cathedral, admiring the boldness of the
structure. Like the architects who consolidated
the Colosseum in Rome some ten years earlier,
he considered it a privilege to work on such
a great structure, and reported that:

artistic undertakings such as this, through which
alone true art can exist, are totally missing in our
time. Past generations have left us with too
much property everywhere, and for the last half
a century we have now been working on the
destruction of this heritage with such systematic
barbarism that in great emulation we have left
the unplanned barbarism of the time of Attila
behind us long ago ... In this situation, man’s
worthiest determination seems to be to conserve
with all care and respect what the efforts of past
generations have left to us.
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In the five years since the last inspection, the
situation had become even worse, partly due
to the earlier repairs, and Schinkel helped
Boisserée to approach the government for the
funds necessary for restoration. In 1821, the
archbishopric was brought back to Cologne,
and the king promised to cover the cost of
maintenance of the fabric. In 1823 the restora-
tion finally started, first slowly but, from the
1830s, with greater force. In the process,
decayed elements had to be replaced system-
atically, and most of the buttress system was
rebuilt. In 1829, Schinkel suggested that the
nave should be constructed in a partial way
by completing the interior up to the wvault
level, and leaving the exterior only as a plain
structure with the ornaments worked en bloc.
The towers could be left unbuilt. One would
thus gain ‘the beautiful and unique effect’ of
the interior, the whole building would be stati-
cally safe, and the expense would not be too
great (Schinkel to Boisserée, 8 August 1829,
Ennen, 1880:121).

In July 1833, a new surveyor was employed
on the site. Ernst Friedrich Zwirner (1802-
61), a Gothic Revival architect and former
student of Schinkel, prepared the plans for the
completion together with Schinkel, and
brought a new spirit to the work. He revived
the mediaeval traditions and restored the
Dombaubtitte, the traditional cathedral work-
shop. His ambitions differed from Schinkel’s;
he aimed at completing the building in all its
details, and gradually he was able to persuade
his master, who visited the cathedral in 1838
for the last time. When Friedrich Wilhelm IV
succeeded to the Prussian throne in 1840, he
also gave more concrete form to his interest
in historic buildings, already shown while he
was crown prince. In December 1841 the
order was given to continue and complete the
construction work according to the mediaeval
project as elaborated by Schinkel and Zwirner.
A special foundation, Dombauverein, was
established to collect funds, which would be
matched by the state. Many heads of state
contributed, including Ludwig I of Bavaria,
Emperor Franz Joseph of Austria, Queen
Victoria of England, King Villem of the
Netherlands, and Crown Prince Umberto of
Italy. On 4 September 1842, thousands were
present when Friedrich Wilhelm IV and
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Figure 5.6 The question of the design of the exterior of Cologne Cathedral went through a long debate. At the
end, it was decided to produce the architecture in full detail. Stonework at the southern entrance, in a photo of
1983, showing also restoration after the Second World War



Figure 5.7 The choir of the unfinished interior of

Cologne Cathedral had raised great expectations, but
once completed the interior looked more like many
others

Archbishop Johannes von Geissel laid the first
stone of the building’s continuation. The
mediaeval crane that had waited almost three
centuries was used to lift it in position, and to
start the construction of this ‘eternal memorial
of piety, concord and faith of the united
families of German nation on the holy site’.?

This was almost the last chance to start the
work, as it was soon to be accepted that
Gothic was not necessarily a German product.
The patriotic fervour calmed down, and when
this great monument was finally complete in
1880, the event passed with little notice.
Nevertheless, the work had importance in the
restoration world; a large number of restora-
tion architects, technicians and craftsmen who
were trained on the site worked throughout
the Germanic countries, Austria, Switzerland
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and northern Italy. One of them was Friedrich
von Schmidt (1825-91), the chief exponent of
the Gothic Revival in Austria, who worked in
Cologne in 1843, on Milan Cathedral in
1857-8, and was nominated surveyor of the
Stephanskirche in Vienna in 1863. In Germany,
numerous other churches were restored or
completed in a similar manner, including the
cathedrals of Bamberg, Regensburg and Speier
by Friedrich von Girtner (1792-1847), the
well-known classical architect of Bavaria, as
well as the churches of Dinkelsbiihl, Nord-
lingen and Rothenburg by Carl Alexander von
Heideloff (1789-1865). Apart from repairing
eventual defects in the structures, the restora-
tions generally meant removal of all baroque
features and reconstruction of the ‘originally
intended form’.

