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BRIE F INTRODUCTION

The operations wh ich for some years have been und erway on Sp ain 's Architectural
Ceramic Heritage have too often res ulted in the removal of the material which it was int en ded
to restore, On numerous occasions the ceramic elements were repl aced by more or less
faith fu l reproducti ons, or else directl y elimina ted,

For thi s reason I have cons ide red that it might be of int erest to outline a cera mic
res to ratio n project such as thi s one at a Conference dedicat ed to tile and tilings in order to
leav e no doubt as to the need to respect and conse rve the ves tiges of the past, however
insignificant these may often seem, becau se, as history has shown on many occasions, without
a past there can be little hope for the future. A matt er through which it may be clearly
shown that in rest orati on the use and incorporati on of elements produced in th e present
need no t he at odds with a res pec t for th e material express ions of th e past , and vice versa.

The varie ty of criteria ad opted , with out reno unci ng the overa ll unity, in th e rest oration
of th e ceramic eleme nts in the Velazquez Palace - tili ng and reliefs - occur red to me as an
idea l subject ma tter , not only because sp ectacu lar measu res were taken in the carrying-out
of the work , but because of the possibili ty offered to us of bringing together an d combining
cr ite ria without contradiction , and sho wing how it is possible, even necessary, to have
recou rse to these criteria, in accordance with requiremen ts, and thus scrup ulous ly respecti ng
our heritage. In the res toration of the Palace large com pos itions were reinforce d in situ;
othe rs were removed and fixed on self-supporting pan els; certain faults were re-included
pictorially; the partial loss of til es and reli efs was repaired using epoxy resins; and large
gaps were res tored using ceramic reproductions. This paper is in tended to dea l with each of
these processes.
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HISTORICAL BACKGROUND

In 1873, the engineer Juan Navarro Revert er wrote: «Ancient monuments are symbols
of th e life of a nation ; th ey form its tradition and its hi story as revealed to pos ter ity. For thi s
reason, eac h nation and eac h era has its architec ture and its monu ments, [...J. Our century
no longer writ es its life in marble and granite; the Rotunda is its photogra ph.» Th ese were
his reflectio ns after a visit to the Universa l Exhibition in Vienna, which he atte nded as a
corresponde nt sent by th e Spa nis h Govern ment for the Caccia de Madrid although in the
end it d id not publish any of his chronicles, cons ide ring his views to be unsuitab le'.

Th is is a faithful indicator of th e situation of th e Arts and Industry in Spain duri ng th e
last three decades of the nineteenth century, partic ularly in Madri d whicb acted as the
driving hub of the organization of the State. In int ellectu al circles there were debates regarding
the need to encourage an internal movement to favour the devel opment of industry and the
arts, in parall el with th at which was occurring in th e rest of Europe. Unquestionably, the
eyes of all were di rected towards tbe great Nationa l, Internat ional and above all Universa l
Exhibitions , as an exa mple of and vehicle for the progress of nati ons; as dy namic engi nes in
direct an d indirect educa tion; as pro pitiatory exercises yielding the crea tion and development
of training centres and mu seums; and even as instru ments of necessary eco no m ic reform.

The need for a grea t exhi bit ion of Art and Industry in Madrid, of in ternati on al impact ,
was reflected in all of the proposa ls genera ted th rou gh the second ha lf of th e 19th century
an d the two first decad es of the 20th; there were a consi derable number of th ese proposals ,
but they all came to noth ing. Under th e aus pices of these exhibition projects, and within
the genera l debate of the modern is t movement in art an d industry - and conseque ntly in
arc hitecture an d other civ il works as well - the most suitable types of presenta tio n and
representati on were cons ide red, with cons tant reference to the grea t exhibit ions.

Under these precepts, in 1862 the Gace ta de Mad rid publishe d the first call for the
organiza tion of a Hispano-Arnerican Exhibition , to be celebrated in the Buen Retire Garde ns,
in Madrid . Alth ough the exhibition never took place, it is interesti ng to note th e in dicatio ns
given in the official publication of the int ernational call for projects, in which some superficial
guide lines were set out regarding the charac ter of the main pavilion or palace wh ich was to
house th e exhibition, indica ting th at «The cons tructio n sha ll be designed on a stone base,
witho ut foundati ons: vis ible or plastered br ickwork in the facades: frame of iro n or some
other in dust rial combinat ion, mainly lit from above an d giv ing the en tire buildi ng the
architectura l character req uired of thi s typ e of edifice. [...J With regard to the ex terior
(decoration) an attempt sha ll be mad e to emphasise the best elements of industry and ,
avo iding peri shable plaster runs, use sh all be made of baked clays, bri cks of different sha pes
and typ es , til es, stuccoes, stones from different provinces and perman ent colours. s". If we
extrapolate these indications to the pavilion cons tructed twenty-one years later for the Mining
Exhibit ion , we can see that , to a grea t extent, the design for what is now kno wn as the
Velazquez Palace , is no more than a res ponse to th at general ima ge of an exhibition hall ,
a ltho ugh on a rather reduced sca le. We lIlay draw the same results from the rep ort issued by
the San Fernando Royal Acad emy of Fine Arts rejecting the project submitted by the arc hitect
Jose L6pez Alegria, considering it «uns uitable to fill the pur pose which must be sa tisfied by
a build ing of thi s kin d, which requires, as well as lightness, a cons iderable size an d quantity
of ligh t for the pos it ioning of exhibits , which purpose can only be ac hieve d using iron
combine d with stone work and brick' .

In 1871 , ten years after the first compe tition, the qu esti on of the Exhibition was taken
up again , the pro jects and se ttings planned on th e previous occasion were reused and it was
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decid ed to hold an ex hihit ion under a wider heading: a Hispano-Portugu ese Exhibit ion'.
This id ea was kept a live for jus t a year; in 18 72 it was once agai n tran sformed in to a mo re
ambitious project. with a p lanned Universa l Exhi bit ion for 1875. This too . fa iled to
materialise . despite an attempt to resurrect it during the First Republic .

