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SPark conference

WELCOME

We are delighted to welcome you to Sisak and to the SPark: 
Conservation of Sculpture Parks conference! 

The conference will address various aspects related to the 
conservation of outdoor sculpture collections, from collection 
management to technical questions on how to carry out 
conservation treatments. In total there will be 14 lectures, six 
poster-presentations and a round table discussion. We hope that 
you will find them informative and thought provoking. 

There are several reasons why the city of Sisak has been chosen as 
the location for this conference. First of all, Sisak has a sculpture 
park comprising thirty-eight sculptures created between 1971 and 
1990 by the sculptors who participated in the Sisak Steelworks 
Artists Colony (Kolonija likovnih umjetnika ‘Željezara Sisak’). In 2012 
a project to protect and conserve these sculptures was initiated. The 
conference will provide an opportunity to discuss treatment options 
for some of the objects, and to share ideas on the presentation and 
maintenance of the Park as a whole. Equally important is the fact 
that the Park is a part of Sisak’s industrial heritage, and 2015 is 
designated as European Industrial and Technical Heritage Year. 

Last but not least, the Organizing Committee chose Sisak as the 
conference venue because of the delicate situation the city is in. 
Industrial decline, high unemployment and population loss – these 
are the topics that usually fill newspaper columns about this city. 
We wanted to shift the focus of the media onto positive news; 
Sisak can host important international events and the international 
community of experts is interested in the preservation of its unique 
sculpture park. It is hoped that the conference will bring fresh ideas 
and visions to decision-makers of the city.

We would like to thank all authors who submitted proposals for 
papers and posters to our conference, and congratulate those 
whose proposals were accepted. We are happy that so many 



experts from all over the world have come to Sisak to exchange 
experience and knowledge in different areas concerning outdoor 
sculpture collections. 

We would like to express our deepest gratitude to the Scientific 
Committee for reviewing all the abstracts and the conference 
papers. The latter will be published by Archetype Publications 
Limited, one of the leading publishers in the conservation of art 
and antiquities and technical art history. Publication is expected in 
2016. Our gratitude also goes to the Local Organizing Committee. 
They have worked very hard to ensure that everything runs smoothly 
in the conference. 

The SPark: Conservation of Sculpture Parks conference would 
not have been possible without the financial support of the City of 
Sisak, the Ministry of Science, Education and Sports of the Republic 
of Croatia, the Ministry of Culture of the Republic of Croatia and 
the Sisak-Moslavina County. We would like to express our heartfelt 
appreciation to the Gabo Trust for Sculpture Conservation for 
providing financial assistance to several SPark conference 
participants. We owe special thanks to the Sisak Municipal Museum, 
the Museum of Contemporary Art, Zagreb, Hotel Panonija and the 
Sisak Tourist Board for all their support. 

We are also grateful to the President of the Republic of Croatia 
Kolinda Grabar Kitarović, the Ministry of Culture of the Republic of 
Croatia and the City of Sisak for agreeing to be patrons of the event.

We hope you will have many interesting and fruitful discussions over 
the next three days, and that Sisak will provide you many wonderful 
memories. 

Sagita Mirjam Sunara
Conference General Chair 

WELCOME



  9:30 Poster hanging 
 Poster authors should set up their posters before 
 registration hours. 

10:00 Registration

10:45 Welcome notes

11:15 The Sculpture Park in Sisak: In search of answers
 Sagita Mirjam Sunara (Croatia)
11:35 Discussion

Session 1: (THE) PUBLIC

11:40 Museum Collection in a Public Space
 Agnieszka Wielocha (Poland)
12:00 Discussion 

12:05 How the ‘Seven Deadly Agents of Destruction’ Can Help 
 Preserve the Crystal Palace Dinosaurs
 Liesa Brierley, Ellinor Michel, Anthony Lewis, Chris Aldhous  
 and Lois Olmstead (England, UK) 
12:25 Discussion

12:30  Coffee/tea
 

Session 2: MANAGEMENT

12:50 When Art Meets Technology – Can the Love Affair Last? 
 The legacy of the 1965 Sculpture Symposium at the 
 California State University Long Beach and the challenges  
 of maintaining a sculpture park on university campus
 Rachel Rivenc, Julia Langenbacher, Rosa Lowinger, 
 Christina Varvi, Maria Coltharp and Brian Trimble (USA) 

Monday, 14th September 2015
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13:10 Discussion

13:15 The Biedermeier Cemetery of St. Marx in Vienna: 
 Planning, management and treatment implementation
 Matea Ban and Martin Pliessing (Austria)
13:35 Discussion

13:40 Lunch 

Roundtable
 
15:00 Reviving Neglected Sculpture Parks in Croatia 
 The roundtable will be open to the public. Consecutive   
 translation of the addresses of the panellists from Croatian  
 into English will be provided.

17:00 Closing remarks to end the first day of the conference

PROGRAMME

  9:00 Short welcome

Session 3: CONSERVATION AND MAINTENANCE 

  9:10 Conservation Plan for the Forma Viva Sculpture Park in  
 Kostanjevica na Krki
 Rok Dolničar and Miladi Makuc Semion (Slovenia)  
  9:30 Discussion 
  
  9:35 The Spoerri Sculpture Garden in Seggiano (Italy): 
 Regular maintenance within a challenging environment 
 Alfredo Aldrovandi, Elisa Pannunzio and Luigi Vigna (Italy)

Tuesday, 15th September 2015



CONFERENCE

  9:55 Discussion

 10:00 The Eternal Youth of Capalbio’s Monsters: A preservative  
 and preventive conservation project 
 Serena Vella, Claudia Bortolussi and Bruno Zanardi (Italy)
10:20 Discussion

10:25 Coffee/tea & bagels
 

Poster presentations

11:00 Poster authors will give a five-minute oral highlight of their  
 poster in the conference hall.

 A Sculpture Park without Walls: The Olympic Sculpture  
 Park 
 Katherine Elizabeth Brown (USA)

 Problems and Challenges Faced by Metal Outdoor 
 Sculptures in Taiwan
 Meng-Ken Lee and Yi-Tsen Chen (Taiwan)

 The Recreation of the Rijksmuseum Sculpture Garden  
 Within the Amsterdam Cityscape
 Nicolas Diane Walter Verhulst, Alfred Wilgenburg, Isabelle  
 Garachon and Frits Scholten (Belgium, The Netherlands)

 Conservation in Arte Sella: A different criteria 
 Anisia Novelli (Italy)

 Conservation Issues of a Monumental Cemetery 
 Silvia Salvini (Italy)

 Repatination for Outdoor Bronze Sculpture Conservation:  
 A comparative study 
 Wafaa Anwar Mohamed, Mai Mohamed Rifai, Nabil Ahmed  
 Abdel Ghany and Mohammed Samir Elmetwaly (Egypt)



PROGRAMME

Session 4: CONSERVATION TREATMENTS

11:45 Small SPark Ignites Big Discussion: The Vjenceslav 
 Richter and Nada Kareš Richter Collection, Museum of  
 Contemporary Art, Zagreb, Croatia
 Mirta Pavić and Vesna Meštrić (Croatia) 
12:05 Discussion

12:10 The Restoration and Care of Zinc Sculptures in the 
 Baroque Garden of Frederiksborg Castle, Denmark
 Anders Ekstroem Loekkegaard (Denmark)
12:30 Discussion

12:35 Local Treatment for Monochrome Outdoor Painted 
 Metal Sculptures: Assessing the suitability of 
 conservation paints for retouching
 Nikki van Basten, Catherine Defeyt, Julia Langenbacher  
 and Rachel Rivenc (The Netherlands, USA)
13:55 Discussion

14:00 Lunch
 This lunch is not included in the registration fee. 
 Conference participants can have lunch at the conference  
 venue (Hotel Panonija) or at one of the several restaurants  
 in its immediate vicinity.

Session 5: BEYOND CONSERVATION

16:00  Defining and Preserving Sculptural Landscapes
 Andrew Thorn (Australia)
16:20 Discussion

16:25 Conservation and Documentation of Site-Specific 
 Collections 
 Marta Gómez Ubierna (Italy)
16:45 Discussion



CONFERENCE

16:50 La Comella or the Spirit of Non-Conservation. The Rufino  
 Mesa Sculpture Garden
 Aida Marín Yrigaray (Spain)
17:10  Discussion

17:15  Closing remarks to end the second day of the conference

17:30 Free time 
 Poster authors should take down their posters.

18:00 Conference dinner

  9:30 Bus boarding starts
 
  9:45 The tour departs from Hotel Panonija

10:00 Visit to the former Research Institute of the Sisak 
 Steelworks 

10:45 Caprag: walking tour of the Sisak Sculpture Park 
 
12:00 Departure from Sisak to Zagreb 

13:00 Lunch at the Museum of Contemporary Art, Zagreb

14:00 Tour of the Museum of Contemporary Art, Zagreb

15:20 Departure from the Museum of Contemporary Art for the  
 Vjenceslav Richter and Nada Kareš Richter Collection
 

Wednesday, 16th September 2015
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15:45 Tour of the Richter Collection
16:30  Departure from Zagreb to Sisak
 The bus will make two stops on the way back to Sisak: 
 first at Zagreb Central Bus Station and then at Zagreb 
 International Airport. 
 Conference participants who wish to stay in Zagreb or  
 those who have an evening flight can get off the bus.
  
