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"The artistic belief that a damaged object must be restored to
its genuine original state is an error".

GIL MIQUEL, Ram 6n: Los limites de la Restauraci6n en los
objetos antiguos, Museo Arqu eol6gico Nacio nal, Madrid,1936.

GENERAL COMM ENTS

lf we acce pt as a principle, that the simple fact of restoring a certa in ar tistic
cultural object implies recognising its innate values, whose meaning an d spa tial
language are established th rough corre lation and di alogu e between the parts and the
whole, we must understand tha t alte ring, th rou gh hiding or elimination of some of
these parts, in itself implies an aggression, or at least a tr ansformation of the overall
meaning .

Restoration is not, nor can it be, as ma ny still seem to think, the work of some
cra ftsmen devoted to restoring lustre to deteriorated objects, leaving them in a glorious
state as if the passing of time had no effect on them. Even worse is the case of those who,
without hesitan ce, allow them selves to rectify the signs of the past by elimina ting them
and starting all over aga in, as if the history that such signs bear we re not an intrinsic part
of their aes thetic va lue .

However, it was along those lines that went the train of thought of the men, who
towards the end of the last cen tury and ea rly decades of th is century, devoted
themselves to the study and conservation of the ceramic herit age. They considered
th at the irregularities in mak ing the com positio n and in the fab rica tion itself of
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ant ique tiles were the res ult of inexperience or lack of resources. The refore the right
inte rvent ion would involve reproducing the motifs and original colours, improuing
the pattern an d con trol of the gla ze . That is the way it was done an d can be seen in
the reproductions of an tique ceramics carried out by Juan Ruiz de Luna at the
beginning of the cen tury. He demonstrated on many occasions that he wa s capable of
copying with total accuracy the ceramic pieces and tiles from Tala vera of past
centuries, but he chose however to make the motifs with a much sharper design,
considering that thi s would give them grea ter perfection. This mindframe resulted
fro m not understand ing th e indivisible aesthetic and formal conception of a given
moment of the past, and that the transformations in aesthetic taste are part of a
phi losophical and moral evolution. How many times ha ve we read the criticisms of
con tempora ries about certa in authors who on introducing a new language were
crit icised for lack of skill. We are also reminded of Daniel Zuloaga, w ho, besides
actual cases in which he tried to use clearly defective material <something rather a
ma tter of trade than aesthetics ), was frequently cri ticised for lack of skill when it
appea rs proven that this formed pa rt of hi s general aesthetic philoso phy and the wa y
of perceiving the great compositions, wh ich we re more concerned about the general
effect than individ ual detail. A clear example are the "w ild ducks" facin g each other,
which he made in 1887 for the Retiro Pa rk Crysta l Palace in Ma drid . The dripping
effect prod uce d on the wild duck bodi es wa s the result of havin g fired the tiles in a
ve rtical position; the ge nia lity of the painting and polychrome effects are no t
d isg uised or hidden, but serve to enhance it. In spite of th is, there are some who
rema in reluctant to recognise th is beauty, accusing him of having liked defective
mat erial.

We may reme mber, with regard to our capacity to al ter and di stort h is to ry and
its manifestations even if it be unconsciously, how the opinion of the Eng lish, and
practically the whole of Europe through them with regard to Spanish-M uslim
Arc hitecture and pa rticu larl y tilings, was cond itioned for a very long time by the
images that pa inte rs and romantic artist s transmitted th rough their journeys to
Andalusia . This, for instance, happened to the pictures of th e painter, carver and
sculp to r John Frede rick Lewis on the Alhambra published in 1835-1836111• In these he
simplified th e most complicated wall tile s, replacing th em by others of g rea te r
s im pl icity, and invented severa l models, su ch as those in the Sa la de los
Abcncerrajes, in which a type of "rosette" replaced eight-pointed sta rs. The most
significan t point is that such alterations ended up taking over and sa tis fying new
aesthetics of moti fs and forms wh ich with the passing of time conti nued to be
identi fied with th e Spanish Muslims, and were even included in th e types of models
produced in our factories.

Along the same lines, it seems nowadays strange to see how many illustrations
show the tiled skirtings of the Alhambra and of the Reales Alcazares of Seville, which
really belong to the reconstructions made at the beginning of the cen tury, and not the
remaining original fragments.