A new compe tition was calle d in 1881 '. on th is occasion for th e building of a permanent
Palace for public exhib it ions, which was first destined to hou se a Genera l Exhi bition of
Industry and th e Ar ts', with participation limited to Spain and its Foreign Territories . The
Decree recogn ized that th is was a «com petit ion of nobl e emulation. a co py. al beit on a more
modest sca le, of the great Exhibitions held to da te in other countries »' . A substan tial change
wa s introduced with th is new attempt: the locati on , w hi ch was ori ginally to have been the
Buen Retiro Park , as in previ ous proposals , was changed less than three months la ter to th e
Altos del Hipodrorno. The qu estion of the locati on of the exh ibition sites is by no mea ns
secon dary . si nce what was intended was to form a bro ad a rea o f attrac tio n for th e
encouragemen t of th e ar ts and industry through regular exh ibit ions of all kinds, on th e lines
of Sou th Kensington, among othe rs . In this respect. let us take a br ie f look at wha t was
written by Ramon Bafi ol as y Perarnau in 1887, to appreci ate th e s imilarity of th e propo sa ls
and th e origin th ereof: «The Eng lis h , with th eir practi cal spir it , appreciate th e va lu e of
th ese exh ibit ions, and seeking the mea ns of making them permanent. th ey took down th e
Crys ta l Pa la ce and tran sport ed it to Sydenha m Hill , a ba rren s ite w hi ch they turned into a
magnificen t park enriched with ra ilways and every type of mean s of comm unicati on , wh ich
was lat er to becom e one of th e best suburbs of London »'.

Thi s wa s rea lly the firs t occas ion on whi ch th e proposals looked like bearing fru it.
and indeed. th e Industry and Arts Palace was eventually bui lt. albe it afte r an eve n tfu l birth
which was to be reflect ed throughou t the rest of its hi story. when it was eve ntually to becom e
the Natio na l atural Sci ence Museum as it is tod ay, althoug h it scarce ly met th e pro ject
undertakings. ' Th is was to he th e first grea t exh ibit ion palace built in accorda nce with th e
canons of th e time w hi ch co ns idered iron, stee l and ceram ics as unquestion able symbols of
progress. However. when th e hall was still being built , - the work wa s not com ple ted until
1887 - it was deci ded to organ ize another exh ibition , th is time in th e Bu en Reti ro Par k ,
which, although under a different name, wa s to cover the sa me subj ect matter; this was th e
Exhibition of l\Iini ng, Metallu rgical Arts, Ceramics, Glasswork and Minera l Waters . With
th e hol di ng of thi s exh ibit ion in 18 83, and the Philippines Exhibit ion of 1887, the Re tiro
seemed to have won th e battl e to definitively become th e focus of a tten tion for leisure- tim e
ed uca tion in thi s meeting point so so ught after by the organi zati on of any type of exh lbltion.!''.
II is interesting to note th at compare d with th e delay and pars im ony sho w n in th e earl ier
projec ts , th e Mining Exhib it ion project was to come to fruit ion in a very short space of time.
despite a postpo nement of one year in th e opening : in the co mpe tit ion co nd itions, puhlished
in November 188 1, it wa s called for May 1882" .

THE MINING PAVILION .

Ricardo Velazquez Bosco, architect of th e Ministry of Deve lopment" , was the specia l
representative for th e organ iza tion of this exh ibit ion . which was to bring together some of
th e most no teworthy exam ples of in d ustry and industrial art of the time in Spain: those
re la ted with mining, metallurgy, ce ramics and glass-w orkin g. A large number of small
ins ta lla tions housing th e representa tives of the co mpanies represent ed a t th e exh ibit ion
were groupe d around th e main huilding, th e Mining Pav ili on , which wa s desi gn ed by th e
same architect. In tot al , six tee n representa tives of ce ramic firms participated, most with
th eir own in sta llations. Nine of these came from production ce n tres and th e rest from
provincia l or com mercial organiza tions !' .
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Th e work of Velazquez Bosco may be said to be a compendium of th e proposal s made
previously. developing for th e central building the idea of an exh ibition pavilion to bring
together different id iographic aspects: firstly the traditional elements of Span ish arc hitecture.
with important conno tations which in simple terms may be ca lled Mudejar, tha t s tyle so
beloved of the progressives and liherals of the time": secondly the iron and glass s truct ures .
represe nting the new era and industri al progress; and finally. ceramics as an image and
veh icle of the arts" . In the int eri or. he crea ted a practi cally diaphanous space only int errupted
by cast iron columns which supported the glass cano py. while the outside contai ned a true
rep ertoire of symbols an d references .

Referen ces to the parti cipati on of the architect Albert o del Palacio Elisague in the
design of the Pavilion in conjunc tion with Velazquez Bosco are still some wha t ohscure. It
would seem that his work was of grea t importance in the calcula tion and design of the iron
struc ture . as was to be the case yea rs later in the Crys tal Palace. bu t hi s work. presumably
ca rried out in the role of engineer. is not su fficiently documented. None the less. tw o of the
most emblematic works of the time by this little-studied arch itect would tend to lend crede nce
to th e impression of his participation: the main bay of Atoch a Station in Madrid (1883-84J
and the Vizcaya tran sporter bridge (design 1883 -87. execu tion 1890-93) '".

Let us return for a moment to the bri ef no tes in the calling of th e compe tit ion for the
Hispano-American Exhibit ion published in 1862, in which it was stated that the cons tructions
should be designed with a «frame work of iron or any other industrial combination . and
shall be princi pa lly lit from above». With regard to the exterior. the notes advise th at
«perishable plaster runs » should he avoided . an instruction which Velazquez Bosco chose
to disregard, as the dogs are in plaster, as are the seried reliefs on the corn ices , altho ugh it
sho uld be mentioned that they have pro ven not to be so perishabl e, an d are still in a
reasonabl e state of conservation. The use of «baked clays. bri cks of different sha pes and
typ es, til es , stuccoes. stones from different provinces and permanent colnurs v'" was also
recommended, and these in general terms were th e guide lines foll owed in cons tru ction of
th e Pavilio n .

CERAMICS

In a building nearl y all of whose externa l elements used the play and polychrorny of
clay. the «facings» could only be of brick ; «hard-burn t brick» in the brickwork and «fine
pressed Zaragoza » on the vis ible faces" , playing with two tones which were combined to
create horizontal stripes.

