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Abstract

Primarily, it is essential to note that right up to the present day no juridical definition or legal
recognition concerning the profession of the conservator/restorer exists in most European
countries. This in turn means an almost complete lack of specific regulations covering any
anticipated conservation—restoration activities and the failure to stipulate the quality of these
activities. The absolute need for qualified professionals, for a legal status, for an evaluation of the
dynamics in a conservation restoration project and finally for an analysis of the essential metho-
dological steps of the conservation project require the presence of professional responsibility,
competence and qualification.

It therefore comes as no surprise that at the very beginning of the conservation process of
20th century architecture the professional figure of the architect was not discussed in a manner
reflecting such a person’s historical relevance. The task of the conservator/restorer at that time
was to take part in a planning process that often started with a “reconstruction concept” for
regaining the lost “original” design of the architecture. Reconstructing “ideas” seemed more
important than following the traces of authentic materials, and documenting and conserving
them. This was often justified by citing a supposed “special status” of modern architecture which
was deemed too fragile and too ephemeral to be conserved as any other historical monument.

It seems obvious that the colour investigation of the Bauhaus buildings in Dessau in 1998
paradigmatically reopened the confrontation between “conservation” and “restoration” in the
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field of conservation of the “Modern”, not only as regards the architectural surfaces but also the
built structures themselves. Recent conferences organized by specialists in architectural surface
conservation — as in Copenhagen in 2005 on “Architectural Paint Research” and in Brno in 2006
on “Materiality” — had without doubt an international pioneering character that has been echoed
to some extent in recent restoration projects all over Europe — as witnessed in (among others)
the case of the Haus Tugendhat in Brno. An attempt should be made here to illustrate the fact
that effective “project management” based on a shared and transparent theoretical foundation
is able to bring about a conciliation of these apparently diametrically opposed opinions and
concepts.

Keywords: 20th century architecture, Bauhaus, paint research, conservation and restoration
of architectural surfaces, modern building materials
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Introduction

It is a well-known fact that professional conservation, repair and maintenance work requires
above all the research and documentation of the material and esthetic components of the
monument to be preserved.e Ever since the 19th Century, the classical discipline of monument
care is the inventory that defines the cultural significance of the monuments through scientific
exploration, description and interpretation in words and pictures and cleatly justifies the state’s
claim for preservation.

Thanks to the introduction of interdisciplinary collaboration, the methods of structural and
esthetic analysis of monuments have been refined considerably in the last thirty years. Ideally, the
work of the inventories should also profit from the knowledge gained during conservation work.
That is one of the reasons why conservation laws generally foresee an obligation for documen-
tation, which is set in type and scope in the form of levies. Therefore the competent work of
all the participants in monument care should be based on a perfect osmosis between inventory
and daily conservation practice. The modern perception of monument care respects historic
buildings as an authentic source. Its substance is understood on one hand to be a material and
its edited form and on the other hand to be a certain historicity that, in addition to aging and
decomposition, also includes the inevitable total loss of the material itself.

The knowledge of the essential nature of the monument/document requites examination,
identification and documentation. Only on this basis should the formulation of a necessary
conservation strategy occur, and that under the most indirect or minimal invasive interven-
tions with the participation of contrasting disciplines. Inevitably, during each intervention
to a monument, an evaluation occurs and sets the stage for a decision for or against the
conservation of its material components and layers of time. This evaluation may follow the
“Zeitgeist”, the fashion or seemingly objective criteria and may mostly be weighed up following
subjective intuition. This obviously structural vagueness of monument care can be addressed
only through consensus and through the accountability, confirmation and transparency of the
decision making processes.
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Fig. 1 Bauhaus, sonthern facade, after conservation. Repair and reconstruction
of the plasters and paint, 2006. (Photo T. Danzl)

The concept of minimum intervention as possibly the most extensive conservation method
of the authenticity of the materiality in a monument is the primary objective that must be
followed without dogma. Even the preservation of invisible layers and materials as part of
a newly interpreted structure follows the concept of sustainability: Not everything that is disco-
vered, must be revealed. Not everything that is revealed must remain visible. The reconstruction
of lost states or design issues in the life of a monument is (so far?) not a priority of monument
care.

Building archeology and material science together with conservation sciences offer in this
perspective an essential contribution to the practical conservation of the monument, and
likewise, to the inventory. It is important to accentuate that conservation; restoration and recon-
struction are not purely stages of a linear evolution in the critical evaluation of the monument:
rather, they involve a dialogic interaction. Since the early 20th Century, these three methodo-
logical areas have defined the poles that describe the tension of the monument, which will
be constantly re-evaluated on the individual case of the monument and its balanced needs.
The monument is conceived aesthetically as an ,,image,* which describes itself or is also conceived
as an ,,image® that one makes of it and is without doubt time-bound. Only in understanding
the “language” of the material substance can these antipodes be successfully redeemed. The
society-founded ,,departure” in the new millennium from a “value” and “substance” oriented
definition of monuments to an ,Jimage® oriented one — seems to be — at least in Germany
— a new consensus, with a paradigm shift being the implication. But consetrvators/restorers,
conservation scientists and building archeologists are committed in the first place to the historic
substance and the evolving or converted aesthetical appearance linked to it.
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Conservation/restoration sciences, in the general context of the practice of monument care,
are both applied sciences and without doubt “per se” interdisciplinary. So if the presently highly-
-qualified scientific principles are to be applied also in the future, a critical review is necessary.
This is determined by the aforementioned socio-cultural change, a fact it would be foolish to
ovetlook. Especially those working in the field of architectural conservation have always been
at the mercy of so-called investment pressure, calling for a pragmatic weight between their own
academic standards and the possibilities of adequate and proper implementation.

The need for interdisciplinary collaboration on the monument however, requires last but
not least, co-operation with the craft. At one stage, especially after the 1960s, Europe’s craft
traditions were slowly disappearing and an urge for the preservation of the so-called “living
heritage” — caring for surviving craft knowledge was deemed necessary as was the revival of long
lost regional traditions in terms of the so called “material culture”.

