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Abstract		

	 	

	 Conservation	is	a	dynamic	discipline	that	contributes	to	studies	of	material	

culture,	history,	heritage	and	science.	This	research	aims	to	establish	the	value	of	data	

generated	by	conservation-based	research	to	demonstrate	its	contribution	to	the	broader	

investigation	of	heritage	places	and	objects.	The	research	achieves	this	by	exploring	the	

theoretical	and	intellectual	roots	of	APR	as	a	conservation	discipline	and	uses	APR	as	a	

case	study	to	explore	the	research	questions	using	three	examples	of	built	heritage.	

Architectural	paint	research	is	an	analytical	technique	that	has	emerged	from	art-

historical	practice	and	found	a	niche	in	the	conservation	of	built	heritage.	The	results	and	

recommendations	of	architectural	paint	research	can	determine	the	decorative	schemes	

used	in	the	conservation	and	re-presentation	of	built	heritage	contributing	to,	and	

arguably	altering,	their	cultural	significance.	This	thesis	argues	that	architectural	paint	

research	has	been	validated	through	its	use	in	the	heritage	and	conservation	industries;	

however,	the	theoretical	basis	of	the	practice	has	not	been	explored	or	enunciated	in	any	

detail.	

	 The	research	proposes	that	architectural	paint	research	is	a	methodological	

process,	which	acts	as	an	interpretive	bridge,	linking	the	science	and	agency	of	decorative	

schemes	with	their	social	and	historical	context.	Object-centred	paint	research	and	

analysis	generates	scientific	and	practice-informed	information,	which	can	be	

contextualised	in	relation	to	archival	evidence	and	interpreted	to	generate	new	explicit	

knowledge.	The	new	knowledge	can	be	expressed	as	narrative	describing	the	relationship	

and	connection	between	the	world	of	the	artefact	and	those	who	act	in	it.		
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of	the	Great	Room	or	Library	(Photo:	©Trustees	of	the	British	

Museum).	
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online	collection	AN01218785_001.	Etching	showing	the	new	
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reproduced	with	permission).	
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Sir	John	Soane’s	Museum	SM	11/112	(Photo:	©	Trustees	of	Sir	John	

Soane’s	Museum).	

Figure	3.2.9	 Robert	Adam,	Kenwood	Library,	design	for	the	east-west	section	of	

the	north	wall	face,	illustrating	two	options	for	the	mirrored	alcoves,	

Sir	John	Soane’s	Museum	SM	14/114	(Photo:	©	Trustees	of	Sir	John	

Soane’s	Museum).	

Figure	3.2.10	 Robert	Adam,	Kenwood	Library,	design	for	the	east-west	section	of	

the	south	wall	face,	Sir	John	Soane’s	Museum	SM	14/115	(Photo:	©	

Trustees	of	Sir	John	Soane’s	Museum).	 	

Figure	3.2.11	 Extract	from	bill	prepared	by	George	Steuart,	painter,	for	decoration	

of	Library	at	Kenwood	House	(Jenkins,	2012).	

Figure	3.2.12	 Extract	from	invoice	prepared	by	William	France,	upholsterer	and	

cabinetmaker	for	decorative	elements	in	Library	at	Kenwood	House	

(Jenkins,	2012).	

Figure	3.2.13	 Historic	photograph	of	interior	of	Library	at	Kenwood	House,	

Country	Life	Magazine	1913	(Photo:	©	English	Heritage).	
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Figure	3.2.14	 Historic	photograph	(coloured)	of	interior	of	Library	at	Kenwood	

House	(undated).	The	interior	shows	red-marbled	columns	and	

decorative	scheme	that	predates	the	white	columns	seen	in	the	

1913	image	at	Fig.	3.2.13.	This	is	consistent	with	the	physical	data	

from	analysis	of	the	extant	decorative	schemes	(Photo:	Crick	Smith	

and	Crick	Smith	2011).	

Figure	3.2.15	 (a)	Stag	head	detail	on	wall	frieze	showing	sampling	site	and	(b)	

photomicrograph	of	the	cross-section	of	paint	sample	KH/int/23.158	

showing	the	white	lead-based	paint	scheme	(I),	dirt	layer	and	dark	

stone-coloured	lead-based	paint	with	gilding	scheme	(II).	

Figure	3.2.16	 (a)	Acanthus	detail	on	moulded	dado	rail	showing	sampling	site	and	

(b)	photomicrograph	of	the	cross-section	of	paint	sample	

KH/int/11.10	showing	the	white	lead-based	paint	scheme	(I),	dirt	

layer	and	stone-coloured	lead-based	paint	with	gilding	scheme	(II).	

Figure	3.2.17	 a)	Upper	wall	face	and	(b)	photomicrograph	of	the	cross-section	of	

paint	sample	KH/int/20.109	showing	the	pale	green-blue	lead-based	

paint	scheme	(I),	light	dirt	layer	followed	by	mid	stone-coloured	

lead-based	paint	scheme	(II),	stone-coloured	paint	schemes	(III	and	

IV),	warm	pink	paint	scheme	(V	to	VII),	and	top	schemes	of	mid-blue	

alkyd	paint	(VIII	and	IX).	

Figure	3.2.18	 (a)	Dado	wall	face	and	(b)	photomicrograph	of	the	cross-section	of	

paint	sample	KH/int/10.5	showing	the	mid-pink	lead-based	paint	

scheme	(I),	light	dirt	layer	followed	by	dark	stone-coloured	lead-

based	paint	scheme	(II),	stone-coloured	paint	schemes	(III	and	IV),	

warm	pink	paint	scheme	(V	to	VII),	and	one	scheme	of	pale	pink	

alkyd	paint	(VIII).	

Figure	3.2.19	 View	of	the	Library	with	the	reinstated	original	Adam	scheme	based	

on	a	palette	of	greens,	blues	and	pinks	and	gilded	finishes	to	the	pier	

glass	frames	and	alcove	detail	(Photo:	Crick	Smith	and	Crick	Smith	

2011,	reproduced	with	permission).	

Figure	3.2.20	 View	of	the	Library	ceiling	with	the	reinstated	original	Adam	scheme	
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based	on	a	palette	of	greens,	blues	and	pinks	(a)	in	the	main	square	

room	and	(b)	in	the	circular	recessed	end	section	(Photo:	Crick	Smith	

and	Crick	Smith	2011,	reproduced	with	permission).	

Figure	3.2.21	 Restoration	work	in	progress	on	Library	ceiling.	The	left-hand	side	of	

image	is	the	scheme	at	time	of	analysis	with	reversible	barrier	layer	

being	applied;	the	right-hand	side	shows	the	original	decorative	

scheme	being	reinstated	(Photo:	©	English	Heritage).	

Figure	3.2.22	 Robert	Adam	Library	at	Kenwood	after	conservation,	Building	Design	

online	5064819,	2013	(Photo:	©	P.	Payne).	

	

	

Example	Three	 William	Butterfield	Chapel	at	St.	Anne’s	Bedehouses	

Figure	3.3.1	 St	Anne’s	Bedehouses	Chapel,	2011	(©	Photo:	R.	Croft).	

Figure	3.3.2	 View	of	Bedehouses	from	Chapel	looking	west,	with	wellhead	visible	

2014.		

Figure	3.3.3	 View	of	Bedehouses	looking	south	toward	Sewell	Road,	2014.	

Figure	3.3.4	 St	Anne's	Bedehouses	Register	Book,	first	page	entries	by	Richard	

Sibthorp,	showing	male	porter	and	female	residents,	dated	May	

1848.		

Figure	3.3.5	 St	Anne's	Bedehouses	Register,	second	page	entries	showing	

remaining	female	residents	in	first	cohort,	dated	May	1848.		

Figure	3.3.6	 Aerial	view	of	St	Anne’s	Bedehouses	and	Chapel	showing	the	reverse	

‘P’	layout	of	the	single-storey	bedehouses	with	the	Chapel	situated	

at	the	top	right	of	the	outlined	area	(©	Photo:	Google	Maps,	2018).	

Figure	3.3.7	 Interior	of	Chapel	at	St	Anne’s	Bedehouses,	February	2014	(Photo:	R.	

Paynton	reproduced	with	permission).	

Figure	3.3.8	 View	of	altar	reredos	showing	the	panel	formed	of	trefoil	tracery	on	

east	wall	of	the	altar.		

Figure	3.3.9	 Close	up	of	trefoil	tracery	showing	modern	decorative	scheme	

applied	over	original	tiles.	

Figure	3.3.10	 Interior	of	Chapel	showing	east	wall	of	altar	and	overpainted	tiles,	
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2014	(Photo:	R.	Paynton	reproduced	with	permission).	

Figure	3.3.11	 Interior	of	Chapel	showing	chancel	and	altar,	2014	

(Photo:	R.	Paynton	reproduced	with	permission).	

Figure	3.3.12	 South	wall	of	altar	showing	overpainted	trefoil	tracery	and	

polychrome	tiles	and	site	of	previous	investigation,	2014	

Figure	3.3.13	 Close	up	of	area	showing	previous	investigation	to	reveal	original	

polychrome	tiles,	2014.	

Figure	3.3.14	 Paint	fragments	showing	all	three	decorative	schemes.		

Figure	3.3.15	 Dino-Lite	Edge	(60X)	showing	scheme	II	(red)	and	scheme	III	(pale	

green).	

Figure	3.3.16	 Dino-Lite	Edge	(200X)	showing	scheme	II	(red).		

Figure	3.3.17	 Dino-Lite	Edge	(200X)	showing	scheme	II	(red)	and	scheme	I	(light	

and	dark	green).	

Figure	3.3.18	 Chapel	at	St	Anne’s	Bedehouses	(a)	south	wall	of	altar	sample	site	

and	(b)	photomicrograph	of	the	cross-section	of	paint	sample	

SABC1.2	showing	three	decorative	schemes	consisting	of	three	

layers	of	green	paint	(I)	followed	by	two	layers	of	red	paint	(II)	and	

one	layer	of	light	green	modern	alkyd	paint	(III).		

Figure	3.3.19	 (a)	East	wall,	north	side,	stencil	design	in	earliest	decorative	scheme	

being	revealed	after	one	week	and	(b)	after	two	weeks,	February	

2015.	

Figure	3.3.20	 East	wall,	north	side,	showing	detail	of	stencil	design	placement	on	

unglazed	perimeter	tiles,	February	2015.	

Figure	3.3.21	 (a)	South	wall,	west	side,	showing	site	of	revealed	central	panel	of	

polychrome	tiles	and	(b)	detail	of	stencil	design	placement	on	

unglazed	perimeter	tiles,	February	2015.	

Figure	3.3.22	 View	of	the	altar	after	treatment	with	original	polychrome	tiles	

revealed.	The	original	site	of	the	altar	against	the	east	wall	can	also	

be	seen,	October	2015.	

Figure	3.3.23	 View	of	Chapel	after	treatment	with	original	polychrome	tiles	

revealed,	November	2015.	
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GLOSSARY	

	

This	glossary	explains	terms	used	in	this	thesis	giving	accepted	dictionary	definitions	

(Dictionary.com;	Oxford	English	Dictionary)	or	reflecting	accepted	usage	in	conservation	

and	material	culture	disciplines	with	the	associated	reference.		

	

Actants	 Is	the	term	given	to	all	entities	in	the	world	and	used	in	Actor	

Network	Theory	to	allow	description	of	the	relational	

processes	between	them.	Actants	can	be	human	and	non-

human	and	can	each	play	an	active	role	in	how	they	interact	

with	each	other.		

Active	

documentation	

A	process	of	knowledge	construction	that	is	a	distinct	

research	method	appropriate	to	practice-based	research	

projects	in	art	and	design,	which	anchors	the	thesis	to	the	

practical	work	(de	Freitas	2002).	