«Baked clays » were used in true pro fusion, al tho ugh the part which has been conserved
is on ly a sma ll part of th e origina l. Th us , for examp le, only photographic docum enta tion of
the time rem ains of the terra cotta cres ting wh ich topped th e loggias between the towers.
with motifs of urns, flanked by cherubim, a typical examp le of the Plateresqu e spirit embo died
hy so man y of the Sp anish Pavilions at in tern ational exhibitio ns. This cres ting must have
been rem oved after the great cyclone which devastated th e Buen Reti re Park on 12 May
1886. In photographs of th e Philippines Exhibition (1887)1' what had been th e Mining
Pavilion appears without the cresting, although in th e account by Taviel de Andrad e
supposedly written in th e same year, the cres ting is described as if it still ex is ted-", which
wou ld see m to give credit to the idea that it was at the end of 1886 that it wa s decided to
remove the cres ting. The case of the balustrade of the upper body and the wi nd ow op eni ngs
is s im ilar. Th ese were or igina lly of baked cla y. but are no w of artific ial brick. Thi s
circums tance was not confirmed until , during restorat ion , there appeared. un der the coats
of pa int , vari ous original terra co tta balus ters. Both the cres ting and the balustrad e were the
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work of th e firm Santig6s y Corn pa fifa of Madrid , which , as we kn ow, had its own pavili on
at th e Mining Exhibition.

Before restoration we we re not certain either whether th e keyston es of th e arches
were of cl ay, a ltho ug h we sus pe cted this mi ght be th e case , given th e si milarity with those
of th e Ministry for Development -now the Ministry of Agri culture- , exec u ted in earthenware
by Daniel Zuloaga under co mm iss ion from Vel azquez Bosco h imself, so me years lat er (1893
1897) . The removal of th e overlying coats of pa int co nfirmed that th e keys tones, w it h a
lion 's head (a sy mbo l of pow er and streng th ) were indeed of clay, as was th e m oulding 
with an ova decoration - which fram ed the arc hes and joined th em hori zontall y. The same
was not the cas e with th e keyston es featuring a representatio n of Minerva (symbol of progress
and protect or of th e arts) which were all of plaster. Th e simila rities between the tw o keyston es
and th e ova m oulding and th ose of th e Ministry of Agricu lt ure led us to th ink that th ese
might hav e been executed in th e factory of La Moncloa by th e Zuloagas , altho ugh once
aga in one must bear in mind th e Enrique Tavi el 's acco un t, which att ribu tes th em to th e
Sa ntig6s y Cia factory, altho ugh he also indicates th at th e Minerva keyston es were of baked
clay" .

With regard to th e recommendation in 18G2 th at «tiles» be used , th e profusion of use
an d th e brillian ce of com posit ion can tru ly be said to be one of the most sign ifican t and
important elemen ts in th e pavilion. Nonetheless, it must be sa id that p robahl y th e m ost
important elemen t of all is th ei r perfect and harmoniou s incorporati on into th e overa ll
design of th e building, not as an added or superimposed element, but as another part of th e
indivi sible pi eces making up th e facad es.

All th e tiling of th e Velazquez Pal ace was executed in the La Mon cl oa Fact ory by th e
Zuloaga brothers: Guillermo, Germa n and Danie l , and marked th e ou tset of a fruit ful
collabora tion between Dan iel Zuloaga and Ricardo Vel azquez Bosco , and by exte ns io n
between ce ra mics and arch itecture" . There are a number of rea sons why th e La Moncloa
factory ma y have been chosen, but it sho uld not be forgott en th at th e Sta te and th e Crown
had sha reholdings in the «Sociedad de La Mon cloa », as did certain peopl e clo se to Vel azquez
Bosco, such as Juan de Dios de la Rad a y Delgad o, who on more th an one occas ion acted as
hi s patron . Of course , so me other as pect must have been of importance, and thi s wa s th e
need to find so meone who could cre ate and design, with skill , workrnansh ip and an ar tis tic
se ns e, com posit ions of suc h spectacular dimensions as th ose required, altho ugh one can no t
ignore th e fact th at th e work of th e Zuloaga brothers was almost unknown until that time.
At th e time of the op ening of th e Exh ibit ion , a large part of th e tiling was still missing, and
when, th e next ye ar Vel azquez Bosco co mm iss ioned th e reform of th e building including
concl us ion of th e planned ceramic panel s, he justified commissioning by direct co n tra ct of
th e Zuloaga brothers in th e Project Memorandum by arguing th at «there is on ly one fact ory,
which, under the patronage of His Majesty and th e Government , is locat ed in La Mo ncloa ,
and which is in a position to offer th is work at such sho rt not ic e and in such a way th at all
th e artistic an d industrial cond itions harmonize with th e part already in position on the
North and South faces»" .

The im portance acquire d and th e impact , not on ly of th e cera m ics as such , but th e
in corporation th ereof in th e facad es of th e Mining Palace , wa s cons idered in very positive
terms from th ere on, not only for its formal but also its intell ectual qualiti es in terms of th e
recovery of that glori ous past which was to be th e basi s for th e prosp erity of th e future, and
th erefore a sy mbol of progress , a keystone in regenerationist thinking. From th is view po in t,
th e til es of La Moncloa were appraised as follows : «for th e colour, glaze and com po sitio n .
th ey are reminiscent of th e best works of th is genre in Span ish and Italian cera m ics. The
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idea of app lying the glazed clay to the composition of the architectural decoration. which
had not been done in Spain since the 16th century. has been taken from the port ico of the
church of Saint Paula in Seville. and the edi fices of Italy. especially in Lombardy. where
this typ e of ornamenta tion was very wi despread in the 16th contury.»>

