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Current Restoration Trends in
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In order to outline the current restoration scene in Italy it
is necessary to refer, in the first place, to the
formulations of critical restoration, defined around the
40s, with the work of scholars like Renato Bonelli,
Agnoldomenico Pica, Roberto Pane and, immediately
afterwards, Cesare Brandi’s Teoria del restauro, whose
principles were included in the 1972 Carta del Restauro
brought out by the Italian Ministry for Education and
Science.
More recently, as we shall see, new slants have been
added to the affirmations of critical restoration,
underlining, on the one hand, the ‘aesthetic’ element
(somehow reintegrative and restitutional) and, on the
other, the ‘historic’ (and thus more naturally
conservationist). Some have tried to surpass the solid
aesthetico-philosophical bases of critical restoration by
means of an absolutist and often sketchy interpretation
of the two ‘instances’ proposed by Brandi: the historic
and the aesthetic, which make up the dialectic binomial
around which modern restoration has revolved since its
beginnings.
If we look back in time, a symptomatic example of the
results of this dialectic is made up of two remarkable,
successive interventions on the Coliseum in Rome. In
the first, the architect Raffaele Stern (1807) consolidated
the arches that give on to the Laterano by means of a
grandiose although simple buttress to check the collapse
of the arches in the outer circumference of the arena,
without too many aesthetic implications: in this case the
solution of the project seems to demonstrate that the
Coliseum is seen from an ‘archaeological’ point of view
as a precious document of history and culture that must
be maintained in its material and formal authenticity
although marked by time, acting according to the
criteria, in vogue in Italy even in those days (especially
in the field of pictorial and sculptural restoration), of
‘minimum intervention’ and ‘recognizability’.
Almost twenty years later, Giuseppe Valadier (1826) was
called in to resolve the same technical problem at the
other end of the circle of the amphitheatre, already
damaged and open. He solved the problem in a very
different manner, by somehow simulating a natural
collapse in the form of an inclined buttress or prop, by
means of a system of arches diminishing in number
from bottom to top. It is a restoration process inspired on
respect for the monument’s image to such an extent that
the architect has recourse to the use of arches similar to
the old ones, repeating the mouldings, cornices, bases
and capitals even though they are not entirely
materialized in stone.
These two interventions show a clear difference of
position and opinion in Rome between the beginning of
the century and 1830-40, in the years usually known in
historiographic circles as the years of archaeological
restoration, whose manifesto could be considered the
Arch of Titus (1818-24), where the two architects
mentioned above succeeded each other in the space of a
few years. But Valadier’s work on the Coliseum shows a
‘stylistic’ approach to the old by means of an ‘imitating’
method, weakening or completely ignoring the
distinctive and expressive demands, as we have
mentioned above, in favour of changing as little as
possible, like in Stern’s project. A change of cultural
climate can be seen here and a path is opened to 19th
century restorations, with Eugène Viollet-le-Duc as the
main champion and the concept of ‘unity of style’ as a
fundamental reference (‘stylistic restoration’).
All this period (1840-80 approximately) would tend to

underline the formal unity of the work, giving priority to
the aesthetic component rather than the historicodocumentary or archaeological factor, without taking
into account the interference between ‘stylistic
restoration’ and ‘composition in style’, carefully studied
in Italy by, say, Gaetano Miarelli Mariani.
A profound reflection was not made until half a century
later, with the first formulations of the so-called
‘philological restoration’, made explicit and diffused by
Camillo Boito after the famous order of the day voted in
Rome at the IV Congress of Italian Architects and
Engineers (1883), at which an organic series of
restoration norms was proposed which, due to the
precision of its concepts, could be considered to be the
first Carta de restauro. The document is tinged with the
ferment that agitated the century and, due to the contacts
with Venice, John Ruskin’s romantic ideas, expressed in
the middle of the century but spread more or less after
1879. These ideas give priority to the individuality of
each monument, considered as an unicum determined by
a unique historic circumstance, deserving to be
conserved in all the richness of its stratifications and the
signs of the time gone by.
Boito takes over this idea and combines it, nonetheless,
with the idea of the need to recover the integrity and
image of the monument, of restitutions if not as the
building ‘should have been’ according to the rules of
stylistic analogy, at least ‘as it actually was’ at a given
historic moment, that of its greatest splendour, according
to the results of a meticulous, painstaking historicarchivist investigation. Thence the theory defined as
‘intermediate theory’ which, after Boito, was reinforced
by the thinking of Gustavo Giovannoni, positively
influencing all the first half of our century. A purely
Italian vision that has created a school on an
international scale also, to such an extent that it is
considered the basis of the 1931 Athens restoration
charter.
But it was not until Cesare Brandi’s time that the
dialectics between the history and aesthetics of
restoration was openly formulated and expounded as the
very basis of its theoretical elaboration.
Now before we proceed to a brief but essential historic
excursus to approach the present point of time, it is
useful to clear up some issues regarding the terminology
concerning the concepts, insufficiently defined, of
‘conservation’ and ‘restoration’, terms that started to be
seen differently in the 18th century and that today, by
virtue of apparently having surmounted critical and
Brandian theories, they are often considered
incompatible to the extent that one excludes the other.
Conservation (conservazione in Italian) comes from the
Latin verb cum-serbare: keep the object together, united,
avoid its fragmentation or disintegration; to ensure its
arrival in the future in one piece.
Restoration (restauro in Italian) comes from the Latin
verb re-in-staurare: reconstruct, remake, with the prefix
re- underlining the repetitive and somehow retrospective
and reintegrating nature of the act.
In the 70s the term ‘recuperation’ came into fashion
(recupero in Italian), indicating the act of possessing
something again. It is a term that was born with strong
political connotations and of social recovery of riches for
the popular classes that had been until that time the
exclusive property of an economic and cultural elite. In
fact this is a coarse, instrumental conception of
restoration that cannot be regarded as the basis for a new
methodology; it is rather a pseudo-theory that twenty
years later has lost its ring of novelty and revolution, but
not without leaving in its path a great deal of errors that
frequently confuse the issues of the debate.
The word ‘recuperation’ is often used today in
opposition to restoration, so that, for example, it is
considered that great monuments should indeed be
restored whereas lesser, urban monuments should be
subjected to an act of recuperation, understood as a
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simplified and less fastidious form of restoration. It is an
incorrect and distorted use of the term, which would
only make sense if it referred to buildings of a mere
economic and practical, but not cultural, value. Besides
the word ‘monument’ is also derived from the Latin,
from the verb moneo used to mean ‘remember’: in fact
since olden times the term monument has overlapped
semantically with the term ‘document’. Any testimony
of the past is a document, and therefore a monument,
just because of its antiquity, independently of the time it
was conceived or its more or less artistic character or its
exceptional dimensions or importance or of being in an
urban setting. However, after decades of reflections,
there are still some who insist on trying to distinguish
between major and minor or monumental architecture,
with the corresponding distinctions in the intervention
procedure: in other words, recuperation as opposed to
restoration.
Another erroneous interpretation is the one that says that
restoration should exclusively see to perpetuating the
work materially, just look after the stones, whereas
recuperation would reduce its attention to the
requirements of daily life, to the functionality and use of
the monuments. Restoration, in other words, would be
no more than a sterile mummification. In fact the
Amsterdam Charter (1975) established the principle, of
which all good restorers were already aware, of
‘integrated conservation’, which associates both
concepts, conservation/restoration and the attributions of
a suitable use. Restoration necessarily involves the need
to endow the monument with a function that is,
naturally, compatible with its nature and which does not
imply violent or indiscriminate modifications. History
shows us how the survival of ancient architecture is
closely linked to its use: the Pantheon, which was
transformed into a church in the year 608, has survived
until our days in a perfect state of conservation, whereas
the Baths of Caracalla, for example, which had great
vaulted structures like those of the Pantheon, having lost
their function in the 6th century, rapidly underwent a
process of inexorable degradation and waste and soon
fell into a state of ruin.
In synthesis, we can say that, whereas in restoration
guaranteeing a proper use for the building is only a
means to ensure its conservation, in recuperation -where
the economic and the social prevail over the cultural- the
very end of the intervention is to reuse the building. That
is why radical, invading transformations are considered
justified, so long as the new function demands them; in
reality in this case cultural properties are considered
mere inert ‘receptacles’ without deserving real protection
due to their intrinsic value.
At this point, in unravelling the field of spurious,
erroneous interpretations, it is worth while repeating
these guidelines or operative precepts that started to take
shape in the middle of the 18th century and later became
consolidated as ‘philological restoration’ and also known
as ‘scientific restoration’, of which we can consider the
following points as already established:
a) Distinguishability between the integrations and the
original parts so as not to distort the reading of the
‘historic text’ and guarantee, on the other hand, a proper,
clean-cut interpretation;
b) Reversibility of the restoration intervention: it is
necessary to foresee and not exclude the possibility of
future interventions to correct or rectify the building
without damaging the work. Brandi and Paul Phillipot
have called restoration a ‘critical hypothesis’ and, as
such, always verifiable and reformable. In structural
consolidation this concept, for example, takes on a great
relevance when the application of a buttress or a simple
chain is contrasted with a series of armoured concrete
seams; the former are naturally reversible and less
invading; the latter radically irreversible;
c) Expressive authenticity: any element added must be
an unmistakable witness of our time, although its
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addition to the work must not be strident or violent;
d) Minimum intervention: reduce ourselves to
intervening only when it is absolutely necessary for
conservation, altering what already exists as little as
possible. For example, deciding not to imbed
installations in old walls but to leave them on the
outside, covered up as well as possible or using, where
possible, already existing orifices or light, prefabricated
systems;
e) The compatibility between the original materials and
those used in the intervention, which must be verified
especially in the case of using industrially produced or
synthetic modern materials: this is the case of cement,
which is harmful if it is injected into walls bearing
frescoes, or resins that have problems of stability in time,
problems which have not yet been totally resolved.
Going back to the current situation of the discipline in
Italy, since the 70s, as we mentioned above, two
extreme, opposing positions have become consolidated,
in the line of critical restoration exaggerating the
conservation aspect in one case and the reintegration
aspect in another: we are speaking about the operative
research lines called ‘pure conservation’ or ‘integral
conservation’ and ‘maintenance-reestablishment’.
The former has as its protagonists scholars and restorers
that practice in Milan Faculty (Marco Dezzi Bardeschi,
Amedeo Bellini) with a significant representation in
Venice and Genoa also; the main exponents of the latter
can be found in some sectors of the Ministry of Cultural
and Environmental Heritage, without excluding the
Istituto Centrale del Restauro (which now, under the
directorship of Michele Cordaro, is perceptibly changing
its orientation) and in the Faculty of Architecture of the
third university in Rome (Paolo Marconi). The first
university in Rome, La Sapienza, on the other hand, has
registered critical restoration and seen it grow (from
Brandi to Bonelli, from Giuseppe Zander to Miarelli)
and still today is essentially recognized as belonging to
this more solid and well motivated line of thinking,
receiving support from other research and
experimentation centres in the universities of Florence,
Turin, Chieti-Pescara, Naples, Bari and, until a short
time ago, Palermo (Salvatore Boscarino) respectively.
In this sense, we must underline the decisive influence in
the debate of scholars, not architects but chemists and
physicists, interested in the scientific investigation into
the causes of degradation, particularly the effects of
environmental aggressions and possible solutions for
them (Guido Bisconti, Federico Guidobaldo, Paola Rossi
Dola, Giorgio Torraca).
An emblematic subject for discussion between these two
tendencies and a model for both is the restoration of
stone and, even more, plastered and painted facades.
And it is precisely because of the different possible
interpretations of the very significance of the surface: the
place most directly attacked by external contaminating
agents, the place where the aesthetic values are
concentrated as well as the slow placing and
accumulation of historic modifications, a register of the
phases of the work throughout time.
According to the followers of maintenancereestablishment, the external surface of a building can be
like the epidermis of a living organism, subject to a
constant consumption which represents a ‘sacrifice
surface’ destined to the protection of the textiles
underneath and to periodical renovation, as the outer
surfaces of ancient buildings -they allege- were
cyclically renovated in the past.
According to the believers in pure conservation, the
surface of the building registers the mutations,
transformations and history, and therefore, taking into
account its value as a unique document, it deserves to be
integrally conserved (plasters, stuccoes, finishes and
coats of paint, which can be studied as a kind of
chromatic stratigraphy, a sample of the history of taste or
simply of the old building techniques, etc.). Therefore no

selective operation or removal is legitimate: the material
document, understood as an authentic, inexhaustible
source of knowledge, must be conserved in the state in
which it has reached us. Even the signs of degradation
have historic importance, beyond aesthetics, and so they
must be respected; let us think of the amount of
information supplied simultaneously, naturally since we
have known how to interpret it, of the movements
caused by earthquakes of long ago on old structures,
such as the Columns of Trajana and Antonina in Rome
or the Parthenon in Athens.
To reconcile two positions so radically different and the
dilemmas derived from them, the most desirable attitude
is characterized by a healthy ‘critical’ equilibrium,
knowing how to judge and find the ideal solution each
time, based on the values in question (image, memory,
technical documentation, etc.).
More specifically we refer to the appearance in Italian
thinking about restoration of a strain of critical Brandian
thought which has recently developed according to
‘critical-conservationist’ guidelines. ‘Conservationist’
because it stems from the assumption that the monument
needs, in the first place, to be perpetuated and
transmitted into the future in the best possible
conditions; and also because it takes it into account that
the current historic awareness, for example, with its
greater sensitization towards the legacy of ‘material
culture’, obliges us to conserve many more things than
in the past. ‘Critical’ because it was born of the
affirmation that each intervention is a case in itself,
which cannot be classified in a category and does not
respond to previously set rules but must be studied in
depth each time, case by case, without assuming
dogmatic positions concerning the whole range of
problems and solutions that arise in restoration.
We invite you, then, to use insistence and an awareness
of history to interrogate the work, in its figurative and
material nature, with the problems of degradation and
conservation it manifests, so that the work itself can
respond and suggest the path to follow. But we must not
fail to give an aesthetic solution to the conservation
problem, according to certain writings (Pane, Bonelli).
In any case, as we are dealing with architectural
surfaces, although old and altered, conservation will be
preferable by virtue of the reaffirmed value, purely
figurative as well as historico-documentary, of the
patinas; all we have to do is think of Brandi’s brilliant
ideas on this concept. In consequence, it is essential to
keep to a theoretical reflection about restoration
common to all the arts, as all the thinkers of critical
restoration wished, without attributing to architecture (in
spite of the wishes of the followers of maintenancereestablishment) the right to an intended methodological
autonomy, the cause of dangerous deviations. Needless
to say the technical and technological specificity of each
field of intervention cannot be denied.
In conclusion, if we imagined a Cartesian graph in
which we represented time on the axis of the abscissas,
the value of the historic instance on the axis of the
positive ordinates and the value of the aesthetic instance
on that of the negative ordinates, al the history of
restoration, since its origins in about the 8th and 9th
centuries, could be drawn with a sinusoidal curve that,
with a lesser intensity, would be asymptotically close to
zero, just where the counterposed thrust of the two
components, the historic and the aesthetic, tend to
become progressively toned down in a ‘critical’
equilibrium, contained at the edge of a little “delta”
which means the necessary, essential dialectic activation
to resort to in each case. This diagram, indeed, seemed
not only feasible but desirable until a very short time ago
-describing a process of effective theoretical and
methodological maturity in restoration- but in recent
times it seems to hesitate at the extremes mentioned
above, to such an extent that the sinusoid seems to be
perpetuated in all its extension, without any possibility
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of a real solution and a palliation of the two instances.
Going on to consider some of the significant recent
examples of Italian restoration, we must make it clear
that the most interesting ones will not be found in
ordinary architectural magazines, full of pictures and
often well known abroad, but in others with less editorial
promotion and less attractive but endowed with greater
cultural consistence. A great deal of what is called
restoration, often linked to the names of important
professional people, is not restoration at all but a series
of operations with a view to economic, commercial or
speculative gain which at best can be considered good
recuperation. In some cases aspects of aesthetic
connotations prevail and in others aspects of functional
rehabilitation, to such an extent that in most cases the
old becomes “something else” in better or worse taste
depending on the circumstances but without a real
historic awareness of the value of the building that has
been intervened on.
These are often aggressive rehabilitation processes,
sometimes imaginative, sometimes brilliant, but not
restoration: even the ‘restoration’ of the Grassi Palace in
Venice backed by the technical economic subsidy of an
industrial giant like FIAT, went further than proposing in
the first place the best conservation of the monument. In
this case it was a question of installing predetermined
functions in the ancient building at all costs, and that is
what was done, probably in the best possible manner.
The refined architectural solution for the Carlo Felice
theatre in Genoa was very different from restoration, as
will be the reconstruction of the Fenice theatre in Venice,
for the simple reason that the building was destroyed
and no longer exists and the problem has to do with the
redesigning of the plans, inspired more or less on the old
ones, rather than on conservation. The term restoration
should be applied -something that never occurs, as a
token of the misinterpretations mentioned above- to the
modest parts that were saved from the fire, such as the
atrium that was on ground level. I believe that the same
doubts arose in Barcelona about a similar case.
Most of the restoration works in Italy are carried out by
public institutions and state, or in some cases municipal,
superintendencies; these have clearly conservationist
objectives and means as their priority and projective
ends take second place. This is because restoration, more
than a critical deed, is acting on the object, not only
talking about it; it is acting in the language of the object
to be restored, doing architecture, painting or sculpting
as the case may be.
We must begin to point out some top quality
archaeological restoration works such as the Planetarium
room in the Baths of Diocletian (298-306 A.D.) in
Rome, which adapted it to a museum of ancient statues
and made it possible to visit the basements, rich in
architectural testimonies (architect Giovanni Bulian,
supervisor Adriano La Regina), where the old and the
new harmonize together and ‘all’ the old was
meticulously conserved and emphasized so as to ensure
the maximum aesthetic and scientific enhancement. The
project works have given a formal and undeniably
technical solution to the conservation problem and have
left us with an ‘undamaged’ building, not in the least
disfigured by the new intervention but rather enhanced
and, where necessary, integrated and elegantly
accompanied by it.
Under the conceptually close aspect of museum
presentation rather than actual restoration, the works
carried out by architect Franco Minissi in the lateancient Roman villa in the Piazza Armerina in Sicily,
above all to protect the beautiful mosaics and show them
to their best advantage, respond to the same criteria and
words of Brandi, who inspired the works and asked him
to make them “integrally modern and integrally
modest”, in other words, to respect the unique artistic
remains and not prevail over them.
Going back to Rome, an excellent restoration work not
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archaeological but corresponding to a ‘living’ monument
is the one performed on the Renaissance Palazzo
Altemps (15th-16th century) to make it into a collectors’
museum with an exhibition of old marble sculptures: an
extremely complex task even in a technological sense,
carried out with the utmost respect and an ‘interactive’
research methodology carried out also on the works (for
example, prescribing that when it became necessary to
empty the spandrels of the vaults, stratigraphic,
‘archaeological’ criteria should be followed, which led to
interesting discoveries and chronological specifications),
which has created a virtuous circle between history and
restoration, in which the former indicates method and
operative orientations and the latter restitutes the
‘historic materials’ first hand, coming from the work. In
this case, besides, two factors not always taken into
account were guaranteed: a) spending the necessary time
on preliminary studies, the project and the actual
development of the work (important restoration work
made up of study and operativeness richly combined); b)
entrusting a single person (architect Francesco Scoppola)
or a group of people with the subsequent historic studies,
the project and the supervision of the works, since it
involves constant critical evaluation and ‘permanent’
planning even after the work had begun, not tolerating
unnatural divisions of responsibility. This shows another
trait peculiar to restoration and not necessarily to a new
project.
One of the most fortunate examples of the subject of the
treatment of architectural facades is the main facade of
St. Peter’s Basilica in the Vatican, directed in 1985-86 by
the great architectural historian Giuseppe Zander; a
painstaking, measured cleaning that has guaranteed the
repair to the old 17th century facade and absolute respect
for the identity acquired in time, in the eyes of Romans
and pilgrims. Unfortunately, ten years later this beautiful
restoration work runs the risk of disappearing, sacrificed
to the false efficiency and frenzy of the Jubilee of the
year 2000; it will probably undergo a hasty and
disappointing restoration process, as has partly occurred
to Bernini’s columns and the Palace of the Chancellery,
from which the beautiful Travertino marble patina was
removed following the bad example of many Roman
palaces, which have lost their outer layer because of the
fashion of innovative, aggressive maintenance.
Some years ago a portion of the church of the
Raphaelesque Sant’Eligio degli Orefici underwent a
delicate conserving treatment of the finish and
polychromy (architect Ruggero Pentrella), based on a
cautious ‘repair’ of the damaged parts and on the
maintenance of the remaining traces of colour. This is a
very unusual case because more often than not the latter
are radically renovated or actually given the colour they
sported two or three centuries ago (whether exact or not
does not matter), as if in the time gone by the whole city
had not changed. In this field, some people seem willing
to surpass Viollet-le-Duc himself.
As far as the treatment of lime and pozzolana finishes is
concerned, which have not been dyed for a long time
and now are part of the Rome colour scheme, a good
example is the recent restoration works carried out on
the Castel Sant’Angelo, executed with mass coloured
plaster-with natural materials like the abovementioned
black or red pozzolanas- without applying new dyes. But
there are, unfortunately, other cases of complete and
utter recolouring of old buildings, even in historic
contexts stabilized by time and already assumed in the
collective memory or in literature.
Even with the normal methodological differences, in the
whole of Italy we have regions where the archaeological
superintendencies carry out on the architectural heritage
an outstanding task, absolutely respectful of the legacy
from the past (let us mention, for example, Liguria, the
Valley of Aosta, Trentino-Alto Adige and also Tuscany,
with cases like the restoration of Prato cathedral,
directed by architect Ricardo Dalla Negra, or the old