Agency	 The	capacity	of	something	or	someone	to	act	and	effect	

change	in	its	environment	(Hannan	and	Longair	2017).	

Architectural	

paint	research	

A	systematic	investigation	and	documentation	of	decorations	

or	traces	of	decorations	on	façades	and	interior	rooms	

(Hornemann	Institute	2016).	

Artefact	 An	object	made	by	a	human	being,	typically	one	of	cultural	or	

historical	interest	(Hannan	and	Longair	2017).	

Client	 The	employer,	owner,	custodian	or	supervising	body	

responsible	for	the	object	(The	Conservation	Forum	1998).	

CoBRA	 Conservation-based	research	and	analysis	(Clark	2001).	

Conservation	 The	process	of	managing	change	and	preventing	damage	and	

loss	to	cultural	heritage	for	the	benefit	of	present	and	future	

generations.	Conservation	activities	include	preservation,	

restoration,	examination,	documentation,	research,	advice,	
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treatment,	preventive	conservation,	training	and	education	

(AICCM	2002;	ICON	2014;	ECCO	2002).	

CMP	 A	conservation	management	plan	is	a	document	which	sets	

out	an	understanding	of	a	place	and	its	significance	and	

should	precede	and	be	taken	into	account	in	the	

development	of	policies	for	its	conservation	and	

management,	and	guide	the	development	of	any	master	plan	

for	future	changes	to	the	place.	

Conservator	 A	professional	who	has	the	recognised	training,	knowledge,	

skills,	experience	and	understanding	to	act	with	the	aim	of	

preserving	cultural	heritage	for	the	future	according	to	

professional	standards	and	ethics	(AICCM	2002;	ICON	2014;	

ECCO	2002).	

Cultural	Heritage	 Assets,	which	people	identify	and	value	as	a	reflection	and	

expression	of	their	evolving	knowledge,	beliefs	and	traditions,	

and	of	their	understanding	of	the	beliefs	and	traditions	of	

others	(Historic	England	Definitions	2017).	

Cultural	heritage	includes	the	physical	and	the	non-physical,	

the	signs	and	symbols	passed	on	by	oral	transmission,	artistic	

and	literary	forms	of	expression,	languages,	ways	of	life,	

myths,	beliefs	and	rituals,	value	systems	and	traditional	

knowledge	and	know-how	(Jokilehto,	2005b).	

Cultural	Heritage	

Site	

A	place,	locality,	natural	landscape,	settlement	area,	

architectural	complex,	archaeological	site,	or	standing	

structure	that	is	recognised	and	often	legally	protected	as	a	

place	of	historical	and	cultural	significance	(Historic	England	

Definitions	2017).	

Cultural	Sociology	 The	study	of	the	origins	and	development	of	societal	

institutions,	norms	and	practices.	

Culture	

	

Variously:	(i)	descriptor	of	a	general	process	of	intellectual,	

spiritual	and	aesthetic	development	(C18);	(ii)	indicator	of	a	
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particular	way	of	life,	whether	of	a	people,	a	period,	a	group,	

or	humanity	in	general;	(iii)	descriptor	of	the	works	and	

practices	of	intellectual	and	especially	artistic	activity	

(Williams	1988).		

Cultural	

significance	

Means	aesthetic,	historic,	scientific,	social	or	spiritual	value	

for	past,	present	or	future	generations.	Cultural	significance	is	

embodied	in	the	place	itself,	its	fabric,	setting,	use,	

associations,	meanings,	records,	related	places	and	related	

objects.	Places	may	have	a	range	of	values	for	different	

individuals	or	groups	(Australia	ICOMOS,	1999).	

The	term	cultural	significance	is	synonymous	with	heritage	

significance	and	cultural	heritage	value.	Cultural	significance	

may	change	as	a	result	of	the	continuing	history	of	the	place	

and	the	understanding	of	cultural	significance	may	change	as	

a	result	of	new	information.	

Decoration	 Component	applied	to	the	structural	framework	of	an	historic	

interior	or	exterior	and	may	include	surface	treatments	such	

as	paint,	wallpaper,	tiles,	textiles,	carpets	and	linoleum,	as	

well	as	original	fixtures	like	fireplaces,	stained	and	painted	

glass,	lighting,	services	and	sanitary	ware.		

Decorative	

Scheme	

Refers	to	specific	decorative	finishes	applied	to	structural	

framework,	including	painted,	stencilled	and	wallpapered	

surfaces,	but	may	include	a	wider	range	of	finishes,	fixtures	

and	fittings.		

Diachronic	

(Adjective)	

Of,	relating	to,	or	studying	the	development	of	a	

phenomenon	through	time.		

Empirical	 Describing	evidence,	data	or	conclusions	derived	from	

observation,	experiment	or	investigation,	rather	than	

theoretical	analysis	(Hannan	&	Longair	2017).	

Floruit	(Latin)	 Used	to	indicate	the	period	during	which	a	person	flourished	

or	was	most	active	in	their	field.		
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Heritage	 All	inherited	resources	which	people	value	for	reasons	

beyond	mere	utility.	It	encompasses	landscapes,	historic	

places,	sites	and	built	environments,	as	well	as	bio-diversity,	

collections,	past	and	continuing	cultural	practices,	knowledge	

and	living	experiences	(English	Heritage	Definitions	2017).	

Heritage	Asset	 A	building,	monument,	site,	place,	area	or	landscape	

identified	as	having	a	degree	of	significance	meriting	

consideration	in	planning	decisions,	because	of	its	heritage	

interest	(Historic	England	Definitions	2017).		

Historic	building	 Buildings	that	are	significant	in	the	history	of	architecture,	

that	incorporate	significant	architectural	features,	or	that	

played	significant	historic	roles	in	local	cultural	or	social	

development;	may	or	may	not	be	officially	designated	(Getty	

Research	-	Art	&	Architecture	Thesaurus	Online	2017).	

Historic	

environment	

All	aspects	of	the	environment	resulting	from	the	interaction	

between	people	and	places	through	time,	including	all	

surviving	physical	remains	of	past	human	activity,	whether	

visible	or	buried,	and	deliberately	planted	or	managed	flora	

(Historic	England	Definitions	2017).		

Historiography	 The	narrative	presentation	of	history	based	on	a	critical	

examination,	evaluation,	and	selection	of	material	from	

primary	and	secondary	sources	and	subject	to	scholarly	

criteria.	

Intangible	cultural	

heritage	

Means	the	practices,	representations,	expressions,	

knowledge,	skills	–	as	well	as	the	instruments,	objects,	

artefacts	and	cultural	spaces	associated	therewith	–	that	

communities,	groups	and,	in	some	cases,	individuals	

recognize	as	part	of	their	cultural	heritage	(UNESCO,	2003).	

Convention	for	the	Safeguarding	of	the	Intangible	Cultural	

Heritage.	

Materiality	 Meaning	the	state	or	quality	of	being	physical	or	material;	
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(Noun)	 substance;	matter;	the	physical	condition	and	appearance.	

The	material	or	physical	aspect	of	a	thing;	the	quality	of	being	

composed	of	physical	matter	(Hannan	and	Longair	2017).	

Material	 Derived	from	the	word	matter	and	(in	this	context)	means	

any	physical	substance,	and	by	extension,	the	substance	of	

anything	(Williams	1988).	

Nonconformist	

(religion)	

Term	used	to	describe	those	Protestant	Christians	who	were	

not	part	of	the	Church	of	England	(Wakeling	2016).	

Phenomenon	 A	fact,	an	occurrence	or	observable	circumstance,	anything	

that	can	be	perceived	as	an	occurrence	or	fact	by	the	senses.		

Phenomenological	

approach	

A	method	through	which	one	gathers	relevant	knowledge	and	

observations	in	order	to	identify	and	study	phenomena	

related	to	conservation	issues	(Hornemann	Institute	2016).	

Practice-informed	 The	immediate	documentation	by	the	practitioner	of	an	

object,	process	or	observation	using	notebook,	annotated	

sketches	or	photographs.	Practice-informed	documentation	is	

derived	from	art-related	research	methodologies	(de	Freitas	

2002;	Gillham	and	McGilp	2007;	Macleod	and	Holdridge	

2006).	

Processual	 Describes	a	series	of	actions	and	objectives	which	are	always	

unfolding	and	guided	by	intention.	

Processual	

archaeology	

The	branch	of	archaeology	which	seeks	to	understand	the	

nature	of	cultural	change	by	a	study	of	the	variables	which	

cause	it.		

Provenance	 The	place	of	origin	or	earliest	known	history	of	something	or	

a	record	of	ownership	of	a	work	of	art	or	an	antique,	used	as	

a	guide	to	authenticity	or	quality	(Hannan	and	Longair	2017).	

Reflective	practice	 A	method	of	practice	where	planned	and	deliberate	activities	

is	used	to	engage	the	practitioner	in	a	critical	manner	with	

the	relationship	between	conceptual,	theoretical	and	

practical	concerns	of	the	project	(de	Freitas	2002).	
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Re-presented	 To	present	again	a	historic	property’s	decorative	scheme,	

usually	in	an	altered	form,	as	a	result	of	conservation-based	

research	and	analysis.	

Social	

reproduction	

Refers	to	the	processes	that	ensure	the	self-perpetuation	of	a	

social	structure	over	time.	

Stratigraphic	

investigation	

The	stepwise	removal	of	covering	paint	layers	for	analysis	and	

determination	of	the	chronological	order	of	successive	paint	

layers	(Hornemann	Institute	2016).	

Symbolic	 (Art	history)	describing	use	of	symbols	or	set	thereof,	which	

associate	meanings	to	particular	people,	objects	or	places	

(Hannan	and	Longair	2017).	

Synchronic	 Concerned	with	the	events	or	phenomena	at	a	particular	

period	without	considering	historical	antecedents.		
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INTRODUCTION	

	 This	research	establishes	connections	between	conservation-based	research	and	

the	intellectual	discourse	of	heritage	to	raise	awareness	of	its	importance	in	the	study	of	

material	culture	and	its	contribution	to	conservation	of	built	heritage.	Conservation	

embraces	a	forensic	approach	to	investigating	material	culture,	based	on	the	principle	

that	all	judgements,	decisions	and	conclusions	are	derived	from	intricate	analysis	and	

understanding,	often	proven	by	science	(Raley,	2014,	80).	Conservation	combines	object-

centred	observation,	comparative	and	technical	examination	with	scientific	analysis	and	

cultural,	social,	historical	and	ethical	considerations,	employing	art,	science	and	

technology	practices.	At	its	core	conservation	is	grounded	in	science,	however,	it	is	also	a	

reflective	practice	that	draws	on	the	skills	of	the	craftsman	and	the	scholar.	The	

practitioner	accesses	both	tacit	and	learned	knowledge	to	interrogate	and	understand	

the	material,	the	method	of	manufacture,	and	social	context,	which	together	constitute	

the	cultural	material.	There	is	increasing	interest	in	conservation	as	a	discipline	because	

of	the	opportunity	it	affords	to	incorporate	technical	information	within	historical	studies	

(Marincola,	2015,	ix).		

	 Architectural	paint	research	(APR)	has	emerged	from	art-historical	practice	and	in	

the	last	two	decades	has	increasingly	been	used	as	an	analysis	tool	in	the	conservation	of	

buildings	(Baty,	1995,	Bristow,	1996,	Crijns,	2014,	Hughes,	1999,	Hughes,	2000b).	APR	is	

one	of	the	forensic	approaches	used	in	conservation-based	research	and	analysis	to	

understand	the	fabric	of	a	building	and	its	historical	context,	to	inform	decisions	about	

repair,	alteration,	use	and	management	(Clark,	2001,	32).		