I have already mentioned the fact that at the time of the opening of the exhibition. the
til ed panels had on ly been pu t on the north and so ut h facades , which did not feature the
gran diose portico cons tructions ei ther, A rendering of the eleva tions in sa nd-lime mortar in
a red ochre colour (red iron oxide] had been favoured , as we found wh en we removed the
tiles during res tora tion. Since the origina l pla ns cannot be found , we st ill do not know if it
was originally in tended to expose only the front and rear panels , an d that it was only la ter
that it was decided to extend th em. or whe ther it was th ey were simply not included due to
a shortage of tim e. It see ms logical to imag ine that the latter was the case. and th is may be
deduced from the above-mentioned memorandum from Velazquez Bosco the following yea r.
in which he states th at the project wou ld basically involve «completing th e glazed clay
cla dding on the facades whi ch have yet to be treated. viz, W. and B. and also the two entrance
porticos »." In addition. one mu st cons ider the suspicious speed in preparati on of the ceramic
elements: the memorandum is dated 31 March. and the Acceptance Agreemen t for the pro ject
was signed on 15 [une." The same would appear to be suggest ed by the letter sent by
German Zuloaga to his broth er Daniel be fore the Exhibition . in whi ch he writes: «I have
drawn up countless plans. One of them is for the exhibition arches. inside th e buil ding, as
they want it done in the style of our pavilio n. »27

Herein. perhaps. lies the key to interpretation of the differences and similarities between
the composition of the maio access unit and the rear unit, since while the leaded glasswork
to the front brings out the texture of the tile bodies. to the rear they are totally covered by an
opaque st raw-coloured glaze. In addition. the medalli ons with their all egoric referen ces to
painting and sculpture were exec uted in cobalt on a white backgrou nd on tbe front unit .
whereas those relating to Architecture and Musi c on the rear unit are polych romatic. Th e
remaining compos itions and figures are extreme ly similar and marked by a deep sense of
modernity with mangan ese tracings which lend substan ce to the de sign. On this bas is it
may be affirm ed th at the differences and simi lari ties stem from the fact that the compos ition
of the first unit was actually the composit ion in th e La Moncloa Pavilion . and that in 1884
it wa s moved to its presen t location. Th is is mere speculation. of course . bu t it could exp lain
wh y the later composition is vis ibly damage d on its up per section . despite the fact th at th e
two port icos have the same dimensions, although in th is regard one mu st bear in mind the
successive opera tion s th rough which the building was dragged, whi ch [ shall me n tion at a
later po int, All the til es . exce pt those on the porticos , were made using the «hollo w» or
«ridge» technique. combine d at certain poin ts with «cuerrla seca ».

Th e rich colour ing bestowed on the structure by the alternate materials is based
however on plays in the vario us colours and hu es of the clays and terra cotta. real or imit ati on .
with the splendid light and polychromy of the tiling. Th e value ass igned to clay textures
sparked off a mult i-coloured mimicry masking all the fea tures . which . if they were not
ac tually made of that material. were decorated as if they were: such was the case of the
stuccoes on the low er faces of the arch es , in imitat ion of brick pieces: all th e linear plaster
mouldings: the lion-head ed dogs: and Min erva and the keys." It ca nnot be ru led out that
the origina l inten tion was to execute them in terra co tta . as in prev iou s pro jects (see the
Development Ministry). an d that a nu mber of mater ial reasons forced th em to pa in t clay
imitati ons. Moreover. thi s was a practice frequently used at tha t time to imitate the most
precious of materials for thi s type of construction. The int ention of mimicry also ex tende d
to th e base in simulation of bee-h ive masonry." but it even seem ed to lend th e br ick a hin t
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I do not wish to ignore the Pavilion floor til ing, which in the Exhibiti on wa s co m posed
«of different sor ts of floori ng materi als from factor ies in Spain and abroad , tryi ng to use thi s
meth od as tbe best wav to adver tise their wares ». Considering it was unsuitable for th e Fine
Art s Exhibit ion, th e foll owing year Velazquez Bosco suggested reta ining the tili ng on the
larger areas and covering the rem aining areas wi th «ano ther of a similar type », «w ith so
ca lled «cement-encrusted» tiles (...) fixed in place wit h best quali ty plaster" .

A SUCCESSION OF INTERVENTIONS

On e extreme ly important consideration in the development of the buildi ng, which
was to have a cruc ia l impact on future conse rva tion, was often echoed in the peri od during
whi ch the Mining Pavilion was envisage d as a tem porary struc ture, perhaps or very possibly
because at that time the so-called Palace of Indu stry and the Arts was under cons truction,
which was very definitely designed as a centra l exhibitio n venue. Although thi s point (the
provisional nat ure of the Pavili on) must be rev ised and examine d at greater length on the
basis of fresh documentati on which has only just come to light , for the mom ent we co uld
sum up by saying tbat tbe construction delays and man agem en t problems of the Pa lace of
Industry and the Arts transform the Velazqu ez Palace into a s table s truct ure design ed to fill
th e purpose origina lly intended for the Palace of Industry and the Art s, which it was to
sham with the Crystal Palace from 1Illl? on. Ind eed , the pavilion's temporary im age is a
constant feature sys tema tically rep eated within every single res toration or ex tension project
plannee! for it , as can be seen in the almost yearly reams of repai rs no tes , suc h as th e notes
concern ing the wi ndow pit ch whi ch had to be applied before the open ing of eac h ex hibition.
whi ch conta in the re proa ch that neith er the condition nor tbe size of the Palaeo met the
dem ands of suc h even ts ."

II was this lack of space which in 1914 led Ricardo Velazquez Bosco to suggp.st an
ex tens ion to the Pavilion , in additi on to the project taken on by the Development Mi nistry
to buil d a new struc ture between the Crys tal Palace and the Mining Pavilion for the 1915
Fine Arts Exh ibition . The idea of creating a new pavili on was rejected and an alte rna tive
design chosen which wo uld ann two wi ngs onto the Mining Pav ili on , uncon cealed and
connected by a gallery, keeping cons tructed space as the ax is an d ce ntre and re pea ling this
composit iona l theme on th e facades: «the decor is also a repeti tion of what tod ay 's pavil ion
has to offer in the way of decoration », For reasons of lack of funding an d tim e, the Board of
the Mini stry of Public Educa tion decid ed they «should cons ide r it sufficie n t for the mo ment
10 bui ld one of these side pavilions beside the Mining Edifice s . Tn the end nei ther Ihis wing
nor the free -standing unit were builL"

After the plans for extens ion were finally re jected there were severa l subsequent
projec ts, a ll concentrating on the Pav ili on 's rear extension. Th us in 1934 , the arc hitect wh o
had succeeded Velazquez Bosco as the bui ld ing 's cura tor, Emilio Maya, subm itted an
ex tens ion plan which, although the City Counci l refus ed permission for it to be buil t, was
to sha pe the designs of future projects, Moya suggested «construc ting two rea r uni ts » with
due respect for the centra l ax is, an d reproducin g the rem aining facades, «yet leaviug the
arches blind and removing the decorati ve spandrels and tile frieze»," II was precisely the
last point whi ch least convinc ed Teod oro de Anasagas ti. the city architect enc hargod with
reporting on the proj ect , who reasoned that «it is not advisable to remove from the ex is ting
facades the tiles in the current arrnngomun t. wh ose cha rac ter is worth preserving. II is a
magnifi cent bu ilding at the heart of Madrid 's largest communal area , the jew el in its crown
(...) and it wou ld not be seemly for the new facades to be unworthy of the old , present ing an
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unfavourable contrast am ong the various parts of the struc ture and thus damaging it as a
cohe ren t wh ole»" , words which doubtless echoe d the estee m in which th e emblematic
structure was held at that time.