sacristy of Sant Lorenzo, by Brunelleschi, directed by
architect Pietro Ruschi). In many cases these
administrations keep the intervention within very limited
bounds and perform good works and diligent
maintenance, the only guarantee of real conservation; in
other, more complex, cases, they intervene with the aid
of professionals brought in specially. This is the case, for
example, of the works of presentation of the surface of
excavations under monumental buildings with serious
structural or architectural project problems. The
subterranean works on Trent cathedral were very well
resolved, as were Santa Maria del Fiore in Florence and
Ruvo cathedral (the latter directed by Mauro Civita from
Bari university).
We can finish off by remembering that serious
information about theoretical aspects and the praxis of
restoration in Italy can be found in specialized
magazines like ANAΓKH (Florence), Materiali e
Strutture (Rome), Palladio (founded by G. Giovannoni,
Rome), TeMa (Milan) or Restauro (Naples), apart,
hopefully, from cultivating a scientific and scholarly
exchange between universities.
This text was read at the closing ceremony of the
1995/96 Academic Year of the Postgraduate Course in
the Restoration of Architectural/Civil Engineering
Monuments. Polytechnical University of Catalonia.

Juan Calduch

PALLADIO & PIRANESI ON THE
SUBJECT OF RUINS
In 1743, just three years after his first visit to Rome
where he was later to settle, in his first book of drawings
called Prima parte di architetture e prospettive inventate,
Piranesi wrote the following in reference to the classic
ruins scattered all over the city: “I will just say that these
speaking ruins have filled my spirit with such images
that I would never have imagined even from the
painstaking drawings that the immortal Palladio made of
them and that I have always had before my eyes”.
This sentence is particularly revealing of the different
approach and valuation by both architects to architecture
in ruins. This is even more significant if we consider that
both Palladio and Piranesi were especially interested in
the remains of Roman architecture and if we think of
Piranesi’s sincere admiration for Palladio that is evident
in the text.
Both architects see ruins, the remains of classical
architecture, as a key tool for their professional practice
and for their architectural thinking. And considering
ancient architecture as an active component of their
respective ideas about architecture is exactly the reason
why they seek to project on it suggestions and stimuli
different from each other just as their ideas are different
from each other. There is not a merely scholarly,
archaeological or antiquarian position behind their
search, then, but a strictly professional concern, which
can be summarized in both cases in a desire for
knowledge of the classical world as an instrument for the
practice of architecture.
In this sense, studying what is behind the passion for the
Roman in Palladio and Piranesi can be useful for a
general overview of architects’ professional interests
when they come face to face with constructed or
monumental architecture. Or better still, to see what
these interests, often divergent and even opposite, are.
And, above all, how an architectural reading of ruins and
old buildings is substantially different from a historicist
or archaeological approach.
Palladio was interested in classical architecture in two
different ways and at two different stages of his life.
When he started to work at twelve years of age at
Pedemuro’s bottega in Vicenza, and when he came into
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contact with the cultural ambience of his city through
Trissino at nearly thirty years of age.
Palladio started his working life at Pedemuro’s
stonemason’s workshop. In this workshop dedicated to
building altars, portals, funeral monuments, etc., the
young Andrea di Pietro della Gondola learnt the trade,
not just as mastery of the technique but as a specific,
realistic answer to the problems posed by the
relationship with the client and his tastes, the cost, the
importance of the place or the materials. This pragmatic
component would be one of the main values of Palladian
architecture beyond the ulterior historicist mythicizing of
his work. Palladio himself actually wrote in his treatise:
“But the architect often needs to adjust more to the
desires of those who pay him that to what should be
observed”1.This text speaks eloquently of the role the
different protagonists of the architectural act play in this
architect’s mind.
In this workshop he came in contact with classical
architecture for the first time by means of drafts,
sketches, diagrams and full-scale drawings used as work
material for the works that were carried out. This
sporadic contact by means of drawings used for specific
commissions was to have different consequences on his
attitude as an architect later on. In the first place, it
stimulated his wish to delve into the classical language
in order to acquire self-taught knowledge. Knowledge
which is not an end in itself but depends on the practical
use made of it, its application to the architecture he
projects and constructs. In the second place, it showed
him the problems architectural drawing -the drawings of
classical architecture- without a clearly established
representation system at that time posed on transferring
them to the building. Indeed, drawing as it was used
during the Italian Renaissance, in which ground plans
were mixed up with roof plans, sections in perspective,
bird’s eye views, perspectives, etc.2 was particularly
difficult for the stonemasons to interpret. Perspective,
attributed to Brunelleschi, was ideal to represent the
space visually in two dimensions, but it was not suitable
for architectural use as it distorted angles, measurements
and proportions, as Alberti and Raphael were to point
out. The drafts and drawings of medieval tradition of the
ground plan, profile and elevation normally used in
stonemasons’ workshops like Pedemuro’s bottega were
undoubtedly much more useful for transferral to stone
than the elegant, cultivated perspective drawings of
Renaissance artists.
The need to delve more deeply into classical language
for purely operative purposes and the use of a graphic
system that, surpassing the apparent image that
perspective provides, permits us to know exactly the
form and dimension of the projected object in order to
translate it correctly to the constructed work were the
two convictions that Andrea di Pietro extracted from his
time as an apprentice stonemason.
Once he had become an expert craftsman, he came in
contact with Gian Giorgio Trissino, a member of the
local aristocracy in Vicenza who belonged to the world
of sophisticated and elitist provincial culture and who
was a dilettante dabbling in classical architecture. On
Trissino’s advice, Palladio studied Vitruvius and classical
architecture from an intellectual, scholarly point of view.
Trissino, who was to become Andrea’s patron, in a
gesture typical of Mannerist pedantry, gave him the
name Palladio because he considered him an envoy sent
by the goddess Pallas to regenerate real architecture.
Palladio travelled with his patron to see the ruins in
Rome.
From that moment on, Palladio’s professional activity
and particularly his attitude to classical architecture were
to reflect that double slant in his training. On the one
hand, Andrea di Pietro, a skilled master builder, familiar
with the specific problems of professional practice and
trade, capable of tackling and resolving, with an
exemplary mastery of the concrete circumstances in each
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case, the most complex architectural problems like those
of Vicenza Basilica. On the other hand, Andrea Palladio,
familiar with the educated, sophisticated world of
classical architecture and Neo-Platonic philosophy, a
translator of Julius Caesar, the author of one of the most
complete and best documented guidebooks to Rome at
that time, draughtsman of the illustrations that
accompanied the translation of Vitruvius by Barbaro, a
tireless researcher into the remains of Roman
architecture and a theoretician who published one of the
most influential treatises on architecture of all time.
Palladio’s interest in ruins, expressed in his texts and,
above all, in his drawings, is evidence of this complex
situation: scholarly knowledge in the process of
theoretical systematization of classical language and
knowledge of historic architecture for planning purposes
in the solution of problems that arise during the practice
of the profession. According to Argan, with this
procedure, Palladio poses “the first formulation of what
is to be the procedure proper to modern architecture: the
methodology of projection understood as an analysis and
a criticism of historic tradition [in this case classical
architecture] in order to tackle current problems”. As the
project is but “the shifting of historic perspective from
the past to the future, passing, naturally, through the
flagrant, concrete reality of the present”3. In fact a
project seen as a nexus between the past, from a historic
point of view, and the future.
On the other hand, in spite of how meticulous and
systematic his drawings of Roman remains are, Palladio
is not interested in faithful restitution from an
archaeological or scientific point of view, something
which was, besides, absolutely foreign to 16th century
culture and did not arise until the Enlightenment in the
18th century.
By means of Palladio’s graphic documentation, we can
reconstruct what his work process must have been. To
begin with, he gathered data concerning remains in the
form of sketches and diagrams, to which end he often
used drawings made by others which he checked or
corrected on the spot according to his own
measurements (like Falconetto’s drawings conserved
with notes written by Palladio). These drawings formed
a basis for drawing up later the ground plans of the
building in question, which, in turn, he used to prepare
the engravings to illustrate his texts, but also as a starting
point for the composition of his own works. In the
drawings corresponding to all these phases, it is evident
that what interests Palladio is the architectural and not
the archaeological documentary value. In fact, in his
drawings he selects the aspects that he considers relevant
rather than others, he completes semidestroyed or
mutilated buildings, he hypothetically restores missing
parts, adds what he deems suitable or eliminates what he
considers later additions that do not correspond to the
original building. In short, he finally presents us with the
image of what is in his opinion the original reality of the
building in question. What he transmits to us is not what
actually exists and he sees but a manipulated image of
what exists. In this respect Burns writes: “The drawings
of old buildings did not have the function of
documenting the building correctly but of ‘inspiring’
inventions. And ‘invention’ is the basis of future
composition. Therefore, the artist’s drawings globally
contained those aspects of the old monument that he
thought would be useful for him in future
compositions”4.
In summary, either copying and correcting the data taken
directly from an earlier drawing by someone else or
drawing up a more or less ex novo elevation in situ and
completing it afterwards according to his own
judgement, at the end of the process Palladio elaborated
an image of Roman remains that acquires a dominant
value over the real building or ruins. When in Vicenza, a
long way from Rome, Palladio was to use for his
projects ideas taken from those old monuments, what he

had before him was not the real building but his own
drawing of it. The consequences are obvious. When he
took inspiration from old models for his own projects it
was not the actual building that served him as a direct
reference but his drawings of it. But if these drawings, as
I have already pointed out, are manipulated and different
from the real building, Palladio probably carried that
error, or rather the interpretation created in the drawing
into his own work5. After all it is the drawing that
mediates the idea of architecture and not the real
building it is taken from. In his projects Palladio does
not take direct inspiration from the ruins but from his
own recreation of those ruins through his drawings.
However, thanks to his training as a stonemason,
Palladio was especially concerned that the architectural
drawing should reproduce the object faithfully. And in
this regard, unlike other contemporary authors such as
Serlio, he systematically and almost exclusively used
orthogonal projection as a system of architectural
representation. In other words, he used this system in
ground plans, elevations and sections, rejecting
perspective entirely. It is not accidental that the only
perspectives that appear in his treatise correspond to
constructive details of walls or the assembly of a bridge,
but he never used it to define buildings or projects. As
we know, in the orthogonal system the elevation of a
portico with columns is drawn the same as an articulated
wall with lozenges, semicolumns or pilasters since all
the planes parallel to the representation plane are
projected over it and overlap. Other graphic elements
must be used, such as projected shadows, in order to
differentiate visually between a columned portico and an
articulated wall in an elevation. But in his desire to
purge, Palladio usually dispenses with these
complementary graphic elements like shadows,
particularly in his work drawings (although in the prints
prepared for publication he usually does use shadows
and textures). If it is the drawing of an old building and
not the actual building that inspires him for the project, it
means that a real portico drawn in elevation can be the
inspiration for a modulated wall because of the
characteristics of the drawing. Some of Palladio’s most
outstanding and suggestive designs, like the facades of
San Giorgio or the Redentore, or the Mannerist solution
of the ends of the facade of the Valmarana Palace (fig.
1), are in fact the projection on a plane of solutions that
seem to claim a development in depth. Burns writes
about all this: “The way a drawing mediates between an
old drawing articulated in three dimensions with isolated
columns and the artist’s composition on a surface is, in
fact, an important aspect of the relationship that exists
between Palladio’s drawings and his architecture. This
type of ‘quotations’ would be difficult to imagine if the
drawing were in perspective or if Palladio had used
watercolours to underline artistically the mass of
columns and they way they rose against the wall. But
that is not all. Precisely because of their rigid
faithfulness to the method of orthogonal representation
[...], each drawing can suggest -and certainly did suggest
to Palladio- a remarkable variety of solutions”6. For
example the drawings of the Temple of Minerva that
also inspire him with the solution of semicolumns for
the Porto-Braganze Palace and the lozenge solution of
Valmarana Palace as Burns also points out to us. The use
of the Clitumne shrine drawn in perspective by
Falconetto (fig. 2) and re-drawn by Palladio in his
orthogonal system (fig. 3) is the origin of the first project
for the Rialto bridge (fig. 4). And this, in turn, amplified
with the Octavia portico, also drawn in perspective by
Falconetto and re-drawn by Palladio will give rise to the
final project published in his treatise (fig. 5). In short, a
sequence that leads from the actual ruins to the project
through Falconetto’s and Palladio’s drawings. As Argan
calls it, the project as a link between history and future
work.
The specific examples of this close relationship between
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ruins and architecture mediated by the interpretation and
analysis involved in drawings could be multiplied to
illustrate clearly Palladio’s vision of antiquity and its link
with professional practice.
Palladio was interested in classical architecture not only,
and not principally, as theoretical knowledge for his
treatise but, above all, as a point of reference and
inspiration for his projects. In this sense, he investigated
and studied ruins by means of the drawings in which he
put his idea of a building rather than what he really sees.
This is an idea manipulated according to his
architectural interests and rigorously represented in
dihedral system, because of his conviction that only this
graphic system, rather than perspective, respects the
dimensions and form of the object reproduced, and is
therefore the only valid system for the architect’s work.
But this type of drawing that takes the place of the real
building in Palladio’s projecting process was to give rise
to several solutions in a single old monument. In other
words, ruins, in Palladio’s hands, become a tool to
generate one of the most important architectural
proposals in the history of the Western World.
But in this process, which is ideal for Palladio’s
purposes, other architectural values, such as the
atmosphere, the monumentality, the real scale in its
context, the light, the surroundings, the texture, are
diluted. That is to say, those aspects that Piranesi was
particularly interested in. Piranesi was not concerned
with classical architecture as a model for designing
projects but as a demonstration of his architectural
theories.
If we compare the drawing of the interior of the
Pantheon included by Palladio in his treatise (fig. 7), two
completely opposite approaches can be seen. In spite of
the “painstaking” manner in which the drawing by
“immortal Palladio” was made, as Piranesi writes, it is
not possible to form an idea that will “delight our spirit”.
On the other hand, this architect tries to convey this idea
in his drawing, which in this case poses the crisis of the
centralized classical space and its replacement by a
reticular space.
Indeed an outstanding example of this centralized space
such as the Pantheon is presented to us by Piranesi by
means of a reticular network of columns and architrave
in the foreground that together with the reticule of the
pavement suggests an orthogonal space that contradicts
classical centrality and anticipates ideas of modern
architecture that will lead to Mies van der Rohe’s
networks. All this is reinforced by the fact that it is
viewed from above, which softens the curve of the inner
cornices and diminishes the circular effect of the
building.
This drawing by Piranesi closes a classical problem of
Renaissance tradition, namely the representation of
round buildings (remember Raphael’s drawing of the
Pantheon or Leonardo’s research)7 by breaking the
premises they were set at, annulling the centrality value
and replacing it with a space that is partly perceived as
reticular.
Centrality, in turn, is associated with a unique privileged
point of view. Renaissance architecture is meant to be
contemplated from this point of view, which enhances
all its values. Let us think of Bramante’s church of Santa
Maria presso San Satiro in Milan, for example. Here any
other point of view is circumstantial and unsuitable. A
round building acquires the privilege of showing us the
same image from every point of view. Thence the
special meaning that these Renaissance tradition
buildings take on. Nevertheless, Piranesi presents the
Pantheon to us from an unexpected point of view,
diluting its closed, centralized image in favour of an
alternative image breaking away from this tradition.
With this approach Piranesi goes beyond what baroque
scenery meant with the angular scene by shifting the
centre point of perspective away from the middle of the
space and the image and putting emphasis on the
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subjective vision of the spectator in his appreciation of
architecture8. It is after all an unexpected point of view
that gives more value to the spectator’s position than the
centrality of the building.
But that is not all. The objectivity of Palladio’s drawing
contrasts with the ambience created by Piranesi by
means of the representation of atmospheric qualities, the
treatment of light and chiaroscuro, all linked to the
tradition of Venetian painting and specifically to
Tiepolo’s direct influence on Piranesi, who tried to
transfer the former’s luminous, aerial qualities to his
own drawings. The classical concept of architecture
understood as the treatment of skin -the wall and its
articulation- as a mass, that Palladio reflects in his
drawing, is replaced by an empty space and the
atmosphere that tones down the plastic value of the roofs
in Piranesi’s drawing. The idea of space, the
fundamental axis of modern architecture, opens up step
by step at the cost of laying aside the idea of tectonics
and mural modulation.
In short, in his drawing of the Pantheon, Piranesi brings
into play key problems and values of modern
architecture: the annulment of centralized space and its
replacement by reticular space; the subjective
importance of the point of view in the appreciation of
architecture as opposed to the neutral and objective
representation of the building; space as the supreme
value of architectural training as opposed to tectonics;
the concept of ambience created by light and the
atmosphere deliberately missing at earlier stages...
Immersed in the architectural debate in the 18th century,
Piranesi uses Roman remains in a way that can even be
considered fanatical in order to support his convictions.
These ruins for him are proof of his own ideas about
general aspects and characteristics very different from
the pragmatic objectives to be observed in Palladio.
Although his thinking evolved throughout his lifetime,
Piranesi was always capable of depicting in his drawings
in a convincing way the things in ancient architecture
that corroborated his position, which, after all, reflects
the crisis of a series of values that were formed during
the Renaissance and anticipates others that in time
would become relevant to modern architecture.
Piranesi approaches Roman remains and draws them
with a historic, documentary interest that links him to the
beginning of the scientific archaeology that arose in the
18th century. In 1748, in the text accompanying the
illustrations for his Antichità romane de’tempi della
Repubblica e de’primi imperatori, he wrote: “Seeing that
the remains of the ancient buildings in Rome largely
scattered in fields and other cultivated areas are
diminishing day by day due to the greed of the owners
who barbarously and clandestinely dig them up and sell
the fragments to be used in new buildings, I have taken
the decision to conserve them by means of prints”.
Rescuing ruins from oblivion and from the architectural
palimpsest history had made of them was, therefore, one
of his aims. But in this text we can also read between the
lines an idea of decadence, understood from a modern
viewpoint, as acceptance of the havoc wrought on
buildings by the passage of time. And his reaction to this
was a wish to freeze, at least on paper, this process. This
is a pre-Romantic posture that assumes the inevitability
of historic change with nostalgia and melancholy and
that is in the origin of the debate about architectural
intervention and conservation that is still going on today.
This idea of decadence, seen also as a degradation of the
present as compared to the greatness of the past, made
him pose in a critical manner the current possibilities of
architectural practice, which in Piranesi’s case takes on
biographical features. The immensity of the ruins is seen
by him as a stimulus and a model. In 1743, in Prima
parte..., referring to the fantastic Roman buildings
invented by himself, he says: “As it is not possible to
expect an architect of today to actually produce any [of
these buildings represented in his prints], there is no