	 The	potential	for	APR	to	impact	and	influence	the	outcome	of	built	heritage	

conservation	is	considerable,	however,	there	is	a	lack	of	recognition	and	documentation	

within	academia	regarding	this	analytical	technique	and	its	broader	implications	as	a	

research	methodology.	This	is	in	part	due	to	the	very	nature	of	conservation	practice,	a	

combination	of	science,	art,	and	intuition,	not	naturally	lending	itself	to	academic	

discussion	and	publication.	The	knowledge	generated	through	the	practice	or	doing	of	

conservation	is	complex,	containing	aspects	of	the	creative	artisan,	scientist,	historian,	

and	humanist	making	it	difficult	to	articulate	the	value-based	decisions	that	emerge	

(Fredheim	and	Khalaf,	2016,	466,	Hölling,	2017,	88-89,	Schön,	1991,	69).	There	are	a	
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number	of	journal	articles	that	document	the	process	and	historical	findings	of	

conservation	however,	there	is	very	little	in	the	literature	on	the	reflective	nature	of	

APR1.		

	 Timely	to	this	research,	a	range	of	researchers	are	pushing	the	boundaries	of	what	

constitutes	conservation	practice	and	research,	questioning	the	interface	between	theory	

and	practice,	using	objects	to	link	conservation	within	material	culture	studies	(Eastop,	

2006,	Hölling,	2017,	Streeton,	2017).		

	 Increasingly,	APR	is	used	by	conservators,	other	heritage	professionals	and	

heritage	bodies,	such	as	Historic	England,	as	a	research	and	analytical	tool	to	understand	

the	decorative	history	of	heritage	buildings,	inform	statements	of	significance,	and	

contribute	to	decision-making	processes	for	the	conservation	of	built	heritage	(Historic	

England,	2015b,	Historic	England,	2017d).	This	research	argues	that	APR	has	been	

validated	through	its	use	in	the	heritage	industry	and	conservation	practice;	however,	the	

theoretical	basis	of	APR	has	not	been	explored	or	articulated	in	any	detail.	The	corollary	

to	the	practical	and	theoretical	validation	of	APR	is	the	potential	for	conservation-based	

investigation	to	contribute	more	broadly	to	research	of	heritage	places	and	objects.	

	

Research	aims	and	objectives	

	 This	research	aims	to	establish	the	value	of	data	generated	by	conservation-based	

research	and	to	demonstrate	its	contribution	to	investigation	of	heritage	places	and	

objects.	The	research	achieves	this	by	exploring	the	theoretical	and	intellectual	roots	of	

																																																								
1	Examples	include	articles	published	from	the	various	APR	International	Conferences:	
Hughes,	H.	(ed.)	(2002)	Layers	of	understanding	:	setting	standards	for	architectural	paint	
research:	proceedings	of	a	seminar	held	in	London	28	April,	2000.	end.	London:	Donhead.	
Bregnhøi,	L.,	Hughes,	H.,	Lindbom,	J.,	Olstad,	T.	and		Verweij,	E.	(eds.)	(2006)	Paint	
Research	in	Building	Conservation:	proceedings	of	conference	held	in	Copenhagen,	
Denmark	8-11	May	2005.	end.	London:	Archetype	Publications	and	National	Museum	of	
Denmark.;	Jablonski,	M.A.	and		Matsen,	C.	(eds.)	(2009)	Architectural	finishes	in	the	built	
environment:	proceedings	of	conference	held	in	New	York	2008.	end.	London:	Archetype	
Publications.;	Faulding,	R.	and		Thomas,	S.	(eds.)	(2014)	Architectural	paint	research:	
sharing	information,	sharing	decisions:	proceeding	of	conference	held	in	Lincoln	2010.	
end.	London:	Archetype	Publications.;	Nilsen,	L.	and		Degerblad,	K.H.	(eds.)	(2014)	
Standards	in	architectural	paint	research:	proceeding	of	conference	held	in	Stockholm	
2014.	end.	London:	Archetype	Publications		and	Jablonski,	M.A.	and		Travers-Moffitt,	K.	
Macro	to	micro:	examining	architectural	finishes.	New	York,	Archetype	Publications.	
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APR	as	a	conservation	discipline	and	uses	APR	as	a	case	study	to	explore	the	research	

questions	using	three	examples	of	built	heritage.		

	 The	research	demonstrates	how	conservation-based	research	and	analysis	fits	into	

the	broader	field	of	critical	heritage	studies,	providing	material	evidence	to	inform	the	

investigation	of	heritage	places	and	objects	in	new	and	significant	ways.		This	thesis	

argues	that	historic	buildings	are	a	unique	resource	of	information	and	data,	which	can	be	

accessed	through	a	broader	investigation	of	their	architecture,	interior	design	and	

manufacture,	social	and	geographic	contexts.	The	evidence	of	the	designers,	builders	and	

occupants	is	fundamental	to	the	historical	narrative	associated	with	built	heritage	and	is	

currently	underutilised	in	material	culture	studies.	This	thesis	will	show	how	APR	is	a	

highly	effective	research	methodology	that	can	be	used	to	interrogate	the	physical	

evidence,	to	interpret	and	communicate	that	information	as	narrative.		

	 This	research	makes	an	original	contribution	to	knowledge	by	exploring	the	

theoretical	basis	of	APR-based	approaches	in	studying	material	culture	and	articulating	

the	intellectual	discourse	that	underpins	paint	analysis.	The	research	highlights	the	

potential	of	conservators	as	reflective	practitioners	to	interrogate	and	understand	

material	culture	in	a	way	that	contributes	to	historical	narratives	of	built	heritage,	

providing	a	mechanism	to	connect	with	stakeholders	through	engagement	with	material	

culture.		

The	University	of	Lincoln	Research	Ethics	Committee	granted	ethics	approval	for	

the	doctoral	research	in	January	2015	(UoL	no.	200),	see	Appendix	A.		

	 	

Scope	of	thesis	

	 The	premise	of	this	doctoral	research	is	to	acknowledge	the	importance	of	

conservation	practice	and	situate	it	within	academic	discourse.	The	research	could	have	

adopted	a	number	of	approaches	to	achieve	this,	but	from	the	start	the	research	was	

intended	to	be	an	experiential	and	theoretical	exploration	of	conservation	practice	and	

the	knowledge	it	produces.	To	achieve	this	the	research	focussed	on	the	discipline	of	

architectural	paint	research.	The	research	does	not	aim	to	inform	or	critique	the	practice	

standards	of	this	particular	discipline,	neither	does	the	research	seek	to	review	how	and	

what	APR	practitioners	have	done	in	past	projects.	Instead	the	research	focuses	on	the	

doing	of	APR,	exploring	its	multidisciplinary	theoretical	underpinnings	to	explicate	how	
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APR	as	a	research	methodology	contributes	to	and	informs	emerging	fields	in	

conservation	and	heritage.	

	

Research	questions	 	

The	primary	question	posed	by	this	research	asks	how	data	generated	from	

conservation	investigation	can	contribute	to	the	broader	research	(agenda)	of	heritage	

places	and	objects.	To	answer	this	question	this	research	uses	APR	as	a	case	study	of	

conservation	investigation	for	its	ability	to	generate	data	that	is	both	empirical	and	

practice-based.	Three	examples	of	built	heritage	are	used	to	explore	the	data	generated	

by	APR	and	how	it	informed	the	research	and	conservation	of	these	buildings.		The	

primary	question	has	been	divided	into	four	secondary	questions	to	facilitate	focused	

interrogation	of	the	historic	buildings,	align	results	with	the	research	objectives	and	

maximise	the	potential	for	assessable	and	achievable	outcomes.	The	objectives	of	this	

thesis	are	explored	and	answered	through	the	following	secondary	questions.	

	 How	does	APR	enhance	the	research	of	material	culture	and	inform	treatment	

decisions	through	analysis	of	physical	matter?	The	research	will	argue	that	empirical	

information	from	scientific	analysis	of	the	paint	sample	when	combined	with	experiential	

information	gathered	by	the	practitioner	generates	a	scientifically	rigorous	understanding	

of	extant	decorative	schemes.	The	research	also	demonstrates	the	academic	potential	of	

APR	to	contribute	new	information	to	research	of	material	culture.	

	 What	strategies	can	be	used	to	improve	engagement	with,	and	uptake	of,	APR	

within	the	Conservation-Based	Research	and	Analysis	(CoBRA)	framework	(Clark,	2001,	

32)?	The	research	explores	the	practice	of	paint	research	to	demonstrate	how	tacit	

knowledge,	real-time	observation,	and	problem	solving	informs	the	sampling,	analysis	

and	interpretation	of	material	culture	as	outlined	in	CoBRA.		

	 How	can	APR	be	used	to	engage	the	public	in	the	conservation	of	historic	

buildings?	This	thesis	will	argue	that	the	unique	data	generated	by	APR	can	allow	

conservators	to	engage	with	the	fabric	of	historic	buildings:	its	decorative	finishes.	The	

research	will	expand	on	the	potential	for	conservators	to	maximise	the	information	

gained	from	APR	to	engage	with	the	public	by	developing	a	narrative	that	explains	the	

science	of	conservation	and	the	information	it	makes	accessible	about	the	historic	

building.	
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	 How	does	the	power	structure	within	the	multidisciplinary	team	limit	or	enhance	

the	APR	practitioner’s	contribution	to	decision-making	processes	associated	with	the	

conservation	of	built	heritage?	The	research	looks	at	the	role	of	the	conservator	in	built	

heritage	projects	and	the	facilitators	and	barriers	to	their	involvement	within	

multidisciplinary	project	teams.	

	

Layout	of	thesis	

	 This	thesis	is	made	up	of	two	volumes.	Volume	I	contains	the	substantive	written	

account	of	the	research,	the	listed	chapters	and	the	ancillary	data	as	appendices.	There	

are	a	number	of	images	supporting	the	case	study	results	located	in	Chapter	Three	and	

for	ease	of	reading	and	reference	these	images	have	been	collated	into	a	separate	

volume	of	work.	Volume	II	contains	the	images	and	captions	related	to	each	example	of	

built	heritage	used	in	the	case	study	in	the	order	that	they	appear.	
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Chapter	ONE	–	RESEARCH	METHODS	AND	

METHODOLOGY	

	

RESEARCH	CONTEXT	

	 This	doctoral	research	was	structured	to	include	an	internship	with	Crick	Smith	

Conservation2,	the	University	of	Lincoln’s	commercial	conservation	consultancy,	alongside	

the	traditional	doctoral	expectations	of	independent	research.	This	provided	the	

researcher	direct	access	to	and	involvement	in	a	number	of	conservation	projects,	two	of	

which	are	used	as	exemplars	for	this	research.	Each	heritage	project	is	unique	in	some	

way	and	a	potential	source	of	practice-based	primary	data	and	this	difference	is	exploited	

in	the	doctoral	research.	Adopting	a	case	study	approach	to	explore	how	APR-generated	

data	contributes	to	the	conservation	of	built	heritage	enables	the	research	to	test	the	

doctoral	theories	in	a	contemporary	context.		

	 The	researcher	also	had	access	to	the	National	Collection	for	Historic	Decoration,	a	

unique	archive	of	Crick	Smith	and	English	Heritage3	conservation	projects,	containing	

background	research	and	project	reports,	sometimes	with	original	paint	samples	and	

prepared	cross-sections.	These	historic	conservation	projects	provide	a	rich	source	of	

primary	data	not	generally	disseminated	more	widely	and	one	of	these	projects	is	used	as	

the	third	exemplar	for	this	research.	Collectively	these	data	constitute	original	researcher-

generated	and	restricted	access	material,	which	form	a	significant	body	of	evidence	and	

were	used	for	selective	analysis	to	address	the	research	questions.	Crick	Smith	University	

of	Lincoln	was	a	commercial	operation	and	this	placed	limits	on	the	level	of	instrumental	

investigation	that	could	be	performed	by	the	researcher	within	the	design	of	this	

research.	