5.5.2 Marienburg

In 1794, when Friedrich Gilly accompanied his
father David on an inspection of Marienburg
Castle, he prepared several fine drawings of
both the ruinous exterior and the fine vaulted
interiors. Two years later the drawings were
exhibited at the Berlin Academy with great
success, and were later engraved by Friedrich
Frick (Frick, 1799, 1803). Gilly considered the
castle important from an antiquarian stand-
point and due to its association with national
history, comparing the structures with the
palaces of Venice; others likened it to the
Alhambra in Spain or Westminster in England.
In 1803, the journal Der Freimuthige in Berlin
published an outcry on its continuous destruc-
tion, written by Ferdinand Max von Schenken-
dorff, who considered that of all remains of
Gothic architecture in Prussia, Marienburg
Castle occupied pride of place (von Schenken-
dorff, 1803; Boockmann, 1982:137). There was
an immediate reaction by a high-ranking
personality, Minister Freiherr von Schrotter,
who brought the matter to the Council of
Ministers, and in the following year the king
gave an order for the building’s protection. It
took more than ten years, however, before any
funds were found for its repair and restora-
tion.

In 1816 the provincial direction at Danzig
was taken over by Theodor von Schon as the
Ober-Prisident of West Prussia, and although
he had no specific order, he took Marienburg
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Figure 5.8 Marienburg Castle was one of the three major monuments restored in Prussia in the early nineteenth
century (photo 1885). (Unstitut fiir Denkmalpflege, Berlin)

to his heart, becoming the principal promoter
of its restoration. He insisted that the castle
be treated in the same category as the royal
residences in Berlin, Charlottenburg and
Potsdam, in order to obtain government
funding, as well as raising funds from private
sources. The efforts brought results, and in
1816 Johann Conrad Costenoble, an architect
from Magdeburg, was consulted but did not
continue. The works started the same year in
close collaboration with Schinkel who
designed new stained-glass windows for the
main hall of the castle amongst other things.
The uniqueness and the lack of examples
were one reason why restoration was not
easy. In fact, Schinkel noted the temptation
to indulge in fantasy (Schinkel to
Hardenberg, 11 November 1819). The works
were thus divided into two categories: first
the well-preserved parts where it was easy
to identify the form of lost elements, such as
the refectory and the Ritter-Saal, and second,
the more damaged parts where the original
form and use had become doubtful, and

where systematic research was needed to
collect sufficient data for the restoration. The
works suffered from lack of experience, and
often in the demolition some original
mediaeval parts were destroyed and rebuilt
according to invented forms — as happened
with the doorway in the court of the Mittel-
Schloss.

In 1822 a great celebration was held in the
castle to emphasize its national importance,
and another in 1856 in honour of von Schén.
The restoration aimed at a full reconstitution
of the building’s mediaeval character, includ-
ing furniture, objects and model figures in
costume. The works continued for more than
a century, first under the direction of August
Stiller, and finally under Conrad Stein-
brecht, architect and archaeologist, who
completed the restoration and reconstruction
during the period from 1882 to 1922. In the
Second World War the monument suffered
severe damage, and has since been rebuilt and
restored yet again (Frych, 1975; Boockmann,
1982).



5.5.3 Magdeburg

Magdeburg, an early mediaeval settlement on
the river Elbe in the heart of the Germanic
countries, became important through the
decision of King Otto I the Great, crowned
Emperor in Rome in 962, who chose it as his
favoured residence, and built the first cathed-
ral (started in 955). Ancient marble columns
were brought from Ravenna, and relics were
placed in the capitals. In 1207 the building
burnt down, and a new cathedral was built on
the site, consecrated in 1363 but completed
only in 1520. It was the earliest Gothic build-
ing in Germany, and was built in sandstone
and limestone; a Latin cross plan with three-
aisled nave, a French-type ambulatory with
chapels around the choir, and two western
towers. The lower part of the choir still re-
flected Romanesque principles, while the rest
gradually became Gothic. The best known
feature is the sculptured decoration, especially
the Paradise porch with the Wise and Foolish
Virgins. Decorations were also reused from the
Ottonian building, and grouped mainly in the
choir; here were placed the antique columns
provided with capitals in the antique manner.