If state monument care institutions want to maintain their technical and legal independence
in the future, it is necessary to keep in touch with the ongoing professional development with
the latest material and technological issues as well as to pursue much closer collaboration with
university research and training institutions. The quality of the work of state monument care on
one hand and the quality of the conservation/restoration at a theotetical and at a practical level
are interdependent and failure of either will result in failure of the whole. Both qualities are deter-
mined by the skill of each participant, regardless of whether he or she is an art historian, architect
ot conservator/restoret: The partners involved may be not sharing the same profession — archi-
tects, art historians, structural engineers, building archeologists, conservators or conservation
scientists — but they should agree on a common knowledge of methodology. Furthermore, the
goal of all partners should be to reach maximum, constantly-evolving quality in conservation
through the continuous evaluation of restoration success with the definition of new standards
being always inevitable. The lack of formal protection afforded the profession of conservator/
restorer, and likewise the lack of an effective and transparent self-regulation framework by the
professionals themselves, in the form of ,,Conservation/Restoration Criticism®, both serve as
a further obstacle to the consequent necessary separation from incompetent competitors. In
addition to the above there is the rather underrated social prestige of the profession of the
conservator/testorer which corresponds to its low esteem in the eyes of the general public.
However, increasing professionalization and academic recognition at highly specialized European
Universities and an educational program rooted in public relations promise to provide a remedy
in this regard in the near future. As long as highly qualified conservation professionals (particu-
latly Conservator/Restorers and Conservation Scientists with PhD degrees) ate denied access
to senior positions of the public service, particularly in museum and monument authorities,
the expertise of a “technical representative” will always have less persuasive power than that of
a “research assistant”. The frequently mentioned restorer’s professional ethos and enthusiasm
cannot be dampened by the reality of unequal pay and career prospects. Interdisciplinarity can
only work on a one-to-one level and persisting professional hierarchies can only serve to create
chasms between specialists!

Concerning the Special Working Field of Architectural Surface Conservation

It is general knowledge that the extensive use of organic film forming binding media,
for example Paraloid and its equivalents and derivates, were systematically introduced into
conservation practice during the 1960s. There is no point in lamenting this fact now, as in many
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Fig. 2 Bauhans, western fagade,
2006. (Photo T. Danzl).

Fig. 3 Bauhaus, eastern fagade,
detail, 2006. (Photo T. Danzl)

Fig. 4 Baubaus, repaired

and reconstructed fagade
materials: - lime wash, scratched
“Terranova”, “Steinputzy”
treated as artificial stone, 2006.
(Photo Danzl)
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cases it was the best choice for the period and for the task. One could say that a sometimes
insinuated Eurocentric point of view as well as the mission to do as much as possible and as little
as necessary was a leading motivation. Although the empiric knowledge of the conservators/
restorers had already been previously held in high regard, collaboration with natural scientists
offered a new methodological quality.

In the meanwhile the myths of reversibility, anti-ageing and protective coats were discredited
by reality. Environmental pollution and eventually the energy crisis encouraged the conservators
to make sustainable use of consolidants, and long-term studies on stone deterioration favoured
the rediscovered use of mineral based consolidants such as ethylsilicates and/ ot sacrificial layers
on lime based plasters and paints. As a consequence in the early 1970s, the second pillar of
conservation practice — upholding the tradition of mineral treatments in architectural surface
conservation — became influential again.

Once again the motto “learning from the past” was foremost, but something had changed
fundamentally in this approach: the interdisciplinary scientific profile of the conservator’s/
restorer’s profession is without doubt an achievement of the late 1970s. Lime — used in the
correct way — offers a more or less harmless repetition of repair cycles and the material integrity
of historic monuments. The fact that organic and mineral consolidation methods were often
confused and sometimes unchecked, led in the end to a critical and scientific examination of the
defects and the possibilities of the material and its use. At the same time, probably as a reflex
to the extended and sometimes unreflective use of synthetic resins, an attitude of non-inter-
vention towards high-quality works of art was taken, and persists combined with preventive
conservation strategies up to the present day.

Therefore, the preservation of historic plaster must be regarded as a relatively new area
of responsibility in building conservation. In the late 1950s and early 1960s, conservators in
(what in those days were) the GDR, in Poland, Hungary and Czechoslovakia were the first to
demonstrate a scientific awareness to the composition of historic plaster and non-decorated
architectural surfaces. Only since the late 1970s has monument care in Southern Germany and
especially in Austria and Switzerland established a broad and systematic inventory of histo-
rical architectural surfaces under technical aspects, discussing the possible setting of European
standards towards the end of the 1980s. On the other hand, the increasingly evident overall loss
of traditionally working craftsman encouraged the education of specialists in the field. After the
fall of the Berlin wall and the Iron Curtain, the astonishing richness in materials and techniques
and especially the authenticity of the preserved architectural surfaces in Eastern Europe stimu-
lated many authorities to develop appropriate interdisciplinary conservation strategies.

The annual conferences in Brixen and the UNESCO meetings in Venice in the 1990s were
important milestones for the conservation of stone and atrchitectural surfaces. From 1991,
the European project EUROLIME tried to support the development and re-introduction of
lime techniques in building conservation (extending the initiatives of the Danes, Austrians, and
the Scottish Lime Centre). In 1996 and 1998, the Bundesdenkmalamt organized courses with
the support of ICCROM on the conservation of architectural surfaces that lectured on inter-
disciplinary teamwork between consetrvator/restorers, conservation scientists, conservators,
architects and art historians.

Proving to be essential in all these projects was also the necessity of close collaboration
between the industry, the state monument care and educational institutions. In addition to this
the definition of the basic tasks of care and maintenance of architectural surfaces was also
considered. The cross-linking of skills in the years of the building boom in the former East
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Germany from the late 1990s was the essential litmus test of building conservation. Project
and quality management, quality assurance, sustainability of preservation, maintenance and care
were the magic terms. Only now, with the end of the “golden age” one recognizes the high
range and complexity of the restorer’s work in this broad field and one can also observe that we
have reached unprecedented levels of multidisciplinary, interdisciplinary, and if need be, trans-
-disciplinary approaches to conservation. Methodologically it seems that we are able to decode
nearly any material information and — at least theoretically — we are able to preserve the material
cultural heritage for future generations in a suitable manner. However, the fact remains that the
antagonism between conservation and reconstruction will persist as an extremely demanding
issue. Conservators/Restorers — from time to time — try to find solutions to reconcile the two
opposite poles of “Conservation” and “Reconstruction” — a fact that it is necessary to address
here.

Fig. 5 Baubhaus, Mensa after
repair and reconstruction works,
2006. (Photo Stiftung Banbans
Dessan)

The “Bauhaus Experiment” —1998-2006: Paint research and Conservation
Strategies Critically Revisited

It is the fourth of December 2006 and the eightieth anniversary of the opening of the
Bauhaus Buildings in Dessau has just been celebrated. The Bauhaus building and the colony
of the so-called Masterhouses in Dessau, built in 1926, had been inscribed ten years before
on the UNESCO world heritage list together with the Haus am Horn in Weimar in 1996.
After ten years of a colossal amount of maintenance, conservation and reconstruction work
this icon of the modern movement, thought to be long since lost, could be reopened to the
public. Jubilees are always a welcome occasion for a face-lifting or a total reconstruction of
buildings which guarantee remarkable prestige. Already the fortieth anniversary in 1966 offered
the opportunity of a new evaluation of the modern movement and also offered an opportunity
to undertake the first reconstruction work of the ruined original which was finally concluded
in 1976. The experiences of the first reconstruction of the Bauhaus in Dessau in 1976 and
especially those of Bruno Taut’s settlements in Berlin and the contemporary reconstruction of
the Weilenhofsiedlung in Stuttgart in the 1980s showed that the belief in a supposed continuity
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Fig. 6 Bauhaus, inventory. Sample
of “Triolin” floor covering, 2006.
(Photo Stiftung Banhans Dessan)

of building materials, rampant since the 1920s risked, taking the common practice of monument
care in a false direction — something which seemed to have been overcome around 1900.