As we may gather from the arch itect's rep ort submitted in 1941 by Guillermo Diz
Florez , after the civil war the building mu st have been a pitiful sight, in a situation of
«de vastation, the natural res ult of being used as a barracks by a gang of gun-toting Reds»,
What th ey did consider was «removing the ceramic decorati on from the rear facad e's frieze
arrangement», which was deemed essential due to the bad state of repair after bombs had
been dropped on that very spot.as The following year he submitted an Extension Design
based on Moya 's, which also came to no thing. Th is desig n suggested that the back-to-buck
gallery be continuous, concealing and cance lling out the central unit."

Diz Florez's proposal to build an unbroken facade was taken literally by Inigu ez Almec h
in 1951 , wh o did manage to carry out this task." Th e surface was clad in tw o-tone fal se
pla st er, dark horizont al bands on a salmon background wh ich hint at th e bri ck composition
on th e othe r facad es.

However, the ongoing rep air work did not cease despite these efforts , and in 1968
Fernando Chu eca Goiti a was comm issioned to supply a fresh design. This aimed to reappraise
the structure using a much more pos itive rea ding than had been used in prev ious years ." To
th is end the decis ion was taken to build the extension as a mimicry of the front gall eries.
using brick lin ing and a plas ter rep rodu ction of the keys , arches. un broken mouldings and
balustrad es of th e false stairwells. The dog mo uldi ng was not reproduced since this galle ry
was lower th an the rest of th e structur e. However, the most significant decision wa s
unquestionably to recover the rear access volume, cutting through the con tinuo us nave and
creating the open patio as we know it today. The tiled panels removed in 1941 were reinstated ,
and the entire portico was sheathed with new bri cks. As we may see , thi s is a design which
dates back to Moya's idea of 1934.

More work was carrie d out in 1979, but apparently this amo unted basicall y to tiling
and a gen eral facelift. It was possibl y at thi s time that the decision was tak en to install
sca ttere d tiles amo ng some of th e spandrels to the rear, and provid e painted ce ramic
imitations for the remainder, whi ch were in an extremely bad state of repa ir.

RESTORATION WORK

This bri ngs us to 1988, when the Minist ry of Culture decided to take on the
reh abilitation and complete restoration of the building. Jose de la Deh esa took on the job of
architect and, between 1988 and 1989 , carried out res torat ion work on the roofs, performed
sa lvage work on the interi or and cons tructed new elements as a first step. Th e second stage
of the process. between 1990 and 1991, focus ed on restoring the facad es. In view of the
features of the materials to be used . I was asked to draw up plans and lead the restorati on
project , evidently and obvious ly as a Technical Assi stant to Man agem ent." The job was
multi -disciplined at all times in both the search for solutions and th e taking of decision s.
Federico Prieto join ed the team as a quantity surveyor. I believe our final prod uct to be both
gratifying and enr iching. It was not only a quest ion of solving material problem s of sheer
techni que in the restorati on of deteriorated, damaged or changed features , bu t of planning
the overall meaning of the pro ject, considering an ap praisal of the structure's language, and
in short, a reading of the structure to be conveyed. To this end detail ed research was carried
ou t into the his torica l context wh ich I have attemp ted to describe; pa tho log ies and
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possibilities of working on each part just as it stood, and method ology to be followed in the
case of a building whi ch required the full weight of th e stri ctest and most delicate restorati on
cr iteria in a number of directions or on speci fic features. Also treatment of large sur faces
and action taken regarding features of a semi-ind us trial nature, while of course not ignor ing
the arch itec t's respect for and fulfilment ofres tora tion criteria and technical precision during
cons truc tion .

Since th e as pects of grea tes t interest here relate to work on tiling, I propose to
concen tra te on these with brief references to oth er materials. Moreover, it was precisely
these materi als which gave rise to the grea tes t number of decisi ons and crite ria, in a bid to
co mpa tibilise an d unite th e many and varied partial co urses of ac tio n with overa ll
interpretatio n of the bu ilding. The remaining int erventions may be classifi ed as systema tic
opera tio ns of varying degrees of comp lexity.

• One of the most urgent problems for us was without doubt the state of conserva tion
of the main portico. The bonding mortar was in a state of decomp osition as a result of
leakage, and water absorption by capilla rity posed a real danger to the tiling, whose bodies
and glazing were also affected by sali ne sc umming. In fact , some 120 til es fro m th e
composition to the right were practi cally only held on by an emergency methacrylate pa ne l.
This situa tio n mu st have cause d the myst erious disappearan ce of 50 tiles making up a
who le pitc her, and which had been replaced by an oil-painted reint egrat ion on plaster, in a
very advanced state of decomposition . The same was true of 8 tiles in the top sec tion to the
righ t. The dirt in general, oil-pa inted tou ch-up s and fragments of pieces joine d together in
irregul ar fashion with adhesive products , which were coming apa rt, posed ano the r se t of
probl ems, not to mention the appa lling condition of the border plaster moulding.

It was becoming inevitable that we would have to take down the entire cons truc tion
(in some cases we literally had to pick it up off th e ground) and take it to th e worksh op to
give it back its stability. For an understanding of just wh at thi s invo lves, we are talking
abo ut 1,290 tiles measur ing 175 x 175 mrn , 15 mm thi ck with a total surface area 7.02
metres in height and 14.40 metres in length . But the dismantling operatio n an d worksh op
treatment , involvin g sea ling, desalinisa tion, bonding, th e reintegrati on of sma ll flaws and
so on, was actu ally more painstaking than comp lica ted.