As soon as the cathedral was completed it
had to face difficult times. Luther nailed up his
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theses at nearby Wittenberg, and burnt the
papal bull. While Protestantism spread rapidly
in Germany, Magdeburg remained Catholic,
and this gave rise to conflicts and iconoclasm,
breaking of images and mutilation of statues.
The cathedral suffered from the troops of
Maurice of Saxony in 1550-51, from General
Tilly during the Thirty Years War in 1631,
when it caught fire, and during the Napoleonic
wars, when it was used as a store for groceries.
In May 1814, the Prussians re-conquered
Magdeburg and, on 29 May, a service of
thanksgiving was held in the cathedral.

In 1819 the local government gave notifica-
tion that that major repairs were needed in the
cathedral. C. J. Costenoble, architect of the
cathedral and author of Deutsche Architektur
und ihr Ursprung (1812), made the first
estimates in February 1821, but C. A. Rosenthal
was chosen to supervise the project.?* Priority
in the project was given to the restoration of
the transept, the roofs, the ‘lead tower’, and
the choir. The works started in April 1826. At
the beginning it was proposed to demolish the
so-called ‘lead tower’ over the crossing of the
church, in order to save in maintenance costs,
but this was objected to by the religious
authority” and by the General Directorate
(Ober-Bau-Deputation). The tower was

Figure 5.9 Engraving of
Magdeburg Cathedral in
1823, before the
nineteenth-century
restoration. (Institut fiir
Denkmalpflege, Berlin)
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Figure 5.10 North elevation of Magdeburg Cathedral in the plan for its restoration, carried out from 1826 to 1835.

(Institut fiir Denkmalpflege, Berlin)

considered of architectural importance as it
articulated the otherwise long roof-line and
indicated the point of the crossing.

The General Directorate discussed the pro-
ject in Berlin on the basis of plans and reports
without site inspection. The general impres-
sion was that these were well prepared
although the work was complex. Considering
the rather extensive and expensive repairs, it
was thought too much for the State to care for
all ornamental details. The General Directorate
therefore observed:

To preserve for future generations all the
excessive amount of small and more or less
repetitive ornaments and details that cover these
buildings, which only show an intricate play
with monotonous patterns [ein mechanischer
Schematismusl, and do not meet the real tasks
of the Fine Arts to provide ‘an ideal perception

of the conditions of human beings and nature’,
would mean using enormous funds for the
conservation of artistic features that only would
serve to teach how not to do it/

It was noted that most ornaments were
actually independent of the structure, and
could thus be ‘left to their destiny’. It was
recommended, for the sake of art history, to
preserve a small part of them, but to leave the
rest, which would still last for a long time; the
decaying parts could be removed when they
were about to fall, and the places treated so
as to avoid weathering problems. The build-
ings might even gain, and provide further
attraction ‘to the imagination of such roman-
tics who still were to like them in the future’.
There were reservations, however; the Build-
ing Commission and the local authority
emphasized the importance of rich ornamen-



The age of Romanticism 123

e

g
e

s
42

= T

po—
T A e
¥ -
o 1ot S ]
5 |
0 g [
S ‘ -
g ™! jw I
| -
e Gl e,
A e
S ¢
q_,' ‘.: 3, b
g =
] .
b &

Figure 5.11 Magdeburg Cathedral, plan for the restoration of the blind gables over the
south aisle. The original gables were in wood, while the new ones were built in stone.

(Unstitut frir Denkmalpflege, Berlin)

tation to the character of Gothic architecture.
They insisted that ornaments were an expres-
sion of the builders’ skill, an essential part of
the building, augmenting the impression that
such buildings give to an unprejudiced con-
noisseur and art lover due to the contrast with
their imposing size. An agreement was finally
reached with Schinkel, and during the restora-
tion most of the external carved decorations
were renewed and some original statues
placed inside the church. The virgins in the
Paradise Porch were conserved in their original
condition although decayed stonework was
extensively renewed in the porch itself.

One of the principles in the restoration, as
stated by von Klewitz, was ‘the duty to remain,
in every way, faithful to the original’.¥ Clemens
insisted on the importance of a coherent
policy in decisions regarding the restoration.
The choir of the cathedral was surrounded by
an ambulatory as in French Gothic which was
understood to have been originally covered by
a terrace in sandstone slabs; a roof had been

built over it at the end of the eighteenth
century. It was decided not to rebuild the roof
but to restore the terrace instead, as it had not
existed originally, and because the choir
would have a better appearance once the
windows were freed, the illumination of the
interior would improve and the cost was the
same. The use of cement would now elimi-
nate problems that might have existed in the
past (Clemens, 3 October 1827). The gables
over the south aisle, originally blind wooden
gables, were rebuilt in stone and brick in a
simple vertical division, drawing on the rich
decorative patterns of the northern gables. The
restoration was carried out respecting the
original form, but when the plans were
published, there was criticism about the
symmetry, which was found ‘disturbing’ in an
otherwise asymmetrical elevation.