But retu rning to the rein terpretations of the p as t, we must accept that our
sta rting poin t in the p resent has no thing in common wi th those of th e second half
of th e last cen tury. Let u s not fo rge t that a person such as Ricardo Velazq ue z Bosco,
when he d ecides to inte rvene in monuments like th e Mosque in Cordoba,
de mo nstra tes th at one of the most important monuments in Mu sl im architecture

II). Skt'tcht'S mid DroU'i llgs of lite AlJUlmbre, 1835 and Sk£tchesa/ Spain and the Spanish Character, 1836.Taken from RAQUEJO, Tonia:
El paiacio encantada. La Alhambra m et arle britdnico. Taurus, Madrid, 1989, p .2S.
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has pract icall y d isappe a red, and it is precisely th e action of rec upe rati ng the
Mus lim temple as opposed to the Christian one, tha t ga ve it it s va lue . In fact, in the
first inte rventi on project in 1891, he hi mself ad m itted tha t "the restora tion applied
to the Ancient Mosque, today Cathedra l of Cordoba, is of a co mpletely d iffe ren t
style fro m the resto ra tion of monuments generally, whose objective is usually to
avoid ru in!". " In the restoratio n of the Mosque in Cordoba!" he di d not hes ita te to
elimi na te the plas ter arches from th e 17th ce nt ury, and in doing so d iscovered the
original sta te of the arches, which he started to reconstru ct, recoveri ng fragments
that were still conserved. Nowadays, for tu nate ly, few people would subscribe to
the elimi nation of an o rigina l element fro m th e 17th century, and replace it by
reconstruction. Moreover, we must ad mit th at very possibly tha nks to decisions
such as these, the Mosque began to be appreciated as such. But if what has been
sa id is true, it is eq ua lly ce rtain tha t because of the inte rp ret a tion of a rt va lues and
th e ident ity of the artist ic work, many hi st orical examp les of great va lue have
eq ually been lost. This led to th e d isappeara nce of the d omes covered w ith glazed
ti les in th e Hospi tal de Santiago Ubeda done by Andres de Vandelv ira, and a lso the
gla zed domes of th e s ide pavilions in th e "Patio de Los Leo nes" in the Alha mbra,
as a result of an incorrec t ana lys is, w hich co ns idered them to be fo re ign to th e
o rig ina l des ign. Ho wever we also remember buildings suc h as th e Alhambra,
preserved fo reve r by Romantic English tr avellers or th e Me d ina az-Aza h ra,
compl e te ly oblitera ted from th e co llec tive memory unti l Vela zquez Bosco sta rte d to

Difft'rt'n' sfa:;:t'S ;'1 tilt' restoration a/ tire skirtiuS in 11ft' Church a/ Sail Clemente ill Seville. Backgrlllmds painted in fir"
I'rt'twilillS skirting colour. Linear replacement of flit' patt ern. Pictorial rt'coll~trtl ct;01J of tltt' til'S;"':" ,

12). General Admini stration Files, Leg 8836-3. Taken (rom B ALDEl W U S ANTOLARIA, Miguel Angel: Ricardo Vl'1IlZ'1UL'Z BeJS(ll
(Ca talog ue..• from the exposit ion). Mini stery of Cult u re, Madrid, 1990, p.120.

13J. Please refer to the work mentioned in the abo ve note on pp. 120-153 and RUIZ CABREJ~O. Gabrie l, "Diecisois p roycctos de
Vela zqu ez Bosco" in Projects and lntcrventlons of the Ministry of Cult u re l YSl - 1985. O ffprint from the ma gazine Auuitecture.
Madrid 19R6 pJ03-112.
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excava te it and man aged to show that indeed it was th e mythical city cre a ted by
Abd aI-R ahman.

lt seems moreover logical to think that the very fact of see ing themselves obliged
to star t practically from ze ro, and even from chaos led them to con sider the formal
reconstruction of spa ce with a view to leaving th em as they thought they were in their
historical analys is, althoug h tim e and subse que nt stud ies have ofte n show n their
error

In any case, at present we hav e ab unda nt in form ati on at our di sposal which leads
to us to hesitate in a methodical way in our acti on s, and even if we refu se to accept it
tim e and time ag a in, our capacity to al te r and destroy signs of the past is
proportionally equa l to our capaci ty to int ervene in our heritage . Given the impression
of having learnt almost nothing from our ancestor s, we feel in a g reat number of cases
just like littl e Go ds capable of altering the course of history, in thi s case a rt, by
int erpreting it without an y hesitation, believing ourselves capable of di scovering the
onl y truth, as if thi s existed.