For years, the positivist belief in the continuous improvement of building materials seduced
many conservators into justifying the replacement of authentic materials — classified as insuffi-
cient — by more modern ones. Special attention was paid to the superficial characteristics and not
to the structural singularity of the historic building materials. This became possible because the
idea and the project of the architect was — as in renaissance times — considered to be superior to
the inherent defectiveness of contemporary building materials and craftsmanship. The need to
re-restore after only thirty years also accentuated the need to take a critical approach towards the
history of restoration. The preliminary studies for the Bauhaus building between 1998 and 2000
proved that the declaration of a master concept was based more on the principle of maintenance
than on the declared wish to reconstruct lost parts and repaint the coloured finishes of the walls.

The principle of “minimum intervention” and the high level of the documentation and
investigation into the “primary source” — the building and the traces of its history — led to
a “project management” which tried to establish and adopt a conciliatory balance between
theory, methodology and operative solutions. The evaluation of the often frustrating expeti-
ences in the case of the reconstruction of the Kandinsky/Klee Mastethouse demanded a way
of planning that lead from analysis to synthesis.

For a long time black and white photos influenced our perception of modern atrchitecture.
All of us must surely remember the photos in Leonardo Benevolos first edition of the History
of Modern Architecture published in 1960? The physical destruction of a huge part of the
Gropius design, the consequent transformations of the remains, and finally the impossibility to
actually visit the Bauhaus for more than thirty years all served to reinforce the impression of
a “lost drean?”’. Last but not least Benevolo himself postulated that the work of Gropius, reduced
to rotten walls, does not exist anymore. “I¢s not a ruin as the buildings of antiquity, it doesn't offer any
physical fascination,” he stated. His comment that “#he modern architecture wonldn't be able to become older
in a good way” is still remembered today in the case when even more radical interventions or the
total substitution of original matetials have to be justified.'

1 BENEVOLO, Leonatrdo. Storia dell*architettura moderna (13. ed.). Roma : Bari-Laterza 1977. ISBN
9788842025399.
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Fig. 7 Masterhouse Kandinsky/
Klee, eastern facades after chopping
of the original plaster with
conserved “campioni”, 1998.
(Photo Danzi)

Fig. 8 Masterhouse Muche/
Schlemmer, facades before
uncovering of the original plaster,

2002. (Photo Danzl).

The colour-fireworks inside the Bauhaus buildings, as the interiors were referred to by some
eye-witnesses, were burnt out and no visible traces have been left due to the alterations that
time has brought. This revolutionary architecture was both an experiment and a new life style.
As with every experiment this too could not satisfy all expectations: in wintertime the houses
were freezing cold, in summertime burning hot and finally the colour orgy itself was difficult
to stomach in the long run. After the Bauhaus had been closed by the National Socialists, the
first things to be changed were the dimensions of the large windows of the Masters” Houses.
Then several chimneys were added. The interior walls were painted a muddy green. World War
II destroyed the villa of Walter Gropius and the Moholy-Nagy Masterhouse. Right up to the
1970s the original outer architectural surfaces were still visible with all the traces of the structural
changes undertaken to readapt the colony to traditional housing concepts. Pragmatism, in the
form of the rough cast applied in the 1970s, banality and pure necessity transformed the houses
into shacks. But misery is sometimes the best conservator: Many details, as for instance, the
original door-handles and the authentic surface of the polished varnish of the wardrobes, were
preserved.

Alfred Arndt drew a coloured sketch in 1926 which shows the ideal colour scheme of the
Masterhouse facades. Since the first conservation campaign on the Feininger Masterhouse in
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1992, the architect, who planned the reconstruction of the building in its 1926 form tried in
vain to find proof for its realization one to one on the facades. Instead, after a traditional paint
research inside — based on simple colour stratigraphy patterns and not correlated at the same
time with the results of the building archaeology — each room was found to be composed of
a sequence of monochrome walls which condition each other in a game of polychrome forces.
Only two, apparently contradictive, concepts and working steps were discussed and harmonized:

1) The conservation of the authentic materials with appropriate methods, and restoration
with authentic materials upon the preserved original using buffers or sacrificial layers.

2) If reconstruction of the partly lost components of an architectural surface (rendering,
colour, stone and artificial stone, glass, metal) is justified (following the Charta of Venice), it
has to be undertaken in a reconstruction process which is close to the authentic material and
its working technique (contradicting the Charta of Venice).

Obviously this process demands a close and continuous collaboration with conservators/
restorers. In fact the experience shows that their contribution to research works on materials
was enormous and lead finally to the emancipation of their professional profile in an interdisci-
plinary working group.

How can this hypothesis of a— to a certain degree authentic — reconstruction be theoretically
justified?

1) Because the state of conservation of the buildings and the history of their transformation
did not allow a conservation concept based exclusively on the concept of minimal inter-
vention and repair. The method of reconstruction based on the conservation of authentic
remains and layers of information including the years of the German Democratic Republic
allowed the renaissance of a “heroic phase of modern architecture” that was thought to be
lost, without precisely knowing its artistic and historical value and without the possibility of
a natural scientific evaluation.

2) Because the experimental character of these buildings is only expressive when the authentic
language of their materials is recaptured.

On the other hand, the widely demanded reconstruction of the original colour scheme had
to follow the results elaborated by building archaeologists, natural scientists and restorers, and
were subsequently discussed in the team. The conservation of architectural surfaces followed the
same principles. Tests to mechanically uncover the original lime washed facades were undertaken
by restorers. Samples were taken to plan the repair work in an adequate way. The cross-section
and micro-chemical analysis proved that the first layer applied on a lime rendering was done in
a fresco style, followed by another two secco-layers. In this occasion, Walter Gropius’ original
description of the facade paint as a Keim silicate colour on a cement mortar was discovered to
be a white lie for publicity purposes. After documentation of all the remaining original compo-
nents, repair work was done by craftsmen under the instruction of wall paintings restorers,
and finally the facades were lime washed. The concept of proceeding step by step allowed
the discovery of fragments of two originally grey painted facades, which probably would not
have been discovered had common concepts of renovation been followed. The sensation was
absolute when a niche painted with red lead was found in this way.