other solution for me or any other modern architect but
to explain our own ideas by means of drawings”. In
other words, drawn architecture as a substitute, stimulus
and alternative to real architecture in times of decadence.
This approach has been repeated all along the last few
centuries from Lequeu’s architectural follies to
Expressionist, Futurist or Constructivist avant-garde
movements.
Unlike reconstructed classical buildings, which Palladio
shows us in his drawings and which he used for his
projects, the ruins evoke and become the metonymy of a
sublime, grandiose world that opens the doors to
unbridled imagination and, in Piranesi’s case, a stimulus
for experimenting. The huge piles of architectural
remains allow him to develop fantastic images, a starting
point for his autonomous experimentation of which his
Carceri (fig. 8) are the most emblematic example. As
opposed to ruins as a basis for designing projects, ruins
are for him an excuse for flights of the imagination and
free architectural creation with an underlying idea of the
artistic genius that Romanticism would later develop.
From this viewpoint, it is easy to imagine how deficient
Palladio’s drawings must have seemed to him, as they
certainly do not encourage unbridled, hallucinatory
flights of the imagination9.
In this line, the image of the isolated building was
amplified by the image of the city as a motley
assortment of buildings. In the illustrations for Il Campo
Marzio dell’antica Roma (1762) and particularly in the
ground plan (fig. 9), there is a radical criticism of the
unitary, closed, complete baroque city, which is replaced
by a chaotic ensemble, a prelude to the modern
industrialized city, where the global control of form
defended since the Renaissance is destroyed by the laws
of the market value of sites and profits as relevant
mechanisms in the creation of the urban form. The
inorganic, obsessive, fantastic agglomeration of the
Campo Marzio obtained from the actual remains in
existence hypertrophied to the point of cancerous
exasperation, involves a jump from the suggestions of
antiquity to the anticipation of the modern city.
In the drawings in Antichità romane..., those of Acqua
Giulia (1761) and other similar ones, Piranesi
contributes a new vision of the classical city based on
the networks of infrastructures, aqueducts, sewers and
hydraulic mechanisms. According to Wilton-Ely, the
ground plan of Roman aqueducts reconstructed from
Piranesi’s drawings “...works like a jigsaw puzzle where
fragments of ruins relate to each other within the
complex network of aqueducts [...] Thanks to an
extensive system of cross references, the isolated
fragments, which form a confusing mosaic, are
explained and resolved in reciprocal connection”10. The
restitution of the ground plan of ancient Rome was an
old aspiration going back at least to the times of Pope
Julius II and the works of Raphael and of which the
fragments of the Forma Urbi Marmorea were an old
model. But it had always been set out as an aedilian
structure after the situation of buildings and monuments,
whose remains were mixed with the medieval city.
However, Piranesi, starting from his studies and the
reconstruction of the hydraulic networks of which he
had expert knowledge since he had collaborated with his
uncle Matteo Lucchesi, who was connected with the
engineering works of the Venetian Republic, provides us
with an image of an alternative city, a city of running
water and infrastructures, which to a certain extent
announces the city of engineers where these are a
priority element of urban structure as a support of the
static component of the buildings. A functional
underground city that is given preference above the
visible monumental city and foresees ideas of 19th
century urban planning by engineers and sanitary
experts.
On another front Piranesi also took a belligerent part in
the polemic than swept over Europe all through the 18th
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century among the defenders of the supremacy of the
Greek world -Winckelmann, Le Roy, Mariette...- and the
defenders not only of autonomy but also of the
superiority of the Etrusco-Roman world -Bottari,
Lodoli... In this querelle Piranesi threw in his lot with
the superiority of Rome using arguments that, in the
evolution of his thinking, often contradict one another.
He started off defending the functional value and
constructive, unornamented rationality of Roman
architecture from a rigorous point of view in the Lodoli
style, in drawings depicting the Cyclopean rotundity of
aqueducts, walls, catacombs and ended up extolling the
freedom, richness and variety of Roman ornamental
language as opposed to the monotony and clumsiness of
Grecian architecture in sharply polemic texts like Parere
su l’architettura (1765).
What I would like to underline about this episode is the
fact that Piranesi was capable of extracting such
opposing and contradictory suggestions from the same
architectural remains. The ruins served him both to
corroborate an idea of severe functionalist architecture
based on strictly constructive values and to illustrate the
almost infinite variety of forms and ornamental
compositions, which in Piranesi’s hands break the
coherence and moderation of classical language and
open up a way of exasperated formal experimentation
that characterizes not only 19th century eclecticism but
also some trends of later architecture.
The overcoming of centralized space replaced by
orthogonal grids, the importance of a subjective
viewpoint in the perception of architecture, constructive
rationality, formal and linguistic experimentation, the
valuation of history and the architect’s role as a
professional, the chaotic image of the city and the
predominance of infrastructure in urban configuration,
the emerging concept of space as opposed to tectonics...
These are but some of the ideas that make up Piranesi’s
architectural thinking, based on the reflection, study and
drawing of ruins.
Both Palladio and Piranesi take up the Roman heritage
of ruins in order to extract teachings that affect
architectural discipline itself; a discipline that is revealed
as quite autonomous and independent of others, such as
history or archaeology directed at the same study object.
The lesson taught by these architects should be obvious:
let us tackle existing architecture from the point of view
of the problems that affect us as architects. Let other
professionals do so from the viewpoint of their own
disciplines. But let us not judge architectural intervention
on constructed works with any kind of criteria other than
architectural. Day by day we can see how perverse and
sterile it is to judge architecture with archaeological,
historicist, sociological or populist prejudices that
contribute nothing to the current architectural debate.

Gerardo Cuadra Rodríguez

Restorations at the Cathedral of
Santo Domingo de la Calzada
The doubts about whether to maintain the magnificent
altarpiece by Damián Forment at the head of the
Cathedral of Santo Domingo de la Calzada were not
new. The author of this article shared them more than
once with other people also interested in the subject of
our Artistic Historic Heritage. And at the end of the 60s
even those responsible for the Cathedral suggested to the
Fine Arts Department the possibility of moving the
altarpiece.
These doubts stemmed from the concern caused by the
fact that the altarpiece was hiding what seemed to be a
magnificent head of the cathedral. However, any
initiative to change things was initially set back by the
weight of the situation inherited, with the image of the
altarpiece on the head engraved on the people’s memory,
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but also because the same material conditions of the
altarpiece, anything but a piece of furniture to be moved
about, impeded the tests and trials necessary before
taking a decision, backed by objective knowledge of all
the data to be taken into account.
This situation changed entirely when the altarpiece was
dismantled to be cleaned and restored. On the one hand,
the splendid Main Chapel of the Cathedral was left on
view and, on the other, the practical possibility of
shifting the altarpiece and placing it in another part of
the temple was left open if it should be so desired, in
view of these really important works of Riojan
monumental heritage: the Forment altarpiece and the
Main Chapel of the Cathedral.
There is no need to describe or praise the Forment
altarpiece. Everyone knows that it is probably the best of
all Riojan altarpieces.
The Main Chapel of the Cathedral is less well known, as
it was hidden until recently by the altarpiece. That is
why it is a good idea to point out its undeniable interest,
not only because of the play of spatial interrelation
between the head, the apse aisle and the perimetral
chapels, now revealed in all their architectural splendour,
but also very particularly the unique, magnificent
Romanesque reliefs that adorn the pilasters on the facing
that constitutes the end of the Chapel, which can be
admired once again after so many centuries. All those
who have seen them coincide in stating the it is a very
beautiful head, undoubtedly unique in the context of
Riojan architecture. And not only in this context. In the
opinion of some experts, it is the only Romanesque apse
aisle in a Spanish cathedral.
The problem posed was, then, how to take advantage of
an open, in a way privileged situation, which permitted
us to give a definitive answer to those old doubts, saving
for the future not only the existence but the pure
simultaneous pleasure of admiring two real jewels of our
heritage.

decorative elements, but both in a church. And we must
resist the temptation to treat the subject as though a
church were no more than a museum. A church is above
all a living organism, a space at the service of God’s
people. And for any intervention on it, it must never be
forgotten that a church is above all a space suitable for
the community of believers to assemble and participate
in a cultural action, which means it must be adapted to
the pastoral needs of the time. If we do not want our
churches or cathedrals to become mere receptacles of
works of art, which is obviously not a thing to be
desired, or, what is worse, to cease being buildings
dedicated to the daily use for which they were built, with
the danger that this would entail for their conservation, it
is absolutely necessary to adapt them to the new pastoral
and liturgical requirements, as has occurred throughout
history. But of course with all due respect to the legacy
of our elders, and all the prudence necessary so that they
will not only be safe but their artistic values will be
enhanced as far as possible.
An important aspect of this current liturgical sensibility
is, as regards the organization of presbyteries, the need
to accentuate formally in them the essential elements or
poles of eucharistic celebration, the altar, the seat and the
pulpit, and in the case of a cathedral, we would also
have to add the episcopal seat. These are elements that
must permanently be essential symbols of the epitome of
one of the dimensions of Christian life. These symbols
were, of course, more important than the altarpieces
themselves, which were in other times the food for the
people’s religious culture and the normal background for
any liturgical action, but nowadays they do not
constitute, in comparison to the elements mentioned, a
basic part of the liturgical needs and the symbolic
functions of the church. This does not mean that they
should not be handled with the utmost care, but should
be restored and suitably conditioned as has occurred in
numerous instances.

GeneRal CRiteRia
a) It seems a good idea before going on to describe the
solution adopted to explain, albeit briefly, the criteria
that have mainly conditioned it.
In the first place, the basic criterion was the conviction
that the responsibility towards artistic historic heritage
which must, undoubtedly, be assumed clearly and
decidedly, must not be confused with a strictly
conservationist attitude, limited to cleaning, restoring or
consolidating property but leaving things in exactly the
same objective situation as they have come down to us
from the past.
The responsibility of protecting our heritage naturally
includes these conservation tasks but it must not be
limited to them alone. And without entering into a
detailed analysis of possible cases, it does seem apt to
make a reflection about those situations in which, to
begin with, we find ourselves in the dilemma of having
to choose between protecting completely and efficiently
only one of two important cultural treasures.
What does authentic protection of our heritage involve?
An attitude of blind respect towards a certain “received
tradition or situation”, which obliges us to leave hidden
one of the two treasures as if it did not exist? Or a more
imaginative attitude that strives to find a solution which,
although very cautiously, allows us to leave things in
such a way that the two treasures can fulfil the purpose
for which they were created, to be seen and admired by
the visitor? Is the latter not the authentic way to keep our
heritage as intact as possible? If the strict criterion we
have called conservationist had always been adhered to
throughout history, many of the great works we know
would not exist; in fact with the same attitude of radical
respect for the received past, the Forment altarpiece
would never have been made.
b) However, there is still another reflection to make: the
treasures to be protected in this case are architectural or

the speCifiC Case of the CathedRal of
santo dominGo
In this specific case the decision to free the head of the
cathedral, on the basis of the reflections expounded
above, was also encouraged by the fact that there was an
exceptional place to locate the altarpiece, the north arm
of the transept or Christ’s chapel. Not only is its location
in the Cathedral the second most important after the
head, but both because of its measurements and the
sobriety of the walls that form it, it is the most suitable
place to exhibit the altarpiece in all its splendour.
In spite of all these aspects that favoured the decision
taken, there were still some objections that needed to be
weighed and analysed.
To begin with, it seems evident that in order to change
the location of something, such as the position of the
Main Altarpiece at the head of the cathedral, one must
have very strong reasons so as to outweigh the idea of
leaving things as they have come down to us from the
past and are fixed in the eye and the memory of the
people.
But in this case there was also a special relationship
between the altarpiece and the head, because Damián
Forment was undoubtedly thinking of the architecture of
the latter when he designed the former, whose polygonal
shapes, hollows and heights were conditioned by it.
It is also legitimate to argue that the altarpiece in the
head responded to the cultural and religious attitude of a
given moment in history worthy of respect.
None of these objections were considered decisive at
any time.
As regards the people’s memory of the image of the
altarpiece located in the head, suffice it to say that a few
months after the altarpiece was removed from the head
the people accepted the new situation as natural and the
change of location of the altarpiece was quite normally
remarked upon.
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The spatial relationship between the altarpiece and the
head was a more important issue although this
relationship had certain anomalies or contradictions both
at the sides, as the ledge did not coincide with the panels
of the head, and the upper edge, the altarpiece was and
still is important enough on its own so as not to need the
backing of the architecture. Furthermore, from the very
beginning we were quite convinced that on a
background of plain ashlar panels, like in the recently
restored Christ’s chapel, all the richness of the altarpiece
would stand out more clearly without contrasting with
its architecture.
Nevertheless, once these possible objections had been
discarded, there was still a doubt about Christ’s chapel
itself. Installing the altarpiece there not only meant
shifting two altarpieces, which was no problem, but it
also involved eliminating a stone gallery situated at the
end of the chapel under whose arch one of the
altarpieces was located and also removing the projected
part of a tribune situated on one side.
All this was a real difficulty, but like in every situation
of this type, the pros and cons of the intervention had to
be weighed up. In the case of Christ’s chapel, it was a
question of eliminating two elements of secondary
importance that had been added to the chapel at a
moment in its history without a very clear architectural
criterion. In fact there was no way into the tribune as it
came down to our days. But removing these elements,
which, on the other hand, we would look for a way of
using somewhere else, would permit us to prepare a
clear, regular architectural space to place the altarpiece
in.
Finally, we must mention an objection much subtler than
the above, which was a subject for analysis and debate
especially among the architects when it was brought up
by a colleague, architect and member of the Historic
Artistic Heritage Committee. A negative characteristic of
the Cathedral of Santo Domingo is that due to the
creation of a chapel dedicated to this saint in the 15th
and 16th centuries, the transept was interfered with, as
the south or epistle arm disappeared in order to join the
transept arm with the first panel of the lateral nave,
which had been expanded southwards.
On the other hand, given the situation of the choir and
even the entrance by the main doorway, the impression
one got on entering the temple was a kind of
disorientation as the main axis of the ground plan and its
structure were not readily visible. That explains our
concern, because by locating the altarpiece at the end of
the north transept, opposite the entrance, we would
improve the architectural understanding of the Cathedral
by enhancing the transept axis rather than the main one,
already sufficiently defined.
Those of us who were in favour of shifting the altarpiece
argued that the restoration of the head, including all the
furniture in the presbytery, plus a careful use of lighting
would help establish the value and importance of the
Cathedral’s main axis.
the pRoCeduRe
· administrative process
Given the importance of the works planned and the
conflict that stemmed from them, we were all well
aware of the need to take all possible precautions so that
the decisions that were adopted would respond to a
reflexive, pondered attitude.
Thus the preceptive intervention of the Administration
by means of the Historic Artistic Heritage Committee
was carried out with the utmost care, slowly advancing
with meetings, discussions, requests for specialized
reports, visits to the site, to make sure that the steps
taken would guarantee the best possible result. The main
interest of all those concerned was not to impose
personal criteria but to find the ideal solution to defend
our heritage, with the support of the greatest possible
majority among both the experts and the people.