If re storation is basically work ca rr ied out to gu arantee th e conse rva tion of
a damaged object, reintegration is th e s tage whi ch mu st fo rm an indi visibl e part
of the id ea it con ta ins, g iv ing form to th e language and messa ge to be
transmitted throu gh the o bjec t. Th at is to say, that the fina l a im o f repair is in
sho rt that of being able to transmit w ha t we cons ide r sh ou ld emanate fr om the
o bject. Doubtless many one will thin k (and this is an illu sion ) that objects a re
cap able of containing and transmitting their own me ssa ges, without being
subject to interpret ation, as if th ey gua rd ed within th em selves a cha ngeless
message. And it is in sp ite of this evidence, or perhaps because of it, that when
we approa ch th e way of carrying out a of restoration, that we shou ld look for th e
hi ghest degree of veracity, w h ile recognising th at thi s does not mean in cluding
more information th an it really contains . However we sho u ld understand that
o thers are al so capable of interpreting the ex is ting evid ence with the least
number of a lte ra tio ns.

This is not a futile discu ssion with little to do with the subject of restoration. We can
only balance our steps in the full knowledge of the fact that any type of intervention in
itself implies the alteration of an arti stic fact.

There a re some who th ink, a nd I a lso incl ude myself on so me occas ions,
that com posing can be co ns idered a di fferent act from restorin g in the proper
sense o f th e word, as if conservation were someth ing ve ry neat, which has no
connection w h atsoever w it h th e meaning and value of the object being re stored,
o r with the w ork th at these processes invol ve in th e transformation, and the
w ay of presenting and seeing it. Remember otherwise th e notorious controversy
that follow ed the d ecisi on to clean the frescos of Michelangelo in the Sis t ine
Cha pel.

To evaluate the importan ce that an intervention can have, which we could
classify as a clean up, let us put forward as an examp le th e case of a building of
sy mme trical form, which had groups of tilings preserved in one part whilst in th e
other part th ere wa s nothing left , as they had apparently di sappeared with th e
pa ssing of time. As it was a unique building, the deci sion was mad e to restore th e
part without an y tiling. But it was not really kn own if these areas had eve r really
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been tiled . We eviden tly sta rt off with th e idea that thi s was th e ori ginal intention,
but if we do not reflect se riously on this doubt, we will int roduce a contradictory
eleme nt, w hich cou ld lead future investigators to ignore or be unaware of th e
possibility th a t for some unknown reason, the building had ne ver been tot all y
co mple ted .

I shou ld like not to ha ve to insist that th e object of a process of rest oration
ca nnot und er any circumstances be th e subst itu tio n of an o rigina l by a
reproducti on, no matter how pe rfect it may seem. However, in a co untry such as
ours, where day a fte r day people continue to mutil at e our herita ge and particularly
tiling, it seems necessary to repeat this point time and tim e ag a in, unt il an
awa reness of preservation prevails in every sec to r of the population. There is no
doubt that this is a cultural problem. Th ere are ob viously many fac tors to be taken
into account whe n apprai sing such phenom ena, and the complexity invo lved make
these difficult to su m marise in a written piece of compu lso ry brevity suc h as is th is,

Different ~fJ'gt's i ll the restoration of the skirting;', ti ll! Church of Safl Clemente in Seville. Backgrounds painted ;11 the
I'Yt.'11aili1lg skirtiug colour. Linear rrplacrmcnt of thrputtern. Pictorial reconstruction of tlu',il'sign.
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but let us remember a maxim which sho uld be present in a ll ou r in tervent ions: a
ce ram ic piece no matter how det eriorated can a lw ays be restored, maintaining and
transmitting at least pa rt of th e ex is ten tia l information and aes the tics of th ose who
created it.