17:30 Arrival in Sisak
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Sagita Mirjam Sunara
Conservation-Restoration Department, Arts Academy, University of Split, 
Croatia

The Sculpture Park in Sisak:
In search of answers

Sisak Sculpture Park comprises 38 sculptures placed around the 
plants of the former Sisak Steelworks and the blocks of flats in the 
nearby Caprag housing estate. All of the sculptures were created 
in the Steelworks, drawing on the assistance of the plant’s labour 
force and using the material that the works produced: steel. The 
creators of the sculptures were formally trained artists from the 
whole of the former Yugoslavia who took part in the art colonies 
that the Steelworks organised from 1971 to 1990, its wish being 
to make the working people more at home with art and culture. It 
was not only sculptors that took part in the Colony, but painters, 
printmakers and photographers as well. During those twenty years, 
several hundred works of art were created. 

With the collapse of the Steelworks in the early 1990s the dispersal 
of this fine collection of artworks began. Only 38 works of the 
collection of outdoor sculptures are still in existence. For years these 
sculptures have been consigned to oblivion and allowed to deteriorate, 
and are today in very poor condition. In 2012 the Sisak Conservation 
Department of the Ministry of Culture of the Republic of Croatia and 
the Striegl Municipal Gallery produced a catalogue of the extant 
sculptures. The catalogue served as a database for the entry of the 
sculptures in the List of Protected Cultural Properties of the Republic 
of Croatia. The collection as a whole is registered as ‘Sculpture Park 
created in the context of the Sisak Steelworks Artists Colony’. 



ABSTRACTS

The Conservation-Restoration Department of the Arts Academy in 
Split was confided with the task of devising a methodology for the 
conservation of the sculptures. At the outset it was planned to treat 
three sculptures, each of them presenting a different category 
of conservation problems: a painted sculpture, a galvanised 
steel sculpture and a weathering steel sculpture. But since each 
sculpture embodies a different idea, it is not possible to devise a 
model capable of being applied to all the sculptures of the same 
category. Determination of the concept of conservation operations 
is additionally hindered by some of the sculptures not having been 
produced in accordance with the wishes of the artists; in the case 
of some of the sculptures, the workmen appropriated the role of co-
author, without the knowledge or consent of the artist.

The presentation will discuss the works that have been carried out 
to date, and address several theoretical and practical questions 
that have arisen. How does one evaluate interventions that were 
contemporaneous with the origin of the artwork, and yet were not in 
line with the artist’s idea? Does there have to be a single conception 
for the presentation or conservation of sculptures from the Park? 
How is the original appearance of the sculpture to be determined, if 
there are no archival data, and if the artist and/or the collaborators 
are not available? Since the artists did not take part in the selection 
of sites for their positioning or been consulted about the way they 
were to be exhibited, can the sculptures be relocated or set up 
differently?

The ‘SPark’ conference, which is devised as part of the project for 
preserving the Sisak Sculpture Park, should provide answers to 
some of these questions.

Sisak Steelworks Artists Colony • metal sculpture • 
conservation plan • outdoor painted sculpture conservation

KEYWORDS:



PAPER

The Bródno Sculpture Park is considered a permanent exhibition 
of the Museum of Modern Art in Warsaw. It was inaugurated in 
June 2009 as a long-term project, involving artists, residents of 
Bródno district and organized by a public art institution and the local 
authorities. The initiator, coordinator and artistic supervisor of the 
whole project is Paweł Althamer, internationally acclaimed Polish 
artist, known for his community-type projects, who happens to live 
near the Park.

Bródno Sculpture Park project is drawn from different traditions of 
public art: that derived from minimalism and abstract art, as well 
as from art of a social, participatory character. The project has 
been divided into ‘chapters’ – once a year a new sculpture, object 
or installation appears in the Park. Not all artists’ interventions are 
material or permanent. ‘Sculpture’ is defined here rather as a kind 
of dynamic artistic expression about a particular place and time, 
particular spatial relations and relationships between the people. 
Among the artists who contributed to the Sculpture Park project 
are Olafur Eliasson, Jens Haaning, Susan Philipsz and Ai Weiwei. 
Works located in the park are a part of the collection of the Museum 
of Modern Art in Warsaw.

A gallery open to the public 24/7 needs proper maintenance. The 
park is located in a ‘difficult’ residential district, and the works are 

Agnieszka Wielocha
Museum of Modern Art in Warsaw, Poland

Museum Collection in a Public Space



ABSTRACTS

Bródno Sculpture Park • collection management • 
maintenance • conservation • public engagement 

constantly exposed to acts of vandalism. There are also conservation 
problems related to unsuitable techniques or mediums used by 
artists or the interactive character of objects. On the basis of case 
studies from Bródno Sculpture Park I would like to discuss problems 
related to the application of conservation standards and museum 
procedures for works of art from a public collection exhibited in 
public places.

KEYWORDS:
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The key to raising the often substantial funds needed to conserve 
and maintain outdoor sculptures is public support. But how do we 
explain to the public that what seems to be imperceptible, inevitable 
change, e.g. from water ingress and frost, is still active and 
cumulative damage that can be combatted? 

At the centre of this talk are the Crystal Palace Dinosaurs, a group 
of 32 sculptures on artificial islands in London’s Crystal Palace 
Park. Created by the renowned natural history illustrator Benjamin 
Waterhouse Hawkins between 1852 and 1854 in reinforced 
concrete, they are the earliest attempt at full-scale reconstructions 
of dinosaurs and other extinct animals. They are Grade I listed 
buildings, which is the highest heritage asset grading in the UK. 
Despite having inspired generations of children, artists, historians 
and scientists, the sculptures have fallen off the radar for regular 
works and are in need of conservation and ongoing maintenance. 
The Friends of Crystal Palace Dinosaurs, a group of voluntary 
professionals, was formed to shape this on-going process.

Liesa Brierley [1], Ellinor Michel [2], Anthony Lewis [3], 
Chris Aldhous [4] and Lois Olmstead [5]

[1] Royal Museums Greenwich
[2] Natural History Museum
[3] Shakespeare’s Globe Theatre
[4] GoodPilot creative consultancy
[5] Autograph ABP

How the ‘Seven Deadly Agents of 
Destruction’ Can Help Preserve 
the                                                                                                                           Crystal Palace Dinosaurs



ABSTRACTS

• outdoor sculpture • 
risk factors • interdisciplinary collaboration • public outreach 

As part of a fundraising strategy and to engage with the community 
we are creating a YouTube film explaining why the sculptures, which 
still look fairly robust and content from a distance, do nevertheless 
require conservation. The Canadian Conservation Institute’s 
framework of ten agents of deterioration was adapted for a diverse 
audience, in particular families with young children. The idea of 
‘The Seven Deadly Agents of Destruction’ was born and realised in 
collaboration between a conservator, an animator and a creative 
strategist.

Crystal Palace Dinosaurs

KEYWORDS:
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In 1965, an extraordinary event took place at the California State 
University in Long Beach (CSULB): a Sculpture Symposium that was 
the first International Sculpture Symposium to be held in the United 
States; the first to occur on a college campus; and the first to build 
partnerships with industry to create innovative sculptures using new 
industrial materials and new technologies. Internationally recognized 
artists worked with industrial partners, such as Bethlehem Steel, 
Fellows and Stewart Shipyard, and North American Aviation in 
the creation of the nine works of art that formed the core of the 
University Sculpture Park. The artists – Kengiro Azuma, Joop 
Beljon, Andre Bloc, Kosso Eloul, Claire Falkenstein, Gabriel Kohn, 
Piotr Kowalski, Rita Letendre, and Robert Murray – worked directly 
with engineers, architects, chemists and physicists from various 
companies in Southern California to realize their projects. The 
collaborations enabled the artists to have access to facilities and 
machinery that could handle large-scale works. It also gave them 
access to new materials and techniques: for example, Flex-Coat 
Corporation custom-mixed and donated products from their new line 
of epoxy paints to Murray, Letendre and Eloul. Kowalski adapted an 
aerospace application to shape his stainless steel plates underwater 

Rachel Rivenc [1], Julia Langenbacher [1], Rosa Lowinger [2], 
Christina Varvi [2], Maria Coltharp [3] and Brian Trimble [3]

[1] Getty Conservation Institute, Los Angeles, USA
[2] Rosa Lowinger and Associates, Los Angeles and Miami, USA
[3] University Art Museum, California State University, Long Beach, USA

When Art Meets Technology – 
Can the Love Affair Last?
The legacy of the 1965 Sculpture Symposium at the 
California State University Long Beach and the challenges 
of maintaining a sculpture park on university campus



ABSTRACTS

California State University Long Beach Sculpture Park • 
conservation plan • outdoor painted sculpture conservation

by controlled explosions, a new technique called explosive forming. 
The collection has since then grown to 21 works that are nowadays 
strewn throughout the campus.