LOGGIA Nº6

The most important steps in this sense were the
following:
On 5th October 1995 the shifting of the altarpiece, or its
location in Christ’s chapel, was passed after presenting
the historic report drawn up by Mr Isidro Gonzalo
BANGO TORVISO. This decision of the Committee
was passed with only one negative vote.
On 16th November 1995 the project to locate the
altarpiece was passed, provided, among other conditions,
that its bearing structure were studied by a competent
professional.
On 7th March 1996 the project “Conditioning of Christ’s
Chapel” was passed for the location of the altarpiece,
with the sole condition that an archaeological study be
carried out before starting the works.
· preliminary works
These consisted of remodelling Christ’s chapel to
prepare it for the installation of the altarpiece.
Once the two altarpieces located there were taken down,
the Baroque Holy Christ and the Classical Saint
Sebastian, and the latter was put back in the christening
chapel where it had been before, the remodelling of the
chapel followed these steps:
The removal of the gallery or corridor situated at the end
of the chapel and the stone projection that was in front
of the bay in the left wall, forming a kind of tribune.
The reconstruction of the damaged elements in the stone
fabric (the propped columns, the bases, the perimetral
socle, the loopholes of the spiral staircase situated
between the chapel and the sacristy...) in sandstone
similar to the original, with the same carving and joined
with mixed mortar.
The old doorway into the Chapter room, which had been
covered with an ashlar wall, was also freed.
By the way, we must point out that the projection of the
tribune has been relocated over the entrance to the parish
house, the exterior part of the west wing of the cloister,
and completed with an iron balcony of new design, thus
helping to give nobility to the exterior of that part of the
transept, which had been rather characterless
beforehand.
As regards the pavement, in the free zone of the
foundation that we shall describe below, the old stone
flooring, partly made up of tombstones, has been
conserved, and the floorboards covering it have been
removed.
· assembly of the altarpiece
One of the preliminary works consisted of creating a
base at the end of the chapel so that the altarpiece would
be on the same level as before, and this was done by
reusing the steps of the stairs in front of the old
presbytery with a plain stone pillar at each end.
On this base the restored altarpiece was installed by the
following process:
In the first place the front alabaster socle with an
extrados of brick fabric was placed. On this a 3mm lead
plaque was located to protect the wooden pieces of the
altarpiece.
An essential step to locate this was the new structure to
support it, the lack of which had caused deformities and
other problems during the first years of the altarpiece’s
life.
This structure was made up basically of pinewood pillars
placed on galvanized veneer anchor boxes attached to
the base. These pillars had several sections of height,
joined to each other by means of steel screws in such a
way that the joints, which were made to coincide with
the divisions of the altarpiece, are reinforced with the
special pieces, also made of galvanized veneer, that join
the linking knots of the vertical feet with the horizontal
pieces of the structure. The different elements that
constitute the altarpiece were attached to this vertical
reticule of the structure by means of secondary pieces,
also made of timber. Finally we would like to point out

that this vertical structure is anchored at the height of the
different sections to the chapel walls, directly in the
central part, where the right feet are attached to the
ashlar wall, and by means of telescopic metal struts
made up of two parts each, so that they can absorb the
slight movements of all the altarpiece sections.
A secondary but no less important element in this new
location of the altarpiece is the stairs placed at the back
of it, one at each side, making it possible to reach every
part of the altarpiece, which was not possible before.
· the stained glass window
An important complement to this installation of the
altarpiece was the necessary replacement of the large
stained glass window in the large bay at the end of the
chapel, on high, by another more in keeping with the
altarpiece, which, according to the agreement taken by
the Historic Artistic Heritage Committee, should not
compete with the altarpiece in its design, so that it
seemed that figuration should be avoided.
The one that was finally chosen and placed there was
made by Mr Antonio Sainz by an unconventional
system, consisting essentially of nine large panes of
resistant, translucent glass, with the grisaille in coloured
glass and held behind by a structure of bars and cables
which can only be seen in the six support points.
Thanks to the design, very vague, and the shades
chosen: sepia, golden, grey, a few shades of violet..., the
window does not clash with the ashlar walls and the
altarpiece, and it sufficiently sifts the luminosity of the
large bay.
· Restoration of the main Chapel
The operation of installing the Forment altarpiece in the
so-called Christ’s chapel after conditioning it for that
purpose was to be completed with the restoration of the
main space in the transept, in other words, the Main
Chapel, and as far as possible the apse aisle. The image
of the chapel after removing the altarpiece was rather
contradictory; on the one hand, it was quite plain to see
its architectural quality, enriched by splendid
ornamentation but dimmed by its very inadequate state,
since it had suffered both the damage caused by the
location of the altarpiece in the past and other
mutilations produced during different interventions in
the course of time, not to mention the profound mark left
on the stone fabric by the altarpiece itself.
Along with the problems of the Chapel itself, those in
the apse aisle must not be forgotten (some of which,
being in the pilasters, affected both spaces) nor those in
the perimetral chapels, although for the moment it was
necessary to concentrate mainly on the main chapel and
the perimetral pillars due to the funds available.
So much for the fabrics. But the pavement also required
restoration, since the current flooring consisted of a mere
layer of cement placed on the old flagstones a few
decades ago.
Without giving a comprehensive description of the
lesions suffered by the Chapel, we would like to mention
the following, which were caused by the altarpiece: the
destruction caused in the hollows of the central part,
both in the lower one, giving on to the apse aisle, and
the Gallery, from which mouldings and bead mouldings
were missing, breakages in the capitals, mouldings of
different bays, floral or geometrical decorations, as well
as the putlog holes opened to attach elements of the
altarpiece. And, among those caused by different
interventions in the course of the years, we must point
out the amputation of the lower part of the semicolumns
attached to the pilaster on the gospel side of the Chapel
opening and the two pilasters situated behind the first
panels, and the breakage and replacement in masonry of
the columns forming the sides of other pilasters.
In view of this situation, and following the
corresponding project passed on 18th February 1997, we
have proceeded in the last few months to restore the
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Chapel and as much as possible of the apse aisle, in
accordance with the normal criterion in these cases, that
is to say, with the utmost respect for the past, taking care
to separate what cannot be seen as the original, such as
some unfortunate works which only get in the way of
the reading of the architectural ensemble.
Specifically all the reliefs have been restored, like the
mouldings or floral or geometrical decorations that left
no room for doubt, and the perforated or missing ashlars
have been replaced.
A certain hesitation arose as to whether to complete the
semicolumns attached to the inner face of the pilasters
beside the Chapel entrance. But on discovering that the
cul de lampe of one of them was made of plaster, and,
from different sources, that the original semicolumns
were complete, we decided to replace them, not
removing the cul de lampe from the other one but
leaving it inside an ashlar of the emptied semicolumn.
Apart from this work we proceeded to clean the ashlars
and the opening and joint with mixed mortar in all the
walls in the Chapel. As far as the pavement is concerned,
after checking that it was not possible to salvage the old
flagstones both due to their state of repair and to the
damage caused by the cement mortar placed on top of
them, we decided to place a sandstone paving on top of
a protective layer. The design is adapted to the
architectural structure and consists of bands that link the
bases of the perimetral pilasters of the Chapel, and these
with the corresponding ones on the outside of the apse
aisle, forming a framework that reproduces on the floor
the spatial organization of the head, the central chapel
and the panels of the apse aisle, with square flags in
diagonal in the spaces designed by the framework.
In connection with and as a continuation of these works,
new oak furniture has been designed for the presbytery
and is now almost finished. On the request of the
Heritage Committee, all the elements (altar, pulpit and
ordinary seat) have been placed on a large platform,
limited on the bottom by the episcopal seat flanked by
lateral benches for the co-celebrants. In this way the
ensemble of liturgical elements of simple design and in
harmony with the architectural forms appears as it is, an
added element easily reversible in case of a change in
pastoral requirements.

José ignacio Casar pinazo & mario J. aristoy albert

Restoration of outside of the old
customs house in Valencia.
Reintegration of the image
The lithograph “Valencia, view taken from over the
Puerta de la Mar” (1) clearly shows the important
organizing role played by the old Customs House in the
urban design. As though it were a royal palace, the
Customs House, magnificent, solid, independent, freestanding, surrounded by gardens, very different from a
country mansion, proud of its proportions, presided by
the prototype of enlightened monarch, arranges and
organizes hierarchically one of the most valued scenes of
nineteenth century Valencia. It is a pity that the
privatizing and transformation of the barracks of the old
citadel and the orchard of the old Predicadores
monastery were not in keeping with the undeniable
quality of an urban project that, whether accidentally, on
purpose or a mixture of both, arose around the old
Customs House. Harmonic planning for this important
urban cluster would have contemplated a brilliant
solution of continuity with the gardens of Viveros and
the Alameda boulevard across the river Turia, a solution
that would probably have led to a very different urban
development from that which in fact ensued.
Not only is it absolutely necessary to know, divulge and
remember these processes when reflecting about the
history of the city and the architectural significance of its
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buildings but it is also fundamental when planning the
future development, because the experience they exude
must help to illuminate urbanistic processes of today
which, like the one taking place in the Jesuit complex on
the other side of the historic city, have the capacity to
structure present-day Valencia.
Both the Custom House’s own character and its capacity
for articulating and arranging hierarchically the urban
network that the city itself has accumulated around it
and the determining factors not only of the desire to use
the building as it exists today but also of the decision to
install there the headquarters of the Administration of
Justice at the beginning of the century. So quite rightly,
for these reasons, after taking over competence in this
regard, the Generalitat Valenciana, by means of the
Undersecretary of Justice, decided to use the building as
the High Court of Justice of the Valencian Community,
the maximum organ of Valencian judicature.
This political decision needed to be accompanied by an
architectural performance that would lessen the effects
produced by the lack of maintenance on the outside of
the building, at least in the last two decades, and very
aggressive environmental pollution, which had modified,
blackened, altered and diluted the image of the building.
Along with this situation, the existence of serious
pathologies in the sculptural group crowning the
building was a decisive factor in the need to undertake
an in-depth, overall action on the external aspects, while
waiting to carry out an intervention on the building that
would permit the introduction of rational criteria in its
use, restore the original diaphanousness to certain spatial
areas, alleviate an intensive use that could jeopardize the
stability of the building, structure the accesses and
provide safety for the users, recuperate the original
configuration of the roofs and courtyards, etc. This
second, thorough intervention on the building overlaps
in a process, developed by the Generalitat Valenciana, of
creating strong infrastructures, in which the City of
Justice of Valencia is conceived as the natural destination
for many of the court rooms that are currently situated in
the old Customs House.
Thus the idea arose for the need to act on the outside of
the building without forgetting the inside, rather on the
contrary, to use the reflection about the outside in order
to understand the interior organization, to forward the
criteria that would govern its rehabilitation, to appraise
in a reasoned manner a functional programme that
would make it possible to conjugate the functional and
organizational necessities of the activity with the
typological lay-out of the building... For all these
reasons, an intervention on the outside aspects offered a
wonderful opportunity for research, reflection and
comparison.
the RoYal Customs house: some
RefleCtions aBout the histoRY of the
BuildinG.
Unfortunately we do not have much trustworthy
historical information about the construction of the
building or its initial programme, or even about the
modifications that were introduced in the early years of
the building’s history (2). However, there is a document
as unusual as it is peculiar, of great quality and
exceptional interest. We refer to the three plans of the
Royal Customs House (3) drawn up by Felipe Rubio,
the architect, which he sent to the San Fernando
Academy of Fine Arts in 1762 with a memorandum in
order to achieve a degree in architecture. The
memorandum has disappeared, like nearly all those of
that period; all that is left is the magnificent graphic
documents and the minutes of the meeting of the ruling
body of the Academy of San Fernando (4), of special
interest to follow the vicissitudes surrounding this period
of turbulence for the arts in Valencia that led from an
architecture based on decorativism and controlled by the
guilds to regulated academic studios.

Together with Felipe Rubio (1710?-1786), a consecrated
master, an influential personage in the building world,
pragmatic, linked from early in his career to the works
of the Royal Superintendence (5), a young Vicente
Gascó (1734-1802) appears for the second time with a
theoretical, innovating project, in which the value of the
architectural typology and the return to the fundamental
elements of classical architecture are scarcely marred by
localist reminiscence in the definition of small details. If
the Royal Customs House is for Felipe Rubio the
culmination of his life’s work, guiding the transition
from late baroque decorativist requirements to the search
for a steady balance between the typological and
ornamentalist supremacy, for Gascó it is a starting point,
and as such virtual, firm and inexcusable for the more
powerful creations of neo-classical architecture in
Valencia. All these processes have been thoroughly
investigated, related and divulged by Professor Bérchez
Gómez in different publications (6).
We coincide with him in thinking that the Customs
House deserves epithets that classify it as belonging to
the “cosmopolitan classicism” introduced by the
Bourbons in their palace architecture (7), although we
are more and more inclined to link the building to the
assumptions derived from the natural evolution and
accommodation of Valencian architecture to the new
times. There are two basic aspects of the Customs House
that favour this kind of affirmation: the first of these is
the invention, situation, construction and organizational
capacity of the staircase installed in the building, or
rather the complex system of staircases that Rubio
designed and constructed and whose conservation has
been impeded by vicissitudes of history, in a way the
functional requirements of the different uses the building
was put to, and probably a desire to requalify his
architecture, which would not be positively appraised
today; the second of them is the continuous observance
of constructive systems that characterize the Valencian
tradition, both in the organization of the resistant
materials, in resorting to the characteristic techniques of
the vernacular construction and in the lay-out of the
facings.
The central nucleus of the building, made up of the
access, the stairway and the covered passage to the back
gallery is understandable from Rubio’s plans
complemented by Madoz’s description (8): “In the
ground plan, opposite the main entrance, carriages can
enter by means of a large gateway leading to two large
open areas, divided by a corridor with three basket
handle arches leading into each other”; the description of
the staircase is as follows: “...after the gateway or
carriage entrance you come to a hall with the
magnificent staircase on either side, whose flights meet
again on each floor, on the same broad landing, where
the doors into the rooms are situated...”. So it turns out
that the great stairway - whose design has little to do
with imperial staircases - is directly linked to the
entrance into the building and the courtyard; we think
that the historic constant in identifying two courtyards is
due more to the functional characterization of the ambits
than to their architectural conception, since the bay that
acts as a sectioning membrane is developed in height
respecting the interior crowning cornice, as we can still
see today, and besides, on the entry level, the graphic
documentation shows us a diaphanous, permeable
corridor seeking to link the spatial ambits by means of
transparency. Thus an immediate connection is
established between the entrance and the main hall of the
building, which was to be formed by the exterior bay of
the three central modules of the main facade, from
which it led to the main balcony. If this design can be
classified in some way, it is by means of its link with the
typological designs of the Valencian dwelling, with the
introduction of the rich addition of the double staircase
which must have been quite unique in its extraordinary
communicative capacity of spaces, perceptions and
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functions.
We mentioned above the continual observance of the
vernacular tradition in the organization of the resistant
materials, in resorting to construction techniques and in
the lay-out of the facings. To confirm the first two
hypotheses, it is sufficient to analyse the lay-out of the
staircase that is conserved, which could take us back in
time and space to the College of Santo Domingo in
Orihuela, the Corpus Christi College in Valencia or even
certain palaces like the Palace En Bou or even the Palau
de la Generalitat, among others. However, this was the
last time a staircase was built in this way, so we should
regret its disappearance even more.
As regards the lay-out of the facings, the Customs House
is perfectly in keeping with the taste of its time.
Analysing of the irregular cutting of the stone used to
make the facades of the building, examining of the
stonecutter’s “marks” which permitted the development
of the restoration works on the facades, the existence of
remains of false constructive joints which take on a
merely regularizing role and observing Rubio’s plans led
us to incorporate the treatment of the stone surfaces
within the usual parameters of the time. Stone has a
strict, exact constructive value and as a resistant material
must be protected by another one whose periodical
renovation guarantees its maximum conservation.
Something similar occurs with the manufacture of
bricks. It is obvious that the bricks fired in 18th century
Valencian pottery workshops did not have suitable
physical properties to be left on view; but the taste of the
period -probably because of the regularity which
permitted careful handiwork and the colour vibrations
that its appearance could give rise to - was beginning to
value them as a visible material. This evolution in taste
caused brick fabrics to be covered with virtual fabrics in
a peculiar perceptive play where what seems to be is not,
although it looks as though it is and really is there
underneath. That this technique was used in the Customs
House is evident and that it was quite common in the
definition of the buildings of the time can be seen in
buildings as important as the Escuelas Pías school, the
Catalá de Valeriola mansion in the plaza de Nules, the
church of San Antonio Abad, the chapel of Santa
Bárbara de Braganza in San Juan del Hospital, among
others in Valencia city. For about a hundred years this
facing technique, perfectly established among Valencian
construction techniques as regards stone fabrics and
whose origin is not very different from that of the
trompe l’oeuil, became a common referent in the
definition of the city’s image.
These firmly-established roots in Valencian architecture
refute the stylistic theories that base their argument on
links with more generalized architectural movements.
Nevertheless, a suitable precedent of its expressive
facade still needs to be established, and it was not found
locally. While trying to identify it, if it in fact exists, we
can observe the presence of certain elements -alternation
in the gables, dormer windows, upper balustrade,
pedestals with pennants- that relate the Customs House
with other buildings with different architectural bases.
Let us analyse other especially important aspects of the
Customs House. The transformation of the building into
the headquarters of the Valencian High Court of Justice,
carried out by the architect Vicente Rodríguez (18751933) in the early decades of this century, is poorly
documented in spite of the great alterations practised on
the building. Only one document of the project has been
localized, conserved in the private archives of the
Presidency of the High Court of Justice (9) and which is
substantially different from the works performed. In the
project Rodríguez planned to transform completely the
bay in the courtyard, placing in it a new imperial design
staircase with the intention of connecting the courtyard
of the building -and as a result, the entrance- with the
first storey. Outside the wings of this staircase
communication is maintained between the main and
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back bays at the level of the first storey, and in the plan
there are two glass sided orthogonal corridors with a
view to providing greater versatility of movement; these
solutions involve a complicated roof system, whose size,
apart from impeding circulation at the level of the upper
storey, establishes impossible relationships with the
interior facades.
For Rodríguez the works derived from the intervention
on the building should fulfil very specific purposes. The
procedure is clearly established in several provisions
stated in the memorandum of the project: “[It is
necessary to] decorate it in the luxury and style proper to
such a beautiful work of Carlos III”; this statement
indicates, without the slightest doubt, an intention to
alter the style, ascribing the intervention to a neoclassical revision, which was considered defining. The
purpose of the project is clearly described: “...find a
simple solution to make circulation easy and fluid, the
main problem with this kind of project”; to this end he
designs a complex network of stairs and halls: “...the
main doorway in the centre of the facade leads into a
large foyer, from which, on the left and on the right,
stem the stairs which lead up to the mezzanine floor, the
first and the second floors. Opposite the entrance foyer
the large new staircase is to be placed; it is essential for
this Palace of Justice... The other two doorways in the
main facade lead into the rooms of the President and the
Government Attorney, both on the second floor, and
reached by means of lifts or the staircase described
above”. Besides, he projected, although he did not build,
“four staircases” for criminals at the corners.
In spite of the lay-out of the great staircase, the project
maintained the old staircases of the building which lead
to all the floors. Why did Vicente Rodríguez decide to
eliminate the original staircase during the works? What
reasoning led him to adopt such a drastic solution? We
have not found any definite explanation, only a few hints
that indicate the existence of a problem of conservation
in the upper stringboards of the stairs, caused by the fire
that took place in 1895 when the building was a Tobacco
Factory (10); from the descriptions of the fabric we can
deduce that they had introduced partitions that altered
the original configuration of the stairs. In any case, an
architect like Rodríguez, used to intervening on historic
buildings, does not miss the disguise of such spectacular
pieces, especially as he uses a document very similar to
the one drawn up by Rubio to work on, which did not
even include the modifications practised during the
many years of tobacco production.
Vicente Rodríguez’ intervention involved a great
transformation of a civil type of building and its
functional conditions. It is true that we do not know the
ground plan of the tobacco factory, the real state of
conservation or whether Rodríguez used Rubio’s original
project, so our disquisitions lack the necessary graphic
support to be able to value with absolute certainty the
changes practised over the years. But in any case, the
intention manifested by the architect to intervene in neoclassical style is as evident as the need to functionalize a
building that was obviously seen as something more
than a mere factory at the beginning of this century.
The introduction of the staircase -absolutely necessary,
as we have read- made the conservation of the original
communication system doubtful, and its pomposity
efficaciously competed with the architectural quality and
the constructive expertise of Rubio’s staircase. If on top
of this an apparent functional improvement was
achieved by removing it, its continuity was resolved.
Vicente Rodríguez took down the original staircase, only
conserving one flight to give access to the mezzanine
floor, making it necessary to use the metal staircase and
the freight lift which had been introduced in the opposite
bay in the factory period and which was built by
Maquinista Valenciana (11). The elimination of the
original staircase permitted the organization of a hall as
an efficacious antechamber to the president’s rooms