																																																								
2	From	1	August	2017	the	University	of	Lincoln’s	commercial	conservation	consultancy	
changed	its	name	to	Lincoln	Conservation.		
3	From	1	April	2015	English	Heritage	changed	its	name	to	Historic	England	and	a	new	
charity,	officially	called	the	English	Heritage	Trust	took	the	name	English	Heritage.		
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RESEARCH	METHODOLOGY	

	 Central	to	the	methodology	used	in	this	research	is	critical	analysis	of	conservation	

practice	and	how	this	practice	is	situated	within	other	heritage	studies.	The	research	uses	

APR	as	a	case	study	to	demonstrate	the	broader	research	value	of	data	generated	by	this	

conservation	discipline.	Central	to	the	practice	of	APR	is	the	removal	of	paint	samples	

from	historic	interiors	and	subsequent	analysis	of	the	paint	sample	stratigraphy	using	

scientific,	practice-based	and	historical	research	methods.	Combining	empirical	

information	with	documentary	and	archival	evidence	results	in	a	rigorous	investigation	of	

architectural	paint	samples	to	identify	extant	decorative	schemes	and	provide	

information	on	design	and	architectural	elements	of	built	heritage.	Architectural	paint	

analysis	is	one	of	the	forensic	approaches	used	in	conservation	research	and	is	based	on	

the	principle	that	all	judgements,	decisions	and	conclusions	are	derived	from	intricate	

analysis	and	understanding,	often	proven	by	science	(Raley,	2014,	80).	

	

Methodology	

	 The	practical	processes	involved	in	APR	include	preparatory	archival	and	

documentary	research,	survey	of	the	room	or	designated	space	within	the	building	based	

on	existing	architectural	plans	or	surveys	and	onsite	investigations	to	ascertain	

architectural	details,	both	overt	and	covert,	to	inform	agreed	parameters	for	the	paint	

sampling	and	analysis.	These	investigations	also	inform	the	location	from	which	paint	

samples	are	taken	and	may	be	combined	with	discrete	revealing	to	confirm	the	sites	most	

likely	to	retain	original	decorative	schemes.	Physical	samples	are	then	extracted	from	

documented	sites,	labelled	and	transferred	to	the	laboratory	for	further	investigation.	

The	physical	sample	is	prepared	for	analysis	using	baseline	methods	(visual	examination,	

paint	sample	preparation	and	analysis	of	cross-sections	using	microscopy)	and	advanced	

instrumental	techniques	in	whatever	combination	is	considered	most	appropriate	for	the	

targeted	research.		

	 This	research	focuses	on	baseline	methods	with	particular	emphasis	on	the	visual	

examination	of	the	paint	sample	cross-section	stratigraphy	using	both	visible	and	

ultraviolet	light.	This	was	the	usual	practice	employed	by	Crick	Smith	University	of	Lincoln	

and	formed	the	basis	of	the	results	documented	in	this	research.	Additional	advanced	
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instrumental	techniques	were	used	to	identify	or	confirm	pigments	present	in	the	cross-

section	samples.	The	choice	of	analytical	techniques	for	the	characterisation	of	the	cross-

sections	was	made	on	their	suitability	to	provide	information	about	the	elemental	and	

molecular	components	of	the	paint	materials.	Results	from	investigation	of	the	

stratigraphy	of	the	paint	sample	cross-section	were	triangulated	with	the	contextual	

information	derived	from	historical	and	archival	research	to	document	the	chronology	of	

the	extant	decorative	finishes.		

	

Methodology	for	documenting	and	investigating	architectural	surfaces	

	 In	2016	the	Hornemann	Institute	published	the	European	Illustrated	Glossary	of	

Conservation	Terms	for	Wall	Painting	and	Architectural	Surfaces	(EwaGlos)	(Hornemann	

Institute,	2016).		EwaGlos	is	a	systematic	and	agreed	language-based	description	of	this	

practical	discipline	that	documents	an	agreed	best	practice	framework	that	practitioners	

can	use	for	the	conservation	of	architectural	surfaces.	

	 The	methods	used	in	this	research	align	with	the	EwaGlos	definition	of	the	

phenomenological	approach	for	the	documentation	and	investigation	of	decorative	

surfaces.	The	phenomenological	approach	includes	historical	investigation,	building	and	

site	visit/survey	and	APR	which	includes	scientific	investigation	through	non-invasive,	

sampling	and	materials	analysis,	see	Figure	1.1	(Hornemann	Institute,	2016).	
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Figure	1.1:	Tree	diagram	showing	the	relationships	between	the	phenomenological	

approach	and	other	terms	used	for	the	documentation	and	investigation	of	surfaces	and	

their	surroundings	(Hornemann	Institute,	2016,	230).	

	

Historical	investigation		

	 The	first	stage	of	the	research	methodology,	used	for	all	examples	of	built	heritage	

to	explore	APR	as	case	study	was	to	perform	a	desktop	review	for	information	related	to	

the	building.	Archival	and	documentary	research	identified	information	related	to	the	

material	of	manufacture,	how	the	building	was	used	over	its	lifetime	and	its	social	and	

historical	context.	Historical	investigation	combines	and	synthesises	information	from	

published	works	and	articles,	drawings,	photographic	documentation,	graphs	and	maps,	

survey	documents,	conservation	management	plans	and	architectural	plans	to	create	a	

picture	or	narrative	of	the	building	before	starting	the	scientific	analysis.		

		

Building	and	site	survey		

	 The	next	step	in	the	research	methodology	to	investigate	the	decorative	schemes	

of	the	historic	buildings	was	to	undertake	a	site	survey.	The	conservator	assessed	each	

building,	room	or	painted	surface	for	its	condition	and	state	of	repair	based	on	visual	

observation	and	simple	measurements.	If	a	full	building	survey	report	was	available	this	

was	used	as	reference.	In	all	cases	the	building	was	checked	for	visible	and	potential	

defects	that	could	cause	further	deterioration	of	the	historic	surfaces	and	as	an	

assessment	tool	for	choosing	sampling	sites	with	best	chance	of	yielding	complete	extant	

decorative	schemes.	

	 The	site	visit	is	a	crucial	element	in	the	investigation	process	to	ensure	proper	

assessment	and	sampling.	When	the	conservator	visits	the	building,	they	gather	

information	about	the	physical	setting	of	the	structure,	its	geography	within	the	

landscape	and	other	buildings	and	insight	into	its	importance	physically	and	figuratively	to	

the	community.	Information	gained	from	first-hand	experience	of	being	“in”	the	space	

and	feeling	how	it	is	influenced	by	its	fittings,	fixtures	and	decoration	is	invaluable	for	

informing	the	sampling	and	interpretive	process	(Derrick,	Stulik	and	Landry,	1999,	19,	

Khandekar,	2003,	53).	Objects	exist	in	environments	and	the	contexts	of	space	and	place	

become	central	to	understanding	them	(Emmison	and	Smith,	2000,	107).	When	
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conservators	visit	and	experience	the	building	and	its	interior,	they	develop	a	spatial	

awareness,	generating	a	three-dimensional	mental	map	of	the	space	identifying	and	

situating	details	and	clues	to	comprehend	and	understand	the	internal	space.	At	the	same	

time,	mental	mapping	enables	the	practitioner	to	compare	and	contrast	this	building	with	

other	similar	buildings	they	have	visited,	to	inform	the	intention	of	the	conservation	

process.	Information	gained	from	visiting	the	site	can	change	or	modify	a	sampling	

strategy.	

	

Architectural	paint	research		

APR	as	research	methodology	is	defined	as	the	‘systematic	investigation	and	

documentation	of	decorations	or	traces	of	decorations	on	façades	and	interior	rooms’	

(Hornemann	Institute,	2016).	The	aim	of	this	investigation	is	to	study	and	understand	

different	historic	building	phases,	to	help	determine	a	theoretical	and	practical	

reconstruction	of	the	various	historical	phases	of	the	decorative	schema.	APR	is	used	to	

study	the	sequence	of	layers	and	can	provide	information	regarding	plaster,	whitewash,	

paint	and	the	techniques	employed	to	create	decorative	finishes	and	their	state	of	

preservation.	Wherever	possible	samples	are	taken	from	areas	of	existing	damage	or	loss	

to	minimise	the	invasive	and	destructive	effects.	Accurate	recording	of	the	sample	sites	is	

necessary	to	ensure	accurate	recording	and	interpretation	of	investigations	of	the	paint	

sample.	

	

RESEARCH	METHODS	

Sampling	

For	each	of	the	three	examples	of	built	heritage	used	in	this	research,	a	site	visit	

was	made	by	the	lead	conservator	to	survey	the	building	and	assess	the	physical	evidence	

in	situ,	match	historical	investigations	with	on-site	examination,	and	identify	paint	sample	

sites	with	the	best	chance	of	sourcing	original	material.	Samples	may	be	sourced	from	a	

variety	of	sites	and	practitioner	experience	shows	that	recessed	and	protected	sites	

which	exhibit	a	build-up	of	paint	finishes	are	generally	most	successful	at	yielding	paint	

samples	with	the	original	decorative	scheme	and	representative	of	all	existing	paint	layers	

including	the	substrate	(Dickens,	2011,	79-80,	Dockery,	2005,	38-46,	Hornemann	

Institute,	2016,	Krotzer,	2008,	3-4,	Lewis	and	Blake,	1983,	8,	Perrault,	1978,	11).	Sample	
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site	locations	were	recorded	and	samples	extracted	using	various	tools	suitable	to	the	

particular	material	being	sampled,	including	scalpels,	small	chisels	and	dental	drills.		

	 In	some	instances,	on	site	stratigraphic	investigation	and	discrete	reveals	were	

performed	to	confirm	the	chronological	order	of	successive	paint	layers	or	decorative	

finishes	present	in	particular	areas.	There	are	well-documented	limitations	related	to	

these	techniques,	which	are	acknowledged	in	the	case	study	where	relevant	(Baty,	1995,	

Mora,	Mora	and	Philippot,	1984,	66-67).	

Sample	selection	and	baseline	methods	of	analysis	

For	the	purposes	of	this	research,	baseline	methods	include	visual	examination,	

paint	sample	preparation	and	analysis	of	cross-sections	using	various	microscopy	

methods	under	both	visible	and	ultraviolet	light	to	identify	paint	layers	and	decorative	

schemes	and	visually	characterise	oil	and	lead-based	paints.	Baseline	methods	were	used	

for	all	projects	and	performed	at	Crick	Smith	University	of	Lincoln	laboratories.		

Visual	examination	and	magnification	

	 Unmounted	paint	samples	were	examined,	described	and	assigned	a	unique	

identifying	number.	Visual	examination	using	reflected	light	enables	descriptions	of	the	

physical	attributes	of	the	paint	sample	including	surface	characteristics,	colour,	method	of	

manufacture	and	macroscopic	details	such	as	opacity	and	gloss	(Stuart,	2007,	43).	

Microscopy	magnifies	the	paint	sample	and	facilitates	examination	of	the	structure	and	

characteristics.	Stereomicroscopy	(SM)	gives	a	three-dimensional	image	and	magnifies	

the	structure	and	characteristics	of	the	paint	sample	to	provide	information	on	histology	

of	organic	materials	and	crystalline	structure	of	inorganic	matter.		

A	selection	of	unmounted	paint	samples	was	initially	viewed	using	either	the	Dino-

Eye	digital	microscope	eyepiece	camera	with	Motic	stereo-microscope	using	reflected	

light,	or	an	Olympus	stereomicroscope	with	a	Schott	KL	1500	external	LCD	light	source.	