For an improved discourse concerning the consequences of the paint research results,
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coloured side views were used. As a result, the Muche-Schlemmer Masterhouse is the only one
of three which shows a complete and original colour scheme on a repaired, and to a large extent
original, foundation layer.

The positive results of this process encouraged a similar procedure inside:

* The graphic, photographic and written documentation of the presentstate of preservation
was combined with a preliminary stratigraphic research on foundation layers and paint
layers in order to establish a relative chronological record wall by wall and room by room.

* The interpretation and classification of the paint layers in a synchronic or diachronic
way was facilitated using cross-sections and micro-chemical analysis and was followed by
proposals of one or more synchronic colout systems in a colour project. A more complex
presentation concept was created after correlation of the historical data concerning the
architectural form and the colour by an interdisciplinary commitee.

In the following years, due to the creation of a framework for these objectives of monument
protection, it was possibile to realize a methodically transparent and understandable preservation
concept for architectural surfaces. This concept, as the recent conferences in Copenhagen
in 2005 on “Architectural paint research” and in Brno in 2006 on “Materiality” have shown,
has an international pioneering character, not least because the restorer, in accompanying the
construction work, was heteby awarded the role of an inter- and transdisciplinary mediator.?

The technical complexity of the wall paints at the Bauhaus demands a highly-qualified prepa-
ration of the foundation layers. The overall Japanese paper-facing was followed by different
types of buffer or sacrificial layers, defined individually step by step to guarantee the greatest
degree of material and aesthetical authenticity of the reconstruction. The reconstruction of
different monochrome surfaces which interact in an architectural context is only meaningful if
the materiality of the paint is recognized in its entirety. Respect for the structure and the texture
of the materials used, together with the application method and the resulting working traces,
are essential factors in avoiding a superficial substitute. Clearly defined materials and working
techniques have to be transmitted by the restorer to the housepainter and verified by test work.
From 2000 onwards all these criteria were followed in an examplary way at the Bauhaus building,

The different languages of the materials were rediscovered step by step: traditional and
industrial mortars as found on the facades; scratched ‘“Terranova” for the basement and tradi-
tional lime mortars and paints for the planes. Inside the building the terrazzo floors or the
jointless “Steinholzestrich” floor, based on magnesite, pigments and sawdust, contrast with
metal, glass and coloured paints. Contrasts in sutrface treatments abound everywhere: matt,
rough, glossy and smoothed. Especially in the studio building Hinnerk Scheper’s concept of
colour as a guiding element in architecture is presented as in a manual and as a primary source of
his ideas. In the period between 2002 and 2003, another building by Walter Gropius in Dessau,
the former “labour exchange” building, was conserved and restored with the same respect for

2 BREGNHOI, Line; HUGHES, Helen; LINDBOM, Jenni; OLSTAD, Tone; VERWEIL], Edwin (eds.).
Paint research in building conservation. (Understanding decorative paint with a view fo informed conservation, Confe-
rence 5th—111h.5.2005, National Museum Copenhagen Denmark), London : Archetype Books, 2006. ISBN
1904982042.

CERNA, Iveta; HAMMER, Ivo (eds). Materiality. Proceedings of the International Symposinm on the Preservation of
Modern Movement Architecture (Erhaltung der Architektur des Neuen Bauens, Brno/Briinn 27/29.4.2006,
Schriften des Hornemann Instituts Band 11), Brno : Muzeum mésta Brna 2008. ISBN 978-80-86549-
54-5.
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the structure and the texture of the used materials as in the aforementioned cases. The combi-
nation of artificial stone, metal, glass and colours relates perfectly to the concepts of “light, air
and public health” promoted in the 1920s The proposed conservation work on colour concepts
in modern architecture proved, that conservation sciences are capable of providing an important
input leading to a satisfactory result in architectural reconstruction. An insufficiently conserved
heritage could be verified, documented and analyzed following the scientific standards of wall
painting conservation.

The Starting Point of the Debate

Nearly fifteen years after the beginning of the first systematic documentation of work in
the so-called “Masterhouses” in Dessau and six years since the inauguration of the restored
“Bauhaus” school- building it seems to fitting to draw up a critical résumé for further effective
discussions. This is especially desirable as the guidelines, methods and strategies developed and
finally implemented during the conservation work were at the time undoubtedly of an experi-
mental nature.

As various, often conflicting theoretical approaches to the conservation and presentation
of heritage sites exist, it is not surprising that the treatment of “modern” monuments was, and
still is problematic, as the recent conservation work at the Villa Tugendhat in Brno (2010-2012)
may prove. It can be taken for granted that the colour investigation of the Bauhaus buildings in
Dessau in 1996, reopened the paradigmatic confrontation between “conservation” and “resto-
ration” in the field of conservation of the “Modern”, not only as concerns the architectural
surfaces but also the built structures: At this point an attempt should be made to illustrate the fact
that effective “project management” based on a shared and transparent theoretical fundament
is capable of bringing about a conciliation of these apparently diametrically opposed opinions
and concepts. The conservation and repair of the original subject, planned and surveyed by
the restorers/conservators and other conservation professionals, can bring about an entitely
plausible, restrained reconstruction whilst remaining respectful to the surviving remains.

The concept of “repair” — instead of mere reconstruction “ex novo” — places the emphasis
on respect for the “traces of time” — or rather — respect for alterations due to the aging of
materials and critical evaluation of the value of later interventions. Generally, reconstruction
projects neglect this last aspect, eliminating as a consequence more recent layers and structures.
On the other hand a conservation concept that tries to illustrate the history of a building ends
up risking an artificially orchestrated synchrony of the contemporary in the non-contemporary
that might negatively influence the originally intended aesthetic and structural appearance.

The parameters of the above-mentioned critical process must respect the material, historic
and aesthetic premises of the monument. In this perspective it seems to be generally acceptable
to adopt the positive discrimination of one or two aspects if the decision making process is to
be reproducible.

A firm prerequisite of this concept is the method of “minimal intervention” to preserve
the maximum of authenticity. It is certain that there must be certain criteria that allow a critical
process during interpretation of the historical data preserved by all the materials added to the
monument’s lifetime from its origins up to now. This necessary process of selection influences
and — simultaneously — is strongly influenced at the first stage by esthetical perception and at the
second stage by theoretical preparation — and depending on this — by the importance awarded it
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by the participants involved in the conservation process at a certain time.

In most respects, every conservation project adds a new layer of materials and time linked
aesthetic values to the monument, which can be considered to be, to a certain extent, reversible.
The crucial moment remains the act of dismantling or demolition of historical strata as an
irreversible act of interpretation of the monument’s history.