On th e o ther hand the re seems to be at present the fee ling tha t in in te rvening
in ensembles kn own as fragme nted ceramics, it is a lmos t an obliga tio n to rebui ld
th em by recons tructing lost a reas as if we were not ca pable of sta nding back and
ad m iring them as th ey are and u sing ou r im agination. Ce rta inl y thi s sho ul d not be
taken as a princi p le tha t spoi ls th e possibility of ac ting in suc h manner, maxim
when oc casions d o occ ur in w hich this mus t be conside red and qu ite rightl y so, fo r
overa ll interpretation . Althoug h I mysel f have ac te d in th is w ay on man y
occasio ns, I woul d like to in sist tha t th e p resently p revai ling feeling is th at th ere
is in principle no o ther option except reco ns tructing every th ing.

As to the re peated opera tions in wh ich the original ceramic eleme nts are
e limina ted by substi tu ting them with rep rod uctions, we mu st remember that these
mu st nev er be considered as rest oration s - but more aptly as abe rra tions. Let us
remember that there a re always wa ys of repairing the dam age that (in our case)
affects a ceramic material, without dest roying it. Besides, th rough strict needs of
conservation, when thi s cannot be guaranteed in its place of orig in for whatever
reason, the original ce ramic can be w ithd rawn and transferred to a museum,
replacing it in cases whe re this is cons idered necessary by reproduct ion s to maintain
the ori gi nal idea. These cases a re actua lly quite se ldom and only happen on limited
occas ions .

O ne exa m ple relating to wha t h as been mentioned is th e case of the
recons tructi on of the faca de tower dom es in th e res tora tion process of the Hospi tal
San tiago de Ubeda. The arch itect and d irec to r of the p roject Andres Perea decided
in 1987 on the recons truction of the domes, w hich were demolished in the twenties
an d rep laced by ridge tiles. In one of the storage rooms of the building abo ut 1000
glazed ti les were found in the gabled-form that once covered the d omes, bu t this
number was clearly insufficient even to cover just one side of one of the domes. For
this reason it was decided to reproduce the original tiles and di ffe ren t glazes
without trying to imitate or falsify their age, so that there would be no doubt that it
was just an interpretation. When it came to deciding on the chromatic composition
of the tiles, they chose a new re-creation as it was not known, nor was it recorded
how they had · been originally placed . Although it was recommended that the
original tiles should be preserved in a museum, unfortunately only a small part
actually was'",

TECHNICAL FOCUS

Having spoken about the poi n ts that shou ld be ta ken into accou nt in
dec ision takin g at th e time o f p ro ject ing an in te rventi on as outl ined above, I do
not wish to es ta blish a bod y of inten tions but rather refl ect on th e s ig nifica nce
that ou r ac tions coul d have. We shall go on to describe so me o f the exis ti ng
possibilities when starting rest oration o r rein tegration, by g ro u p ing th ese as pects

1-1 ). A small-set u p is found in the Pot tery \ 111 St' Um in Ubeda .
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under the headings pictorial reinteg ration, ce ramic rei n te gra tion and other
techniques.

Pictorial reintegration

Obviously the type of reconstruction involved on each occasion will depend
on multiple fac tors, among wh ich are to be considered not only the interpretation of
the work but also the su rroundings w here it is conceptuall y and formall y to
fun ction. Th en there are con siderations relating to spa tia l conditions, cha racter of
th e dwellers and of course those affecting the actua l material preservation of the
ensemble.

On considering the restoration of ce ramic ensembles, it is obviously not
ne cessary to reach a formal restoration of the lost su rfaces. There is no doubt that thi s
is a criterion tha t has to do with the tra ining of the people in charge of the work, or
more exactly those responsible for the conservation, ev en though it is also something
that affects us all. Were th is not so, we wo u ld often find ourselves considering forma l
restora tion as the only a lternative. Something simila r ha ppened in the restora tion of
the tiled wa inscot ing of the ch urch of the monaste ry of San Clemente in Scville'"
when the final stage of the res tora tion was reached, taking th e fina l decis ion af ter
much tho ug ht. In searching for the most approp riate and su itab le crite ria, they
worked through three progressive stages: fro m the recon struction of th e missing

Composition (iftilt' cast ja(adt' of the Escue/a de Minas ill Madrid. Cen cral fl;t'W of the Migilltll state btjim· f1Je restoration,
sIl0:4,j"8 O't' missing whitt' tilt's. Restoration 11y "rl?xattino" of the areas with [arga miss;,tg parts.