(12). With all these steps Rodríguez modified the
internal organization of the building and consequently its
typology, while respecting its exterior aspect, as the new
alterations did not affect the external appearance.
the pRoJeCt foR RestoRation of the
faCades.
Once the idea for the intervention to develop had been
decided on and the evolution of the building had been
studied, the intention of the project for the restoration of
the facades of the old Royal Customs House, currently
the site of the High Court of Justice, was to make the
outside of the building look as similar possible to what it
was when the Royal Order for its initial occupation was
issued on 30th October 1762. Since then, the 235 years
that have gone by, the wars, the uprisings, the fires, the
different uses and abuses the building was subjected to
had left an indelible mark on the over six thousand
square metres of facade of the building which little by
little and step by step had changed their original
luxurious appearance to a dirty, indefinite mixture of
stone and brick fabric.
When we started to draw up the project, we took into
account two experiences of others which we had
followed and which were enormously useful in helping
us to reflect and create the specific methodology that has
to be developed in every restoration work: the
restoration of the facade of the church of the Escuela
Pía, by the architect Rafael Soler Verdú, and the
restoration of the facade of the Santos Juanes church in
the plaza del Mercado, by the architects Juan José
Estellés Ceba and José Ramón Tormo Illanes. Both
works were promoted by both the Department of Artistic
Heritage and the Department of Architecture and
Housing, within the Programme of Revitalization of the
Historic Centre of Valencia, known as the Plan RIVA,
developed by the Generalitat Valenciana and the City
Council.
Thanks to these experiences, our research on the
building and a careful study of its facades, the project
contains the actions necessary to restore to the resistant
fabrics all their mechanical capacity and to establish the
pertinent protection to guarantee proper maintenance,
while at the same time seeking to recuperate the original
image. The project develops different intervention
methods for each type of fabric -stone and brick- and for
each concrete location -socle, central body, frieze and
cornice- since the objective conservation and
degradation conditions have changed from a similar
initial situation to differentiated situations where many
factors, due to the very long period in which there is no
record of any general refurbishment works on the
outside of the building, have turned a single problem
into numerous specific ones.
Pointing out these problems contributes to understanding
the building and helps to establish guidelines for
organizing the project. Habitual aggression on the socles
of the building; problems of capillary damp in the walls
and condensation in the ground floor rooms; degradation
of the stone and brick resistant fabrics due to erosion and
contamination; subsidence caused by breakages or
deficiencies in the rainwater evacuation system;
breakage, disappearance or blocking of the upper gutter;
the existence of a black crust on the cornices of the
building, the loss of watertightness in the carpentry
work, rust in the iron ware; degradation of many zones
of the upper balustrade to such an extent that some
balusters and coping areas are actually missing and
replaced by brick fabric, etc.
On top of all these normal problems that derive from
lack of maintenance, we must add the subsidence of a
lintel at the northwest corner of the main storey, the only
structural damage worth mentioning in all the external
fabrics of the building; the damage caused by the 1895
fire that was not repaired, like the explosion of a lintel
on the second floor of the east facade and the
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degradation of zones of the balustrade linked mainly to
the northwest corner, and others derived from repairs
that are no longer effective, such as the general clamping
of the coping and balusters; the damage to the jambs and
lintels of the bays due to changes in the windows and
shading system; the damage caused by the removal of
the original iron railings which were replaced by
balconies when the tobacco factory was turned into the
provincial courthouse; certain constructive design
problems in the evacuation of water from the pediment
bearing the sculptures, both towards the inside of the
roof and where it joins the eaves of the building; the lack
of a long-lasting homogeneous solution for the inside of
the upper balustrade; the existence of inappropriate
aggressive elements on the facades, from all the wiring
for the inside of the building which is placed on the
outside, a medium tension electric line that went up the
southeast corner of the building and crossed the roof to
the next door building to an extremely varied selection
of window air-conditioning apparatus that freely dripped
their residues below, resulting in large zones in which
the resistant fabrics, especially the brick, were badly
damaged.
There were also serious problems of stability and
conservation of the sculptural group and the fleece
located underneath the royal coat-of-arms; on the other
hand, the coat-of-arms, in spite of the loss of dye or
polychromy, was in a very good state of repair. The
intervention on the building also strove to dignify the
surrounding area. The pavement around the Customs
House was one of those, fortunately now few and far
between, made of asphaltic conglomerate, typical for
many years in important areas in the city. We proposed
to go beyond the usual municipal requirement that
stipulates that the pavement must be replaced in order to
remove the signs of damage caused by the works, and so
we included in the project a pavement that would fulfil
the following criteria: use of materials in keeping with
the building, solution of the problem of hygroscopicity
in the fabrics, material configuration of the pavements
taking into account the principles and constructive layout of stone masonry according to the real dimensions of
each pavement and the geometry of the building and its
functional requirements.
Considering the character of “strict conservation with
reintegration of the image” mentioned in the text of the
project, the carrying out and development was based on
three fundamental criteria that were found to be
essential. The first of these, the compatibility of
materials, resulted in using quicklime slaked on site as
the only acceptable agglomerate (by which we prevented
the closing down of some lime kilns that existed in
Godella, beside the old quarries that had supplied the
stone to construct the building, which used traditional
methods to prepare the lime and which were under
pressure to close due to the development taking place
around them); we also decided to reuse the bricks
extracted from the back surfaces of the balustrades,
which could be replaced by stone, and if necessary old
second-hand bricks with similar characteristics -size,
outer appearance, colour, granulometry, manufacturing
method- to those in the building; this criterion
determined that the knitting with reinforcing structural
elements should all (except two: one in the figure of
Temperance and the other in the lintel of the northwest
corner) be done with fibreglass bars inert to the effects
of the weather; it is also worth mentioning the in situ
construction of pipes and sills made of lead, a material
so ductile that it made it possible to create very effective
results.
This intervention criterion is methodologically
conceived and used as a criterion of compatibility, not of
strictly keeping to traditional construction methods; for
this reason, epoxy mortars were not used to attach the
balconies to the nucleus of the walls so as to guarantee
greater stability. We decided to use non-shrinking
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mortars reinforced with fibreglass on all pediments,
cornices and ledges to prevent water leaking into the
fabrics.
The second main criterion consisted of making sure the
operations carried out were reversible. The evidently
conservationist component of all the actions carried out
on the fabric of the building, the use of compatible
materials, and the fact that they were placed in position
mainly by means of traditional methods put the actions
proposed in the project on the same footing as the
original conditions of the building, so that it was
sufficient in order to fulfil this criterion to take note of
and represent in detail both the real state of the fabrics
that could only be observed during the works and the
works carried out. For this purpose, a final year student
of technical architecture at the Universidad Politécnica
de Valencia collaborated with us, thanks to a training
programme prepared by the University and the
Valencian Building Confederation, which engaged in
support tasks to the works, established in the
specifications.
We shall refer below to the application of this criterion
to the sculptural group and the coat-of-arms over the
main balcony of the building.
The third criterion contemplated as a methodological
principle was the optical identification of the actions.
This involved restoring the original image of the
building but at the same time restoring its potential in
dominating its surroundings and restituting all their
mechanical capacity to the facades. Once all the
deficiencies and deterioration of the fabrics were known,
they were replaced as faithfully as possible to the
original situation, restoring the joints in the case of
replacements in the brick fabric, but the placing of the
false ones was physically different in that consolidating
finishes were used -lime paints with natural pigmentswhereas in the original situation the seams and levelling
lines had a thickness of between 1 and 1’5 mm on top of
the resistant fabric. From a distance it is not possible to
tell the difference but on close inspection the original
ones can be distinguished from the newly placed ones.
This criterion was also of paramount importance in
deciding how the missing parts of the sculpture were to
be replaced.
the deVelopment of the WoRK
The first phase of contact with the building, necessary to
compare the provisions of the project with the reality of
the work, in order to start to put into practice the
cleaning systems foreseen, apply the consolidation
methods to avoid unwanted effects on the remains of the
original finish of the fabrics, lay the appropriate
protection on the more sensitive parts of the building,
and carry out the long series of analyses (petrographic
reports stating the chemical composition, the apparent
and real porosity, the degree of carbonation, the presence
of salts, the characterization of fossils, the description of
the stone structure; the compositive analysis of the
mortars that agglutinate both the stone and the brick
fabrics, the analysis of the ceramic materials and the
analysis of the original facings situated on the stone and
brick fabrics under the microscope with light reflected so
as to observe the sample directly and characterize its
mineral composition, and by X-ray diffractometer so as
to determine the constituent elements) (13) was also
useful in the more complex process that consists of
developing a certain comprehension, respect and mutual
understanding between those directing the works and the
building company in order to enhance the important
quality change that takes place in carrying out
restoration works as opposed to the usual construction
processes (14). Besides, it enabled us to check the
feasibility of the criteria of compatibility of materials, of
applying traditional methods as far as possible, of the
reversibility of our intervention, of a clear and
systematic identification of the work performed and of
the optic differentiation of the rehabilitation.

At the same time the lime kilns were localized, the
slaking of the lime on site was systematized, different
mixtures were tested until we achieved the colour and
degree of malleability necessary, we learned to apply the
mortars so as to avoid cracking due to retraction, the
method of cleaning the stone fabrics with medium
pressure hot water (40 atm at 50∫C temperature) from a
distance of 1’5 m with a flat nozzle to avoid incisions,
the need to limit strictly the application of water to the
brick surfaces was established, etc.
The fabrics of the Customs House had interesting
surprises in store for us and revealed information that
was not to be found in the written sources. In the stone
fabrics, apart from the external finish and a false lime
paint very like what Rubio had represented in his
drawing sent to the Academy of San Fernando, a coat of
pigmented lime mortar had been applied to fill in many
of the hollows to be found in Godella limestone. This
lime mortar, with a higher granulometry than is usual in
the common mixtures, is perfectly carbonated and had
formed a compact, homogeneous mass with the stone, so
that we decided to conserve it, due to the good state of
repair it was in and out of respect for the work of the
stonemasons who had constructed the building. It was a
first point which, apart from the tests carried out,
corroborated the studies included in the development of
the project: the stone fabric was conceived with
constructive value and had had from the very beginning
a protective coat and a false finish that, in spite of the
enormous size of some of the pieces, homogenized the
uneven stereotomy (15). The elimination of the dirt
deposited on these fabrics and the black crust to be
found mainly on the upper cornice could only be
performed by hosing water on it in the manner described
above; as the cleaning went on, many blood-coloured
inscriptions appeared, which, according to the
stonecutters, were made with bull’s blood. After our
initial perplexity, the transcription of the inscription
revealed two different meanings. The first was the name
of the stonecutters who had worked on the building of
the Customs House; apart from Miner, whose name was
also on the documents, we found the names Soler,
Cantó, Pons and other illegible ones. The second
meaning was connected with the actual works and
location of the pieces; so the word “friso” (frieze) was
found frequently and ordinal numbers referring to the
position of each ashlar in each module into which the
facades could be divided. As it happened, the location of
the building beside the little garden surrounding the
monument to the painter Pinazo caused them to start
with that facade and its orientation caused it to be the
best preserved.
When the upper frieze, protected by the projection of the
cornice, was examined, we found that the original finish
of the brick fabric had still been maintained and, in spite
of its strange fragility, had a great visual effect. One of
the greatest pleasures of visiting the works was walking
along the scaffolding and admiring an authentic finish
that had managed to survive more than two hundred
years of permanent exposure to the elements.
Another interesting aspect worth pointing out and which
made us change our initial decisions in drawing up the
project was the extraordinarily good state of repair of the
lime concrete holding the tiles of the eaves and the
whole crowning system. The crowning is made up of
pilasters with their leaves, with gables between the axes;
both pilasters and gables are linked by a strong
balustrade whose embrasure is made mainly with single
pieces. The whole system does not lean directly on the
wall of the building -which ends in the cornice- but on a
magnificent lime concrete base. There is an even greater
display of workmanship, because although the pilasters
and gables determine the roof slopes on the inside, the
balustrade lies on a small brick wall which, in turn, is
built on top of the very roof tiles that form the ridge of
the drains. The original plan to replace all the eaves of
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the building was changed to a careful retiling operation
that consisted of replacing only the loose or broken
pieces.
Documentary data tell us how badly the roof was
affected by the fire in 1895 (10), a roof that had been
replaced just a few years earlier. The different
formalization of the eight gables at the corners, whose
lay-out is strictly decorative because they do not carry
out ventilation functions on the roof chamber, whereas
the others are connected with the interior; the use of a
kind of stone which, although it is similar to that used in
the rest of the building, has greater compactness; the
lack of any remains of facing and the reflection on the
conducts where the flames and smoke would have come
out make it possible to affirm that all the gables except
the eight at the corners were replaced as a result of the
fire. In these repair works, image recuperation criteria
were used but a certain distance was deliberately kept in
the carving of the different ornamental motifs that enrich
the gables, as only the basic shape of the original
decoration was restored.
We mentioned above the damage caused mainly on the
brick fabric due to the presence of air conditioning
apparatus that dripped the condensation water outside.
The bottles hanging from the balconies that had to be
emptied two or three times a day on the hottest days was
not sufficient to stop the water spilling over and
evaporating under the balcony trays, causing the brick
fabric to rot. Some bricks had lost two or three
centimetres, so they had to be replaced; in this way the
fabric was repaired but the problem was not solved. The
only way to eliminate the cause was to design a new air
conditioning system with a centralized layout that would
make it unnecessary to use the window apparatus.
Unfortunately this solution was beyond the reach of the
works: it is expected to be put into practice when the
rehabilitation of the inside is carried out. A provisional
alternative remedy had to be applied, consisting of
channelling the condensation water on the inside from
the top floor to the main floor and from there to the
rainwater pipes by means of pipes sloping over the stone
impost reflecting on the facade the location of the
nogging of the main storey. When the new air
conditioning is installed in the building, this layout will
make it possible to eliminate the window apparatus and
the pipes without causing too much damage. The oldfashioned window apparatus were replaced by more
modern ones with a greater evaporation capacity. During
the part of the works that took place in the summer
months, the need to disassemble the air conditioning in
order to perform the cleaning and repair of the jambs
and lintels and the replacement of the carpentry work
involved sealing the windows, causing a severe lack of
ventilation inside. This situation notably impaired the
living conditions of the interior spaces, so that the work
rhythm had to be adjusted accordingly, as was
established with a committee especially constituted by
people who worked in the building. We would like to
thank them for their effort and collaboration.
The last aspect we wish to point out is the new
pavement. The project contemplated changing the
pavements that surrounded the building. With the
agreement of the City Council we decided to eliminate
the lane running along the east facade connecting the
Glorieta with Cerdán de Tallada street. The removal of
the lane was contemplated in the municipal development
plan and this seemed to be a good time to put it into
practice. With the financial collaboration of the Valencia
City Council and the good will of the building company,
it has been possible to change this little ambit of the city
using the paving criteria mentioned above (16).
tReatment of the sCulptuRal GRoup
The intervention on the sculptural group was one of the
basic aspects contemplated in the project. In 1995 small
pieces had come loose, causing provisional protection to
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be placed on it. There had been several fully justified
complaints about the state of repair of these sculptures.
Over the years the statue of Carlos III had lost its hand
and forearm, the heads of the Virtues had been replaced
and in the case of Temperance, the original coat-of-arms
had even been replaced by a book (17).
The three pieces really had a desolate appearance. The
king’s hand was missing, the replacements of the heads
were out of scale, there was a finger missing from one of
the hands of Justice that had been replaced, the
sculptures were covered in epoxy mortars with a high
mineral content that made them totally waterproof, the
portions that looked authentic were held together with
numerous iron clamps, there was a great deal of black
crust on the north facade and many biologically caused
alterations, the attributes of the king and Justice were
missing, etc. Given the serious state of degradation, there
were two possibilities open for the project. One was to
keep the pieces that still existed in situ, although there
was a risk involved as this might not be possible or it
might mean forcing things more than was advisable. The
other option was to disassemble the pieces, restore them,
and place them in a museum, and make replicas so as
not to alter the image of the building.
It is important to mention that in the drawing of the
Customs House made by Rubio the sculptural group is
very clearly defined, which probably means that either it
was already finished when the architect redrew his plan
to hand it in to the Academy or that Ignacio Vergara
gave him a drawing of the final design. Studying
Rubio’s drawing provides a more faithful picture of the
configuration of the sculptural pieces that the
architectural reality, which had to be increased in order
to accept them with suitable dignity. And apart from this
drawing, there is a documentary source of extraordinary
value that eliminated risks on choosing the type of
intervention to be followed. The Valencian Fine Arts
Museum has a scale model of the sculptural group made
by Ignacio Vergara. Thus the documentation on the
sculptural group could not have been better.
The historic documentation demonstrates that Barxeta
stone was used to make the pieces (7). The tests carried
out indicated that it was a chalco-sandstone with iron
oxides and argillaceous minerals. The conservation
problems typical of this type of rock, very much used in
the Valencia area due to its great manageability, consist
of the presence of silica compounds that swell up with
water beyond the limits of mechanical resistance causing
cracking, which initiates a pulverization process
increased by the salts produced by the dissolution of the
carbonates in acid rain.
After the works had started, a small group of companies
with experience in the restoration of outdoor sculptural
groups in nearby geographic areas were called in order
to ask them their opinion about which option we should
develop, to submit a project about the way to carry out
the intervention and, logically, an economic estimate.
After analysing their proposals, we decided to conserve
the pieces. This decision was motivated by several
aspects: the first and foremost was respect for the
original work, which had been created especially for this
location by a Valencian artist with great prestige among
the sculptors of the 18th century; apart from this, there
was the difficulty in dismantling and exposing pieces
that, although from a distance they still maintained
nearly the whole original image, from close up they
were seen to be seriously altered and a great deal of their
carved surface was missing; finally, there were the usual
difficulties in the definition of the reproduction criteria.
Should we reproduce the original in its initial state? In
other words, should we follow the model at the Fine Arts
Museum in an 8 to 1 scale or should we conserve the
sculpture in the state of repair in which we had found it?
The method developed to conserve the pieces started
with a biocide treatment and preconsolidation with
gauze, injecting the cracks and fissures and

impregnation. Then we went on to clean the original
carved surface by a projection system of silica
micropowder complemented by the use of a dentist’s
drill and a scalpel; on the other hand, the layers of epoxy
mortar were eliminated by mechanical means; these
layers were armed with a kind of hand-made wire
netting up to twelve centimetres thick in places with
bricks inside. This operation inevitably had to be
combined with a simultaneous structural consolidation
of the pieces. This consolidation had three main objects:
the joining of pieces that had large cracks and were in
danger of breaking off, the joining of pieces that had
come loose due to the removal of clamps and iron bars
and the formation of an interior skeleton to guarantee the
stability of the structures. The last phase of the
intervention consisted of sealing the cracks, fissures,
hollows and joints with a lime mortar containing stucco;
the pieces were consolidated again and then toned up
and waterproofed.
During the development of the works of mechanical
cleaning, we saw that the degree of degradation of the
three sculptures, especially Temperance, was very high.
So much so that there were times when we thought we
had made a mistake in choosing the method and we
would have to replace the pieces. Once this phase was
over, we became reconciled with the correctness and
suitability of the process adopted. It was also clear that
this would be the last in-depth intervention on the
sculptural group, because its consolidation required such
a large number of structural steps that its reversibility is
doubtful.
The last important aspect to point out, with great
relevance as regards the restoration methodology, is the
way the missing parts were restored. One group of these
-a volute on which Justice and the metal attributes, the
sword and the royal sceptre were located- was resolved
by copying the original image as faithfully as possible.
The second group, made up of the heads of the two
Virtues, the coat-of-arms and the hand of Temperance
and the king’s hand and forearm, posed a more serious
conceptual problem. Under the general guidelines of
recuperating the original image and following the
criterion of visual identification of the reintegrated parts,
we decided to replace the basic shape using a similar
stone to the original one. The process of making moulds
gave good results in the case of the coat-of-arms and the
hand of Justice and the king’s arm; however, in the case
of the replacement of the heads of the allegories,
although it was methodologically correct, it did not give
the desired aesthetic result. One could believe that inside
those solids were the two heads sculpted by Vergara, but
they were so far removed from his artistic poetry that
they were repellent. We decided to abandon the line of
work adopted and “reproduce” the Virtues’ heads by
building them on the existing model. Once two heads
very similar to the original ones had been obtained,
volume was added by means of following the inverse
process; this option bore much more encouraging fruit
and permitted continuity in the process of replacing the
pieces.
The citizens can thus see the globality of the sculptural
group as Rubio and Vergara conceived it and if they look
carefully at the heads of the Virtues, Carlos III’s hand or
the coat-of-arms of Temperance, they will notice a slight
difference in the carving and the texture, a difference
that enables them to distinguish between the original
work and the restoration. In any case, the intervention
possibilities have been used up and only by a suitable
conservation programme will the continuity of these
important pieces be guaranteed.
final note
While we are writing these lines, a series of whitish
stains have started to appear on the brick fabric of the
old Royal Customs House. The first tests indicate that
the reddish colour of the fabrics is unaltered underneath
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the stains and that the latter are probably due to the
existence of a barium sulfate produced by the barium
compound used to precipitate the cadmium, one of the
main components, along with iron, of the reddish colour
used in the restoration.
The pigments used are sold as chemically pure,
unaltered by lime and light and are widely used in
restoration works. Whether these salts are removed or
not, we would like to point out that the paint mixture
was analysed during the restoration works and nothing
anomalous was detected.
Leaving aside the correctness of choice, the
professionalism in developing the project and carrying
the works out, the committed performance of restoration
works involves a challenge which is sometimes only
encouraged by a firm belief in the sapere aude
illustrated.