Since it was necessary to remove th e tiles, a plan involvin g self-suppo rting pan els
was devised for relocating them in a bid to isolate them from the face, thus avoiding capillary
transported moisture absorptio n which could have returned despite the measures taken to
eliminate it. Using an Aerolam F-Board pa ne l asse mbly," whi ch had been tested on tili ng
dur in g previous work", we managed to integrate the composition in its origina l locati on
without any appreciable visual differen ce , which also allo wed for it to be removed if
necessary, without causing further damage. It was sec ure d with Fisc her SRS-I 00 anc hors
and fastening rings as per the plan enclosed sho wing the breakd own of pan els.

The di mens ions of th e two gaps, but particularly the larger one wh ich was also just
within sight as a flan k to two of the entrance doors, conv ince d us th at we sho uld concentra te
our efforts on a reintegra tion sche me cons istent with th e rep roducti on of th e 50 or igina l
tiles using ceramic techniques" , using as a base tbe existing rep roducti on on plaster and
the twin compositio n of the pilas ter to the left. To crea te a subtle differentiation, th e colour
shades were altered sligh tly. The remaining sma ll flaws on the tiles were mad e up with
epoxide resin mortar" , con taini ng a finely powdered marbl e fill ing with an epoxide resi n
coating and using a syn thetic pigment formulation for th e colouring.
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• Another problem we had to solve involved the gall eri es added to the rear of the
building in 1951. When they were attached to the rear facade, th is elevatio n was wall ed up
as a partition to co nce al the woodwork, mouldings. keys and other fea tures, with the
exception of the tiling, rem oved and lumped together inside one of the ope n spaces. This
was the structure as I found it in 1989 . I requested tha t it he stored in boxes , and thus one of
the firs t tasks under taken at that tim e was classification . identi fication and cleaning. We
presum e tha t th e til es placed on som e spandrels of the new elevations (the rest were an
imitati on pain ted onto cement) came from this pool, all materi al then deemed useful for
thi s purpose having been used . On the one hand it was obvious that there we re more pieces
in a retrieva ble state tha n could be reinserted, and on the other we beli eved th at it was more
pra ctica l and pri ncipled to return as ma ny til es as possible to the bu ild ing . and th us give
back meaning to the tiles. Following this plan, we decided to completely develop the ceramic
elemen ts in the spand rels of the rear constructions as these were to have been on the origin al
wall , and thi s allo wed us to recycle a considerable number of th e pieces in storage. Natura lly.
we also used til e an d round moulding fragments once th ese had been rest ored and
recomposed , but even so it was found necessary to complete large areas to maintain the
visual unity of the Palace, and to thi s end we also used ceramic reproduct ion s. All these
features were laid with sand-lime mortar.

• Th e sta te of repair of the portico tiles also gave cause for con cern. in th is case owing
to the co un tless broken pieces . terrible reintegration and the man y errors made during the
fixing procedure. In 1968 . the use of ceme nt mortar to secure the til es and also to re integra te
gap s was dou btl ess the cause of the failure of many sections due to the hrit tleness of this
mortar. It was also caused by saline scumming, altho ugh we noted th at th is wa s not a
particularly significant cause and would pos e no rea l problem provided the condition of
the elevations was monitored and dampness was prevented .

Planning disassembly to remove the cement mortar and carrying out an opera tion
simila r to that executed on the main portico was a truly complicated int ervention, particularly
if it is borne in mind that there was no risk of pieces falling off. and for thi s rea son we
decided to work in situ. We thus proceeded to remove the repainted sect ions", su perimposed
on the original glazing, and reintegrat e the cement most carefully so as not to affect adjacent
sec tions. Reint egrat ion was carried out in th is case with extra-ha rd plaster and silica te
bonded earth pigments for easier working and hecau se this was an unexposed area .

• The main prob lem of the compositions forming the arches of the towers at the ends
was created by the decom posit ion an d powdery state of the mortar in some sections. w hich
had caused hu lges and swellings that threa tened th e int egrity of the panels. especia lly the
lower section. One of the reasons was doubtless the fact that the til es had lost th eir joins ,
and the deteri oration of the composition 's side rendering. which had allo we d continuo us
leakages to undermine the mortar. Not only did it ca use th is effect. but it a lso contributed to
the loss of 38 til es from the six arches on the four towers" (although othe r causes cannot be
rul ed out). Part of the loss es had been reint egrated by oil-painted work on plaster. which
sho we d great de terioration, and they were thus removed.

We ana lysed the features of the pan els and saw the chance to consolida te them iII si tu.
thus avoiding ripping them out, which always involves greater risks. In thi s way we faithfully
maintained the peculia rit ies of the origina l arran gemen t with all its flaws. Consequ ently.
we proceeded to carry out a comprehe nsive cleansing of all joints and the rear sealing with
an epoxide mortar for comp le te penetra tion, wh ile keeping it from ris ing above til e level.
At two-til e intervals , sma ll holes were bored an d liquid resin injected th rough the holes for
slow penetration. In certain cases it was found necessary to exert a cons tant uniform pressure

- 502-



CASTE LLO;-J (SPA IN) ::~ QUALI~ 96;0.

to re turn th e til es to the ir original position, and on a couple of occas ions some stripping
was carried out to re locate the m as suitably as possibl e. Th e border ren deri ngs were
completely repai red an d sea led against th e elements.

With rega rd to the loss of whole tiles ment ion ed above, we were able to integra te some
of the stored til es from the rea r face, an d ceramic reproduction was used for th e res t. We
followed the same criteria alrea dy discussed for parti al re in tegrat ion work.

• On the terra colla units, the several laye rs of acrylic paint hi ding th e orig ina l material
also conceale d act ua l problems suc h as sa line scu mmin g, ma ny crac ks and fissures ,
exfoliations which had already reduced the volume of the units , or flaws in faca de joins
and internal bondi ng, which caused most of th e struct ural pa thology.