Repairs in the interior were organized so
that the cathedral could still be used. Many of
the 64 altars and monuments of different ages
(especially Renaissance and baroque) were
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removed, but some were considered ‘beautiful’
and preserved. The seventeenth- and eighteenth-
century furnishings, ‘irregularly placed and
most disadvantageous to the understanding of
the sermon, box-like, white-yellow painted,
formless worm-eaten, and dilapidated’,
were removed and replaced with pews in an
‘appropriate style’.® The thirteenth-century
altar in the middle of the nave was considered
an obstacle for the regular arrangement of the
pews; so was the thirteenth-century Chapel of
the Holy Tomb with statues of Otto I and his
wife, which was removed to a side chapel.

The mediaeval lime rendering was com-
pletely renewed, and the painted ashlar imita-
tion copied on the new plaster; the wall
paintings of the mediaeval chapel at the west
entrance were repainted as copies; floors were
rebuilt, the tombstones taken out to the clois-
ter and fixed on the wall; important inscrip-
tions were re-carved on the new floor. On the
exterior, sculptured ornaments were mostly
recarved, while, in the interior, the originals
were in good condition and were kept.
Structural reinforcements in the interior were
made with visible devices; iron bands were
used for the piers; the central rib of the choir
vault was reinforced by fixing a cast-iron
element under it. A number of interesting
objects were found in tombs, but were put
back, respecting the last will of one of the
bishops. Casts were made, however, of the
most interesting ones. The tomb of Otto I,
built in ancient marbles, was carefully studied
but left in place and surrounded by a decora-
tive iron fence. All the tiled roofs were relaid
in slates, which were lighter and better suited
to the style of the building although it made
the church look more austere. Much of the
stonework of the southern tower had to be
renewed. The finial of the northern tower was
consolidated, but it was decided that the fact
that the south tower was missing its finial
should be respected as a ‘historic monument’
and not be rebuilt.”

Once the cathedral was restored, attention
turned to its surroundings. Some buildings
from the south-eastern corner had already
been demolished in 1826 to free the building.
Now the surrounding areas were planted, and
iron railings constructed around the cathedral.
French troops had damaged the Lindenalleen,
the tree-planted streets surrounding the square

Figure 5.12 Magdeburg Cathedral in the 1980s — after
yet another restoration due to damage in the Second
World War

on the north side. On the completion of this
‘most beautiful monument’ of the Fatherland,
a marble inscription was fixed in the church,
and, on 18 January 1835, the Bishop held a
service of thanksgiving for the successful com-
pletion of the work.

Although Schinkel, as a member of the
General Directorate, had not favoured the
restoration of sculptural ornaments in this or
similar buildings, he had still contributed to
saving the lead tower in its original form. In
the interior, various ‘inappropriate’ monuments
were destroyed or removed in order to open
a free perspective through the building as
had become fashionable in England. Here,
too, Schinkel helped to protect the fifteenth-
century choir screen, considering it appropri-
ate in somewhat relieving the empty and
naked feeling, so easily received in newly



restored churches. Having the interior newly
rendered and painted in relatively light colours
made the space look full of light; this effect
was only intensified by the plain glass win-
dows. In 1832, Franz Kugler, professor of art
history, criticized this ‘dazzling white’ and the
excessive light, and lamented that ‘the magic
semi-darkness, that speaks to us like a beauti-
ful pious saga of bygone times, and fills the
breast with a quiet longing, and which is like
a shadow of the holy martyr-glowing window-
pictures; that historic spell has been robbed!®
The cathedral suffered in the Second World
War and has since been extensively restored.”

The policies that resulted from the above-
described early examples of restoration in
Prussia were summarized in a circular by the
king. This circular of 12 December 1843
ordered the authorities to report on any
changes in historic buildings, and in no case
to destroy anything of historic, scientific,
technical or artistic value. It should never be
the aim of restoration to cancel minor defects,
which contributed to the character of the
structure as traces of the past. Instead of
worrying about the surface, it was the
restorer’s responsibility to concentrate on
problems of stability. The most complete
restoration would be one where the improve-
ment would not be noticeable at all. Garden-
ing and finishing off the surroundings were
mentioned as well.