Being not only outdoors but also on a busy university campus with 
enormous pedestrian and car traffic, and without an inbuilt budget 
for maintenance, has taken its toll on many of the artworks. The 
issues range from skateboarding on the sculpture offering flat 
inclined surfaces, graffiti, relocation of sculptures to give way to 
new buildings, landscaping issues with sprinklers, plants and soil 
composition accelerating the deterioration, to classic issues for 
painted sculptures of unstable paint systems or lack of proper 
surface preparation leading to paint losses and substrate corrosion. 
In the case of Robert Murray’s sculpture Duet (Homage to David 
Smith), the sculpture has undergone multiple repainting campaigns, 
which eventually resulted in a very strong colour shift.

The Getty Conservation Institute is partnering with CSULB and a 
private conservation firm, Rosa Lowinger and Associates, to survey 
the sculpture park, assess and document its condition, prioritize 
and carry out treatments when needed. This paper will present 
the sculpture park and the conservation issues it poses, detail 
some of the case studies and the onsite restoration treatments of 
some of the works (scheduled to take place during spring-summer 
2015). It will also discuss some of the methodologies adopted as 
compromises between preservation of the physical integrity of the 
works, of the artist’s intention, of the history and significance of the 
works, and ensuring the cost-effectiveness of the treatments.

KEYWORDS:



PAPER

This case study illustrates the advantages and obstacles concerning 
the planning, management, restoration and conservation of large 
collections of historic gravestones using the St. Marx cemetery as 
an example. This cemetery, founded as part of the hygienic reform of 
Emperor Joseph II in 1784, was in use until the opening of Vienna’s 
Central Cemetery in 1874. After the decision of Vienna’s Municipal 
Council from 1922 all communal cemeteries were transformed into 
urban gardens. Together with the Jewish Cemetery in the Währing 
district, St Marx is the only preserved cemetery ensemble from 
this time in Vienna. Originally it accommodated more than 8.000 
gravestones, mainly out of limestone, of which only 5635 have been 
preserved. The most famous person to have been buried in this area 
is the composer Wolfgang Amadeus Mozart.

In 1996 a professionally executed sample restoration work for 
historic garden preservation was made by the National Heritage 
Agency Vienna. This representational concept together with the 
existing database of art-historical classifications of the gravestones 
constituted a foundation for a preservation concept. Subsequently 
the Cultural Office of the city of Vienna created a databank of all 
graves and their condition analysis. This was the groundwork for a 
comprehensive preservation initiative supported by the Viennese 
Fund for Historic Preservation, which continues until today.

Matea Ban [1] and Martin Pliessing [2]

[1] Institute of Geotechnics, Vienna University of Technology, Austria
[2] Independent Senior Conservation Consultant, Austria

The Biedermeier Cemetery of St. Marx 
in Vienna: Planning, management and 
treatment implementation
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St. Marx cemetery • gravestones • preservation assessment • 
collection inventory • conservation plan

Since St. Marx is publicly accessible as a park, the monuments are 
required to be checked for stability and road safety conditions. With 
respect to the stability requirements, all gravestones have been 
classified into three categories. For those gravestones requiring 
immediate conservation, a systematic structuring of all positions as 
well as definitions of restoration and conservation measurements 
are compiled in individual tenders. The overall restoration goal is to 
preserve the authentic character of the altered surfaces without far-
reaching formal reconstructions. A very important aspect for the 
range of conservation methods is the art history significance of the 
gravestones.

The Cultural Municipal Department (MA 7) makes a lump sum 
of approximately 300,000 euros available per year and together 
with the National Heritage Agency, the Construction and Facility 
Management (MA 34), the City Gardens (MA 42) and an external 
consultant, the preservation treatments are implemented annually. 
In addition to the restoration work the cemetery inventory is being 
continually updated in the database and periodic stability and safety 
examinations are performed.

Upcoming preservation obstacles include service and maintenance 
that are difficult to carry out due to the protected natural vegetation 
and their wildlife. Moreover the historical restorations using cement 
slurry, for example, or the originally applied white lead-oil coatings 
complicate today’s restoration procedures and the gravestones are 
being questioned in terms of authenticity and integrity. Additionally, 
over time, the ground level has naturally risen and consequently many 
monuments have been adjusted to the new level.

This cemetery is in a way a research territory for new preservation 
approaches because of its rich restoration history. Besides that, it is 
an example of transformation and the enrolment of many concepts 
and their management.

KEYWORDS:
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The presentation offers an overview of the conservation guidelines 
for further preservation, renovation and maintenance of the 
collection of over 120 oak sculptures at Forma Viva Sculpture Park 
in Kostanjevica na Krki in Slovenia, created from 1961 onwards. 
The research is focused on suitable solutions for the conservation-
restoration treatment of wooden sculptures that have been damaged 
or are in different stages of infestation and fungal infections. The 
search for adequate solutions was based on the principle of minimal 
intervention in the visual appearance of the sculptures in order to 
respect the creative process and the authors’ intentions.

The conservation-restoration guidelines are based on thorough 
and detailed condition reports of the more than 120 sculptures 
at Forma Viva, which are dispersed within the former Cistercian 
monastery’s properties and in the surrounding area. The making 
of condition reports on all sculptures required an interdisciplinary 
approach and a thorough knowledge of wood science in order to 
properly identify the damage and degree of infestation or fungal 
infection of each particular sculpture. We monitored the sculptures 
throughout the year in order to determine the impact of the weather 
and other phenomena on wooden structures.

Rok Dolničar [1] and Miladi Makuc Semion [2]

[1] Freelance conservator, Slovenia. Graduated from the Conservation 
Department, Academy of Fine Arts and Design, University of Ljubljana, Slovenia
[2] Conservation Department, Academy of Fine Arts and Design, University of 
Ljubljana, Slovenia

Conservation Plan for the                             
Sculpture Park in Kostanjevica na Krki

Forma Viva
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Sculpture Symposium                             • oak sculpture • 
deterioration mechanisms • documentation • conservation plan

Based on the condition reports, we can group the sculptures 
that require similar interventions. In this way we can approach 
the preservation and protection of the sculptures systematically, 
treating Forma Viva in its entirety even though each of the 
sculptures requires a particular approach. We were able to 
prepare proper conservation-restoration guidelines for managing 
the most damaged and exposed sculptures. An overview of 
possible preventive interventions and recommended conservation-
restoration treatments is provided including guidelines for sculptors 
such as: placing sheet metal covers on the sculptures, the usage of 
concrete plinths with proper spacers etc.

This unique cultural heritage, specific for its size as well as for the 
choice of wood as working material, requires an interdisciplinary and 
systematic restoration-conservation approach, combining experts 
from the fields of wood science, biology, chemistry, art-history, 
restoration and conservation.

In an attempt to document the needs and changes of the individual 
sculptures, we have developed an interactive inventory in which 
we can keep updated information on and photos of the individual 
sculptures.

Forma Viva

KEYWORDS:
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Daniel Spoerri’s sculpture park, Hic Terminus Haeret, is located in 
Seggiano, Tuscany (Italy). The sculpture collection is mainly outdoor 
and is composed of more than a hundred pieces, made of different 
materials: the collection is still growing year by year, thanks to 
Spoerri’s new artworks and his collaboration with other authors.

The Hic Terminus Haeret Foundation occasionally hosts students for 
internships and in 2012 it collaborated with the School of Advanced 
Professional Training for Art Conservation ‘Opificio delle Pietre Dure’ 
of Florence to host one of its master students in conservation of 
contemporary art. Thanks to them we had the chance to follow 
the regular maintenance of the collection and closely watch the 
management of such a rich collection.

The process involved in the creation of a new sculpture for the 
collection can have different developments but always has its 
beginning in the nature in the park: nature is not only a setting, it 
is truly an element with which the artists have to collaborate, to 
establish a deep relationship. The sculptures are surrounded, 
hidden or revealed by nature, two linked paths being created along 

Alfredo Aldrovandi [1], Elisa Pannunzio [2] and 
Luigi Vigna [3]

[1] School of Advanced Professional Training for Art Conservation, Opificio delle 
Pietre Dure, Italy
[2] Freelance conservator, Italy
[3] School of Advanced Professional Training for Art Conservation, Opificio delle 
Pietre Dure, Italy

The Spoerri Sculpture Garden in 
Seggiano (Italy): Regular maintenance 
within a challenging environment
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Hic Terminus Haeret • sculpture park • maintenance • decay 
mechanisms • metal • stone • X-ray computed tomography 

the park. Therefore regular maintenance, carried out every six 
months, has this main focus: to conserve the collection preserving 
its balance with the environment. This implies a specific approach: 
vegetation must not be totally removed, the cleaning of the surfaces 
has to respect the artist’s will about the meaning he intended to 
express in choosing a specific setting.

Working inside the Hic Terminus Haeret Foundation is an intense 
experience and it is easy to feel deep respect for Spoerri’s creation, 
the will to preserve this collection despite the challenges it 
implies. The collection is composed of a large number of different 
materials exposed to harsh environmental conditions: bronze, iron 
and steel, limestones and marble, plastic artefacts placed inside 
vegetation, exposed to winds, direct sun or to high humidity levels. 
Managing the preservation of this rich and very complex collection 
is really challenging for a conservator and the regular maintenance 
undertaken by the curators is an efficient and essential practice.