Gaspar muñoz Cosme & Cristina Vidal lorenzo

Restoration of the northeast
cloister of the monastery of the
company of Jesús in Antigua
Guatemala
the CitY
It is easy to find traces of the past in almost any city but
there are some cities that actually are their past, just as if
they had remained immobile in time. Antigua Guatemala
is one of them.
Violently destroyed by the Santa Marta earthquake 29th
July 1773, the city still displays in its ruins the open
wounds inflicted by the catastrophe, which makes it a
city presided by a constant wave of memories, always
associated with natural disasters that have played a
leading role in its history since its foundation.
Antigua Guatemala or Santiago de los Caballeros de
Guatemala, as it was originally called, was founded to
take the place of another city, the former Spanish capital
established by Pedro de Alvarado not very far away and
brutally buried under a shower of stones and mud from
the Agua Volcano 11th September 1541.
But if both the rise and fall of Antigua make it a unique
and almost magical city, its peculiar history of decline
and revival has contributed, with a privileged
timelessness, to the conservation of all the urban and
architectural characteristics that were a marvel in the
splendid 18th century.
Indeed the evacuation of the city four years after the
above-mentioned earthquake, carried out by order of
Martín de Mayorga, led it to a state of “urban
petrification” until its restoration, first as a town in 1786
and later as a city in 1813.
In those days the large public and religious buildings of
Antigua were not only the victims of the terrible
earthquake but also of human unreasonableness as the
city was partly dismantled after its evacuation in order to
use the building materials for the construction of the new
capital city, still the capital in out time, the present-day
Guatemala de la Asunción. Jakobo Haefkens told the
story in this way in his famous 1827 Viaje a Guatemala:
“However, not all the churches are destroyed. The
damage to some of them was relatively light and easy to
repair. In fact tyranny has probably wreaked greater
havoc than the earthquake. In other words, once the new
capital had been founded, everybody, and particularly
those of higher standing, were forced to abandon their
ancestral dwellings and the buildings partly or wholly
spared by the cataclysm of the elements were
demolished by despotism.”
Its subsequent rebirth, defended initially by the
illustrious archbishop Don Pedro Cortés y Larraz and
later by the so-called “terronists,” had the virtue of being
carried out without the economic and political pressures
of being the capital, in a slow process that was
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nevertheless more respectful of its urban structure.
The famous poet Rafael Landívar, from his exile in Italy,
accurately compared the city to the Phoenix reborn from
its ashes, and the fact is that Antigua, in spite of the
turmoil of its past, remained faithful to the original
model. Nevertheless, the city grew upon the vestiges of
all its days and years and, although its dwellers thought
they were living in the Antigua of old, the one we all
hold in our memory, the city itself knows it is not the
same.
The city that now spreads serenely across the Panchoy
valley carries on its shoulders the experience of a
tormented history that the sensitive visitor can perceive
by looking at the agonizing fragments of its former
splendour that still survive: luxurious facades of
churches that are no longer churches, twisted arcades
lying on the ground, faded mural paintings, mutilated
statues or enormous capitals that long ago adorned the
top of majestic columns...
the BuildinG
For nearly twenty years a block of buildings about a
hundred metres from the old Plaza de Armas lay in a
state of abandonment. The 1976 earthquake, which
seriously damaged its walls and vaults, made it
necessary for the city council to move the wholesale
market of the city to grounds situated to the west of the
historic centre. Later some parts were demolished by
order of the Consejo Nacional de Protección de la
Antigua Guatemala -the organ responsible for the
conservation of the city’s heritage -, which declared it in
a dangerous condition, and so part of the Southeast
cloister disappeared while works were initiated to
consolidate the facade of the church and the front
courtyard.
This important building in the centre of the city, with
three cloisters and a spacious church, was forgotten and
relegated to the function of a storeroom. Its remarkable
cultural and historic past was forsaken and the
monastery suffered the neglect that leads to progressive
deterioration. In 1991 the Agencia Española de
Cooperación Internacional arrived at an agreement with
the Guatemala Ministry of Culture and Sports and the
National Council for the Protection of Antigua
Guatemala to carry our the refurbishing of the building
in order to use it for cultural purposes, and so the
restoration process on the Northeast cloister was started.
histoRY
In 1561 Jesuit priests made a request to open an
establishment in Santiago de Guatemala, which they
repeated nineteen years later on the occasion of the
arrival in the city of Dr Juan de la Plaza, general
inspector of Jesuit colleges. As we can read in the
minutes of 4th January 1580 in the city register, the
City Council agreed to ask authorization of said
inspector and the high court for the foundation of a
college of this order in the city.
As a consequence, in 1582 a provisional centre was
opened as a mission, and installed in a borrowed house,
although the blessing of the first formal temple,
attributed to Francisco Fernández de Fuentes, did not
take place until 18th July 1626.
The situation of the temple in such a central area of the
city was due to the donation in 1611 of a site, later
amplified by renting some property from the heirs of
Bernal Díaz del Castillo. Finally, in 1655, they
purchased the rest of the block.
It is important to underline the importance of this
establishment as a centre of studies. Back in 1625, San
Lucas School was authorized to confer degrees, even
doctoral degrees, thus becoming the first university to
be founded in Central America. Theology, philosophy,
grammar and rhetoric were taught there. At the end of
the century, the Jesuit school San Francisco de Borja
was founded in an adjoining block of buildings.

The 1695 earthquakes badly damaged the temple and
the architect José de Porres was commissioned to carry
out a complete reconstruction, which he finalized 5th
December 1698. It was slightly damaged in the 1717
earthquakes, but the priests’ house was not so lucky
and had to be reconstructed and expanded and was
again damaged in 1751 and not considered totally
finished until a decade later.
The facade of the church stands out for its composition,
similar to that of the Antigua Guatemala Cathedral, and
the unique decoration of geometrical and vegetable
designs painted on the stucco, quite different from the
other churches in the city. Two three-bodied bell towers
flank the facade, presided by a spacious courtyard
leading into the congregation building.
The monastery is made up of three cloisters. The two
more to the east contained the Jesuits’ dwelling
quarters and retreat house. On the north side of the
building, between two of the cloisters, there was
another courtyard, possibly walled in. The ground floor
was made up of large rooms used as classrooms, a
library and for other cultural or educational purposes,
whereas upstairs, we presume, were the Jesuits’ private
rooms.
No more than fifteen Jesuits are mentioned in the
chronicles, which is surprising considering the size of
the building. Among all these teachers with a high
cultural level, Rafael Landívar deserves a special
mention; he was born in the city in 1731 and is the
author of the monumental Rusticatio Mexicana.
However, the activities of these men were drastically
interrupted by the royal decree banishing Jesuits from
all Spanish colonies: on 1st July 1767, twelve members
of the Company of Jesus sadly vacated church,
monastery and college, leaving them in the hands of
the dean of the Cathedral.
When the Santa Marta earthquake destroyed the church
and part of the monastery, these buildings had been
deserted for six years, and little by little the vaults that
were still standing and the dome of the church
crumbled. The pine and cypress beams had no better
luck. As we mentioned above, there was an order to
dismantle all royal buildings when the city changed site
and these pieces are known to have been moved to the
new capital to construct other public buildings in 1781.
The structure of the building was used a hundred years
later to install a textile factory; it was later turned into a
school and at the beginning of this century (in 1912),
by virtue of the fact that in 1872 all Jesuits’ possessions
were taken over by the state and by means of a
permutation with the municipal authorities, it was used
as a public market until the 1976 earthquake.
Finally, in view of the serious damage inflicted on it by
that catastrophe, the Southeast cloister and one of the
walls adjoining the Sexta Avenida were partially
demolished.
initial state
Neglect and the demolition the building underwent
after the 1976 earthquake brought it to a deplorable
state of repair. In general it was used as a storeroom
for building materials or a workshop for different
institutions, which was not a suitable use for the
quality of the building, apart from the fact that these
different uses unfortunately left their mark on its
architecture. During its last stage as a market, it was
covered in very low quality paving, as well as which
serious damage was caused by the informal roofs of
the market stalls.
The roof of the Northeast cloister was missing and a
mortar roughcast with pitches had been placed on the
pavement as an outlet for rainwater. Some of the
vaults in the downstairs halls were cracked and most
of the windows had been turned into doors to house
commercial establishments connected with market
business.
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inteRVention CRiteRia
The intervention criteria were based on the recuperation
of the architectural values of the building and at the
same time the intention was to habilitate the building in
accordance with its spatial characteristics, incorporating
it to the life of Antigua Guatemala and recovering part of
the important role it once played in the history of the
city.
The intention, then, was to recover the different parts of
this noble construction so that it would appear as it had
been in the 18th century but with installations and media
adequate for its use in the present time.
Intervention on a building of these characteristics, with a
good initial design but countless modifications and
transformations during the 17th and 18th centuries in the
period of the presence of the Company of Jesus, apart
from many other reforms and adaptations for the
different uses it underwent in the two centuries between
1773 and 1976, presents great complexity, since it is
necessary to determine which elements and parts must
have priority, as the conservation and recuperation of
certain architectural values implies necessarily the
disappearance of other elements.
On the other hand the technical means available today
permit a coherent restoration process from a formal point
of view, with an improvement of the resistant elements,
which will guarantee a more solid behaviour in
earthquakes and a longer duration for the monument.
The intervention solution adopted therefore included the
replacement of walls and the recovery of vaults, the
reinstatement of roofs and carpentry work, the
reinstatement of the staircase, pavements, finishes and
paintwork.
a) Replacement of walls and recovery of vaults
Both upstairs and down consolidation and replacement
works were performed on the damaged parts of the
walls. In the north and east facades of the ground floor it
was necessary to rebuild the windows that had been
replaced by doors, and recover at the same time bays
that had been lost as a consequence of the changes of
use the monastery was subjected to.
The repairs on the first floor were more important, since
part of the wall of the east facade had to be replaced, as
it had been removed by the interventions carried out on
the building after the 1976 earthquake. In order to
perform these works, the traditional wall building system
of stonemasonry with layers of bricks was used and the
interior and exterior pediment cornices were recovered at
the same time. In some areas it was necessary to
construct gables to hold up and finish the roofs.
As regards the treatment of the vaults, on more than one
occasion it was necessary to remove the material that
had been added to them -parts in concrete and materials
in a bad condition- in order to replace it in the traditional
brick style. In the less affected zones, the only action
taken was the consolidation of cracks by injection.
b) Reinstatement of roofs
The solution adopted for the roofs made it possible to
restore their exterior volume to the way it was at the end
of the 18th century, leaving the structural elements on
view on the inside so as to be able to distinguish clearly
between the original and the restoration and improve the
spatial and habitable conditions of the interior.
Two constructive systems were used in this intervention:
one that was placed in the corridor area and another over
the room area. In the first case the traditional Spanish
terrace system was used, that is to say, on a wooden
framework earthenware tiles were placed; on top of
these, a layer of mortar and, finally, a mortar coating
with the corresponding pitch for water drainage.
On the other hand, in the room area cypress wood
trusses riveted with steel plates were installed. The
trusses were sustained on the perimetral walls in which a
finishing beam had previously been installed for support.
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Finally, pine planks were situated on the trusses to hold
the sheets of fibro-cement and the earthenware tiles.
c) Carpentry: doors & windows
The carpentry was redesigned following some models of
door that still existed on the ground floor and with a
traditional panel system for the rest and the rooms and
halls maintained their original dimensions, perfectly
adaptable to the intended cultural use. In this way it was
possible to recover some ground-floor bays with arches
and mouldings, adopting the solution of a glazed
tympanum.
The same criteria were used for the windows, made with
shutters of mahogany planks and window panes framed
with listels of the same kind of wood. Doors and shelves
were also placed in all the cupboards; downstairs a
latticework system was used for these doors to provide
them with better ventilation.
Finally the most outstanding carpentry work was carried
out at the entrance in the east facade, which sported a
rustic railing door installed when the building was used
as a market. The new door, on the contrary, was made
out of solid mahogany planks with bronze rosettes,
following the carpentry used in the 18th century and
restoring part of the nobility that this illustrious building
lost in the last century.
d) Reinstatement of the staircase
The recovery of the staircase was achieved by
eliminating the existing elements that had nothing to do
with it, mainly the timber framework forming a room in
its shaft. After performing this task, the staircase was
paved with earthenware tiles placed on top of the
existing ones and the handrail was also replaced in
natural colour mahogany.
By eliminating the room in the shaft of the staircase, it
was also possible to open the octagonal window in the
north wall that had been blinded until then, all of which
restored to this space its original character, much
brighter and more solemn.
e) pavements
The criterion followed for replacing the pavement was to
preserve the original, to which end it was covered with a
layer of sand and new paving of earthenware tiles with a
treatment to close the pores, harden it and protect it from
wear.
Before applying this in the corridor area upstairs, it was
necessary to remove all existing material made up of a
layer of mezclón that served to drain water during the
time it was without a roof. In the same way, in some of
the downstairs rooms it was necessary to remove the
pavement that had been added to the building in modern
times.
The entire pavement on the surface of the central
courtyard of the cloister was removed; this pavement
was from the market time and was of very poor quality,
apart from the fact that there were several different
types. A stone pavement with its corresponding drainage
areas was later laid down.
f) finishes & paintwork
On the outside of the building, the pre-existing shades
deduced from the different layers of lime paint on the
facade were conserved, leaving the water box on the
corner white in order to make it more visible.
As regards the indoor paintwork, the original colour was
found to be blue, combined with yellow in the arches
and entablatures, perfectly fitting with the aesthetic
currents of the end of the 17th century and the beginning
of the 18th. On request of the municipal authorities who
own the building, the blue was changed to white, as it
fitted in better with the idea of this building based on its
recent past and not on its original colour scheme.
On the top part of the inner facade of the courtyard,
some mural painting was restored, consisting of a

purplish frieze decorated in a floral and geometrical
design, which has been left wholly visible.
The same criterion was applied to the walls of the
upstairs corridors that were left free of all later finishes
after the illustrious coats of arms of the Company of
Jesus sculpted over the doors on the first floor had been
restored.
Finally, after a study had been carried out on it, the
original austere purple socle of the rooms was
reproduced, since its functionality is still valid, and the
remaining part of the walls were simply whitewashed.
future interventions
The restoration works on the north-east cloister of the
Convento de la Compañía de Jesús were inaugurated
14th December 1994. After that date preparations were
initiated to install in that sector of the building an
International Training Centre, financed by the Agencia
Española de Cooperación Internacional, which has now
been operating for over two years.
Nevertheless, the plan is to extend these installations
once the south-east cloister has been refurbished; the
preparations for its restoration have already been carried
out and the works could start in October of this year.
When this intervention has been completed, the possible
refurbishment of the church will be put in motion,
depending on the results of the international competition
of ideas that took place in 1995 with interesting and
innovative intervention proposals.