(5J. CONSUI'GRA RODRIC.UE1 , SACRA\ I EN"lO, GARCIA Do~U:."l::CIi, VAl ERIAI\;O and Rrmo RUI7., M . nra. C \ R\ tl':'>l; "The recuperation of
tilings of the Church of the Royal Monastery o f San Clemente in Sev ille" in RdmviJitncilln de In ozulejerta ( II In arquitectum,
Asociacion de Cc ram ologfa , Au gust 19Y5, p. 171-200 .
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til es , to the reconstru ction of th e drawings, and finall y complete chromati c
reconstruction. The result proved that any of the three alternatives was perfectly
coheren t and suitable to th e value of the cnscrnble'", In the final decision one thing
weighed the balance in favour of full restoration : they were cons idera tions of a
cu ltu ra l nature, ta king into account th e people who were ultimately to be in contact
with thi s environme nt. These were the nuns of th e convent, and for thi s rea son,
either of the other two alternati ves wo uld undoubtedly ha ve seeme d excess ively
di storting.

Also in the case of the rest oration of the cerami cs of Daniel Zu loaga in th e
"Esc uela de Min as" in Mad rid 1885-1893 th e criter ion of form al restorati on of the
mi ssing pi ec es was adop ted!", Acc ording to th e d amaged areas invo lved , tw o
di ffe rent cr ite ria were chosen, a lthough bo th had th e same aim: to rebuild th e
ove ra ll im age. In th e large com positions of th e s id es and in parti cul a r of the
faca de of th e ea st w ing , in wh ich great figu rati ve scenes were depicted, an a rtistic
reconstru cti on was chosen wh ilst in the p ill ars and d etailing of th e main fac ad e,
whi ch invol ved more or less mass-p rodu ced elemen ts, ce ra m ic reconst ru ctio n was
chosen . But for th e moment th e a rtis tic reconstructi on is w hat interest s us, later
we sh a ll touch on th e ce ram ic reconstruction . For the la rge p arts o f th e
com positio ns conta in ing min or mi ssing pi eces (in two cases a su rface of more th an
a squa re metre ), th e reconstru cti on o ption chosen was "regga tino ". wit h mineral
pi gments bonded in s ilicates ap plied on to a stucco su r face. Using this techniqu e a
per fec t reconstru ction of th e mi ssing parts w as carr ied ou t. O n looking a t th em
these are not immediatel y no ticeabl e, alt hough a m agni fying g lass sh ows
perfectl y vi sible differen ces . In th e sa me manner a chromatic integration of a
co m position w hich presented specia l co m plica tions was ach ieved, e lim inat ing th e
p roblem of p ro viding g laze g los s by using reggat ino, w hich made any poli shing
ap p lica tion to th e su rface unnecessary, as th ese al w ays tend to cause problems on
age ing .

O n occas ions when the mi ssing pi eces a re sma ll and affec t a carpet-like
b ack ground , it is quite unnecessary to follow th e d esi gn, as a uniform
bac kground it self perfectl y absorbs a monochrome pl a in co m pos it io n . Th is is
what was d one in the skir ting of the 17th cen tury in the Sa lo n Real de la Casa
de la Pan ad eri a d e Madri d !", In sp ite of bein g a pl ace ex posed to u se, w ith an
im por ta n t e mble ma tic ro le, the proposal w as accepted on seeing how th e
reconstruction passed unnoti ced, even when the vo lu me of sma ll d am aged
pa rt s wa s ex tre mely hi gh . It is certain that in more important co m positions
su ch as th e roya l coa t o f arm s o r those of the Villa , the reconst ruc tio n w as d one
b y p o lychrom e s ta in ing imitat in g the o rig ina l d esi gn . As the most s in gu la r
ele men ts of the sk irt ing, they undoub ted s tru ck the a tte n t io n . O n usin g
ac rylics o n ve ry h ard pl aster (w e are referrin g to inte ri or s kir t in g ) without
a pp ly ing a ny va rn is h coating to th e su r face, the reconstruction is ea s ily

(6). The restoration of the pieces wa s done in plaster and the paintings in water colours. By using multi-colour lines. with a
water-colou r pencil, a perfect restoration was ob tained with the tile gloss.