Therefore, in this paper we would like to describe how maintenance 
is carried out, taking four sculptures as examples. One of them, 
Isola nell’isola made by L. Massari, was accidentally broken. The 
Foundation and the artist decided to offer it as a case study, to 
define how weather conditions can affect the conservation of the 
collection. In collaboration with the ‘Opificio delle Pietre Dure’, a 
research project has been outlined with the aim of referring to the 
main deterioration mechanisms and defining a focused conservation 
protocol.

KEYWORDS:
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The present work addresses the conservation issues of the well-
known group of statues realized by Niki de Saint Phalle between 
1979 and 1998 on the Garavicchio Estate in Southern Maremma 
(near Capalbio, Italy). 

These statues, completely surrounded by nature (particularly by 
the local macchia mediterranea vegetation), were constructed in 
concrete with an iron core. They were then covered with fragments 
of broken mirrors, Murano glass and ceramics – all locally made on 
the premises of the Garavicchio property.

Due to the particular environment in which the de Saint Phalle 
statues are immersed, they have shown evident signs of degradation 
of the supporting structure and, most of all, the decorated surface. 
Regarding the covering materials, different alteration phenomena 
were observed. The glazed ceramic is affected by the flaking of the 
glassy coating, abrasion of the gold glaze, diffused salt efflorescences 
on the surface and detachment of tesserae from the sculptures. 
Serious oxidation processes of the silver coating of the mirror 
fragments and superficial alterations of the glass tesserae are also 

Serena Vella [1], Claudia Bortolussi [2] and Bruno Zanardi [3]

[1] Freelance conservator, Italy and USA. Graduated from the Department of 
Basic Sciences and Foundations, University of Urbino ‘Carlo Bo’, Italy
[2] Siltea srl, Padova, Italy
[3] Department of Basic Sciences and Foundations, University of Urbino 
‘Carlo Bo’, Italy
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                        : A preservative and 
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visible. Thus far treatment protocols have involved re-positioning, 
altering, or replacing the tesserae when they succumb to damages 
relating to corrosion, biological attack, etc. Therefore, starting from 
that point, the present work intends to emphasize the significance of 
an intervention based on respect for the original material, especially 
when the subjects are particular artworks that possess unique 
and irreproducible pieces created by the artist. Indeed, it has to be 
pointed out that conservation treatments, especially when related 
to modern and contemporary art, are sometimes unavoidably in 
contradiction with the modern conservation theory generally based 
on an ethical approach.

An innovative protective treatment involving the application of thin 
silica films using a sol-gel technique was identified. This material, 
studied for the preventive conservation of glassy materials, is 
based on the perfect chemical compatibility with the material to be 
treated and could be a valuable alternative to the traditional organic 
polymers. The sol-gel method allows films of the thickness of few 
hundreds of nanometers to be achieved, completely inorganic, 
transparent and colourless. The application is performed at room 
temperature so it can be used with materials that cannot undergo 
thermal treatments, and it can be re-applied as a maintenance 
treatment in situ without the previous silica layer being removed.

Therefore, as alternative to a methodology that involves the 
restoration of the damage and, in the worst situations, even the 
substitution of the original, the present work suggests how new 
potential solutions based on the preservation of the original material 
and respect for its aesthetic features can be explored.

Tarot Garden
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The Vjenceslav Richter and Nada Kareš Richter collection, most frequently 
called the Richter Collection, is a donation to the City of Zagreb that has 
been managed by the Museum of Contemporary Art (Muzej suvremene 
umjetnosti, MSU) since 1998. The sculpture park was designed in the 
1990s and most of the sculptures were put in place in 2000 according to 
a design by Vjenceslav Richter, a renowned Croatian architect and artist. 
The project for the sculpture park presentation is under way and includes 
walkway placement, sculpture lightning and similar considerations.

The unique quality of the sculpture park that belongs to the Collection 
defines the approach, conservation decisions and sculpture presentation. 
This is reflected in the fact that there are three equally responsible 
stakeholders in the planning and decision making process: curator, 
conservator and municipality, the actual owner of the collection.

Since the Collection represents the architect’s artistic work implemented 
in the family home that he designed himself, it is of the utmost importance 
to make the park function as a part of the whole and present it to the 
public. Each of the nine sculptures is made of different metal, painted 
and unpainted, with different finishing layers and in some, materials are 
combined. Accordingly, they display damage typical of the material and 
require individual research. 

A part of the project is a pilot program for documentation that incorporates 
3D sculpture shots. This kind of display allows insight into the condition 
at this particular moment in time and a virtual approach to the sculpture 

Mirta Pavić and Vesna Meštrić
Museum of Contemporary Art in Zagreb, Croatia

Small SPark Ignites Big Discussion
The Vjenceslav Richter and Nada Kareš Richter Collection, 
Museum of Contemporary Art, Zagreb, Croatia
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from all angles, which makes it much easier to locate potential problems. 
This documentation can be viewed on all devices with internet access. 

This paper encompasses a review of former conservation treatments, 
conducted mostly by Richter’s assistants, janitors and companies that 
are not conservation professionals. Their methodology has certainly 
influenced the way materials look and behave.

One of the sculptures, Reliefmeter 1 from 1964, has been on display for 
a long time in a non-integral version, with some of the elements missing, 
which significantly impairs its functionality. Since these elements consist 
of metal and plastic produced in 1960s, it is necessary to establish the 
plastic composition and make a decision on potential reconstruction of 
the missing parts. This example illustrates ethical and technical issues 
as well as the relation between presentability and physical properties and 
changes. Should we replace the missing parts? Should we remake them 
in a material with the highest possible degree of similarity? How much will 
such a procedure cost? Should the sculpture be displayed vertically, on a 
wall, as it is now, or horizontally, as indicated in some of the documents? 
This is only one of the sculptures that cannot be considered outside of the 
context of the Collection’s sculpture park in its entirety.

Most of these sculptures were not made by Richter on his own; they are 
the work of his assistants, who followed Richter’s plans and instructions. 
Since the artist died in 2002, our research into the original look and 
idea is dependent on the existing documentation, statements of the 
professionals he worked with and in part on the data provided by chemical 
analyses. It will be necessary to apply in situ conservation to almost all of 
the sculptures in the park, which will additionally influence the possibilities, 
planning and course of potential projects in the future. This valuable 
collection, although quite small compared with other sculpture parks, 
broaches a number of issues and provides a number of reasons as to 
why we should devote our attention to its conservation, maintenance and 
presentation to the public.
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In 1996 the Baroque Garden of Frederiksborg Castle north of 
Copenhagen was reopened after years of restoration. Baroque 
gardens in Europe are noted for their geometries and their 
symmetrical arrangements of sculptures within the area. Because 
none of the original sculptures were left in the Baroque Garden of 
Frederiksborg Castle, the idea of using old zinc sculptures originating 
from other sites for the purpose was born. This paper describes the 
conservation and restoration work carried out on these sculptures 
in the period from 2007 to 2015, which has resulted in the 
installation of ten sculptures in the Baroque Garden.

A great many sculptures were made of zinc in the period between 
1830 and 1910 in both Europe and the USA. In that period, zinc was 
a new and modern material and zinc sculptures were widely used to 
decorate neoclassic buildings. When zinc cools after smelting it has 
a high shrinkage rate, which makes casting large sculptures in a 
single piece almost impossible. As a result, zinc sculptures were 
cast in sand forms in many parts, which were subsequently soldered 
together using tin/lead solder. Because of the many joins, it was 
often necessary to strengthen the sculptures with an inner skeleton 
of iron bars soldered onto the inner side. After installation high on 
castles or buildings, the wind pressure to which the sculptures were 
exposed often caused them to come apart at the soldered seams. 

Anders Ekstroem Loekkegaard
Department of Conservation, National Museum of Denmark, Denmark

The Restoration and Care of Zinc 
Sculptures in the Baroque Garden of 
Frederiksborg Castle, Denmark
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A second problem resulting in extensive surface deterioration of 
zinc sculptures is the fact, that nearly all were painted with oil paint 
to resemble limestone or bronze. This type of paint was poor at 
protecting the sculptures’ surfaces because oil paint adheres poorly 
to zinc. In addition, the difference in thermal responses between the 
zinc and the paint caused the paint layers to crack and eventually 
peel off within a few years. This makes it necessary to choose other 
paint systems when zinc sculptures are repainted.

The Department of Sculpture Conservation in the National Museum 
of Denmark has conserved around one hundred sculptures and 
fountains made of zinc and the experience gained has given rise 
to a well-established method of restoring sculptures and building 
decorations of this material. The method is described in this paper, 
using the sculptures from the Baroque Garden of Frederiksborg 
Castle as a case history.
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When outdoor painted sculptures get chipped, scratched or abraded, 
conservators might consider local retouching treatments as an 
option that would protect the exposed metal substrate and restore 
the aesthetic integrity, thus postponing a very costly and invasive 
overall repainting. Unfortunately, matching colour gloss and texture 
on large monochrome surfaces is always challenging. This paper 
reports on research undertaken to investigate some of the materials 
and application techniques that could be used to improve the 
matching of local areas of inpainting as part of a broader maintenance 
strategy for painted works in sculpture parks, and discusses some 
of the advantages and disadvantages of working with both industrial 
products and conservation materials.
 