Obv iously, we decided to res tore their origina l appearance and show th e clay textures
in all th eir glory. Thus, the first task involved eliminating polych romy" and carryi ng out
the ne cessa ry desa linisatio n operati ons." After the conso lidation" , all cracks and fissures
were sea led, some units carrying ou t sta tic fun cti ons of pro tec tion aga ins t wa ter were
reint egrated , and deteriorated joins were packed for the same purpose." Lastly, all the material
was darnp proofed."

• We have already mentioned the plaster units." Th ese were origina lly polychrom ed
as clay imitations , an arrangeme nt which was worlds away from the situation that we
encountered of successive layers of paint , no longer iden tifiable with thi s co lour ing. Th us
our aims cen tred on restoring thi s polychrom y once th e units had been restored an d brou ght
back to a definite sta te of conse rvatio n. Th e colour toning was obta ine d from sa mples taken
in vario us parts of the building an d, since the mailer of retrieving any possible remains was
totally out of the questi on , we cleaned and removed only those remains of the last applications
wh ich were in a sta te of deteri orati on or whose excesses concealed th e units. Once the
plas ter was consolidated ," some partial re in tegra tion work was carr ied out so as to proceed
to colour toning." Of course, the original po lychromy was re taine d for the s tucco on the
arch intrados in imit ati on of the ring course.

These are some of the operations carried out on the res tora tion project for th e Velazquez
Palace, as it is now called , in memory of its crea tor. We have not mentioned th e work
involved on th e hri ck eleva tions , the unbroken skirting, the cast-iron pillars and features
such as natura l stone and artificia l stone sculptures, but I do not beli eve thi s is the time to
ad d to wha t is already a lengthy treati se.

Thus , in concl us ion , I should say that our objective in the course of thi s project, as far
as the passage of time permitted , has been to recover as closely as possible, the appearance
of the Min ing Pav ilion 's original design , resp ecting and restoring all the fea tures th at had
not been completely oblite rated , while understand ing th e building as being th e outco me of
a process of con tinual tran sform ation , merging to yield its virtua l real ity.
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2. Main facade of the Mining Pavilion in 1883. Photograph
by laurent.

17. The same part , reintegrated using new ce ramic
reproductions.

16. Main ent rance portico . l oss of 50 tiles re integrated on
plaster prior 10 the intervent ion.

19. Main facade , side loggia. in 1989.
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23. Rear entrance portico, left side. Final appearance
after the interventi on ,

4 1. M ai n facade of the Velazquez Palace after its
restor ation.
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20. The same part. after the intervent ion: restore d
tiles, recovery of the original polychromatic colo uring
o f the plaster mo uld ings: and textu re o f the keys and

ova moulding s of baked clay.

30. l eft side o f the build ing, left lower. Appearance
after finalising the interventio n. Besides the work do ne
on the tiling. the stucco restora tion can he obse rved .

imitating bric kwork in the arch curve.
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Bau tist a Peyronnet all 7 February. 1863.

4. La Gaee/a: , 7 November 1872.

5. Royal Decree, 6 April 1881.

fl . Roya l Decree. 7 Februa ry 1881.

7. La Gacetc. 8 Febr ua ry 1881.
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j.Ouesada. p.2 , Madrid , 1887.

9. «By giving a permanent nature to the cons truct ion of the Exhi bi tion Palace . th is shall later serve the
need s of a capital as popul ous as Madrid . which lacks a building of this natu re».La Gaceta, HFebruary
1881.
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of Phil ip IV, wa s so successfu lly ch ose n in 1R83 for the Mining Exhibition . that si nce then nobody has
consi dered seeking another for the great de mons trat ions of hum an though t which it is not po ssible to
enclo se withi n a s ingle build ing.» FE, Ricardo : Exposiciou General de las Islas Filipinos, Guia. Est ablc.
Tip. de Ricar do Fe, Madrid, 1887.
In thi s regar d , it sh ould be remembered that the pavil ion s of the Buen Reti ro were later join ed by the
palace of the Circ u lo de Bellas Art es in wh ich importan t ex hibitions we re held , suc h as the Firs t Nation al
Exhibition of Decorati ve Art s in 1911 .

11. Bxposicion Nocional de Min eria, Aries .HetnlU rgicas Ceramica y Cristot. Al Pais. Madrid S November.
1881.

12. Fo r an account of th e personage and p rofessional ca ree r of Ve lazq uez Bosco se e: RADELLOU
SANTOLARIA. Migue l Ang el: Ricardo VeJrizqu ez Bosco. Direcci 6n Gen era l de Bell as Artes y Arch ives.
Madrid 1990 . Exh ibitio n Cata logue , and for an account of h is relationship with the world of ceramics.
see; PERLA. Antonio : Cettunica aplicada en la arquitectura Madt ileiia, Con se jeria de Polftica Territor ial,
Com uni dad de Madrid, Madrid , 1988.

13. In the Con d ition s of the Exhi bition . und er th e hea ding of Ceramics and Glassworkin g, it was establish ed
that: «Any matter related to these imp ortan t industr ies shall he acce pted for the competit ion ». The ceramics
firms attendi ng the exhibiti on were : Jose Casta ldo . of Valen cia: La Moncloa . of Ma d rid : Herede ros de
Valerian o. of Cartagena : Juan Falco y Sancho, of Valdemorillo: Sant igos y Campan ia. of Mad rid; Cifuentes .
Pola y Cia , of Gij6n ; Subira y Vila , of San Sa lvado r de Bred a (Barcelona); Hijos de Miguel Noll e , of
Valencia; y Fra ncisco Navarro y Dfez. of Madrid. Th e Provin ce of Caceres presented items of po ttery by
Arroyo del Puerco , P lase ncia y Trujillo . and roof-tiles and bricks by Garrovill as de Alconetar. T he Province
of Leon also ex hibited pottery wa re. Th e Balearic Islands ex hibited pottery hy Telanite y Manacor an d
majoli ca ware by Ern estu Camit. Toledo exh ibited ceram ic ob jects by Jose Montoya. toge ther with others
from Mocejon. Cuerva, Ocana. Puen te del Arzobis po y Talavera.

14. Tavie! de And rade defined hi s stv le as «Modern Renaissance with Nco-Gree k influen ces ». TAVIEL DE
ANDRADE. Enrique: Historic de VIa Exposicion de Filip ino s. Ulpiano G6mez y Perez Prin ters. Madrid .
1887, Vol. II, pp 74 to 76.