Selected	paint	samples	were	photographed	using	a	Nikon	D3300	digital	camera	in	macro	

mode	or	using	Dino-Lite	Edge	digital	microscope	with	image	capture	software,	the	colour	

and	approximate	number	of	observed	decorative	schemes	were	noted.	
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Sample	preparation	

Preparation	of	paint	sample	for	cross-section	analysis	

	 Cross-section	preparations	stabilise	the	sample	allowing	identification	of	differing	

layers	and	characteristics	of	composite	materials.	Under	microscopy	small	pieces	of	paint	

samples	with	all	paint	layers	present	and	substrate	where	possible,	were	embedded	in	

Tiranti	polyester	clear	casting	resin	mixed	with	the	recommended	amount	of	catalyst.	The	

resin	was	allowed	to	cure	for	24	hours,	wet	polished	with	water	using	240,	400,	600,	1200	

grade	sandpapers	and	12000	Micro-Mesh	abrasive	sheets	to	expose	the	face	of	the	paint	

sample,	revealing	the	stratigraphy	of	the	accumulated	paint	layers	and	substrate	in	cross-

section.		

	 The	embedded	sample	cross-section	was	examined	using	optical	microscopy	

ranging	from	40x	to	400x	with	reflected	artificial	daylight	and	ultraviolet	light	(Stuart,	

2007,	80-82)	using	a	Leica	DM	2700	stereomicroscope	with	attached	Leica	DFC450	

microscope	camera	and	Leica	EL6000	external	light	source	for	enhanced	fluorescence	

imaging.	Microscopic	examination	of	the	cross-section	provides	information	on	the	total	

number	of	paint	layers	in	each	sample,	their	sequence	and	their	relative	thicknesses	and	

presence	of	UV	fluorescent	materials	(Sully	and	Cardoso,	2014,	185).	Photomicrographs	

(under	visible	and	UV	light)	were	recorded	for	each	cross	section	using	Leica	Application	

Suite	supporting	software	on	DELL	OptiPlex	GX280	computer.	The	sequential	decorative	

schemes	were	identified	and	their	corresponding	colour	noted	and	presented	in	simple	

table	or	as	a	matrix	table.		

Visual	examination	using	ultraviolet	light	irradiation	enables	the	operator	to	

observe	and	record	any	UV	fluorescence	and	confirm	if	the	paint	sample	contains	

fluorescent	material.	UV	fluorescence	occurs	when	molecules	absorb	the	UV	radiation	

and	react	by	emitting	ultraviolet-induced	visible	fluorescence	according	to	their	

characteristic	fluorescence	colour	(Stuart,	2007,	75-76).	This	is	a	useful	tool	for	identifying	

components	of	paint	such	as	lead	particles,	and	differentiating	organic	binding	media	and	

varnishes	(Grant,	2000a,	Grant,	2000b).		
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Sample	selection	and	advanced	analytical	techniques	

Paint	samples	were	determined	as	most	suitable	for	further	analysis	using	

advanced	instrumental	techniques	based	on	presence	of	visibly	distinct	paint	layers	or	

availability	of	pigment-rich	material.		

For	the	purposes	of	this	research,	advanced	instrumental	techniques	include	

scanning	electron	microscopy	with	energy	dispersive	spectroscopy	(SEM-EDS),	Fourier-

transform	infrared	spectroscopy	(FTIR),	Raman	spectroscopy	and	polarised	light	

microscopy	(PLM).	Advanced	instrumental	techniques	provide	valuable	additional	

information	on	the	pigments	and	binding	medium	used	in	the	paints	and	requires	

additional	sample	preparation,	access	to	appropriate	equipment	and	training	to	perform	

the	analysis,	skill	and	experience	in	data	interpretation.	For	these	reasons,	advanced	

instrumental	techniques	were	performed	by	a	trained	operator	at	the	School	of	

Chemistry	laboratories,	University	of	Lincoln	and	PLM	by	an	external	materials	scientist	at	

Northumbria	University.		

	

Advanced	Instrumental	Techniques	

	 Scanning	electron	microscopy	(SEM)	uses	beam	of	high-speed	electrons	focussed	

through	electromagnetic	lenses	(in	a	vacuum)	and	rastered	over	an	area	of	the	sample	to	

create	an	image	of	an	object.	SEM	generates	a	detailed	three-dimensional	microscopic	

image	of	the	surface	topography	of	the	paint	sample	or	cross-section	through	detection,	

amplification	and	measurement	of	back-scattered	electrons	(BSE).	SEM-BSE	is	used	to	

investigate	the	surface	characteristics	of	paintings	and	objects	to	identify	cracking	and	

other	paint	drying	problems,	clarify	the	relationship	between	pigment	and	binding	

medium,	surface	pores	and	surface	coatings.	SEM-BSE	imaging	was	used	to	confirm	the	

number	and	thickness	of	paint	layers	in	cross-sections.	

	 When	combined	with	energy	dispersive	X-ray	spectroscopy	(EDS)	SEM	provides	an	

elemental	analysis	of	very	small	samples	through	detection	and	analysis	of	X-rays	

produced	by	secondary	electron	emission	emitted	from	the	sample.	SEM-EDS	is	

particularly	useful	to	differentiate	multiple	pigments	in	unmounted	samples	and	cross-

sections	by	their	elemental	composition	(Stuart,	2007,	94).	SEM	of	cross-section	and	

unmounted	paint	samples	in	solid	or	powder	form	used	a	FEI	Company	Inspect	scanning	
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electron	microscope	with	xT	Microscope	Control	supporting	software	coupled	with	

Oxford	Instruments	INCAx-act	Silicon	Drift	Detector	(the	EDS	detector)	and	INCA	

supporting	software.	

	 Polarising	light	microscopy	(PLM)	uses	polarised	light	and	the	refractive	index	of	

the	sample	material	to	give	information	on	the	optical	properties	of	the	material	over	

different	optical	planes.	This	method	aids	identification	of	pigment	and	fibre	samples	and	

mineral	composition	of	stone	(Stuart,	2007,	82-86).	It	is	useful	with	anisotropic	materials	

which	have	a	range	of	refractive	indices	depending	on	direction	of	light	source	through	

the	material	and	the	plane	of	the	material.	PLM	requires	both	reflected	and	transmitted	

light	function	for	polarising	filters.	PLM	used	a	Motic	BA310	Polarizing	Microscope	with	

Motic	Images	Plus	2.0	ML	software	to	capture	images	of	dispersed	samples,	which	were	

examined	for	particle	morphology	and	birefringence.		

	 Raman	spectroscopy	provides	information	on	the	composition	of	the	paint	layers	

by	identifying	the	molecules	present.	Raman	spectroscopy	identifies	molecules	based	on	

how	incident	light	is	scattered	by	its	signature	chemical	bonds	and	their	vibrational	

modes.	Raman	spectroscopy	measures	the	radiation	that	is	scattered	by	an	irradiated	

molecule,	i.e.	radiation	that	is	not	absorbed	and	has	a	change	in	the	wavelength	due	to	

changes	between	rotational	and	vibrational	states	of	the	molecular	bonds	giving	a	

fingerprint	of	the	particular	molecule.	The	difference	between	incident	and	scattered	

radiation	is	plotted	and	the	spectrum	compared	to	a	Raman	spectra	database	of	known	

molecules	(Bell,	Clark	and	Gibbs,	1997,	Burgio	and	Clark,	2001).	Raman	spectroscopy	is	

used	for	identifying	pigments	and	dyes;	organic	binding	media	and	varnishes;	and	specific	

classes	of	polymers	(Stuart,	2007,	138-157).	

	 Raman	spectroscopy	of	cross-section	and	unmounted	paint	samples	in	powder	

form	used	an	Olympus	BX41	microscope	with	LabRAM	spectrometer,	Euromex	fibre	optic	

cold-light	guide	illuminator	and	LabSpec	supporting	software.	

	

Public	Engagement	

Leaflet	and	questionnaire	

	 Research	methods	were	developed	for	those	projects	where	members	of	the	

general	public	identify	with	or	are	engaged	in	the	restoration-conservation	of	the	built	

heritage.	An	information	leaflet	was	developed	for	one	community-based	group	for	them	



	

	 16	

to	utilise	in	their	funding	campaign	and	to	raise	awareness	within	the	local	region.	A	

researcher-generated	questionnaire	was	used	in	a	separate	project	to	ascertain	

stakeholder	views	on	the	conservation	work	being	undertaken	and	to	facilitate	key	

stakeholders	to	engage	with	the	conservators.		

	

Built	heritage	used	in	this	research	

	 Hannan	and	Longair	state	that	an	overall	research	methodology	is	based	on	the	

combination	of	research	questions,	research	methods,	a	research	framework,	and	the	

sources	used	to	generate	the	information	(2017:	73,	145).	Three	examples	of	built	

heritage	are	used	as	an	information	source	to	support	APR	as	a	case	study	and	a	brief	

introduction	to	each	project	is	provided	here.	

	

Example	One	-	Wesleyan	Methodist	Chapel	at	Nenthead	(Nenthead	Chapel)	

	 Nenthead	Chapel	is	situated	in	a	remote	mining	village	in	Cumbria.	Built	in	1873,	

the	current	Chapel	was	last	used	for	worship	in	2002	and	in	2012	was	designated	a	Grade	

II	listed	building	(Historic	England,	2015a).	In	2013	a	group	of	Nenthead	community	

volunteers	formed	the	Nenthead	Chapel	Project	Group	and	in	2016	secured	Heritage	

Lottery	Fund	funding	to	conserve	and	develop	Nenthead	Chapel	as	a	multipurpose	

community	centre,	café	and	interpretation	centre	(Nenthead	Chapel	Project,	2014).		

	 Nenthead	Chapel	is	a	current	project	using	APR	to	research	the	original	decorative	

finishes	to	inform	the	conservation	decision	on	the	paint	scheme	to	be	reinstated	in	the	

Chapel.	This	project	is	characterised	as	a	community-based	commercial	project	and	the	

paint	research	and	analysis	component	was	subject	to	contractual	and	financial	

constraints	that	limited	the	involvement	of	the	conservation	practitioner	and	their	level	

of	influence	within	the	project	team.	The	researcher	participated	in	all	aspects	of	the	APR	

and	analysis	as	part	of	the	contracted	Crick	Smith	University	of	Lincoln	team.		

	

Example	Two	–	Adam	Library	at	Kenwood	House	 	

	 Kenwood	House	is	a	neoclassical	Georgian	villa	located	in	Hampstead	Heath,	

London.	The	Library	was	built	between	1764-1779	by	Robert	and	James	Adam	for	William	

Murray,	the	Lord	Chief	Justice.	The	building	has	undergone	a	number	of	refurbishments	

and	the	most	recent	extensive	refurbishment	by	English	Heritage	was	completed	in	2013.	
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	 The	Adam	Library	at	Kenwood	House	is	a	retrospective	project	that	reviews	the	

paint	research	and	analysis	results,	which	provided	information	on	the	original	Adam	

scheme.	This	project	was	included	because	APR	focused	the	conservation	of	the	Library	

on	a	key	feature	of	the	decorative	scheme	that	formed	the	basis	of	lengthy	discussion	

within	the	project	group:	the	extent	of	gilding	in	the	original	scheme.	APR	provided	

conclusive	empirical	evidence	of	the	original	Adam	scheme	and	effectively	brought	about	

extensive	changes	to	the	historic	interior	of	the	Library.		