Previous work by the lead author investigated the use of industrial 
paints to retouch monochrome painted metal sculptures, using Claes 
Oldenburg’s Trowel (1971) from the Kröller-Müller Museum as a case 
study. Several industrial products were tested and for Trowel it was 
found that using a paint of the same type as the original, manipulated 
to modify its gloss and colour, gave the best results. However, 
the original paint is not always available on the market because of 

Nikki van Basten [1], Catherine Defeyt [2], 
Julia Langenbacher [2] and Rachel Rivenc [2]

[1] Postgraduate trainee in conservation of modern art at the University of 
Amsterdam, The Netherlands
[2] Getty Conservation Institute, Los Angeles, USA

Local Treatment for Monochrome 
Outdoor Painted Metal Sculptures: 
Assessing the suitability of conservation 
paints for retouching
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product discontinuation or paint formulations changing over the 
years, and so research on alternative products was carried out at 
the Getty Conservation Institute. Instead of investigating industrial 
paint systems, a range of conservation paints and products that are 
usually employed in indoor applications were tested. Although these 
materials are unlikely to match the durability of industrial products 
in outdoor settings, they offer a number of advantages that might 
make them appropriate for temporary treatments, including a better 
workability for colour and gloss adjustments, a generally easier 
application procedure, better availability in small quantities, and a 
lower cost than their industrial counterparts. 

For the present study, a matte industrial paint that was recently 
developed as a coating for Alexander Calder sculptures was used 
as the target surface. Various conservation retouching paints were 
selected and used to retouch mock-ups prepared with these matte 
industrial paints, which were damaged with scratches and other 
mechanical means to reproduce typical damage to painted sculpture. 
The simulated scratches and losses were first primed and filled using 
materials that were selected in consultation with conservators and 
the paint industry. Since the composition of some of these products 
was unclear they were analysed and determined. The retouching was 
then carried out as a last step, applying the paint with an airbrush and 
using an ‘over-the-edge spray technique’. Some of the retouching paints 
were modified following the advice of the manufacturer to improve 
workability or durability. The colour retention of the various products 
is currently being tested with artificial aging in a weatherometer; 
the adhesion of the local treatment and the compatibility with the 
overall paint will be tested with the mock-ups placed outdoors for an 
extended period of time. Preliminary results show that the workability 
of some of the products tested is satisfying and that the retouching, 
when carried out properly, reintegrates both the paint coherence and 
the visual aspect of the artwork.
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Outdoor sculpture collections are most often an assortment of commissioned 
and gathered works encapsulating a given time (Parc René-Lévesque, 
Montreal, Ruta de la Amistad, Mexico City) or representing the life of an 
artist, during or after their productive career. The Sculptural Ensemble of 
Constantin Brâncusi at Targu Jiu is an example of a body of works pre-
conceived by a single artist while the Musée Rodin outdoor collection at 
Hotel Biron was partially bequeathed by the artist but contains several 
works re-cast and installed after his death and without his knowledge. The 
Moai of Rapa Nui represent an ongoing tradition of reproducing more or 
less the same form, a reflection of spiritual rather than expressive motives, 
continuously over several centuries.

Sculptural landscapes are considered to be coherent bodies of work that 
not only shape the landscape but exist in response to that space. The 
Bosco Sacro at Bomarzo in Italy is for example an extensive themed body 
of works executed under the supervision of one artist over a short span of 
five years. The works are placed in the landscape but do not necessarily 
tell a narrative, as each work contains its own story, often unrelated to 
the next. The concept of a sculptural landscape, composed of multiple 
more or less visually similar sculptural elements will be explored through 
two Australian examples; the William Ricketts Sanctuary in Melbourne, and 
Antony Gormley’s Inside Australia, located on a remote salt lake in central 
Western Australia. Both examples rely heavily on the landscape, where the 
sculptures define cultural alteration of a natural place.

Inside Australia

In 2002 Antony Gormley scanned many local volunteers with a medical 
scanner to help create a series of 52 distended figures in cast stainless 
steel. The figures stand dispersed across the surface of Lake Ballard, a 
61 by 12 kilometre salt lake subject to occasional flooding but otherwise a 
perfectly flat white salt surface. The figures were carefully placed over an 
area of approximately 4 km2 in such a way that as one figure is approached 

Andrew Thorn
ARTCARE, Australia

Defining and Preserving Sculptural 
Landscapes
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others appear in the shimmering distance. The placement draws the 
viewer onto the lake and one never quite knows the outer extent of the work. 
Gormley orchestrated the placement from a low hill within the salt lake and 
anticipated that as people traversed from one to another the patterns of 
their footprints breaking through the salt crust would form a visible pattern 
of human traverse, providing an added dynamic layer to the work. While the 
cast figures are all taken from actual people, the distortion in one plane has 
reduced the figures to a generic form. The repetitive figures in the harsh 
white salty landscape, revealing themselves as individuals at close range, 
give the work an ethereal and powerful quality that would not be present if 
they were placed elsewhere. 

William Ricketts Sanctuary

William Ricketts began creating ceramic sculptures in a three hectare 
landscape, where he also let the forest regenerate. Ricketts had a strong 
affinity with the ‘bush’ and also with the aboriginal people that he modelled 
in central Australia and later incorporated into his 90 outdoor works. The 
works have been considered by many to be somewhat repetitive as they all 
portray indigenous people and stories. What is missed here though is that 
it is the Sanctuary itself that is the work and the 90 pieces simply tell parts 
of a much larger coherent narrative.

The artist considered that the trees and plants that had grown up in his 
sanctuary held the true power and energy, a point that has come into sharp 
focus recently as the now eighty-year old trees are begining to fall and drop 
limbs, destroying several of the brittle works.

Conclusion

In both examples the landscape and the artworks become one inseparable 
entity. The landscape has been transformed by the sculptures and the 
works themselves take on higher meaning though their placement and 
response to the landscape. Works that can be described by one definition 
as a collection have a far greater significance when considered to be one 
altered landscape.
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The purpose of this work is to examine new strategies for the 
conservation of site-specific art works from a case-study analysis of 
the Fattoria di Celle collection.

From the first experiences in the sixties, the movement of art in 
nature has undergone a significant transformation: today, with the 
name ‘Art Park’ or ‘Park Museum’ a natural reality to which they 
belong is implied, both the artistic garden and public park or private 
outdoor sculpture collections. 

These realities, which testify to the ability to attract the public 
despite a location that is often in a natural environment, away from 
international circuits of great museums, pose complex and specific 
questions from a conservation point of view. In fact, many collections 
are permanent in nature so they have also a protective vocation.

During this research, the key issues that relate to the conservation of 
environmental art works were examined: Which characteristics are 
relevant to preserve and present sculptures within their contexts? 
Up to which point can you accept alteration or degradation? What is 
the relationship between conservation theory and practice? What is 
a conservation plan supposed to be like?

Marta Gómez Ubierna
Freelance sculpture conservator and Andrew W. Mellon Fellow, Italy

Conservation and Documentation
of Site-Specific Collections
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The first part of this task highlighted the main issues in relation to 
the planning and future management of the collections in Europe, 
starting from a questionnaire sent to stakeholders, such as 
managers, curators, conservators and artists (all those ‘responsible’ 
for the interpretation, conservation and presentation of collections). 
The second part of the task took into consideration the Giuliano 
Gori collection, at the Fattoria di Celle (Italy), as a case study from 
which to design conservation strategies. The main question is how 
to manage the changes to which art works are exposed, without 
them losing their identity and their important relationship with the 
environment.

From a practical point of view, each sculpture has its own 
characteristic and it is very difficult to establish common guidelines. 
In addition, recourse to the artist’s original intention is often 
problematic, especially in cases where nature is part of the sculpture 
itself. Therefore, the research undertaken has sought to establish 
a theoretical framework of reference based on three principles: the 
bond between art works and nature, the type of interaction with 
context and the relationship with the public. 

In this regard, the first step was to develop a ‘biography’, to record 
the trajectory of each work: this data sheet is the primary source for 
comparing the strategies of conservation efforts and to interpret 
the variability of the interventions. By comparing the similarities 
and differences of each situation within the collection, paradigmatic 
examples were extrapolated, whose conservation problems could 
be solved in a similar manner.

KEYWORDS:



PAPER

La Comella collects more than a hundred open-air sculptures 
that Rufino Mesa (Valle de Santa Ana, Badajoz, Spain, 1948) has 
sculpted through his almost forty year career. Located 1.24 miles 
from Tarragona (Catalonia, Spain), this garden has been the artist’s 
studio and residence since 1997. This is also the place where the 
artist has fulfilled his personal commitment of improving the living 
conditions of nature thanks to, what he calls, ‘the restoration of 
paradise’ and the display of unique artworks such as Ring of Stone, 
Turkana Chapel, Whispers in a Hole or The Glyptic, among others.