17). Cristobal Vallhonrat was in charge o f the work in restoring the facad es and roofs of the build ing employed by the
Com unidad de Madrid (1989); for the resto ration o f the ceramics a techn ical assistant was appointed and the work was
carried out by Pia Rodriguez Fred e and Silvia Portela Aranguren.

18J. The resto ration was carried ou t during ]997, included in the project of restoring the Salon RN I headed by the architect
Joaquin Ro ldan, em ployed by the Empresa Municipal de 1a Vivienda, sponsered by the Obre Cultural de Caja de Madrid. I
was given the job of leading the restoration of the tiles, and the work was carried o ut by Restauradores de Obras de Arte
Asodados. emp loye d by the construction company Jose Pem and cz. Molina .Maria Collar, Ana Garda Gonzalez, Antonio
Sarna. and Blanca Varg ues worked on the resto ratio n.
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Composition of till' ('asf jfl(ad(' of tire Escucla de Minas ill Madrid. Gelleral view of the orig;'lfll staff!before tIlt' restora tion,
showing tire miss;".": iohite tiles. Res toration by "regnttillo" of tilt' arms with /argt'r missing pllr ts.

detec ted with lo w li ght, even tho ugh w hen observed face o n it has a s h iny
su rface .

Ceramic reintegration

A possible technique th at can be used when carrying ou l repairs is to rep rod uce the
missing tiles, replacing them by new ones . Although the basic principl es of restorat ion
ten d to adv ise aga inst incorporating materials tha t cou ld be considered imitations of the
ori ginals, the re are man y occasions on w hich integrating new tiling could be fu lly
just ified , especia lly in cases whe re the tiles should have tech nical cha rac ter istics of
resistan ce and ho mogene ity. If we look for a moment at o ther a reas of restora tion, we can
see how in the restorat ion of oil pai n tings for example the use of water colour is
commo nly accepted in chroma tic recon struction (generalis ing greatly). However, it is not
less certa in th at in restoring missin g ligneous elements in architecture, wood is often
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used, which goes to show once agai n how the use of these materials is fundamentally a
ques tion of common sense, and the materials used for each pa rticula r case should be
cho sen as seen fit, p rovided they do not affect the original mater ial.

But we will continue with ceramic examples and see what is sa id about the
restoration work on the tile skirting and stairway of the old Hospital de Jornaleros de
Maud es in Madrid'". In this case the loss of a great number of tiles produced by the
factor y of Ramos Rejano in Sevi lle in about 1914, and the in tention of mai ntaining such
skirting in the ren ovat ed building, led to the decision to reproduce them so that copies
could fill in the missing parts. This decision wa s endorsed by both of the following two
po ints: firs t, as part of a skirting and a stairway was involved in a building in full use, it
was necessary for the material behaviour to be correct and appropriate. The second point
was that faced with a damaged sk irting it wo uld have been very difficult to fu lly conse rve
and protect it.

There must always be a way of d istinguishin g new tiles from the old ones, bu t the
criteria of identifica tion never justify a bad piece. For these very reasons, the type of
cera mic bod y used is of minor impo rtance, as long as it has no negati ve effect on the final
result. Prior ity sho uld rather be attached to the fact that the qu ality involved should make
it perfectly suitable for placem ent.

An y of the principles that are used in the different restoration options can in
principle be app lied to the ceramic bod y. Therefore, on certa in occasions it could be
practica l to use mon ochrome tiles in the empty ga ps . For exa mple thi s could be the
case with a white compositiona l covering in which the tin background stands out. It
wo uld also be possible to outline the motifs with a line of mangan ese w ithout having
to reprod uce the colour. However, I am not aware if any of these options have been
put into practice, so I am unable to provide any examples. An example I can speak
about, is the case of the restora tion work done on the tiling of Daniel Zuloaga in the
Crystal Palace in the Retiro Park Mad rid'!", When we approached the task we decided
to reproduce the missing ceramic pieces by screen-printing. The number of pieces to
be made was more or less the same as the existing number. The craftsma nship of
Zu loaga, to be observed in most of his pieces, and the richness of design, led us to opt
for scree n-prin ting. The int ention was also tha t differences were not to be obv iou s,
thoug h clos e up they could be detected . Unfort unately, the d ifficult ies that we came
up agai ns t in making the tiles throug h thi s technique, in sp ite of running a grea t
number of tests, ma de us drop thi s idea and the reproductions we re finall y mad e in
the tr ad itiona l wa y.