Ricardo mar, estanislau Roca & arcadi abelló

Recuperation of the Roman Circus
in Tarragona
The most ambitious urbanistic development carried out
on an archaeological monument in Tarragona until the
present is undoubtedly the recuperation of the Roman
Circus. In almost twenty years of works, the City
Council has demolished around 3,240 m2 of buildings.
As the city centre expanded, the “head” of one of the
best conserved circuses in all the Mediterranean area
was discovered. The process was not limited to mere
demolition; according as the Roman remains were
uncovered and documented, two teams of architects,
coordinated by Andrea Bruno and Estanislau Roca
respectively, initiated an architectural treatment to
guarantee their conservation and prepare them to be
visited by the public.
All this effort won international recognition with the
awarding of the Medal of Honour from the Foundation
Europa Nostra in 1995. This association, created to
protect and promote the architectural and natural
heritage of Europe (connected with the International
Castles Institute), specifies in the document that this
medal was awarded due to the sensibility demonstrated
in the restoration and its integration in the urban space.
The most delicate part of the urban transformation has
now been done. The effect that this intervention had on
the citizens was varied and stimulating at the same time.
Proof of this is that many people who had no faith in this
work to begin with have become staunch defenders of
the project. It is rewarding to see that people and
institutions are willing to support it. Nevertheless, we
must not run away with the idea that the project is
finished. The monument now needs to be presented. The
financial backing came, once again, out of the municipal
budget for the city. The 1997 budget included a figure of
approximately 150 million pesetas to complete the
demolition, perform the necessary archaeological
excavations and intervene on the monument. A large
chunk of this money has also come from the private
sector. We can point out particularly the contribution of
REPSOL, a company that has been greatly involved in
the emblematic recuperation of Tarragona’s Historic
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Heritage, and also that of la Caixa. The archaeological
excavations are now fully under way and when they are
completed, the architectural restoration works will begin,
according to their results. For this phase a
multidisciplinary work group has been formed with the
collaboration of different specialists: architects,
archaeologists, restorers, documentalists, historians...
The programme is directed by Ricardo Mar
(Archaeology professor from the Universidad de Rovira
i Virgili and Historic Heritage Adviser to Tarragona City
Council) and Estanislau Roca (lecturer in Planning at the
Superior Technical College of Architecture in
Barcelona), author of the architectural restoration project
with the collaboration of Alicia Castan, Núria Feijóo and
Marta Miró. The excavations are being carried out under
the supervision of archaeologists from Valencia
University: Lluís Piñol and Pere Gebellí (Classic
archaeology) and Héctor Mir (Medieval archaeology).
Finally Arcadi Abelló, archaeologist and specialist at the
City Council in Tarragona, is in charge of coordinating
the different operations of the recuperation project on
site.
This may be a good time to recapitulate and present a
summary of the methodology we are using and at the
same time a critical assessment of the importance of this
monument for the city of Tarragona.
The historic centre of medieval Tarragona, enclosed by
the old Roman walls, corresponds only to the highest
part of the hill on which the city lies today. The
expansion of the city in this century and the growing
importance of the role of the port have left the medieval
nucleus in a marginal position as regards the main lines
of the modern city. This situation has brought about an
evident physical, functional and social deterioration in
the area, to such an extent that in the past 20 years the
quarter has lost most of its inhabitants.
The General Urban Development Plan for Tarragona that
is now in force includes a special plan for the historic
centre, contemplating a first proposal for cleaning up the
area from a development point of view. Recovering the
social weft of a sector and conserving the archaeological
heritage can sometimes seem contradictory. In the case
of the historic centre of Tarragona, working on the
archaeological-historic monuments implies the economic
and social recovery of the district. In this context, the
presence of headquarters of official institutions and
offices of the Administration like the Department of
Culture of the Generalitat, the Official Architects’
Association, the Rectorate and Faculties of the Rovira i
Virgili University, among others, in recent years, has
catalysed the regeneration of the historic centre by
contributing to vitalizing urban activity.
the aRChaeoloGiCal Context of
taRRaCo
From the archaeological point of view, this zone
corresponds to one of the most important spaces of the
colony Iulia Urbs Triumphalis Tarraco: the area
dedicated to the administration of the province of
Citerior. The richness of the archaeological remains
conserved is due to the vital continuity of the settlement.
In this sense it is important to remember the Visigothic,
medieval and modern historic phases, which have left
traces in the archaeological register of the subsoil. The
current image of the historic centre has been acquired in
a prolonged process whose most important moment
dates back to the medieval stage when the network of
streets was formed, and the successive reconstructions of
the modern period. The most outstanding of these took
place in the last century after the destruction brought
about during the War of Independence. The two
“Roman” elements that have conditioned this long
process are the walls, which define the perimeter and the
monumental remains that occupied what were called
terraces into which the top of the hill was divided and
where the great Area of Cult to the Emperor, the
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Provincial Forum and the Circus were erected, at a lower
level.
The High Terrace is occupied by a large square, almost
perfectly square in shape, containing one of the most
important buildings in the conception of the Roman city.
It was the religious zone of the capital of the province,
where the above-mentioned Area of Cult to the Emperor
was situated. There is also believed to have been a
Temple to Augustus (built in the year 15 A.D.), although
it was not possible to document it archaeologically. On
this terrace the episcopal see of the Visigothic period
was later erected and the current metropolitan
headquarters, dating from the latter third of the 12th
century.
On the Intermediate Terrace the old Provincial Forum is
situated, constructed in the Flavian period. This large
terrace, 300 m by 150 m is believed, thanks to the
remains, to have contained a porticoed square.
Throughout the medieval period (probably after the 5th
century A.D.), this space was progressively occupied by
private residential buildings.
The Lower Terrace is shaped by the situation of the
Circus, constructed at the end of the last third of the 1st
century A.D., during Domitianus’ princedom. At the
beginning of the 6th century A.D. it was abandoned, and
deteriorated little by little. Later, around the 12th century,
medieval Tarragona, built around the Cathedral,
expanded in the direction of the Circus, where new
buildings were gradually placed. In the times of Pedro
III, the construction of a wall right in front of the Circus
facade incorporated it in the growing nucleus of
inhabitants that repopulated Tarragona.
studY of the BuildinG in the histoRY
of the CitY.
Modern knowledge of the activities carried out in the
Circus of Ancient Tarraco stem from the study of the
funeral inscriptions dedicated to two charioteers:
Eutyches and Fuscus. These inscriptions were already
known in the 6th century and were published in several
compilations of inscriptions connected with the city. We
have less documentation about the Visigothic and
Muslim background. The interpretation of one of the
Epistolae Wisigoticae (dated between 614 and 620) is a
very controversial subject today. In it, King Sisebuto
(612-621) severely berates the metropolitan bishop of
Tarragona, Eusebio, because of his passion for Ludi
Faunorum. Some researchers believe that the space
where these games were carried out may have been the
Circus. The period going from the start of Muslim
domination to the conquest and repopulating of the city
in the 12th century is almost unknown. All we have of
this period are some indirect references, from which we
can gather that Tarragona was practically uninhabited.
The city was repopulated in the first half of the 12th
century. From this time until the middle of the 14th
century, the south wall of the Provincial Forum -Mur
Vell- marked the boundary of the new city.
The Circus was left, then, outside the walls. The zone
closest to the Mur Vell seems to have been used for
industrial activities that could not be carried out within
the inhabited area -forges, slaughterhouses, etc. During
this period the Circus was known as el Corral (the
stockyard). The first mention of the area dates from 1128
and refers to the assignment of the church of San
Salvador to the bishop of Vic by Oleguer. The growth of
the medieval city turned the zone corresponding to the
old Roman Circus little by little into an integral part of
the urban nucleus. Its definitive insertion in the city took
place in 1368, with the building of a new wall or
Muralleta in front of the Circus facade. From this time
on, many of the vaults of the building were used to carry
out craft or industrial activities.
The Catalan renaissance marks a point of inflection as
regards the valuation of the monument. The interest in
recovering the past is reflected in the figure of Lluís

Pons d’Icart. He was the first author to speak of the
structures of the circus. His work consisted of a
description, made in 1572, of the remains that were still
conserved at that time. Then in the 18th century he was
succeeded by historians such as Canon Ramón Foguet
(1729-1794), who in turn informed Henrique Flórez,
who gave a detailed description of the monument in his
book España Sagrada (1769). This work also contains a
ground plan of the remains of the building, attributed to
F. Bonifàs i Massó.
The first planimetric map we have was mostly done by
the engineering services of the army, which owned many
of the vaults of the east and north sectors. There are
some detailed drawings of the ground plan and section
in existence, which date from 1748 and are attributed to
the engineer J.R. Silvy (or Silby), and show the
contemporary state of the army property of the time.
The 19th century stands out because of the destruction
suffered by the monument due to the War of
Independence. The structures of the Circus did not go
unnoticed by Laborde during his stay in Tarragona.
Finally Bonaventura Hernández Sanahúja (1810-1891)
made a description and an in-depth study of the
monument. His works are still an essential element in
archaeological research in our city. B. Hernández
Sanahúja tells us about the important changes that took
place during the War of Independence, which caused the
destruction of many vaults of the sector of the head of
the circus (1813). The effects of the war on the city were
really enormous. Once the war was over, a process of
reconstruction and urban development was initiated,
provoking the destruction of other Roman structures that
were still standing.
The creation of the Reial Societat Arqueològica
Tarraconense (Royal Archaeological Society of
Tarragona) 150 years ago was an important milestone as
regards the study of the archaeological remains. Thanks
to the work carried out by its members we now know
many of the characteristics of the monument. The work
of José Sánchez Real and Miquel Aleu deserves special
mention. Among current works we can point out
particularly the compilation of archaeological data
carried out by Rodolfo Cortés and Rafael Gabriel.
Systematic excavations in the area of the monument
have been carried out since 1962, starting with the
interventions of Dr Balil on the praetorium. In the next
years there followed different excavations directed by A.
Ferrant, M. Berges and Marius Ferrer. The works of Dr
Theodor Hauschild were the first step towards the
understanding of the provincial monuments of the part
alta (high area) as a single complex. He was responsible
for the first studies of the ensemble. In spite of the fact
that his scientific activity was centred on the analysis of
the Republican wall and the cult area, he did not forget
to relate these structures to the circus.
In 1982, after authority in matters of culture had been
transferred to the Generalitat de Catalunya, an initial
project for the reconstruction of the Circus of Tarragona
was made and the draft and plan were carried out by the
architect Dr Salvador Tarragó. Between 1982 and 1984
several excavations were performed by the Servei
d’Arqueologia de la Generalitat (Archaeology
Department). The team designated for that purpose was
made up of Xavier Dupré, Jaume Massó, M.L.
Palanques and Patricia Verduchi. The scientific results
were published in the book El Circ Romà de Tarragona,
I. Les voltes de Sant Ermenegild (Barcelona, 1988).
These works were continued after the foundation of the
Taller-Escola d’Arqueologia (TED’A) (Archaeology
workshop), under the direction of X. Dupré between
1985 and 1990. During this fruitful period, important
excavation works were performed at the Head of the
Circus, and also a survey of the characteristics of the
monument. The research carried out by TED’A were
then taken over by CAUT (Centre d’Arqueologia
Urbana de Tarragona) from 1990 to 1993. The Servei
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d’Arqueologia de la Universitat Rovira i Virgili then
continued the works started by TED’A and CAUT. In
1994 and 1995 several interventions and follow-up
activities were performed in the circus area, such as the
urgent surveys carried out in la Font square (February
1994), on the vaults in Enrajolat street (March 1994) and
the excavations realized in dels Sedassos square
(October 1995) and la Font square (December 1995beginning of 1996), which have provided new data to
help understand better the structure, features and
evolution of the building.
In May 1997 excavation works were started again,
emptying out the garden of the Casa dels Militars
(Enrajolat street), where important remains of the tiers of
seats were found, and demolishing the houses at the
head of the circus in Baixada de Peixateria street. The
schedule continues with archaeological excavations and
the recuperation of remains.
the pRoJeCt foR inteRVention on the
monument
The whole area of the Roman Circus of Tarragona
constitutes a protected monumental area. The existence
of a project for architectural intervention in the area of
the head of the circus and the praetorium, on the one
hand, and the works being performed in the dels
Sedassos square and the Cases dels Militars (in the area
of the south tiered seats) make it necessary to work out a
joint programme that will naturally include prior
archaeological works. These excavations have to adjust
to the scientific considerations of the importance of the
monument. It is important to point out that no
recuperation programme can be initiated without
establishing a dialogue between archaeologists and
architects. The remains of the circus occupy a large part
of the historic centre of Tarragona, spread out under
modern constructions. Its recuperation has at times
involved negotiations in order to make the interests of
the private sector and the administration compatible. In
certain cases, the solution has simply been demolition.
Fortunately, in many cases, it was possible to make the
Roman remains compatible with the daily life of the
inhabitants. Given the dimensions of the building (300 x
90 m), the only possible strategy to recover the
monument and contribute at the same time to the
regeneration of the social network of the district involves
defining the compatibility norms between the monument
and the buildings that surround it. The criterion when
establishing a relationship between the old and the
modern was to identify the zones in which the
monument could be used as a museum -zones where
intensive works were performed- and zones where
preference was given to integrating the remains with
other types of activity while maintaining the modern
building intact.
We decided to make the monument harmonize with the
life of the city, especially in two areas: the south facade
of la Font square and the stretch of seats situated in
Trinquet Vell street. The first zone corresponds to the
houses built at the end of the 18th century and the
beginning of the 19th, on the southern tiered seat area of
the monument. The dividing walls of the plots, built on
the loadbearing walls of the vaults, conserve, underneath
the current plasters, the section of the monument where
the profile of the podium and the tiers of seats can be
seen. The lowest part of the buildings holds quite intact
vaults and arcades (no. 29. Supermarket El Podium; no.
37, Restaurant El Forum; no. 45 Cafetería Moka...). In
this sector the ordinance of activities is limited to
registering uses and controlling any attempt at
renovation on the business premises.
The sector of Trinquet Vell street and dels Sedassos
square poses a different set of problems. In this case it is
the vaults of the tiered seats, which in some cases are
prolonged right into the hill. In these cases they have
been used as jewellery workshops, antique shops and
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even a pub.
The intervention proposal attempts to consider as a unit
the sector that goes from Ferrers street, dels Sedassos
square, Baixada de Peixateria and CapÁalera del Circ.
One of the basic criteria for the proposal of solutions
was the possibility of visiting the monument as a
museum. In fact, the basis of our proposal for the
recuperation of the monument was the construction of an
urban route visiting the vaults in Ferrers street, the seats
in dels Sedassos square, the vaults in the Baixada de la
Misericordia (Pulvinus or tribune of honour), and finally
the ensemble formed by the Praetorium and the tiered
seats at the head of the circus and at the Casa dels
Militars.
The zones that need archaeological excavations before
starting the recuperation operations are:
1) The zone of the head, specifically the sites left in the
Baixada de Peixateria after the demolition of the houses.
The intention is to recover the level of the arena in this
zone by removing the layers that cover it.
2) In the zone of the abovementioned Casas dels Militars
the idea is to eliminate the filling with modern earth that
cover the remains of the Circus in the park or underneath
the Casa dels Enginyers. This operation will be carried
out parallel to the Sala Tarraco, where the model of the
Roman remains will be exhibited. From the inside of this
gallery a double reading can be made, that of graphic
documents and that of the seats of the circus.
3) In the zone of dels Sedassos square and Ferrers street,
the intention is to demolish the two houses built on top
of the Roman tiered seats. Next the filling of modern
earth covering the seats will be removed to reveal the
old structures and archaeological excavations will be
performed on the medieval levels that exist inside the
vaults. Once the excavation works have been carried out,
the archaeological remains will be subjected to global
treatment, paying special attention to their integration in
the urban context and the important role it will play for
the whole city. In the joint intervention being performed
in the Historic Centre by the City Council in
collaboration with the Generalitat’s Departament de
Política Territorial i Obres Públiques (Department of
Territorial Policy and Public Works), the thesis of a
homogeneous use of materials has been taken into
account to determine the different zones. The unitary
treatment in the design of the elements (pavements,
fences, lighting, furniture, etc.) and a homogenization in
the use of materials will make it possible to establish a
clear identification of the different parts of the Roman
Circus to be intervened on, which will be in direct
contact with the citizens.

Jacopo Gardella
The reconstruction of the Padiglione d’Arte
Contemporanea
The case of the Padiglione d’Arte Contemporanea,
constructed according to a project by Ignazio Gardella
back in 1953, the polemic caused by its reconstruction
where and as it used to be, has raised an ardent and
passionate debate.
After its destruction, brought about by a terrorist attack
in 1993, the followers of the main and opposing theses
bandied about many cultural, ideological and
sentimental arguments. On the one hand, there were the
conservationists who were in favour of a scrupulously
faithful reconstruction; on the other, the innovators who
clamoured for a new and quite different construction.
In fact, the conservationists sustain that the architectural
value of the building is not annulled or diminished even
though means and materials different from the original
are used in the reconstruction, as long as the dimensions,
the proportions and the geometrical properties of the
destroyed building are not interfered with.

The innovators, however, argue that modifications of the
surface, colour, visual and tactile quality end up altering
the copy of the building and jeopardizing it to the extent
that the reconstruction of the original model is not
justified, and hold that a new, different building should
be erected.
Milan City Council intervened without hesitation with
the decision of reconstructing the Padiglione d’Arte
Contemporanea as and where it was, taking advantage
both of substantial donations from private benefactors
and public opinion in favour of recovering a building
loved by everyone.
The construction was started relatively quickly because
the project already existed and was readily available. In
fact the project had to be examined and revised in all its
parts and had to be updated by means of modifications,
additions and improvements in the installations. First of
all, it had to be adjusted to fulfil the current regulations:
- The new international regulations determining the
climatic conditions art works must be shown at made it
necessary to install air conditioning, which did not exist
in the original building built in 1953.
- The new European regulations regarding the access for
invalids to public places required the addition of ramps
and lifts that did not exist in the original building.
- The new regulations regarding thermal isolation and
energy saving demanded materials and isolating
products that were not contemplated forty years ago.
Now that the pavilion has been reconstructed, we can
see that both the conservationist group and the
innovators were right: the conservationists were right
because the pavilion is once again lending its services to
the city with the same efficiency as before, or even
more, and has recovered its original spatial configuration
as well as its functions; the innovators, because the
Padiglione has inevitably lost the patina it had acquired
over the years and does not now have the same finishes,
the same constructive details, the same technical aspects
that were common to the construction market of years
ago.
The same reasoning can be applied to Mies van der
Rohe’s Pavilion in Barcelona: this Pavilion, faithfully
reconstructed, completely restores the architectural
quality of the original. In any case it is evident that it has
been refurbished; one can see that the building designed
by Mies van der Rohe conserves its aspect but not its
substance. On the one hand we must be grateful to those
who have reconstructed it since we are permitted to see
it again as and where it stood; but on the other hand, we
feel a hint of nostalgia when we realize that a lost reality
can never be recovered.
In spring 1997, the Faculty of Architecture in Milan
organized an interesting exhibition on the Padiglione
d’Arte Contemporanea. It was the aim of the exhibition
to point out the differences, slight but not insignificant,
between the previous building and the new one. These
differences could be clearly seen in this exhibition.
plaCinG the paVilion in the Context of
the CitY (headinG)
The pavilion sprouted up next to a neo-classical villa
belonging to a noble Milan family, now destined for
public ceremonies. The villa has a C-shaped ground
plan, developed around a courtyard tangential to an
urban boulevard. At the back of the villa is a garden that
belonged to the family that owned the villa. The pavilion
is situated on a curiously trapezoidal site, once occupied
by the stables of the villa, which were practically
destroyed during the Second World War (fig. 3). The
closeness of the pavilion conditioned the architecture of
the pavilion, not so much in its frankly modern
architectural language as in its volumetric dimension,
which was adjusted to that of the demolished stables and
is therefore rather subordinated and less impressive than
the nearby villa (fig. 4).
The pavilion is limited to the north by a street separated
by a blind wall; the same wall, decorated with classical
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motifs, that belonged to the stables and was the only part
of the building that survived the bombing in the war (fig.
2). This wall was also badly damaged in the 1993
explosion (fig. 1).
The pavilion borders on a large garden to the south,
originally part of the neo-classical villa, which has been
turned into a public park today.
GRound flooR, mezzanine and top
flooR (fiGs. 5, 6, 7 & 8)
The metal structure of the building is made up of pillars
partly free standing and visible, partly hidden in the
thickness of the plaster walls. The metal trusses are
hidden behind the false plaster ceiling and the metal
sheets.
The refurbished perimetral walls of the destroyed stables
are made out of solid brick; on the other hand, the south
perimetral wall giving on to the park has been entirely
rebuilt. The roof is made of copper sheets; the skylights,
made of a special glass with a high luminous absorption
to soften the light entering directly and ensure the good
state of conservation of the paintings.
During the reconstruction of the pavilion, the volumetry
of the building did not undergo any modification
whatsoever. On the ground floor, we find the entry hall,
a long and narrow shape extending all along the east of
the building. By going up two staircases opposite each
other (figs. 11 & 12) from the entry hall, you gain access
to the mezzanine occupied by five hexagonal galleries of
decreasing depth; the rooms have double height, are
illuminated by skylights in the soffit and all give on to
the glass window in the south facade looking on to the
park. From the hexagonal rooms on the mezzanine by
means of a small ramp one goes back to a long gallery
the ground floor parallel to the glass window of the
south facade (figs. 13 & 14); or, again from the rooms
on the mezzanine, one can go up a long fan-shaped
staircase to the upper floor gallery, placed exactly over
the ground floor, totally without fenestration and only
illuminated by artificial means. The length of the upper
gallery is flanked by a small straight corridor giving on
to the five hexagonal galleries beneath; by walking
along this corridor the five lower galleries can be seen in
their entirety. From the upper gallery, by going along a
short corridor, one can reach the bar, over the entry hall
and open to the east with a polygonal hand rail (figs. 11
& 12). The office area, situated in the west side of the
building and separated from the galleries, can be reached
from one end of the downstairs gallery.
By comparing the original ground plans with those of
the reconstruction project, it is easy to see the
modifications that it was necessary to introduce for
technical or safety reasons. Access to the entry hall of
the older building was by a simple door; in the new
building this access has been replaced by a double
doorway so as to avoid climatic changes inside the airconditioned galleries.
In the original building there was no lift; there is one in
the new one, for the use of the handicapped; this lift
goes from the entry hall to the mezzanine and from the
mezzanine to the upper floor, ending in the bar zone.
In the older building the connection between the zone of
the hexagonal galleries (on the mezzanine) and the lower
gallery (on the ground floor) took place by means of a
short staircase that has been replaced in the new building
by a ramp with the same slope, accessible to
wheelchairs; opposite the ramp a new staircase has been
added to join the east end of the gallery with the
hexagonal galleries on the mezzanine.
The fire regulations did not demand emergency exits
when the original project was carried out; at the time of
the new project they were compulsory: two on the
ground floor, one at each end of the lower gallery, and
one on the upper floor, where an emergency staircase
also had to be built leading from the upper gallery to the
public park.
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In the original building the way into the triangular
spaces used for storage situated at the two ends of the
hexagonal rooms was through two doors opened into the
back wall; the drawback of these doors is that they were
too visible and interfered with the showing of the
pictures; in the new building these doors were opened in
a lateral wall, thus interfering less with the view and the
function.
The need to enlarge the storage spaces made it necessary
to move the boiler room to another place, so that this
room could be turned into a large store room that can be
entered from the first of the hexagonal rooms.
lonGitudinal and tRansVeRsal
seCtion (fiGs. 9 & 10).
The internal differences are non-existent; on the
contrary, there are considerable differences in the zone
of the false ceiling, due to the presence of the air
conditioning pipes, which were not in the original
building. The pipes spread underneath the trusses of the
five hexagonal galleries and are situated in the free space
between the sloping gables and the horizontal metal
sheets of the false ceiling. The pipes also branch off in
the false ceiling of the upper gallery, where the original
gables of the double pitch roof had to be changed to
form a flat roof in order to create the necessary space to
accommodate the pipes.
The soffits of the building are made up of sloping plaster
panels or horizontal metal sheets. These sheets are only
to be found at the level of the roof zones where the
skylights are situated; placed over the hexagonal
galleries, they give a diffuse zenithal light ideal for
viewing paintings. The light shines down through the
metal sheets onto the paintings situated around the walls
of the gallery, in the same way as the light shone down
from above through the cloths hanging from the ceiling
in nineteenth century museums. But unlike the
nineteenth century textile device, which gave a uniform,
monotonous light, the metal sheets do not take away the
lively, vibrant luminosity from the light. In the
reconstructed roof, the cluster of skylights had to be
reduced considerably in order to make room for the air
conditioning pipes. The resulting diminution of zenithal
light did not mean spoiling the lighting required in the
galleries; as a matter of fact, the lighting in the original
project was excessive and too bright for viewing
paintings.
faCade on to the GaRden (fiGs. 15 & 16).
The facade giving on to the garden is divided in two
horizontal parts: the lower part is fully occupied in its
whole length by a large glass surface looking onto the
park; the upper part, without any windows, bears a finish
of dark plum-coloured enamelled ceramic of
considerable size. The safety grill is mobile: when it is in
place, it protects the window; when it is raised over the
opaque upper part of the building, its whiteness stands
out against the dark ceramic finish.
Serious problems were solved during the reconstruction,
both at the top of the facade and at the bottom. At the
top, for example, the pieces of enamel terracotta had to
be reduced in size; if the original dimensions had been
maintained (60 x 20 cm), the ceramic kilns in use today
would not have been able to ensure that they would not
become deformed during firing. Deformation of the
pieces, due to the firing of the enamel, would have taken
place because of the different thickness of the terracotta,
quite considerably reduced in the new pieces, due to the
need to insert a layer of thermal insulation that did not
exist in the original wall. The smaller size of the new
pieces (40 x 20 cm) and the greater thinness (1’5 instead
of 3’5 cm) do not alter the general appearance of the
finish.
In the lower part of the facade, a problem of availability
had to be solved, as the glass surface, originally made up
of single sheets of glass (10 mm thick) had to be