Besides, it is a place not only open to reflection on the relationship 
between nature, culture and art, but is also an invitation to the 
visitors to take part in this alliance to protect and respect the 
environment as a source of life.

In terms of conservation, the guidelines followed by the sculptor 
have been performed in a two dimensional manner. First of all, he 
made a great effort to restore and condition the place by opening 
paths, selecting local vegetation and providing natural earth to its 
soil. Moreover, Mesa has also constructed a rainwater tank called 
500.000 Liters of Rainwater. The whole process has been named 
‘the restoration of paradise’. As its name suggests, the artist has 

Aida Marín Yrigaray
University Rovira i Virgili, Tarragona, Spain

La Comella or the Spirit of 
Non-Conservation. 
The Rufino Mesa Sculpture Garden
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optimized the original conditions of the land and created a perfect 
environment to host more than a hundred open-air artworks in a 
place previously damaged by misfortune, fire and drought. 

On the other hand, the sculptor has repeatedly stated what, for 
him, is the paradigm of land art conservation, namely, ‘the best 
preservation is minimum conservation’. Thus, according to his 
words, the lack of need for conservation treatments to be applied 
is what determines the quality of an artwork. Rufino Mesa’s own 
statement ‘I have done the works, let’s allow nature to do the rest’ 
might help us to understand his strong conviction concerning non-
intervention in the artwork beyond the act of creation itself. In short, 
a sculpture is like every single living being which is born, then grows 
up and finally – we do not know when – has to die. Indeed, what most 
concerns him is the preservation of the context, not only physical but 
also intellectual, so that future generations are not alienated by the 
effects of the traces of time. In other words, the more we intervene 
in the works, the more they lose their essence and memory.

Hence, this approach posits a dilemma for curators and food for 
thought for those interested in the connection between art and 
nature. We might disagree with the main point of the artist but we 
must respect his ethical and aesthetic proposal. As he once said: 
‘My artworks are always in process; we must not restore them or 
apply conservation criteria to them since this would be to erase 
their past.’

KEYWORDS:



POSTER

Katherine Elizabeth Brown
Seattle Art Museum, USA

A Sculpture Park without Walls: 
The Olympic Sculpture Park

The Olympic Sculpture Park, one of three sites of the Seattle Art 
Museum (SAM), opened in January 2007. SAM conservators, 
Nicholas Dorman and Liz Brown consulted with the park’s architects 
and colleagues in order to blend the park’s design with preservation 
of the sculptures when possible. Prior to installation some of the 
works were conserved in consultation with colleagues, foundations, 
and estates. In other instances the conservation staff worked directly 
with artists creating new works for the park. The park holds many 
challenges for conservation owing to its sloped typography, location 
on the Puget Sound, focus on native landscapes, and porosity to 
the city. After almost a decade, it is possible to assess the effects 
of both initial and adjusted design, environment, and treatment 
decisions on the preservation of artworks.

As the setting can suggest more of a park than a museum, 
the education of the public and techniques for protecting the 
artworks has been an evolving process; an ongoing conversation 
between curator, designer, landscape architect, park patrons and 
conservators. Microclimates within the park for both public and 
environmental interactions have been discovered. Some types of 
damage have diminished as the public and museum staff people have 
become more familiar with the park. Some of the initial park design 
has been effective in protecting the artworks. The steep slope and 
plantings around a sculpture by Mark Di Suvero have worked well 
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to dissuade the public from approaching the artwork. Landscaping 
has also been adjusted for aesthetics and preservation purposes. 
The gravel treatment around Richard Serra’s installation Wake was 
altered slightly in order to reduce the extreme corrosion at the base 
while maintaining the artistic intent of a unified visual effect. 

On-going relationships with artists, whenever possible, have been 
invaluable in finding conservation solutions. Although some work 
is done proactively, as each piece and artist is unique, lessons 
are learned along the way. Finding a balance between the artist’s 
choice of material, the budget and on-going maintenance can be 
an adventure. Particularly with interactive artworks, materials and 
approaches have been adjusted in reaction to observed effects. 
Designing the artwork from the beginning to allow for invasive 
events has proven invaluable for the success of projects. Although 
paint technology has progressed to produce much more durable 
coatings, in some instances selecting less durable but more 
easily replaced paints has been useful; they function similarly to 
sacrificial graffiti coatings. Innovative ‘artistic’ application methods 
of traditionally sprayed coatings can be also be an ideal solution for a 
small staff with a small budget. Examples of the evolving approaches 
to the preservation of artworks in a sculpture park designed to be 
open to the city’s landscape will be illustrated in this paper. 

sculpture park • conservation 
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As an island in a subtropical region, Taiwan is frequently exposed to a 
warm, humid, and rainy environment because of its weather, which 
causes tremendous damage to outdoor sculptures. Numerous 
industrial districts cluster in central and southern Taiwan, and 
industrial production emits toxic gases that cause air pollution and 
acid rain. Northern Taiwan is affected by the air pollution from the 
coastal areas of China. Furthermore, because of Taiwan’s narrow 
hinterland, its outdoor environments are particularly vulnerable 
to external pollution and natural hazards such as typhoons and 
earthquakes. With sea on all sides, Taiwan is influenced by strong 
monsoons that bring highly humid and saline water vapour to land, 
which increases the risk to outdoor environments.  

Materials used for outdoor sculptures in Taiwan typically include 
metal, stone, and ceramics. Ceramics are stable and resistant 
to damage, whereas stone is mostly damaged by plant growth, 
weathering, and vandalism and is prone to be contaminated by the 
rust derived from metal composite materials. Metal faces a further 
complicated condition. In the case of painted metal sculptures, the 
paint can easily wear off due to humid weather and flooding, which 
exacerbates damage. Metal sculptures protected by paint can 
also be damaged by bird excrement and water vapour. In addition, 
immersion in pools of water or long-term contact with water are risk 
factors to outdoor sculptures.

Meng-Ken Lee and Yi-Tsen Chen
Object Conservation Group, Conservation Center, Cheng Shiu University, 
Taiwan

Problems and Challenges Faced by 
Metal Outdoor Sculptures in Taiwan
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Most of the outdoor sculptures in Taiwan are public art under the 
management of government agencies. However, the government 
always gives minimal priority to the maintenance of these artworks 
due to budgetary constraints. Consequently, when the government 
budgets for artworks already in a critical condition, the actions are 
generally too slow to meet the urgent requirement for maintenance. 
In fact, such negligent policies and insufficient budgets are passive 
factors in damage sustained by outdoor sculptures. 
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After years of delay the Rijksmuseum in Amsterdam (The 
Netherlands) opened its doors again to the general public in April 
2013. Not only does the building, dating from 1876-1885 and 
designed by Pierre Cypers, house an important art collection, but 
the general public can also freely enjoy the sculptures and historic 
fragments surrounding this cathedral of art.

The collection has grown over time, prompting changes in the 
approach to the display. The garden is no exception. It was originally 
divided into specific styles (French, English, etc.), with different 
types of objects being displayed together. The museum collection 
contains sculptures as well as building fragments from all over the 
Netherlands, and plays a crucial part in the way visitors experience 
historic Dutch building styles. Many of these fragments have since 
disappeared from the garden, due to changing tastes over the last 
century. The recent renovation of the museum has allowed for a 
new approach regarding the display of the remaining objects, and 
the re-installation of objects that had been moved to the storage.

Nicolas Diane Walter Verhulst [1], Alfred Wilgenburg [2], 
Isabelle Garachon [3] and Frits Scholten [3]
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All the chosen objects, including the 128 reliefs in the façade, two 
historic garden pavilions, and the former city gates, were documented 
before conservation and restoration strategies were discussed. 
The objects and their plinths contain a wide range of materials: 
marble (2), sandstone (18), limestone (3), ceramics (1), lead (4), 
bronze (3). Every case presented ethical dilemmas concerning their 
esthetic representation, and how to deal with former treatments. 
New treatments included moving an 18th century historic garden 
pavilion, cleaning, mortar repairs, repointing, retouching as a 
protective coating, wax treatments. Technical research concerning 
surface deterioration of limestone was executed. Material analyses 
of a treatment from the 1980s was compared to condition reports, 
giving an insight into the deterioration of the object over time.

Since the reopening of the Rijksmuseum, the garden has become a 
green hotspot, with the number of visitors presenting a challenge in 
terms of the preventive conservation measures to be taken.
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Arte Sella – The Contemporary Mountain is a biennial exhibition of 
contemporary art, born in 1986 in Valsugana (Trentino Alto Adige). 
The artists create their works in situ. They work with stones, leaves, 
branches, trunks and soil. Their creations are installed along the 
forest paths and among the trees of the Sella Valley. At the end of 
the exposition, almost all of the works are left to decay, thus closing 
the natural cycle of life. 

It is difficult to define what Arte Sella is. Due to the typology of the 
interventions and the materials employed, it cannot be considered 
a land art project. It cannot be considered a sculpture park, either, 
since in a sculpture park the visitor usually finds objects that are 
permanent. In Arte Sella, the works of art have a limited lifespan. 
They are intended to decay, and are not reconstructed. Arte 
Sella cannot be defined as an eco-museum, as its main purpose 
is not to preserve certain testimonies of the past, but to create a 
contemporary and future relationship between ‘Art and Nature’, 
with maximum respect of the local territory and its vegetation. 