Other techniques

Apart from the processes mentioned above, other restoration techni ques also exist,
consisting of imitating the traditional methods by employing non-ceramic methods.
These are usually practical in cases where the quantity of tiles to be replaced is so sma ll
that ceramic production is not viabl e, especially in the case of border tiles . Th is wa s the

(9 ). The architect And re-s Perea wa s in charge of the project. and the build ing was ren ova ted . after man y yea rs of abandonment,
to serve as Head Off ice of the Conscjcria de Pobtlca Territo rial de la Comunidad de Madr id. The project was carried out in
the period from 19&.1 unti 11986 and during the last hv-o }'(' iUS I \\'.1S a tech nical assistant for the resto ration of the ceramic
tiles. See: 1I" M Ollll nlmto Recuperado. A ntig uo Hospita} rom 'orl1lnh-n~ de Madrid . Consejerta de Polit ic-a Territorial,
Comunidad de Mad rid, Mad rid 1990.

[lOJ. The project depends on the Ministry o f Education and Cult ure and the Executi ve Management was head ed by Jose de 1.1
Dehesa w ith the coope ration of Carlos Jime ne z Cuenca, Fed erico Prieto <and myself. The building con tractors are Ag mman;
the restoration work is be ing done by Maria Ruiz and Cristina Villar.
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Coml'o~itioll of the ea~t fa(adt'of tht' Escuela de Minas in Madrid. General Pit'll' of the oriKiual state "t:fim' tilt' rt-stomthm,
:-/Unl';"X tile ",;::;s;lIg whi te tilt'S. ReMora /jOl t by "regattino" of the art'as with larger missing parts.

case of tiles mad e by Ca rme n Rallo in the Monastery of San Isidoro de Ca m po in Seville!"!
using colo u red po lyes te r resin and m ineral p igments in an acrylic binder.

Thi s is also a su itable method of reco nstructing bo rders loca ted in exteriors, of
which large fragments are missing, th us reconstructing the mi ssing vo lu mes. Thi s was
don e with damaged tile borders exh ibiting partial losses in the Palace of Velazq uez in the
Retiro, Madrid'?', altho ug h in th is case an epoxy resin was used with a static filler and
mineral pigments bonded in the resin itself, with a higher degree of flowabili ty,

(11) . RALI.O G HLSS; C ARMI::: f\; "The til l'S of the lo th ('t>nlur)' in the Monastery of San lsidoro del C ampo: their restora tion." In :
RdlabiJilach'/f dela «zuleiena t'Jl In orquitectura, opus ci t. pp 159-169.

(12). The team in charge was the same as in the Crys tal Palace, with the exception of Carlos jimenez Cuenca. The restoring of
the facad es \ \' .15 done by the renovation specialists CO RESA L. St.X' PeRLA, A NTONIO: "The restorati on o f the facad es o f the
Velazquez Palace in Madrid " Quallcer % , Cas tello n 19% p -I9J..508 .
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To conclude, I wo uld like to say that nothing has been further from my mind than
to try and formulate a list of repair and repl acem ent opt ions for ceramic restora tion. From
these mo dest pages I have only tried to focus on some cultu ral values and reflections,
whi ch we should take into account on intervening in our cera mic heritage. I have tried to
show so me of the possibilities that might be considered when setting out to com pose a
piece, choosi ng from very concrete examples of wo rk. I am also fully aware that there are
other method s as we ll which could illust rate these and other ways of carrying ou t the
restoration.

I sho uld like to close wi th a quo tation from Velazquez Bosco, taken from the Report
on the Restoration Project of the Mosque in Cordoba 1908, in which he refers to the
"Principle followed rigorously ill the restoration work of this temple, to wholly cOllserve the
ornamented elements that have reached us, 110 matter how deteriorated tlley migllt be, makillg
again ollly the parts that have totally disappeared."
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