	

Example	Three	–	William	Butterfield	Chapel	at	St	Anne’s	Bedehouses	 	

	 The	Chapel	at	St	Anne’s	Bedehouses,	designed	by	William	Butterfield	and	

consecrated	in	1854,	is	located	in	Lincoln,	U.K.	The	Chapel	is	Grade	II	listed	and	has	been	

in	use	continually	since	constructed	serving	the	residents	of	the	co-located	bedehouses	as	

well	as	worshippers	from	the	surrounding	area.		

In	2015	following	an	informal	discussion	with	the	Chaplain,	the	researcher	and	Crick	

Smith	University	of	Lincoln,	initiated	a	student-based	project	to	remove	overpaint	from	

and	reveal	the	original	polychrome	tiles	located	in	the	Chapel’s	altar.	Preliminary	paint	

research	was	performed	to	inform	the	project	requirements	for	a	Method	Statement,	

Health	and	Safety	Risk	Assessment,	costings	and	timeline.	This	project	demonstrates	how	

APR	was	used	to	engage	the	community	and	stakeholders	and	how	APR	facilitates	

conservators	to	be	both	practitioner	and	researcher,	successfully	bridging	the	commercial	

and	academic	worlds.	
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Chapter	TWO	-	LITERATURE	REVIEW	

	

Introduction	

	 The	study	of	material	culture	is	now	considered	to	be	one	of	the	most	dynamic	

and	wide-ranging	areas	of	contemporary	scholarship	(Hannan	and	Longair,	2017,	160,	

Harvey,	2009,	6-7,	Tilley,	2006c).	The	maturing	of	material	culture	studies	has	significant	

implications	for	heritage	scholars.	Firstly,	it	enables	researchers	to	explore	new	research	

practices	and	skills	so	they	can	incorporate	the	physical	evidence	of	material	culture	into	

their	research,	and	secondly	it	facilitates	an	understanding	that	objects	are	active	and	

autonomous	and	not	simply	reflective,	that	objects	demand	the	same	respect	and	validity	

as	written	documents.		

	 The	following	review	of	secondary	sources	demonstrates	that	while	scholars	agree	

material	culture	provides	a	unique	source	of	primary	data,	there	is	an	omission	of	

material	evidence	particularly	in	studies	of	interior	design.	Where	studies	of	material	

culture	do	not	adequately	engage	with	the	materiality	of	objects	they	ignore	an	integral	

aspect	of	that	object,	namely	the	dynamism	of	the	object-person	interaction	(Hannan	and	

Longair,	2017,	11).	As	historian	Robert	Friedel	writes	‘It	is	ironic	that	studies	of	material	

culture	should	so	neglect	the	actual	materials	that	go	into	creating	culture’	(1993,	42).	

Researcher	and	material	culture	scholar	Bill	Brown	notes	that	the	physical	matter	

(materiality)	of	things	has	been	ignored	or	omitted	in	studies	of	material	culture	in	

preference	for	information	on	design,	maker	and	purpose	(2013,	190).	

	 This	research	demonstrates	that	conservation	is	a	valuable	tool	to	investigate	

material	culture	because	it	enables	engagement	with	the	material	of	the	culture.	This	

research	uses	APR	as	a	case	study	to	explore	this	statement	using	built	heritage	as	

material	culture	exemplar.	A	selective	review	of	the	literature	establishes	that	built	

heritage	functions	as	shelter	and	also	as	cultural	repository,	demonstrating	how	material	

culture	holds	affective	weight	and	represents	identity	for	individuals,	communities	and	

for	society.	Two	examples	of	built	heritage,	ecclesiastical	structures	and	the	country	

house	are	discussed	for	their	influence,	impact	and	contribution	to	this	research.	The	
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chapter	builds	on	these	examples	to	explore	how	interiors	of	built	heritage	are	an	

underutilised	resource	in	the	study	of	material	culture.		

	

A	definition	of	material	culture	

	 Material	culture	in	its	broadest	sense	includes	all	human-made	objects	(Auslander,	

2005,	1015).	Material	culture	is	composed	of	the	words	material,	meaning	any	physical	

substance	and	culture,	which	can	have	multiple	meanings	depending	on	the	context	in	

which	it	is	used	(Williams,	1988).	It	is	useful	to	explore	the	meaning	of	culture	as	it	is	used	

in	various	disciplines	because	of	the	term’s	ambiguity	and	potential	for	a	wide	range	of	

meanings.	The	historian	Prown	defines	culture	as	‘the	prevailing	attitudes,	customs,	or	

beliefs	that	condition	the	ways	in	which	things	are	said,	done,	or	made’	(1993,	3).	

Williams’	text	Keywords:	a	vocabulary	of	culture	and	society	provides	a	number	of	

definitions	for	culture:	in	archaeology	and	cultural	anthropology	a	reference	to	‘culture	or	

a	culture	is	primarily	to	material	production’,	and	in	history	and	cultural	studies	the	

reference	is	‘primarily	to	signifying	or	symbolic	systems’	(1988,	91	emphasis	in	original).	

The	range	and	overlap	of	meanings	associated	with	the	word	‘culture’	provides	fertile	

ground	for	scholars	to	adapt	its	use	within	their	specific	discipline.		

	 Pearce	states	the	term	material	culture	is	actually	a	phrase,	which	should	be	used	

as	a	collective	noun	to	encompass	the	multiple	and	‘slightly	different	shade	of	meaning	

[which]	…	comes	from	a	distinguishably	different	tradition	of	study’	associated	with	the	

acquisition	and	display	of	different	objects	into	a	humanly	constructed	collection	(1994,	

14).	Deetz	defines	material	culture	as	‘that	sector	of	our	physical	environment	that	we	

modify	through	culturally	determined	behavior’	thereby	acknowledging	the	extent	that	

human	expression	shapes	the	natural	world	and	why	the	study	of	material	culture	is	

about	the	interaction	of	humans	and	objects	(1996,	35).		

	 In	order	to	study	material	culture,	we	first	need	to	describe	it	and	this	is	

complicated	by	the	many	and	varied	terms	used	by	researchers	reflecting	the	variation	in	

approaches.	Terms	such	as	object	(Caple,	2006,	Gosden,	2006,	Hoskins,	2006,	Keane,	

2006),	thing	(Alder,	2007,	Hodder,	2012,	Olsen,	2010),	specimen	(Pedder-Smith,	2011),	

and	artefact	(Prown,	1993,	Scott,	2015)	are	used,	sometimes	interchangeably,	to	describe	

individual	items	or	‘lumps	of	the	physical	world	to	which	cultural	value	has	been	ascribed’	
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(Pearce,	1994,	9)	and	to	avoid	‘the	bristling	ugliness	of	[the	phrase]	material	culture’	

(Kubler	quoted	in	Schlereth,	1985,	3).	

	 The	word	artefact	is	comprised	of	‘art’	derived	from	the	Latin	ars,	artis	(meaning	

skill	in	joining),	and	‘fact’	derived	from	the	Latin	facere	(meaning	to	make	or	to	do),	or	

factum	(meaning	deed	or	act)	(Prown,	1993,	2)	and	is	closest	definition	of	physical	matter	

consciously	shaped	by	human	activity	(Caple,	2006,	1).	Pearce	argues	that	artefact	is	

often	associated	with	archaeological	finds	and	used	to	distinguish	humble	domestic	

products	of	socially	low	value	from	art	with	its	higher	value,	thereby	promoting	a	narrow	

view	of	‘what	constitutes	material	objects’	(Pearce,	1994,	11).	However,	not	all	

handmade	items	are	humble	and	their	ascribed	value	varies	within	their	social	structure	

and	within	their	economic	context	as	a	commodity.	Artefact	is	more	appropriately	

described	as	encompassing	the	many	and	varied	elements	that	make	up	the	object,	

namely	its	materiality	and	its	relationship	with	the	people	who	made	it	and	the	world	it	

inhabits	(Graves-Brown,	2000).		

	 Object	as	a	descriptor	lacks	the	connotation	of	applied	human	agency,	however,	

object	becomes	artefact	when	it	embodies	all	that	has	been	enacted	on	it	over	time	by	

people	and	societies	(Schlereth,	1985,	3).	The	passive	associations	of	object	negatively	

defined	against	subject	stems	from	its	use	in	grammar.	However,	object	is	a	useful	

descriptor	for	this	thesis	as	it	allows	the	research	to	demonstrate	how	conservation	can	

activate	the	object	and	reveal	inherent	agency	(Griswold,	Mangione	and	McDonnell,	

2013,	Latour,	2005).	Object	also	allows	the	research	to	establish	links	with	actor-network	

theory	(ANT),	which	theorises	that	objects	can	act	as	independent	causal	agents	to	

influence	human	action	(Griswold,	Mangione	and	McDonnell,	2013,	Olsen,	2006).	

	 Thing	could	be	considered	a	preferable	descriptor	as	it	does	not	hold	the	

relational	context	of	object,	defined	by	its	oppositional	subject,	thereby	allowing	it	to	

exhibit	its	own	agency.	Thing	avoids	the	perceived	low-value	connotation	of	artefact,	yet	

can	still	be	considered	material	culture	and	physical	matter.	The	literature	on	material	

culture	increasingly	uses	thing	as	descriptor	and	for	discussions	on	thing	theory	(Hodder,	

2012,	Hodder	and	Lucas,	2017,	Olsen,	2010).		Despite	these	reasons	and	currency	of	thing	

as	a	descriptor,	its	impersonal	connotations	make	it	difficult	to	incorporate	in	the	written	

thesis.	Additionally,	thing	as	a	descriptor	is	not	suitable	for	this	research	which	focuses	on	
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object-oriented	research	and	on	object-human	interaction	and	for	these	reasons	the	

thesis	preferentially	uses	object	as	descriptor	of	material	culture.		

	 The	connotations	and	meanings	associated	with	the	descriptors	of	material	

culture	are	many	and	varied.	In	all	cases	this	thesis	will	be	considering	objects	as	material	

culture	for	their	physical	characteristics	and	their	social	meaning.	It	will	focus	on	specific	

aspects	of	material	culture	studies	such	as	the	materials,	processes,	skills	and	techniques	

used	to	develop,	decorate,	analyse	and	interpret	decorative	schemes	in	historic	buildings.	

For	this	research,	a	decorative	scheme	is	understood	to	be	part	of	an	object,	as	it	refers	

to	a	particular	physical	aspect	of	the	interior	space	of	a	historic	building.	The	paint	

fragment	taken	from	the	decorative	scheme	will	be	referred	to	as	a	sample,	which	is	

consistent	with	terminology	used	in	the	field	of	paint	analysis.		

	 	The	next	section	progresses	the	discussion	of	material	culture	by	reviewing	

current	thinking	on	the	properties	and	attributes	of	objects.	

		

Objects	as	tangible	and	intangible	cultural	heritage	

	 The	research	of	objects	commonly	uses	a	phenomenological	approach,	with	the	

aim	of	describing	an	object	from	its	observable	phenomena,	free	from	hypotheses	or	

preconceptions	(in	line	with	Husserl's	approach	(1970),	cited	in:	Lester,	1999,	1).	By	

adopting	such	an	approach	researchers	put	their	experience	of	the	object	at	the	centre	of	

enquiry	to	find	its	“essence”	or	material	truth	by	listing	observable	information	and	

documenting	empirical	data	(Auslander,	2005,	6,	Caple,	2006,	206).	However,	as	already	

noted,	the	maturing	approach	to	the	study	of	material	culture	and	its	representative	

object	is	described	as	complex	and	eclectic	requiring	the	researcher	to	include	the	

physical	and	sensual	qualities	of	objects	to	accurately	establish	the	essence	of	an	object	

(Harman,	2013,	195-197,	Schlereth,	1985,	3,	Tilley,	2006c,	1).	Objects	are	integral	to	and	

intertwined	with	society,	requiring	the	researcher	to	‘…	simultaneously	establish	the	truth	

of	the	object	and	its	social	meaning	and	place’	(Auslander,	2005,	1025).	The	diachronic	

approach	to	understanding	the	nature	of	an	object	is	reflected	in	the	construction	of	an	

object	biography	over	time,	in	effect	linking	each	synchronic	meaning	of	the	object	to	the	

period	in	which	it	was	used	or	experienced.	In	other	words,	the	life	history	of	an	object	

can	be	viewed	as	an	‘historical	narrative	of	endless	succession	of	presents	…’	(Harvey,	

2008,	23)	revealing	the	many	and	diverse	“truths”	that	may	be	attributed	to	any	
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particular	object	situated	in	a	particular	time,	society,	place	or	context	(Eastop,	2006,	518,	

Thomas,	1997,	23).	This	approach	to	an	object’s	biography	assumes	that	the	meaning	of	

objects	will	change	over	time	and	the	value	associated	with	that	object	also	shifts	and	

changes	based	on	the	cultural	context	in	which	the	object	exists.		