Anisia Novelli
Istituto Comprensivo ‘Carlo Urbani’ – Jesi and Istituto Nazionale di Studi sul 
Rinascimento, Italy

Conservation in                          :
A different criterion
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Art Sella is an Art of the Place or Art in Nature. It can also be 
defined as a creative process: the artists create their works without 
reference to collective artistic canons. Their creative process 
expresses a close relationship with the nature, founded upon 
respect for the nature and the inspiration that it can give.
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The Foce monumental cemetery in Sanremo, Ligury (Italy) was 
the centre of a study that the author initiated in January 2013. 
Monumental cemeteries can be compared to sculpture parks, since 
most of the sculptures are installed outdoors.

The Foce cemetery, which was established in 1838, is located in 
the western part of Sanremo, near the shore. The cemetery has 
an area of twenty thousand square meters and hosts over two 
thousand tombs, many of which date back to Sanremo’s Belle 
Epoque (1880–1915). During that period the city became one of 
the most important tourist destinations of the international upper 
class. Around one third of the graves are those of foreigners. The 
cemetery is also noticeable for its organization, with no evident 
separation marks between gravesites for different religions and 
nationalities.

Unfortunately, the cemetery has seriously deteriorated. The causes 
for this are numerous, the most important being the lack of heirs 
and the absence of a plan for weed control and conservation. The 
coastal environment also greatly contributes to the degradation of 
the building materials.

Silvia Salvini 
Freelance conservation scientist specialized in Cultural Heritage and 
Landscape, and PhD candidate at the Department of Geosciences, 
University of Padua, Italy

Conservation Issues of a Monumental 
Cemetery 
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In order to facilitate the design of the maintenance plan and future 
inspections, the grave materials and weedy and invasive plants were 
mapped. The cemetery was then divided into 47 monitoring areas. 
An inspection form was created, comprising of two parts. The first 
part of the form serves for spatial orientation: it shows the monitoring 
area as a list of codes together with planimetry. The second 
part of the inspection form contains a selection of deterioration 
phenomena. Finally, a maintenance schedule was created, and 
maintenance tasks divided among different professionals (dealer, 
gardener, restorer, technician etc.).

Proposals have been made for emergency conservation measures, 
maintenance and the improvement of site management.

KEYWORDS:
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This research aims to compare the behavior of selected coating 
systems on patinated and unpatinated bronze coupons, to investigate 
whether the repatination of outdoor bronze sculptures prior to 
coating with different systems can enhance their protection. Artificial 
patina was applied onto metal sculptures in the 19th century through 
the application of chemicals to obtain certain coloristic effects. 
These mineral patinas vary greatly in nature, have generally not 
been investigated, and may or may not have protective qualities.

Bronze coupons were prepared by the sand casting technique to 
simulate the composition of alloys typically used for casting outdoor 
bronze statuary in the 19th century; The composition of the coupons 
is 86.11% copper, 6.08% tin, 3.25% zinc and 1.82% lead. Forty-
eight samples were prepared, each measuring 4 x 5 x 0.3 cm. The 
surface of the samples was polished with abrasive SiC paper strips 
(120G, 220G, 320G, 400G, 600G, 800G, 1000G, 1200G, 2000G 
and 2500G) and cleaned using 10% sodium carbonate Na2CO3  by 
scrubbing with a clean brush, to remove the polishing residues. After 
thoroughly rinsing in cold running water, the coupons were additionally 
rinsed with ethanol followed by drying with filter paper. The samples 
were divided into two groups: (A) twenty four samples (polished bronze) 
and (B) twenty four samples (patinated bronze). Patination was carried 
out using 1% (w/v) ferric nitrate Fe(NO3)3 in deionised water using the 
Torch Technique. The solution was sprayed onto the metal surface and 

Wafaa Anwar Mohamed [1], Mai Mohamed Rifai [1], 
Nabil Ahmed Abdel Ghany [2] and Mohammed Samir 
Elmetwaly [1]

[1] Department of Conservation, Faculty of Archaeology, Cairo University, Giza, 
Egypt
[2] National Research Centre, Cairo, Egypt
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then heated with a propane torch. After a few successive applications, 
the metal was allowed to cool, then washed using deionised water 
to remove ferric nitrate Fe(NO3)3 residues then left to dry out.

Seven coating systems that meet both aesthetic appearance and 
protection requirements were applied onto the polished and patinated 
coupons by brush. These included:  
 1. ORMOCER (a heteropolysiloxane-based clear coat organic- 
 inorganic copolymer), 
 2. Incralac (Acryloid B-44, a methyl methacrylate copolymer  
 and benzotriazole (BTA) corrosion inhibitor, silicon oil and a  
 UV absorber), 
 3. Microcrystalline wax (Cosmoloid H80) 13.33g/20ml 
 toluene, 
 4. Benzotriazole (pretreatment) in 3% ethanol + Incralac, 
 5. Incralac + microcrystalline wax (Cosmoloid H80)   
 13.33g/20ml toluene top coat, 
 6. Benzotriazole (pretreatment) in 3% ethanol + Incralac   
              + microcrystalline wax (Cosmoloid H80) 13.33g/20ml 
 toluene top coat, and 
 7. Acryloid B-44 (methyl methacrylate and ethyl methacrylate  
 copolymer) 20% in toluene.

Weight gain, colour change measurements and electrochemical 
impedance spectroscopy (EIS) were used to compare the performance 
of the proposed coating systems and assess their efficiency in 
actual outdoor conditions (natural ageing) and in the laboratory.

For outdoor exposure, the samples were placed on an exposure rack on 
the roof of the National Military Museum at Salah Eldin El Ayoubi Citadel 
in Cairo, Egypt for the period of one year. Orientation and position were 
selected according to ISO9223 standard: the samples were facing 
south exposed skyward in the position of 45 degrees from the horizontal 
level. This degree provides the maximum exposure to ultraviolet light and 
hence the maximum effect on fading or color change. Weight gain was 
carried every month to evaluate the changes in the weight. Color change 
measurements (ΔE) by Color – Eye® Spectrophotometer were carried 
every  two months on three points for one sample for each coating system.    

KEYWORDS:



ROUNDTABLE  (14th September 2015)

Reviving Neglected Sculpture Parks in 
Croatia

Croatia has a large number of sculpture parks and outdoor sculpture 
collections: Dubrova Sculpture Park in Istria, Forma Prima in 
Krapina (Zagorje), the Alley of Sculptures on the Sava Embankment 
(Zagreb), the Gorski Kotar Sculpture Workshop Collection, Lokve... 

In the framework of the international interdisciplinary conference 
SPark: Conservation of Sculpture Parks a roundtable will be held 
on the topic of sculpture parks as a resource from which a local 
community can have manifold benefits, from the quality use of spare 
time to economic development through cultural tourism.

We shall hear about the initiative for the preservation of the Jakovlje 
Sculpture Park near Zagreb, discuss what the artists find important 
in the presentation of their sculptures outdoors, find out how 
sculpture parks can be made more accessible to disabled persons, 
learn about cultural heritage management and how to integrate 
sculpture parks into thematic cultural routes. 

The roundtable will be open to the public, reflecting the ambition to encourage 
participation on the part of people who live in the city of Sisak and, particularly, 
local-level decision makers. The organiser will provide consecutive translation of 
the addresses of the panellists from Croatian into English, the official language 
of the conference. 

ROUNDTABLE



The Jakovlje Sculpture Park, about 30 kilometres from Zagreb, 
is greatly neglected. The Park has about 60 sculptures made by 
contemporary sculptors, from Croatia and elsewhere, created in the 
framework of the sculpture colonies that were held there between 
1993 and 2009. Dr Sonja Jurković, for many years a professor 
at the Faculty of Architecture in Zagreb, will present an outline plan 
for the preservation and presentation of the Park. The project was 
initiated by the Association of Artists of the Applied Arts of Croatia 
and the Croatian Association of Artists – the owners of the palace 
and the garden with sculptures. The voluntary work of some of the 
members of these societies has been aimed at drawing attention 
to the neglect of this valuable cultural heritage. The Ministry of 
Culture of the Republic of Croatia provided part of the money for 
the restoration of the palace, while funding still needs to be found to 
restore and enhance the gardens with the sculpture park. 

One of the sculptures in Jakovlje Sculpture Park is Ante Rašić’s Oval 
Rain of 2009. Rašić also took part in the Fine Artists Colony at Sisak 
Steelworks; in 1984 he produced the sculpture The Orator. In an 
interview that the conservators carried out with him in 2012, Rašić 
expressed his dissatisfaction with the way The Orator was placed, 
as well as with the installation of some other sculptures in Sisak 
Sculpture Park. This prominent sculptor, award-winning designer 
and professor at the Academy of Fine Arts in Zagreb will reveal 
to us what is important to him in the presentation of his outdoor 
sculptures and what, in his opinion, constitutes a proper relation 
between sculpture and the outdoors. 