5.5.4 The Conservator

After Schinkel, the responsibility for the survey
of the treatment of historic buildings was
given to a Conservator, nominated in 1843 by
Friedrich Wilhelm IV, who was enthusiastic
about the restoration of historic buildings. The
tirst Konservator der Kunstdenkmdiler (conser-
vator of monuments of art) was Ferdinand
von Quast (1807-77), an architect and histor-
ian who had studied under Schinkel. Von
Quast had travelled extensively, studied clas-
sical monuments in Italy in 1838-39 and
prepared a German edition of H. W. Inwood’s
study on the Erechtheum (1834). He defended
the old town of Athens, and was shocked that
old sites were used for new buildings without
any consideration of their historic values. He
agreed with the removal of the Venetian and
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Turkish walls from the Acropolis, and sup-
ported Schinkel’s plans for the royal residence
as this would further enhance the value of the
ancient masterpieces (von Quast, 1837/1977).
Von Quast developed an early interest in
historic buildings and conservation; in 1837,
he drafted a ‘Pro Memoria’ concerning the
conservation of antiquities in Prussia (von
Quast, 1837/1977). He regretted the lack of
proper knowledge and appreciation of historic
buildings and traditional technology. He
referred to England as a country where conser-
vation of historic buildings was met with
broader understanding by the public, and
where historic monuments were taken care of.
As Conservator he travelled extensively to
report on monuments and their condition, but
he also participated in international meetings
to discuss questions related to architectural
history and archaeology. He was involved in
some restorations, e.g., the collegiate church
of Gernrode, and wrote the history of Marien-
burg.

The tasks of the Conservator, similar to
those established in France in 1830, were
defined in a ministerial circular dated 24
January 1844. This aimed at improving the
basis for the conservation of ‘monuments of
art’ in public ownership, broadening knowl-
edge of their value, as well as providing
principles for their conservation and restora-
tion. It was considered important to stop
damage to historic monuments, and in this
regard the concept of a monument was very
broad:

There is no difference here, whatever type of
construction is concerned, as long as these have
some artistic or monumental significance, be
they pictures, paintings, works of art, or similar;
or, in the case of objects, these be royal or
municipal property, or in the ownership of
corporations, or given to the care of private
persons under the responsibility of maintaining
their status quo.*

This left out only free private property. In his
task, the Conservator had to rely on local and
provincial authorities when there was any
need for intervention; he had to develop
‘friendly relationships’ with local associations,
teachers, priests and other people who could
influence preservation, and awaken their inter-
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est in this matter. It was his responsibility to
travel annually to all parts of the country, to
keep himself well informed of cultural proper-
ties, to work for the completion of precise
inventories according to fixed format, to report
on the state of historic buildings, and to advise
and comment on restorations. In special cases,
the Conservator had the power to interfere
with immediate effect to restrain the local
authority until the decision was followed up
by the ministry. He also had the responsibil-
ity of keeping the most valuable monuments,
as well as those most in need of care, under
special observation; once the inventory was
completed, his task was to prepare a system-
atic plan for the execution of necessary
restoration works.

Von Quast was called to Gernrode in 1858,
when the repairs of the roof of the Ottonian
abbey church were about to start. He made
careful historical, archaeological and structural
surveys of the building, prepared measured
drawings, and presented a proposal for its
restoration, which was approved in 1859. The
abbey had been subject to changes, especially
in the twelfth and sixteenth centuries, result-
ing in a three-nave limestone structure with
apses at the east and west. The eastern choir
was separated from the nave by a transept.
After the Reformation, part of the convent was
destroyed, and the church became a parish

Figure 5.13 Interior of the
Stiftskirche of Gernrode
restored by F. von Quast,
who rediscovered earlier
clerestory windows under
eighteenth-century wall
plaster

church with various modifications: painted
decorations were removed or covered with
whitewash, and windows were enlarged. The
south aisle wall was modified for structural
reasons, and the nave roof had a false ceiling.

The idea was to consolidate the building,
and to display and restore the Ottonian struc-
tures, so far as this was possible. Changes
were limited, however, and the general aspect
of the building was maintained. Some criticism
has been made of its having become too
‘regular’  (Voigtlinder, 1980:26). Von Quast
used the original type of limestone while it
was available, then sandstone, and, in smaller
repairs, cement. One of the key issues was the
transept crossing, where he decided to rebuild
the longitudinal arches, as well as to reopen
the triforium arches. The western apse was
taken down and rebuilt due to its poor condi-
tion; the south wall was freed from later
reinforcements, and built to the original
height; roofs were rebuilt to the Ottonian form
with