15. PERLA, An ton io: «( EI program s ico nografi co de l Ministerio de Fomen to : Velazquez Bosco y Dan ie l
Zu loaga », II lorna das sobre lconogrufia. Cuudemos de lconografia, Fun dac i6n Unlve rs lta rta . p p .2712 78 .
Madrid. 1991.

16. In 1971, the magazin e Nueva Forma dedi cated all entire edition to the figure of Alberto d el Pa laci o
Eltsscgue. nOfiO/61 , January/February, and in 1993 the Town Cou ncil of Las Arenas [Bilbao] held an
exh ibit ion of his work on the occasion of the centena ry of th e Tran sporter Brid ge .

17, La Gaee /a :, 17 jul y, 1862.

18. TAVIEL DE ANDRADE, Enri que : op cit .
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19. LAURENT. J.: Exposici6n General de las Islas Filipinos en Madrid , 1887 fA S.M. l.n Heino Regente Dlia.
.II' Cristina) , Ph otograph Album , Madrid . 1887 .

20. «On Hither side of the central body there is a clo istered gallery, formed by six half-point arches. sepa rated
by br ick pilasters. and on the cornice-work of th is part there is a cresting, wi th figures and urns. in the
Modern style. althoug h the idea and arrangement are taken from that decorating the palaces of Salarnancn.
built in the 16th century.• TAVIEL DE ANDRADE, Enriqu e: op ci t.

21. «All the ornamentation . in keyston es . imposts, archivolts , cornices , and cres ting are of baked clay from
the factory of Sant ig6s y CompaiHa of Madrid .... » «T he imposts of the pil asters and nrch ivo lts of th e
arches are decorated with ova mouldings. and the head keyston es with Minerva , nil in baked clay.»
TAVIEL DE ANDRADE, Enrique: op cit
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24. TAVIEL DE ANDRADE. Enrique: op cit

25 . VELAZQ UEZ BOSCO. Ricar do: Proyecto de Obras ... op. c it.

26. «w o rk on the decor of the faca des. the skirt ings and the roofs has be e n carrie d ou t most carefully in st rict
adherence to the official design ». Acceptance Agreem ent of the work carried out for the installation of
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A.G. A.8182, Leg. 8926-1.
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31. VELAZQ UEZ BOSCO . Ricardo: Proyecto de Obras de refnrma y decoradn ,,/I el edif icin destinodo a
Exposicion de Bellas Art es. (I ') . Madrid . 20 February 1884 . A.G.A . 8.185. Leg. 119281.

32 . The Madrid National Exhihition calls for repair and resto ration work to be carried out on exhihit ion
pavilions in the Madrid Park. when thi s competition is held every two yea rs•. Report submitted in
August 193 2 by Emilio Mu ya . an architect from the Mini stry of Development responsible for services in
the ci ty 's Retir e di st rict. A.G.A.8.1 79. Leg. 13.266-3.

33 . A.G.A.8.179, Leg 13.266

34. MOYA. Emilio: Memoria desc riptive de las obms que com prende el presente proyecto de ompliaci6n del
Palacio de Esposiciones del Betiro, 25 March 1934. A.G.A.8.179. Leg 13. 266-3.

35. ANASA GASTI. Teodoro: Proyecto de ompliaci6n del Palacio de Exposiciones del Retiro, 5 May 19 34.
A.G.A.. Leg 13.258-4 .
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36. DIZ FLOREZ, Guillermo: Proyecto do obras de reform a en 01 Pa lac io de Exposiciones del Retire. Hl4 1.
A.G.A.5.5 2H . Log 13 .693.
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37. «The works involved in this project are tho ones needed to extend th e rear of the palace, with four now
room s and a central area as an unpackin g storeroom area with cloakroom facilities for both sexes ». OIZ
FLOREZ, Guillermo: Proyecto de Amptiacion del Palacio de Exp asician es del Ret ire , Jul y 1942,
A.G.A.5.528. Leg 13.693·5.

3R. INIGUEZ ALMECH. Francisco : Proyecto de Ampiiacion del Palacio de Bxposiciones del Retiro, 1951.
A.G.A.. Leg 14.597-9 .

39. CHUECA GOITIA, Fernando: Prayecto de Rejarma del Palacio de Bxp oeiciones del Retire , 1968.
A.G.A.8.180, Leg. 8.924-6.

40. Restoration work began in Decemb er 1990 and finished in June 1992. The project was nworde d by pu blic
tender to the restorat ion company Conservaci6n de Bienes Culturale s s.a.l, (CORESAL).
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locati on . although prot ected by the portico. once its reversibility had been proven . it was de cid ed to
adhere the til es to the panel with an epo xide bonding agent.

42. PERLA. A.: ( A comp lex project. Recover ing the tile skirting from the La Cartu]a do Santa Marfa de las
Cuevas de Sevilla Cloister », Azu/ejo, the National Tile Museum 's magazin e. pp. 74·92, Lisbon 1993.
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44. Fetadnr 63-Fetad it 66.

45. Usin g organ ic dissolvent s (essence of turpentine, alcohol end acetone) and cotton swabs,

46. There were 3 tiles missin g from the right-hand arch on the main facad e and 5 missin g from the arch on
the left. Th ere were none missing from the right-ha nd arch on th e side facad e to th e right , and 4 missing
from the left-hand arch on the same facade. There were 3 tiles missing from the righ t-han d arch on the
left side facade , and 23 missin g from its left-hand arch.

47. Using ace tone. with cotton swabs and brushing.

48. Using AS-57 adh esive stickers.

49. WHh eth yl ace tate in benzine and alcohol.

50. For this task. we used an epoxide resin mortar with powdered marbl e aggregate imitating the co lour of
clay.

51. Dy spay ing low-molar high-penetration organosil oxane.

52. It shoul d be remembered that these were the keys representing Minerva, the dogs with lions' heads and
garlands between their jaws, the horizontal mouldings forming corn ices and the four allegoric plaques
evokin g Fine Arts and Mining.
Thi s sec tio n includ es the artificia l ston e balu strade. due to the simila rity of th e wor k.

,1)3. Thi s was consolidated by means of an injection of pure polyvinyl aceta te.

54. A vinyl-acry lic copolymer osm otic sea lant was applied .
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