Previously in 1996, a conference organized in Leipzig by the German National Committee
of ICOMOS instigated a debate on the topic: “Conservation of Modern Architecture”. This
followed two aims: the first was to overcome the perception of an eternal modernity which
presumes the phenomenological identity and conformity of materials, and the second was to
acquire an overview from a historic perspective and to gain appropriate practice in conserving
artefacts of the modern movement. Although modern monuments were not awarded a “special
status” and it was emphasized that “these are to be treated in the same way as any other
monument”, the preservation of architectural surfaces, plaster and colours still played a distinctly
secondary role in the debate.

The Practice

Auxiliary means are therefore the establishment of appropriate building material archives
— a sort of “inventory”, the safeguarding of restoration-related findings, and the experimental
material-based reproduction of historic working methods and materials. In this perspective, the
monument is preserved as a source of information for the so-called “material culture”, and by
means of the principle of minimal intervention, becomes a lasting resource for the conservation
of materials and energy.

This is decisively aided by the special development of layers that could serve to protect the
monument from wear and tear, and “buffer” or “sacrificial” layers, which are compatible with
the precepts and demands of monument protection and have the capacity to protect the original
surfaces and may also be applied to the (materially identical) color reconstruction.

But as time has shown, the route from theory to a commonly shared practice can be long
and full of obstacles. Fortunately, the general awareness of conservation specialists concerning
respect for the authenticity of materials and especially for colout schemes during conservation/
restoration has increased since then.

The contemporarily established decision-making process, more or less respected

in conservation restoration projects, can be generally summarized as follows:

* Initiative

* Preliminary examination, diagnosis and decision to intervene

* Project formulation and final approval

* Selection of service providers

* Execution of the conservation- restoration intervention

* Monitoring of the conservation-restoration intervention

* Documentation

* Maintenance and preventive conservation
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Fig. 9 Baubaus,
main entrance hall
after reconstruction
of polychromy, 2006.
(Photo T. Danzi).

Undoubtedly, an increased desire for transparency in the decision-making process and
in the management structures would lead to an equally increased public accountability of the
conservation-restoration issues.

Reconstruction Versus Conservation?

The recent debate surrounding the reconstruction of the “Villa Gropius” in Dessau shows
that the “concepts of reconstruction” and the alternatives to it are still obscured by clearly
persistent, long-standing taboos. The virtually unanimous opinion concerning the issue of recon-
struction in Western Germany after World War II and the predominance of the “International
Style” blocked any open discussion about this argument for decades.

It was only with the generation-change and — paradoxically — thanks to the supposed failure
of Post-War Modernism that the desire for traditional values and historical continuity could find
favour in the paradigmatic change and, as a consequence, facilitate the reconstruction of an old
and nearly lost identity by (re)constructing a building — in Viollet-le-Duc’s words — “to a finished

state, which may in fact never have actually existed at any given time”.3

Itis interesting to notice that with the fall of the Berlin Wall, reconstruction could evolve from
a taboo subject to a new option in architectural history. The decision of the German Parliament
to reconstruct the irretrievably lost Berlin Castle came just as the last taboo concerning the
reconstruction “ex novo” of a monument “as it was and where it was” was laid to rest. The state
authorities of monument care ignored this socio-cultural evolution for a long time, generally
stating that reconstruction does not represent an integral part of conservation-restoration —
a white lie as becomes apparent on studying the history of restoration.

Obviously the transition between the different levels described by the act of conservation,

3 VIOLLET-LE-DUC, Eugene. The foundations of architecture, New York : George Braziller, 1990, ISBN
9780807612446.
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restoration, repair, renewal and part or complete reconstruction is fluent, and the general
acceptance of reconstructions increases or decreases with the knowledge concerning the lost
monument and the respective expectations of the spectators towards its reconstruction.

Complex conflicts surrounding such monuments are ever-present. They include for example
the future tenant‘s legitimate desire to exploit a building reconstructed at a surface or structural
level, the necessity to preserve the inventory (conservation/restoration), and the logical desite to
revitalize the largely lost surface characteristics (reconstruction) of the Bauhaus colour scheme.
However, a methodical approach to the “conservative reconstruction” of the Bauhaus buildings
was found, respecting all the above-mentioned aspects.

This means that analysis, evaluation and interpretation based on building research and natural
and restoration sciences is assumed to be the first indispensable step in the development of
a conservation concept. This procedure is furthermore interdisciplinary and process-orientated
and therefore enables a flexible response to new knowledge and problems.

The formulated aim of the reconstruction of the Bauhaus colour scheme proscribes that the
treatment of the surfaces should be reversible to the greatest possible extent. This is not only in
the interest of the preservation of the authenticity of the vestiges of the historic surfaces, but
also allows the option of repeated analyses and evaluations in the face of potential problems,
and in the light of new knowledge.

The colour, acknowledged as a building material, through the varied combination and
concentration of its constituents — pigments, binding agents and aggregates — with its own
structure, became in the 1920s an autonomous visual medium. Innumerable variations come
into being by virtue of the nature of the surfaces or the texture of the backgrounds, the degree
of the density and glossiness of the colour, and not least, by means of the way in which the
colour is applied.

These qualities colour were first sampled by restorers and then subjected, in specific material
analyses, to micro chemical analysis. Finally, thanks to of the experimental recreation of the
mixture ratios by hand, the colours were reconstructed with their original features. During
work in the entrance area of the Bauhaus in 2004, the limits of such experimental color recon-
structions — particularly based on secondary sources — became clear: based on black and white
photographs taken by Consemiiller in the 1920s, the corresponding color values were extrapo-
lated by means of computer simulation, thus allowing faulty areas to be adequately finished.

The Guidelines

The decision-making process finally adapted to the special case of the Bauhaus can be
summarized as follows:

1) Prioritise the needs of conservation, restoration and/or reconstruction with regards to the
intended use of the building and the needs of future maintenance.

2) Prepare documentation (graphic, photographic, written) recording the present state of
preservation combined with a preliminary stratigraphic research on foundation and paint
layers in order to establish a relative chronology wall by wall and room by room.

3) Interpretation and classification of the paint layers using cross-section and micro-chemical
analysis. Creation of an archive for all samples, and the conservation of stratigraphic “in
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situ” exposures. The proposal of one or more historic colour systems for use in the repre-
sentation project.

4) An in-depth examination of the proposed presentation by an interdisciplinary committee
utilizing correlation of the historical data concerning the architectural form and colour.

5) Quantitative and qualitative assessment of “lacunae” or knowledge gaps in the proposal.
In the case of the Muche-Schlemmer Master house, which was heavily damaged in World
War II, some rooms were presented in a “neutral” whitewash on a repaired plaster that still
shows traces of time in a subdued way. As previously stated, tests have been undertaken to
analyse and to interpret black and white photographs of the foyer in the Bauhaus Building
in order to complete the “lacunae” in the colour scheme there.