	 Human	beings	throughout	history	share	a	common	trait,	their	awareness	of	the	

temporality	of	their	existence	and	their	embodiedness,	or	physical	presence	within	the	

abstraction	and	vastness	of	the	universe	that	surrounds	them	(Auslander,	2005,	1018,	

Marincola,	2015,	7).	Some	scholars	argue	that	this	is	expressed	through	the	making,	

sharing,	and	transfer	of	objects	(Auslander,	2005,	1019).	These	artefacts	can	therefore	be	

understood	as	imbued	with	the	essence	of	an	important	event,	or	transitional	moment,	in	

the	life	of	the	individual	or	the	society,	their	purpose	to	give	witness,	validation,	and	

promote	remembrance	(Csikszentmihalyi,	1993,	27,	Prown,	1993,	2).	Examples	include	

precious	metal	such	as	gold	or	silver	fashioned	into	wedding	bands	signifying	a	bond	

between	two	people	and	a	physical	reminder	of	commitment,	and	metal	sourced	from	

ammunition	or	provision	packaging	fashioned	into	items	of	“Trench	Art”,	thereby	

actualising	and	commemorating	the	soldier’s	experience	through	the	materials	used	in	a	

particular	conflict	(Saunders,	2002).	Textiles	such	as	wedding	and	christening	gowns	mark	

their	respective	significant	events,	and	when	handed	down	through	generations	of	a	

particular	family	can	act	as	commemorative	objects,	through	the	physical	act	of	caring	for	

and	wearing	the	garment	and	relaying	the	story	of	its	manufacture,	use,	and	association	

with	specific	family	members.	Textiles	as	flags	can	identify	a	group	of	like-minded	

individuals,	a	country,	or	mark	a	significant	event	for	example	the	Eureka	Flag	symbolises	

the	Australian	goldfield	workers’	struggle	for	rights	(Flag	Society	of	Australia,	2014),	the	

United	States	flag	first	commissioned	in	1777	codifies	that	nation’s	independence	from	

Britain	(Smithsonian,	2018).	These	examples	demonstrate	the	significance	of	the	

intangible	heritage	aspects	of	the	respective	tangible	objects.		

	 Some	modern-day	examples	of	tangible	material	culture	have	evolved	from	purely	

intangible	cultural	heritage	practices	and	traditions,	which	hold	witness	to	important	

cultural	events.	An	example	of	this	is	the	traditional,	clan-specific	motifs	and	designs	used	

by	indigenous	first-nation	Australians	to	decorate	the	body	during	ceremonial	occasions.	

The	intangible	meaning	of	the	traditional	motifs	are	intricately	linked	with	the	physical	act	

of	decorating	and	redecorating	the	body,	retelling	storylines	through	the	practice	of	ritual	
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validates	the	clan	identity.	The	tangible	evidence	of	body	decoration	is	intended	to	be	

transient,	produced	anew	at	each	ceremonial	occasion	giving	weight	to	Harrison’s	

argument	that	the	connectivity	between	human	and	other-than-human	in	Indigenous	

culture	is	indistinguishable	(2015,	30).	The	practice	of	body	decoration	has	been	adapted	

over	time,	with	decorations	initially	being	transferred	to	bark	and	then	to	canvas,	thus	

changing	the	cultural	dynamic	of	this	practice	to	create	objects	that	persist	rather	than	

remaining	transient	(McCarthy,	2006,	Smith,	2006,	54).	The	importance	of	acknowledging	

the	tangible	and	intangible	aspects	of	cultural	heritage	lies	in	recognising	that	the	two	

concepts	exist	concomitantly	in	objects.	An	outcome	of	articulating	the	intangible	is	

validating	the	importance	of	non-Western	ways	in	which	heritage	is	created,	enacted	and	

reinforced,	as	outlined	in	the	2003	Convention	for	the	Safeguarding	of	the	Intangible	

Cultural	Heritage	(UNESCO,	2003).		

	 Acknowledging	the	tangible	and	intangible	aspects	of	cultural	heritage	is	relevant	

to	this	research	to	demonstrate	how	objects	often	predate	written	language	as	the	main	

form	of	expression	and	transmission	of	information.	By	recognising	the	intangible	aspects	

of	objects,	researchers	acknowledge	limitations	to	the	information	that	can	be	accessed	

by	empirical	methods,	highlighting	the	contextual,	cultural	and	societal	factors	that	

influence	the	production	of	material	culture	(Clark,	2001,	9,	Smith,	2006,	27).	This	

research	argues	that	conservation	has	the	ability	to	interrogate	the	tangible	properties	of	

an	object	to	reveal	information	about	its	manufacture,	use	and	cultural	context,	and	in	

doing	so	can	provide	insights	into	its	intangible	aspects.		

	

Object	life	cycle		

	 Material	culture	studies	focus	on	the	specifics	of	the	relationship	and	interactions	

between	humans	and	objects,	the	object’s	passage	through	the	lives	of	people	and	other	

actors	(Graves-Brown,	2000,	5,	Griswold,	Mangione	and	McDonnell,	2013).	The	

anthropomorphic	way	in	which	researchers	describe	objects	as	having	“lives”,	introduces	

the	concept	that	they	are	animated	or	“enlivened”	by	their	human	transactions	and	

passage	through	the	lives	of	people,	making	artefacts	agents	in	their	own	right	

(Appadurai,	1986,	5,	Gosden	and	Marshall,	1999,	176-177,	Green,	2012,	59,	Hoskins,	

2006,	Joy,	2009,	544-545,	Shanks,	2013,	110).	The	object’s	lives	can	be	classified	as	

singular,	separate	identities	occurring	at	separate	points	in	time,	those	identities	
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changing,	being	reclassified,	as	a	result	of	the	object’s	changes	in	use,	status,	value,	and	

context	(Kopytoff,	1986,	90,	Streeton,	2016,	8,	Tilley,	2006e,	71).	A	copper	cooking	pot	

originally	used	as	a	functional	utensil	in	a	farm	kitchen	is	in	time	replaced	by	cooking	pots	

made	of	modern	materials	and	is	used	instead	as	an	ornament	for	the	aesthetic	value	of	

its	shape	and	patina.	Human	garments	such	as	doublets	and	shoes	originally	used	to	

clothe	their	owners	are	later	concealed	in	houses	and	used	to	ward	off	evil	spirits	(Eastop,	

2006,	522-524).	In	the	Massim	region	of	Papua	New	Guinea	shells	are	harvested	and	

made	into	objects	for	Kula,	which	is	a	system	of	exchange.	The	shells	act	as	currency	and	

as	symbols	of	importance	changing	owners	many	times	over,	each	occasion	adding	to	

their	object	life	cycle	(Appadurai,	1986,	18,	Campbell,	1983,	229).	The	Wala	canoes	of	

Vanuatu	are	physical	mediators	of	time,	as	the	traditions	of	making	and	decorating	these	

canoes	brings	the	past	into	the	present	through	the	physical	act	of	creating	the	canoes	

(Tilley,	2002).	The	interior	design	and	decoration	of	historic	buildings	can	change	multiple	

times	over	the	life	of	the	structure	and	provide	information	on	changes	to	the	fabric	of	

the	building	and	changing	uses	of	the	internal	spaces,	allowing	researchers	to	understand	

the	building	in	terms	of	its	life	cycles	(Buchli,	2002,	Caple,	2006,	8-12).	

	 Researchers	of	material	culture	may	choose	to	emphasise	the	object’s	context,	

the	people	who	made	and	used	the	object,	the	particular	cultural,	emotional	or	religious	

reason	for	its	production,	and	conversely,	how	the	object	influenced,	informed	and	

shaped	the	human	experience	(Caple,	2006,	8-12,	Helland,	Lemire	and	Buis,	2014,	1,	

Marincola,	2015,	7-8).	This	provides	researchers	with	an	expanded	definition	of	material	

culture	that	encapsulates	the	physical	attributes	of	the	object,	its	materiality	and	

appearance	and	the	many	and	sometimes	changing	styles,	influences,	and	functions	

through	which	the	object	acquires	meaning,	imbuing	it	with	a	resultant	affective	weight	

(Auslander,	2005,	1019,	Harvey,	2009,	3).	The	object’s	passage	through	time	

encompasses	the	‘collapsed	acts’	(Graves-Brown,	2000,	5)	of	all	that	has	been	enacted	

upon	it	turning	it	‘into	a	humanly	defined	object,	that	is,	an	artefact’	(Pearce,	1995,	14).	

This	research	uses	the	object’s	life	cycle	to	explore	the	human-object	interaction	and	built	

a	narrative	based	on	findings	from	material	culture.		

	 Owens’	exploration	of	Victorian	working-class	life	through	the	excavation	of	East	

London	cesspits	demonstrates	the	expanded	definition	of	material	culture	through	an	

historical-archaeological	approach	(2010).	By	studying	the	‘broken,	tattered	and	
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fragmented	belongings	of	Victorian	Londoners	that	were	discarded	into	household	

privies’	they	focus	their	study	on	‘the	material	culture	of	disposal	and	abandonment:	

artefacts	that	were	thrown	away,	evidently	unwanted	or	no	longer	of	use’	(Owens	et	al.,	

2010,	213).	This	type	of	material	culture	is	far	removed	from	the	fashionable	luxury	items	

of	the	period	studied	for	their	symbolic	meaning,	links	to	consumerism	and	improvement	

in	social	status	as	seen	in	curated	museum	collections.	The	availability	of	these	discarded	

everyday	household	objects	are	a	unique	archaeological	resource	that	were	an	

unexpected	consequence	of	sanitary	reform,	providing	a	‘material	culture	time	capsule’	

capturing	a	particular	period,	or	chronology	of	periods	in	a	household’s	history	(Owens	et	

al.,	2010,	216).	The	objects	reflect	the	wear	and	tear	of	use,	the	preparation	of	food	and	

drink,	the	care	of	children	and	the	‘sociability,	pleasure	and	release	offered	by	alcohol	

and	tobacco’	to	the	inhabitants	over	the	lifetime	of	the	object	(Owens	et	al.,	2010,	214).	

These	mundane	objects	of	the	working	classes	are	important	for	understanding	the	poor	

and	marginal	populations	within	urban	centres	who	had	‘no	textual	voice’	(Owens	et	al.,	

2010,	213).	By	making	the	enquiry	object-centred	the	researchers	establish	a	dialogue	

with	other	evidence	derived	from	the	wider	socio-cultural	contexts,	thereby	contributing	

to	a	research	agenda	called	‘ethnography	of	place’	(Mayne	and	Lawrence,	1999,	325-348,	

Owens	et	al.,	2010,	215).	