replaced by double glazing (30 mm each) for thermal
insulation reasons. The perimetral sealing of the air-filled
double glazing is done nowadays with the aid of special
machines that cannot handle sheets of glass with such
large dimensions as the original ones. For a while it was
thought necessary to reduce the size of the glass sheets
and double the number of joints, noticeably spoiling the
aesthetic appearance of the facade. Only by using an
exceptional sealing process, manually performed by a
tenacious glass company, was it possible to conserve the
dimensions of the original sheets and maintain the
rhythm of the mullions unaltered.
From all this it is clear to see that the reconstruction of
the pavilion turned out to be eventful and full of
unexpected obstacles. Although some thought that the
reconstruction consisted of a simple, straightforward
redoing of a project already prepared, an obvious
repetition of solutions already adopted, it turned out to
pose new problems and require unforeseen decisions.
Taking these decisions and solving these problems was
not very much less of an effort on the part of the
architect and the builders that creating a completely new
building would have been.
staiRCase leadinG to the uppeR stoReY
(fiGs. 17 & 18).
The lovely broad staircase does not obstruct the interior
space; its non-monumental form invites one to continue
the visit from the mezzanine to the upper gallery.
Immediately visible on entering the first of the
hexagonal rooms and always in view while walking
around the lower gallery, the staircase establishes a
visual rather than a distributive relationship between the
different levels into which the global space of the gallery
is articulated.
details of the staiRCase With the
CoRBel steps (fiGs. 19 & 20).
Safety regulations made it necessary to modify the
design of the banister. In the original version, there was a
double and a single mullion for each step (fig. 19). In the
new version, the double mullion still exists but the single
ones have been made triple for each step (fig. 20). The
formal motif of the banister is still the same, but its
spatial rhythm has been considerably altered and
accentuated.
On the other hand, the corbel steps, with their unusual
profile in the shape of an inverted L, have not undergone
any modification in their shape or dimensions, and the
finish is also the same as before: wooden veneer covers
the tread as in the original step, while the separation left
between each step endows the staircase with a
surprisingly light and airy appearance.
liGhtinG.
The lighting system of the old building has been reduced
in intensity as far as the natural light coming through the
skylights is concerned, as we explained above, and
completely modified as far as artificial light is concerned
(figs. 9 & 10).
In the hexagonal rooms of the earlier building, on the
sheets of the false ceiling, hidden behind them, the
incandescent reflectors were situated, pointing towards
the sloping gables of the false plaster ceiling; the light
was reflected on the gables onto the room below, by
means of a simple, proven system of indirect
illumination.
In the refurbished pavilion, the system of artificial
lighting was radically changed. The state-of-the-art
skylights enable us to obtain extraordinary light effects.
At the present time, extremely specific skylights provide
us with all the degrees of light we may wish. The old
system of fixed indirect lighting was replaced by a new
system of direct lighting of variable intensity. The
skylights were installed, as in the previous building, over
the false ceiling of metal sheets and hidden behind them,
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but they are not pointing upwards, against the sloping
plaster gables, but downwards, towards the paving of the
hexagonal rooms.
In order to illuminate paintings placed on easels or
sculptures situated in the middle of the galleries, a new
type of skylight had to be used and numerous lamps had
to be hung from the metal sheet false ceiling (fig. 22).
The lamps, placed in parallel lines, are fixed to metal
supports at adjustable height. The presence of these
lamps considerably alters the false ceiling of the
hexagonal rooms, giving them a more “technical”
appearance, totally different from the naked purity of the
original space (fig. 21).
The same effect can be observed in the gallery on the
floor below, where these lamps have replaced the earlier
ones (fig. 14), which, originally situated on the pilasters
and walls, provided a more domestic appearance,
although they were not in fact suitable according to
modern exhibition criteria.
In the gallery above, the system of wall lighting has
been left as it was: a continuous series of lamps
illuminates the two long walls of the room. The lamps,
hidden behind an unbroken plaster wing attached to the
false ceiling, do not dazzle the visitors but orient their
light exclusively on the works exhibited on the walls.
On the ceiling, on the other hand, uninterrupted rails
have been added in order to install moveable lamps (fig.
24). The rails, parallel to the air conditioning vents,
seriously impair the immaculate uniformity of the
original ceiling (fig. 23).
ConClusion.
The reconstruction of the Padiglione d’Arte
Contemporanea allows us to understand to what an
extent it is utopian to believe in carrying out a totally
identical copy of a destroyed building; if we want the
refurbished building for the uses and people of today, if
we want to bring it up to current standards, it is
necessary (and inevitable) to practise modifications and
variations on the original model: the important thing is
that these modifications harmonize with the original and
do not alter or betray the conception of its project.

Giorgio Croci

The Basilica of San Francesco di
Assisi after the earthquake of
September 26th 1997
The Basilica (fig. 1) underwent a severe earthquake on
the night of 26th September; it was hit by a second
stronger earthquake (grade VIII in the Mercalli scale) at
11.42, which caused two frescoed vaults to collapse (fig.
3) and serious damage to the tympanum of the left
transept (fig. 2).
The accelerations in the ground near the Basilica reached
0’16 g in the longitudinal axis and 0’19 g in
perpendicular direction (g being the acceleration of
gravity).
Further earthquakes went on affecting the temple,
several times reaching grade VII in the Mercalli scale;
meanwhile the seismographs had been set up in different
spots in the Basilica.
the tYmpanum of the left tRansept
After the terrible initial damage to the tympanum on
26th September, it suffered very serious damage in the
7th October earthquake, which opened a large chasm in
the stone wall of the facade as regards the internal
mortar nucleus of the wall, leaving all the fabric,
particularly the cornice, in a very precarious state of
equilibrium.
The cause of the damage was the loss of cohesion due to
the age of the mortar at the centre of the wall, so that the
ashlars of the facing separated progressively by means of
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the effect of the power of inertia, falling on top of the
chapel ceiling, where beautiful frescoes and other works
of art are to be found; a total collapse of the tympanum
would have caused the inner roof to fall, which would
have had dramatic consequences.
To prevent the collapse of the tympanum, all possible
solutions were examined, obviously starting with the
simplest, the construction of scaffolding on the roof of
the lower chapel; however, this solution was not feasible
because of the continuous risk of the ashlars falling and
the difficulty involved in carrying out the works in safety
on the roof of the chapel.
Another hypothesis studied was and then discarded was
dismantling the tympanum by working on the roof of the
Basilica, due to the precarious situation among the
ashlars and particularly of the cornice; moving a single
stone might have been enough to break the equilibrium.
At this point, on 18th October a new possibility was
contemplated: using a gigantic crane with a 50 metre
arm; but there was no way that this crane could enter the
inner courtyard through the doorway. For that reason,
another even larger crane had to be used to lift the other
one over the surrounding buildings and drop it in the
inner courtyard.
Once in the courtyard, the crane must firstly lift and
anchor to two loadbearing walls of the transept two
reticular corbels and then lift and anchor to these corbels
a second reticular steel structure in the shape of the
tympanum (8 m high and 17 m wide), weighing 4.5 tons
so that it could hold up the damaged tympanum.
This is the chronicle of the events as they happened.
10th October: in the Convent courtyard the construction
of the reticular structures is started and the two cranes
arrive in Assisi.
11th October: the first crane drops the smaller one in the
Convent courtyard (fig. 6).
12th October: the two reticular corbels are lifted,
anchored to the transept walls and left ready to hold the
reticular steel tympanum.
13th October: everything is ready for the operation and
in the afternoon an attempt is made to lift the steel
tympanum and lay it on the corbels in position since the
previous day. The strong wind and the heavy rain make
it impossible to carry out the operation, which finally
had to be suspended; on the roof of the transept, behind
the tympanum, wind-swept fragments of mortar fall on
our faces.
14th October: the rain stops, but the strong wind persists
and the crane driver discards the idea of going ahead
with the operation because the slightest impact on the
tympanum could make it fall; the fabric is in such bad
repair that the intervention cannot be postponed. At
midday, the crane lifted the steel tympanum and, after
moments of great tension when it swung perilously
beside the fabric, the steel tympanum was finally
anchored to the corbels and placed against the
endangered tympanum to hold it up (fig. 7). At 5.23, a
strong earthquake shook the Umbria region, damaging
and razing buildings all over; if the operation had been
postponed a few hours, the tympanum would have
collapsed.
15th October: the cracks in the tympanum fabrics were
filled with a polyurethane foam which stabilized the
structure when it solidified; the tympanum achieved a
certain degree of safety (heading).
the Vaults of the uppeR BasiliCa
Two panels of the nave fell during the earthquakes, one
beside the facade and the other beside the transept. Two
questions were posed: Why did the vaults fall? and why
did they fall in these spots precisely?
As regards the first question, the analyses carried out
came to the conclusion that, apart from a progressive
weakening produced by the successive earthquakes and
the increase of the permanent deformations, the
decisive element was the huge amount of fillings

accumulated over the centuries, above all broken
material and fragments of tiles from old repairs to the
roof (fig. 8).
This material without any inner cohesion, especially
due to horizontal actions perpendicular to the axis of
the Basilica, provoked unbearable pressure on the
segments and the ribs of the vaults, reducing and
therefore annulling the curvature essential for
equilibrium. The structural analysis clearly showed that
in these cases high traction tension is produced in the
ribs and their load-bearing capacity is impaired. A nonlinear analysis with the application of growing
horizontal forces, equivalent to seismic forces,
demonstrates that for values of about 0’2 g the vault
loses its resistance.
The collapse mechanism can clearly be seen in the
television pictures that an Umbria TV cameraman
happened to take (figs. 5 & 11). One of the ribs
gradually loses its curvature in the area near the facade
forming a kind of joint in the centre point, thus
dragging with it all the vault whose segments,
following a typical Gothic construction technique, are
just leaning on the ribs and not actually bonded to them.
The deformation shown in the mathematical model
coincides with the phenomenon registered.
Figure 14 shows the zone near the transept, where the
ribs of the transversal arch and two segments fell a few
seconds after the facade area.
Concerning the question why it was the two ends of the
nave that fell, the conclusion was that this was due to a
greater rigidity in the transept and the facade than at the
centre of the nave when horizontal perpendicular forces
act on the axis of it (fig. 10). The vaults of the nave as a
whole in fact behave like a kind of horizontal
framework embedded at facade and transept level and
precisely in these zones this degree of embedding is
added to the “local” solicitations produced by the filling
of the vaults, the tangential and perpendicular “global
tensions” relative to the flexion effects of the ensemble.
The analysis of the fall or of the structural behaviour
permitted us to clear up two important points:
1. The reconstruction of the roof carried out around the
middle of this century, which replaced the timber beams
with reinforced concrete ones and ceramic nogging,
unacceptable to our current culture, had no influence on
the collapse of the vaults, since it had not significantly
altered the rigidity or the weight.
2. The filling accumulated over the centuries in the
vaults, very different from the small quoins of the
original spandrels from the construction phase, had
particularly negative effects for three reasons:
* In the semicircular arches, the forces applied in the
zone of the imposts perpendicular to the axis and
directed to the centre of the arch in the zone of the
imposts can be favourable because they contribute to
centring the pressure curve; on the other hand, when the
curve is small and under a certain value (and this can
occur with Gothic arches), this contribution can become
unfavourable, so that in order to improve the static
situation forces must be applied in the opposite
direction to the ones described above; rather than
filling, a tie beam may be necessary (fig. 9).
* In any case, in the event of seismic actions, the filling
can provoke negative effects because the symmetry of
the forces is lost, as the earthquake creates pressures
alternately on only one side of the arch while the filling
tends to come apart on the other side.
* The filling accumulated over the centuries on the
Assisi vaults was absolutely disintegrated thus
accentuating the pressures exercised by it; furthermore,
this material, following the deformations of the vaults,
did not allow the recuperation of the elastic
deformations during the sequence of the oscillations,
which contributed to the loss of shape of these vaults.
The vaults that survived the collapse were left in a
rather precarious situation; there were fissures
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distributed over the whole surface and the original
curvature had been lost in several zones.
As a consequence, since there was no question of
intervening on the intrados immediately in case it
collapsed risking human life, the decision was taken to
construct a footbridge to hang from the ceiling, in the
space between the ceiling and the vaults (fig. 12), with
a double function: for inspection and to create a work
base for the consolidation of the vaults.
The emergency interventions followed a coherent logic
with the analysis of the causes of the collapse, which
we explained above and which can be summed up in
four points:
* Removal of a large amount of filling material from
the zone of the flanks of the vaults.
* Filling of the lesions with a special saltfree mortar
(MAPEI antique) to reduce to a minimum the damage
to the frescoes; all possible preventive measures were
adopted under the guidance of the Central Restoration
Institute, injecting a film of polyurethane in the fissures
wherever possible to hide the appearance of the mortar
in the intrados of the vaults.
* Priming of the extrados at the height of the lesions
with a coat of synthetic fibres to restore structural
cohesion.
* Suspension of the most badly damaged vaults and
ribs to the large stone arches by means of a series of
trusses provided with springs to ensure constant force,
independent of thermal effects and small tremors (fig.
13).
The definitive intervention project, which contemplated
the consolidation of the surviving vaults and the
reconstruction of the fallen ones, follows a philosophy
that is no different from the one followed so far, based
on the consideration that, due to the presence of the
frescoes, no operation could be performed on the
intrados of the vaults and no attempt could be made to
recover the lost curvature.
Therefore we decided to place on the extrados of the
surviving vaults a series of ribs in a material composed
of aramid fibre (kevlar), laid out according to the force
lines typical of certain Gothic architecture (fig. 14), in
order to restore rigidity, however incomplete, and
autonomous loadbearing capacity to the vaults; this
capacity was also ensured by a system of trusses similar
to the ones already used.
The restoration project was completed with the
reconstruction of the fallen vaults using handmade
bricks with geometrical and physicochemical
characteristics similar to the original ones; a system of
connectors would absorb the elastic and plastic
deformations and those caused by the retraction of the
reconstructed parts, and ensure a distribution of tensions
coherent with the behaviour of the whole vault area.
The studies and the project expounded here were
directed by the author of this article together with
Professor Paolo Rocchi with the supervision of
Professor Antonio Paolucci, coordinator on behalf of
the Ministero dei Beni Culturali, the architect
Costantino Centroni, Soprintendente of the Umbria
region and Dr Giuseppe Basile, expert from the Central
Restoration Institute.
ConClusion
The interventions planned in the first place to save rather
than consolidate and restore the Basilica of Saint Francis
of Assisi have followed the same philosophy: to use the
most advanced techniques and technology to respect the
historic value and obtain suitable safety values while
altering as little as possible the original conception.
Particularly the solution adopted for the vaults is
reversible and permits a clear vision of the original
conception, while at the same time increasing the
loadbearing capacity to reach the safety levels required.