6) Codification of the agreed colour scheme with the Natural Colour System (NCS). Further
tests and verification with the help of cross-sections and micro-chemical analysis are
carried out to establish original pigments, binding mediums and additives. Reproduction
of NCS rated colours on acid-free paper by the restorer for documentation and in order
to assist the decorators.

7) A description of the proposed materials and working methods to be drawn up by the
restorer which will enable decorators to respond to an invitation for tender and understand
the scope of the project.

8) Decorators to prepare trial samples of decorative finishes. Inspection and approval by an
interdisciplinary committee.

9) Reconstruction work goes ahead.

As in every reconstruction, we have to keep in mind that the result can only be appro-
ximate and it reflects the relative knowledge, considerations to and the possibilities of a certain
period! But a reconstruction, as in the case of the Bauhaus buildings in Dessau, is not viewed
as conclusive act, but rather as a continuous adaptation to the latest scientific findings during
regular maintenance and repair works.

Open Questions

The completion of the conservation-restoration works in 2006 finally poses the urgent
question concerning the organization of the maintenance and preventive conservation of all
the Bauhaus Buildings in Dessau. The prerequisite for this is the unlimited accessibility to, and
rapid evaluation of, all documentation which sadly— despite all the engaged initiatives of Monika
Markgraf, Stiftung Bauhaus Dessau — remain an unaddressed issue.

In this context the following questions above all, provoked by the conservation needs of the
authentic and reconstructed surfaces, must — in my opinion — be answered:

e Which degradation phenomena are acceptable in the functional and aesthetical point
of view of the user?

* How can we define the concept of “patina” for original and reconstructed surfaces?
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* How can we conserve and treat structurally aged or irreversibly damaged materials that
have been unprotected in use (e.g authentic floor coverings)? When is it necessary to
deposit them in the material archive and replace them with equivalent materials?

* Which type of damage is to be found regularly and where? How can we avoid it?

* How often can the reconstructed colour scheme be repaired only partially? When
is it absolutely necessary to reconstruct it again, possibly under revised scientific
parameters? In the event of a new reconstruction, do we repaint surface after surface,
following the special need for reconstruction of the specific surface or do we always have
to repeat the treatment and always in its entirety?

And finally the questions that have to be answered right from the start of a conservation
project:

* Who does what, why, where, with what and how?

Epilogue

Recently, after decades of theoretical debate about the concepts of “best practice” in
preservation of 20th century architecture (“Reconstruction Versus Conservation?”) a new
climax seems to have been reached in the 2008-2012 re-restoration of Ludwig Mies van der
Rohe’s Tugendhat House in Brno The author, member of the consultant group of experts
(THICOM 2009-2012), together with other members of the group, will present a case-study in
a special publication. As far as can be seen, the aforementioned debate concerning these diame-
trically opposed positions, is still far from reaching a conciliatory solution.

Publications regarding the issue, selected by the author:

Rekonstruktion versus Konservierung? Zum restauratorischen Umgang mit historischen Putzen
und Farbanstrichen an den Bauhausbauten in Dessau. In Denkmalpflege in Sachsen-Anhalt, 7. Jg.
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Farbe und Form. Die materialtechnischen Grundlagen der Architekturfarbigkeit an den
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Sachsen-Anbalt, 9. Jg. (2001), Doppelheft 1 / 2, s. 7-19.

Published identically in:

Stiftung Bauhaus Dessau (Hrg.): Umgang mit Banten der Klassischen Moderne 2: Sanizerung von Oberflichen
(Beitréige des Kolloquinms am 15.12.2000), Dessau 2001, s. 24-34.

Restaurator und Denkmalpfleger — Zusammenarbeit bei der Sicherung von Architekturober-
flichen. In 70. Tag fiir Denkmalpflege. VVom Nutzen und Nachteil der Denkmalpflege fiir das 1eben.
Fachtagung Denkmalbestand und Denfmalbetrennng Jahrestagung der VVereinigung der Landesdenkmalpfleger
in der Bundesrepublik Deutschland vom 17.-21. Juni 2002 in Wiesbaden (Arbeitshefte des Landesamtes fiir
Denkmalpflege Hessen, Bd 4), Stuttgart 2003, s. 137—140.

Zur Konservierung, Restaurierung und Rekonstruktion von  Architekturoberflichen
am Doppelhaus der Bauhausmeister Georg Muche und Oskar Schlemmer in Dessau.
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In GEBEBLER, August (Hrsg.). Gropins. Meisterhans Muche/ Schlenmer. Die Geschichte einer Instand-
setzung (Reihe ,,Baudenkmale der Moderne® der Wiistenrot Stiftung), Stuttgart 2003, s. 152—182.

HKunstputz (Edelputz) — Kunststein (Betonwerkstein) — Kunststeinputz (Steinputz). Die
Bedeutung und Erhaltungsproblematik materialfarbiger Gestaltungen an Putzfassaden des 19.
und 20. Jahrhunderts. In PURSCHE, Jurgen (Hrsg,). Historische Architekturoberfiichen. Kalk — Putz
— Farbe/ Historical Architectural Surfaces. Lime — Plaster — Colonr (Internationale Fachtagung des Dentsche
Nationalkomitees von ICOMOS und des Bayerischen Landesamtes fiir Denkmalpflege, Miinchen, 20.-22.
November 2002, Hefte des Deutschen Nationalkomitees, XXXIX), Minchen 2004, s. 146—159.

I materiali costitutivi degli edifici del Bauhaus a Dessau tra tradizione e innovazione. Sviluppo
di un metodo di restauro conservativo (1998-2004). In BISCONTIN, Guido; DRIUSSI, Guido
(Hrsg,). Architettura e materiali del novecento. Conservazione, restauro, manutengione (Atti del convegno di

studi, Bressanone 13. — 16. luglio 2004), Venezia 2004, s. 105-118.

Initiativen zur Wiedereinfiihrung von Kalktechniken: Erfahrungen in der Baudenkmalpflege
Sachsen-Anhalts. In GREIPL, Egon Johannes (Hrsg.). Kalk in der Denkmalpflege. Bindemittel in der
Restanriernng. Erfabrungsberichte ans der Praxis (Inhalte — Projekte —Dokumentationen. Schriftenreibe des
Bayerischen Landesamtes fiir Denkmalpflege , Nr. 4), Miinchen 2011, 5.68—72.