Landscape architect Ivanka Mlinarić, MSc, was a member of the 
team of experts that elaborated the proposal for restoration and 
presentation of the Jakovlje Sculpture Park. At the roundtable, 
however, she will present another project: the Multisensory Park 
at the Zagreb bathing area at Jarun. In this park, which is adapted 
for the blind and the visually impaired, there are several educational 
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sculptures that visitors can touch and use. All of the elements of the 
park, even the plants, are labelled in Braille. We shall talk with Ivanka 
Mlinarić about how the Multisensory Park was designed, and how 
contents in public space such as sculptures can be made easier of 
access to persons with disabilities. 

Can the Sculpture Park in Sisak be turned into a cultural tourism 
product? How is such an artistic collection to be presented and 
interpreted? What other contents (services) might be provided 
as accompaniments to the Park? We shall talk about the basic 
elements of managing cultural properties, from the creation of 
a product, its presentation and interpretation, marketing and 
financing and the management of human resources with Dr Daniela 
Angelina Jelinčić, expert in cultural tourism, cultural management 
and the economy of culture.

The restored Josip Diminić sculpture 
Object II in the Sisak Sculpture Park. 
Visible in the background is the Peruško 
Bogdanić sculpture Riderless, still to be 
restored.

ROUNDTABLE



Iva Sopić (aged 7) of Sisak was present last 
year at the official presentation of the restored 
sculpture of Josip Diminić and in this drawing 

recorded her experience of the Sculpture Park. 

How is one to make the Sculpture Park in Sisak 
a place in which visitors will be happy to spend 

time, enjoying and being inspired by both art 
and nature? How are visitors from other cities 

and countries to be attracted?

Dr Renata Tomljenović of the Institute of Tourism in Zagreb will 
explain to us how to make outdoor sculpture collections interesting 
to the local and the international public, how they can be networked 
and promoted, and the part that Sisak Sculpture Park might have 
to play in this story. We shall endeavour to find an answer to the 
question of who should have the overall responsibility for the project 
of integrating sculpture parks into thematic cultural routes.

The roundtable will be moderated by Sagita Mirjam Sunara (Arts 
Academy in Split, Conservation-Restoration Department), leader of 
the conservation-restoration workshops in Sisak Sculpture Park.

DISCUSSION



CONFERENCE

Institute of Metallurgy of the Sisak Steelworks

From the end of WW2 to the early nineties, Sisak Steelworks was 
the biggest industrial giant in Sisak. At the peak of its power, the 
works employed over thirteen thousand people. The Croatian War 
of Independence (1991–1995) and the political and economic 
reforms that followed brought many changes and eventually led to 
the collapse of the Sisak Steelworks. Only minor parts of the plant are 
operating today, and the labour force has dropped to one hundred. 

Our tour will start in the building of the former Institute of Metallurgy 
of the Sisak Steelworks. The Institute was a scientific institution in 
charge of product quality control and R & D. The 36,000-square-
meter building was completed in 1968, and enormous amounts of 
money were invested in its construction and the related furnishings 
and equipment. The top floor of the building provides a great view of 
the Sisak Steelworks plant surrounded by dense oak forest. This will 
be a perfect setting for the story of Sisak Steelworks’ rise and fall, 
as told by Vlatko Čakširan, MSc, Director of the Sisak Municipal 
Museum.

The tour will include a visit to the former Institute of Metallurgy of the Sisak 
Steelworks, a walking tour of the Sisak Sculpture Park, a visit to the Museum of 
Contemporary Art in Zagreb, and a tour of the Vjenceslav Richter and Nada Kareš-
Richter Collection, also in Zagreb.

CONFERENCE TOUR (16th September 2015)

Sisak and Zagreb



TOUR

Sculpture Park created in the context of the Sisak Steelworks 
Artists Colony

The walking tour of the Sisak Sculpture Park will start with the 
sculpture Antipodi of 1972, which marks the entrance to the 
Steelworks premises. The sculpture was created by Ivan Kožarić, a 
famous Croatian sculptor and internationally recognized multimedia 
artist. Alma Trauber, curator of the City Gallery Striegl, will acquaint 
us with the history of Sisak Steelworks Artists Colony.

We shall then take a walk through Caprag, an estate located next to 
the Steelworks. The public areas in Caprag are adorned with some 
thirty sculptures created by the artists who participated in the Sisak 
Steelworks Artists Colony. The rest of the sculptures (there are 38 

in total) are located within 
the Steelworks premises.

Ivan Kožarić, Antipodes, 1972

"The moment I had the sketch in my hands, I 
could feel the artist’s idea. … I interpreted it as 
a union of the working class of the world. Some 
people came around and wondered what this 
object represented. I instantly felt close to it."

Drago Hočevar, Ivan Kožarić’s assistant (1972)
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We shall take a look at Josip Diminić’s sculpture Object II of 1979, 
the first professionally restored sculpture from the Park. Sagita 
Mirjam Sunara (Conservation-Restoration Department, Arts 
Academy in Split) will briefly present the complex treatment that this 
sculpture was given in 2014.

Our final stop will be the small square in front of the children’s 
playroom in Caprag. Four sculptures are located there: Branko 
Ružić’s Doors (1984), Ante Rašić’s Orator (1984), Hamo Čavrk’s 
Form I (1982) and Belizar Bahorić’s High Voltage (1982). Ivana 
Miletić Čakširan, Head of the Sisak Conservation Department of 
the Ministry of Culture of the Republic of Croatia, will give a short 
presentation of the project Sisak Steelworks – Heritage Factory, 
which aims to revitalise the cultural policy of the Sisak Steelworks. 

The walk through the Sculpture Park will be an opportunity to explore 
Caprag, the Sisak Steelworks workers’ estate. The Steelworks paid 
great attention to improvement of the standard of living, and was 
aware that securing accommodation for the workers in the vicinity 
of the factory was not enough: other facilities necessary for normal 
everyday life had to be secured, too. It is for this reason that Caprag 
got a library, a post office, a bank, a kindergarten, an ambulance, 
a supermarket, tennis courts, bowling alleys; even an Olympic-sized 
open-air public pool! Unfortunately, many of these structures have 
been left to decay, but even in the poor state of preservation inspire 
a sense of wonder and admiration.



TOUR

Museum of Contemporary Art, Zagreb

The Museum of Contemporary Art will be our first destination in 
Zagreb. The Museum was founded in 1954 under the name City 
Gallery of Contemporary Art. Its goal was to promote and collect 
recently produced artworks of the younger generation which, among 
others, included the Exat 51 group – Ivan Picelj, Vjenceslav Richter, 
Aleksandar Srnec, Božidar Rašica, Vlado Kristl, and other artists 
who advocated geometric abstraction. In the fifties the Museum 
organized the first travelling exhibitions of abstract art (Didactic 
Exhibition: Abstract Art) and had an important role in drawing the 
attention of the culturally interested public to international modern 
and contemporary art. By the end of the fifties, the group of artists 
called GORGONA (Josip Vaništa, Ivan Kožarić, Julije Knifer, Marijan 
Jevšovar, Đuro Seder…), ‘the last European avant-garde group’ as 
it was later labelled by international critics, initiated their activities 
under the auspices of the Museum.

The Museum moved into the new building in December 2009. The 
permanent display, which is accommodated within an area of 3,500 
square meters, provides an insight into the fifty years of compiling 
and creating a highly specific collection, unique not only in the works 
which it displays, but also as a whole. Here, the Croatian and the 
international public can enjoy collections formed during a period 
of half a century at the cultural border between the East and the 
West, rich and varied exhibition and educative programs, archives, 
library, audio-visual centre, multimedia hall and many other facilities. 
Curator Martina Munivrana will give us a tour of the highlights of 
the Museum’s permanent collection. 

Vjenceslav Richter and Nada Kareš Richter Collection

Our tour will end with a visit to the Vjenceslav Richter and Nada 
Kareš Richter Collection, located in a one-storey villa in the west 
part of Zagreb. The collection presents the entire creative works of 
Vjenceslav Richter, one of the most influential Croatian artists of the 
1950s and 1960s. 



The history of the collection begins in 1980, when Vjenceslav 
Richter and his wife Nada Kareš Richter donated works of art and 
their family home to the city of Zagreb with the objective of creating 
a place where Constructivist Art could be studied and where young 
artists could gather. The Richters also wanted to encourage the 
spreading of cultural contents outside the core downtown area of 
Zagreb. 

The Richter Collection, as it is most frequently called, was entrusted 
to the management of the Zagreb Museum of Contemporary Art 
in 1998. This was the beginning of vigorous expert work on the 
study of the works of art of Vjenceslav Richter, as well as of close 
cooperation between the museum curator and the artist, directed 
towards creating conditions for opening up the collection to the 
public. At the initiative of the donor, the park was set up with an 
arrangement of sculptures, while the ground floor of the villa was 
redecorated to host a permanent exhibition of donated works. 

Today, 188 works of art, the artist’s archive and the library he 
created in the period from 1963 to 2002, are kept in the Richter 
Collection. Curator Vesna Meštrić, Keeper of the Richter Collection, 
will introduce us with all areas of Richter’s artistic activities.

Farewell!
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