Policromia e scienze della conservazione: il caso Bauhaus a Dessau (Polychromes and the
conservation sciences: the Bauhaus at Dessau). In CRIPPA, Maria Antonietta (Hrsg.). Restauro
del moderno: fortuna critica, incertezze attuative (Restoration of the modern: critical fortune,
uncertainties over implementation) in: Territorio (Rivista trimestrale del Dipartimento di archi-
tettura e pianificazione del Politecnico di Milano), fascicolo 62, Milano 2012, s.108-115.

Konservierungswissenschaften und Denkmalpflege an Bauten der ersten Hilfte des 20.
Jahrhunderts. In SCHEURMANN, Ingrid (Hrsg.). Erinnerung kartieren? Erfassung von Baubefunden
in Gedenfkstitten (Dokumentation des gleichnamigen Kolloguinms vom 21. Januar 2011 an der TU Dresden,
Professur fiir Denkmalkunde und angewandte Bauforschung), Dresden 2012, 5.56-58.

Zum aktuellen konservatorisch-restauratorischen Umgang mit Wandmalerei und Architektu-
roberfliche aus der Zeit des Nationalsozialismus und der DDR in Deutschland, In IIC Austria;
BINDERNAGEL, Franka; GRIESSER-STERMSCHEG, Martina. Reflexionen/ Reflections fiir/ to
Manfred Koller, Restanratorenblitter, 31 (2012), 5.82-91.

Resumeé

Restaurovani architektury 20. stoleti: P¥ispéni konzervatora/restauratora
k mezioborovému pojeti na pfikladu restaurovani budov Bauhausu v Dessau
v letech 1998-2006

Je ztejmé, Ze prazkum barevnosti budov Bauhausu v Dessau v roce 1998 znovu oteviel
paradigmaticky konflikt mezi ,,konzervovanim® a ,,restaurovanim®, a to na poli restaurovani
»moderniho® umeni nejen ve vztahu k povrchiim architektury, ale i ke stavebnim strukturam.
Nedavné konference, organizované odborniky na ochranu architektonickych povrcha, jako byly
,,Pruzkum architektonickych barev v Kodani nebo ,,Podstata materialu® v Brné

Prazk hitektonickych barev v Kodani (2005) nebo ,,Podstat terialu“ v B 2000),
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meély bezpochyby prukopnicky charakter. Ten mél praktickou odezvu v nedavnych projektech po
celé Evropé, jako tomu bylo i v piipadé Vily Tugendhat v Brné.

Zde bychom se méli pokusit nazorné ukazat, ze efektivni ,,fizeni projektu®, zaloZzené na
sdilenych a transparentnich zakladech, muze vést ke smiru diametrdlné odlisnych nazort
a koncepti. Podpurnymi prostfedky tohoto konceptu jsou ztizeni archivu (,inventafe) vhodnych
stavebnich materiald, zajisténf zaveéra souvisejicich s restaurovanim a experimentalni materialova
reprodukce historickych pracovnich postupt a materialti. Z tohoto pohledu je pamatka chranéna
jako zdroj informaci o tzv. ,hmotné kultufe® a na zakladé¢ principu minimalni intervence se stava
trvalym zdrojem pro konzervaci materiali i energie. K tomu zasadnim zptsobem pfispiva speci-
alizovany vyzkum a vyvoj vrstev, které chrani proti opotfebent, stejné jako ,,tlumicich® nebo
,-obétovanych® vrstev, které odpovidaji vnimani{ a pozadavkim pamatkové péce, maji schopnost
chranit pavodni povrchy a mohou byt také aplikovany pii (materidlové shodné) barevné rekon-
strukci. Jak je ale ze zkusenosti zfejmé, od teorie k bézné praxi muze vést dlouhd a trnita cesta.
Nastesti se pozornost odborniktl z oblasti restaurovani k dulezitosti respektovani autenticity
materialtl, a zvlasté pak barevnych schémat béhem konzervovani/ restaurovani, neustale zvysuje.

Proces rozhodovani se v soucasné dobé ustdlil a je béhem konzervétorskych/restaurator-
skych projektt vice ¢i méné respektovan. Lze jej nasledovne shrnout:

e Podnét

e Predbeézny priazkum, diagnéza a rozhodnuti k zasahu
 Formulace projektu a kone¢né schvaleni

* Vybér dodavatela sluzeb

* Provedeni konzervatorsko-restauratorského zasahu

* Kontrola a monitorovani konzervatorsko-restauratorského zasahu
* Dokumentace

 Udrzba a preventivni konzervace

Neni pochyb o tom, ze lepsi transparentnost rozhodovaci faze i managementu projektu
by méla za nasledek také vyssi miru spoluzodpovédnosti vefejnosti pii feseni konzervatorsko-
-restauratorskych otazek.

Rekonstrukce versus konzervovani?

Nedavné diskuse kolem rekonstrukee ,,Villy Gropius® v Dessau ukazuji, ze v oblasti ,,rekon-
strukénich konceptd™ a jejich alternativ nadile pfetrvavaji mnoha tabu z minulosti. Pouze
generacni zména a paradoxné i pfedpokladany tpadek povalecného Modernismu vedl k tomu
k tomu, ze touha po tradi¢nich hodnotach a po dé¢jinné kontinuité se mohla pfiklonit k paradigma-
tické zméné, ¢imz umoznila zrekonstruovat starou, jiz téméf ztracenou podobu budovy jeji (re)
konstrukei ,,do konecné podoby, kterd ve skute¢nosti nemohla nikdy existovat™ . Pfechod mezi
jednotlivymi drovnémi, jez jsou oznacovany pojmy konzervovani, restaurovani, oprava, obnova,
c¢astecna ¢i celkova rekonstrukee, je samozfejme plynuly a sance pro vseobecny souhlas s rekon-
strukel vzrastaji a klesaji spolu s mirou znalosti tykajicich se ,ztracené™ pamatky a vlastnich
ocekavani, kterd maji o rekonstrukci jeji pozorovatelé. Vzdy pfitomny konflikt mezi oprav-
neénym pozadavkem budouciho obyvatele vyuzivat budovu, rekonstruovanou at’ uz povrchove
¢ konstrukeéné, potfebou zachovani inventafe (konzervovanim/trestaurovanim) a zcela pocho-
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pitelnym pranim ozivit povrchové vlastnosti barevného schématu Bauhausu, které zaznamenaly
velké ztraty (rekonstrukee), nicméne nachazi metodické feseni v , konzervativni® rekonstrukei
budov Bauhausu, v némz se podafilo vyhoveét vsem jiz zminénym ohledtm.

To znamend, ze analyza, hodnoceni a interpretace zalozené na stavebnim prizkumu a na
ptirodnich a restauratorskych védach, se povazuji za prvni nezbytny krok v procesu vyvoje pojeti
ochrany pamatek. Tento proces je navic mezioborovy a zaméfuje se na dilezitost postupu, ¢imz
umozuje reagovat na nové poznatky a problémy.

Byl formulovan zamér rekonstrukce barevného schématu Bauhausu v takové podobé, aby
zasahy do povrcht byly reverzibilni v nejvy$si mozné mife, a to nejen v zajmu zachovani auten-
ticity pozustatkl historickych povrchi, ale také aby bylo mozné v piipad¢ eventualnich problému
¢i ve svétle novych poznatki provést opakované analyzy a hodnoceni. Ve 20. letech minulého
stolet{ se chapani barvy jako stavebniho materialu posunulo diky jejim nes¢etnym moznostem
raznych kombinaci a koncentraci obsazenych slozek (pigmentd, pojidel a plnidel se svou
vlastni strukturou) do roviny autonomntho vizualniho media. Na zaklade¢ vlastnosti povrcha
nebo struktury podkladu vznikaji nescetné obmeény hustoty a lesku barvy, a v neposledni fade
i zpusobu, kterym je barva nanasena.

Tyto vlastnosti barev byly nejprve odzkouseny restauratory a nasledné podrobeny speci-
fickfm materidlovym rozborim v ramci mikrochemickych analyz. Nakonec se na zakladé
experimenti podafilo manudlné namichat poméry smési barev tak, Zze byly znovuvytvofeny
barvy s jejich puvodnimi vlastnostmi. Behem praci v roce 2004, které probihaly ve vstupnim
prostoru Bauhausu, se projevila omezeni téchto experimentalnich barevnych rekonstrukef, ktera
spocivala hlavné v pouzitf druhotnych zdroja. K rekonstrukeim byly pouzity cernobilé fotografie,
které poitidil ve 20. letech 20. stoleti Consemiiller. Odpovidajici barevné hodnoty byly vyvozeny
prostiednictvim pocitacové simulace, ¢imz bylo mozné vhodné dokoncit poskozené oblasti.

Doporuceni

Proces rozhodovani, ktery byl upraven pro jedinecny piipad Bauhausu, lze shrnout
nasledovné:

1. Upfednostnéni potieby konzervovani, restaurovani ¢i rekonstrukce nad zamyslenym
vyuzitim budovy a potfebami udrzby v budoucnosti.

2. Pifprava dokumentace (grafické, fotografické, pisemné), ktera bude zachycovat soucasny
stav dochovani spolecné s predbéznym stratigrafickym prizkumem podklada i barevnych
vrstev, aby byla uréena vzdjemna ¢asova posloupnost u kazdé stény a mistnosti.

3. Interpretace a klasifikace barevnych vrstev za pouziti pficnych fezt a mikrochemickych
analyz. Vytvofen{ archivu vSech vzorka a konzervace statigrafickych sond vystavenych
moznosti degradace. Navrh jednoho nebo vice historickych barevnych systému pro pouziti
v piipravném projektu.

4. Detailni posouzen{ navrhovaného provedeni mezioborovou komisi, ktera porovna histo-
rické udaje, jez se vztahujf k architektonické forme a barve.

5. Kvantitativni a kvalitativnf zhodnocen{ miry poskozeni, nebo chybéjicich znalosti v navrhu.
V piipadé Mistrovského domu Muche/Schlemmer (Meistethaus Muche/Schlemmer),
ktery byl za 2. svétové valky velmi ponicen, byly nékteré pokoje provedeny v ,,neutralnim”
bilém natéru na opravené omitce, ktera stale nese stopy casu, avsak v potlacené podobé.
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Jak bylo jiz feceno, byly provedeny testy, které analyzovaly a interpretovaly cernobilé
fotografie foyer budovy Bauhausu, aby mohla byt doplnéna chybéjici mista taméjsiho
barevného schématu.

6. Sjednoceni odsouhlaseného barevné schématu s Piirodn{ soustavou barev (Natural Color
System - NCS). Provedeni dalsich testti a ovéfovani pomoci pfi¢nych fezi a mikro-
chemickych analyz kvuli stanoveni pavodnich pigmentt, pojidel a aditiv. Reprodukce
vzorniku barev dosazenych podle NCS na nekyselém papife, ktery restaurator vytvori pro
dokumentaci a jako podklad pro dekoratéry (malite).

7. Popis navrzenych materialti a pracovnich postupt vytvofeny restauratorem, ktery umozni
dekoratéram (malffam) piihlasit se do tendru a porozumét rozsahu projektu.

8. Dekoratéfi si nachystaji zkusebni vzorky malifskych povrchovych uprav, které budou
kontrolovany a schvéaleny mezioborovou komisi.

9. Zapoceti restauratorskych praci.

Musime si uveédomit, ze tak jako pii kazdé rekonstrukci muze byt vysledek nedokonaly.
To odrazi relativitu znalosti, citlivosti a moznosti dané doby. Avsak v nasem pifipadé budov
Bauhausu v Dessau se nepfedpoklada, ze se jedna o kone¢ny vysledek, ale o kontinualnf adaptaci
na zaklade aktualnich vedeckych zjisténi ziskanych behem bézné adrzby a obnovy.

Oteviené otdzky

Dokonceni konzervatorsko-restauratorskych praci v roce 2006 na zavér poklada naléhavou
otazku, tykajici se organizace udrzby a preventivnich konzervacnich opatieni vedoucich
k zachovani vsech budov Bauhausu v Dessau. V této souvislosti musi byt podle mého nazoru
predevsim zodpovezeny nasledujici otazky, které vyvstavaji v souvislosti s potfebou restaurovani
pavodnich i rekonstruovanych povrchu:

e Které projevy degradace mohou byt akceptovany z pohledu funkénosti a estetiky
uzivatele?

* Jak mizeme definovat pojem ,,patina” pro pavodni a rekonstruované povrchy?

* Jak mizeme konzervovat a osetfit strukturalné narusené ¢i piilis poskozené materialy,
které byly vystaveny pouzivani, aniz byly jakkoli chranény (napf. puvodni podlahové
krytiny)? Kdy je nutné umistit je do materidlového archivu a nahradit je odpovidajicimi
materialy?

* Jaky typ poskozeni se vyskytuje pravidelné a kde? Jak mu lze zabranit?

Jak casto muze byt rekonstruované barevné schéma opraveno jen zcasti? Kdy je zcela
nezbytné rekonstruovat jej znovu, pokud mozno podle aktualizovanych védeckych parametrar
Pokud dojde k nové rekonstrukci, premalovavame povrch po povrchu podle individudlnich

potifeb rekonstrukce jednotlivych povrchi, nebo musime vzdy opakovat zasah a pouze jako
celek?

A nakonec otazky, které musi byt zodpovézeny hned na zacatku projektu konzervovani:

e Kdo co déla, pro¢, kde, ¢im a jak?