	

Object	cultural	biography	

	 When	researching	any	object,	it	is	important	to	situate	the	information	and	

derived	understanding	within	the	appropriate	context	and	view	the	object	in	relation	to	

relevant	contributing	factors.	These	factors	include	the	particular	place	or	space,	

particular	time	(decade,	century,	identified	era),	the	contemporary	objects	that	reside	

with	them	and	the	society	(culture)	or	group	that	owns,	uses	or	created	them	(Caple,	

2006,	12).	This	is	how	objects	acquire	their	own	specific	biography,	moving	from	place	to	

place,	hand	to	hand,	their	pathway	is	both	reflective	of	the	cultural	context	at	any	

particular	point	in	time,	and	also	constitutive	of	their	status	or	standing	within	the	social	

arena	of	any	particular	phase	of	the	object’s	career	or	life	(Appadurai,	1986,	17-19).	The	

object’s	importance	or	status	will	be	influenced	by	the	particular	use	or	reason	for	making	

the	object	and	the	materials	it	was	made	from.	
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	 Information	gathered	from	analysis	and	investigation	of	the	object’s	passage	

through	time	constructs	life	histories,	which	collectively	constitute	the	object’s	cultural	

biography	(Kopytoff,	1986,	66-67).	The	concept	of	a	life	history	for	objects	opens	the	way	

for	researchers	to	explore	and	document	the	primary,	physical	evidence	gleaned	from	the	

object	and	link	it	to	the	object’s	own	cultural	context	to	explore	the	object-person	

interaction.	Much	as	anthropologists	would	ask	questions	and	gather	information	about	

people	within	their	society,	researchers	can	pose	questions	of	the	object,	such	as:	where	

does	the	object	come	from?	who	made	it?	what	has	been	its	career	so	far?	how	was	it	

adapted,	renewed,	repurposed?	and	what	social	interactions	were	associated	with	the	

object	(Hannan	and	Longair,	2017,	61,	Kopytoff,	1986,	66,	Schiffer,	2000,	80-81)?	

Questions	which	can	be	answered	through	investigation	of	the	object’s	materials	and	

processes	of	manufacture,	analysis	of	physical	traces	and	other	evidence,	which	show	

how	the	object	was	used	and	altered	over	time.	This	allows	for	further	exploration	into	

the	cycle	of	design,	production,	distribution,	consumption	(use),	reuse,	discard,	

abandonment,	decay	or	preservation,	referred	to	as	the	object’s	life	history,	as	shown	in	

Caple’s	OPUS	diagram	(Fig.	2.1)	(2006,	Figure	1.3).	

	

	
Figure	2.1:	Object	production	and	use	sequence	(OPUS)	diagram,	reproduced	from	Caple	

2006.	
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	 As	an	object	goes	through	different	phases	of	its	life,	its	functionality	may	alter	

from	the	original	proper	function,	for	which	the	object	was	intended,	to	a	different	

system	function,	for	which	it	is	actually	used	in	a	particular	context	(Preston,	2000,	30).	

Preston	gives	the	example	of	a	chair	whose	proper	function	is	to	support	a	seated	human	

body.	However,	in	another	context,	as	an	object	that	can	provide	height,	the	chair	may	

have	a	system	function	to	elevate	a	human	body	to	enable	the	human	to	change	a	light	

bulb.	These	functions	and	changes	in	function	are	influenced	by	the	context	in	which	the	

object	exists,	which	are	in	turn	constituted	by	other	objects,	human	action,	societal	and	

cultural	influences.	This	explains	how	the	function	of	a	physical	object	can	change	

because	the	object	is	itself	a	part	of	the	society	and	culture	within	which	it	exists,	or	lives	

(Preston,	2000,	29-33).		

	 A	chair	may	also	be	imbued	with	meaning	not	related	to	its	function,	such	as	the	

chair	used	by	George	Washington	during	constitutional	debates	that	culminated	in	the	

U.S.	Declaration	of	Independence.	This	particular	chair,	known	as	the	speaker’s	chair,	is	

viewed	as	a	symbol	of	power,	learning	and	democracy,	but	a	study	of	the	materials	used	

to	manufacture	the	chair,	reveal	it	was	made	from	mahogany,	the	wood	harvested	by	

slaves.	The	chair	as	a	physical	object,	its	materiality	and	manufacture,	speaks	of	multiple	

cultural	and	historical	contexts,	including	slavery	in	Central	America	and	the	West	Indies,	

and	cabinet	making	during	the	eighteenth-century	Age	of	Mahogany.	The	chair’s	material	

provenance	is	‘at	odds	with	the	cultural	history	of	the	object’	symbolising	the	

revolutionary	promise	of	liberty	through	independence	(Brown,	2013,	191).	This	example	

shows	how	the	materiality	of	the	chair	challenges	its	symbolic	meaning	and	how	applying	

an	object-centred	approach	illustrates	its	cultural	biography	and	challenges	the	historical	

narrative.		

	

Material	culture	contributing	to	heritage	

	 Heritage	is	frequently	viewed	as	a	discourse,	as	a	process,	as	a	political	tool,	a	

process	of	commodification	and	as	a	driver	for	developing	government	policy	and	

institutional	practices	(Harvey,	2008,	19,	Smith,	2006,	11-13).	Bringing	the	past	into	the	

present	is	a	primary	objective	of	the	heritage	industry	to	support	cultural	tourism,	which	

forms	a	significant	proportion	of	the	global	economy	today	(Smith,	2006,	3).	The	

commercial	incentive	associated	with	heritage	has	led	historians	to	question	the	ethics	of	
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the	heritage	industry	for	the	way	it	artificially	constructs	and	offers	up	‘the	remains	of	the	

past	…	for	local	and	global	consumption	in	the	politics	of	personal	and	local,	ethnic	and	

national,	identity’	(Shanks,	2013,	109).	There	is	however,	a	positive	side	to	the	

commodification	of	heritage.	According	to	Harvey	‘Every	society	has	had	a	relationship	

with	its	past,	even	those	which	have	chosen	to	ignore	it’	(2001,	320).	Heritage	provides	a	

vehicle	whereby	people	use	the	past	to	construct	identity	at	both	a	communal	and	

personal	level,	and	to	facilitate	and	foster	‘feelings	of	belonging	and	continuity’	(Harvey,	

2008,	19,	Lowenthal,	1985,	214-219).	

	 Heritage	can	be	explained	as	a	means	to	interrogate,	document	and	quantify	the	

historical	past	through	stories,	dates	and	chronologies	in	order	to	construct	and	access	

cultural	memory,	or	collective	understandings	of	the	past,	and	to	carry	ideas	and	

information	about	the	past	into	the	present	and	to	assemble	futures	(Harrison,	2015,	28,	

Pearce,	1994,	12).	Cultural	memories	are	usually	associated	with	a	social	and	material	

context	of	a	particular	time,	and	may	be	formalised	or	materialised	within	certain	sites,	

objects,	places,	or	practices	which	‘embody	and	signify	past	experience’	(Caple,	2006,	7).	

Examples	of	the	diversity	of	objects,	places	and	practices	that	constitute	cultural	memory	

include	the	Magna	Carta,	Bayeux	Tapestry,	a	Victorian	bereavement	ring	containing	a	lock	

of	hair,	a	war	memorial	cenotaph,	the	World	War	I	battlefields	at	Ypres,	a	christening	

gown,	making	the	Christmas	pudding	using	Mum’s	recipe,	and	revisiting	a	childhood	

home.	

	 A	noteworthy	distinction	between	these	examples	of	material	culture	is	when	

cultural	memory	can	be	imbricated	with	a	physical	object.	Material	culture	is	heritage	

that	is	tangible,	something	created	in	the	past	and	continues	to	exist	in	the	present	

(Caple,	2006,	7).	Prown	provides	a	clear	explanation,	describing	man-made	objects	as	the:	

only	class	of	historical	events	that	occurred	in	the	past	but	survive	into	the	

present.	They	can	be	re-experienced;	they	are	authentic,	primary	historical	

material	available	for	first	hand	study.	Artifacts	are	historical	evidence	(1993,	2-3).	

	

	 This	makes	material	culture	an	invaluable	resource	for	understanding	our	

heritage,	a	means	to	remember	the	past	and	help	people	situate	themselves	and	extend	

their	memory	into	the	future	(Csikszentmihalyi,	1993,	28,	Harvey,	2008,	21).	Material	

culture	provides	a	sign	and	a	physical	presence	to	what	can	be	considered	the	ephemeral	
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concept	of	identity.	Statements	such	as	this	are	somewhat	contentious	and	there	are	

obvious	limitations	to	this	point	of	view.	Not	all	objects	survive	through	time	due	to	

various	agents	of	deterioration	causing	damage,	or	through	loss,	discard	or	

abandonment,	as	a	result	of	fire,	conflict	or	because	the	society	did	not	assign	it	with	

sufficient	cultural	value	to	ensure	its	retention.	Material	culture	is	therefore,	like	all	

historical	sources,	a	partial	record	of	the	past	and	researchers	need	to	be	aware	of	the	

presence	and	absence	of	evidence	and	the	reasons	for	this	(Hannan	and	Longair,	2017,	

86).	Some	historians	are	critical	of	how	heritage	is	appropriated	to	construct	identities,	

often	privileging	one	social	group’s	viewpoint	at	the	expense	of	other	groups	of	people,	

or	by	offering	up	the	remains	of	the	past	as	commercial	commodity	(Graham,	Ashworth	

and	Tunbridge,	2000,	41,	Shanks,	2013,	109).	Despite	the	qualifications	ascribed	to	using	

objects	to	inform	heritage,	it	is	nonetheless	the	case	that	people	‘give	objects	significance	

by	the	ways	in	which	[people]	use	them	and	integrate	them	into	everyday	life’	(Graham,	

Ashworth	and	Tunbridge,	2000,	41).	By	their	very	production	and	exchange,	objects	foster	

‘	feelings	of	belonging	and	continuity’,	their	‘physicality	gives	these	feelings	an	added	

sense	of	material	reality’	(Smith,	2006,	48).	

	 This	research	has	reviewed	a	number	of	secondary	sources	to	establish	the	

academic	interest	in	the	study	of	material	culture.	Material	culture	may	encompass	both	

tangible	and	intangible	heritage	significance	and	objects	are	increasingly	studied	and	

described	using	life	cycles	and	cultural	biographies.	To	progress	the	research	questions	

and	demonstrate	why	conservation	is	a	valuable	tool	to	investigate	material	culture	the	

thesis	now	turns	to	a	discussion	of	several	themes	that	have	emerged	from	the	work	of	

researchers	linking	objects	and	heritage.	These	themes	will	demonstrate	how	material	

culture	is	informative,	has	agency,	and	carries	meaning.	

	

Material	culture	is	informative		

	 This	thesis	argues	that	material	culture	has	a	unique	ability	to	communicate	and	

express	emotional,	representational	and	social	meaning	in	a	way	that	is	different	to	

written	texts	(Auslander,	2005,	Emmison	and	Smith,	2000,	107,	Harvey,	2009).		Case	

studies	presented	in	the	Helland	et	al.	book	titled	Craft,	community	and	the	material	

culture	of	place	and	politics,	19th-20th	century	illustrate	the	connections	between	

material	culture,	community	identity,	sociology	and	historical	narrative	by	exploring	craft	
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and	its	relationship	to	and	definition	of	material	culture	within	a	range	of	community	

settings	(2014).	Some	scholars	argue	that	handcrafted	objects	have	a	power	that	resides	

not	only	in	their	aesthetic	or	functional	features,	but	also	in	the	political	and	cultural	

values	embedded	in	the	object,	revealing	the	stories	of	creative	persistence	of	the	

techniques,	the	practitioners	and	the	‘material	debates’	they	represent	(Helland,	Lemire	

and	Buis,	2014,	8).	Handcrafted	objects	deserve	particular	attention	in	material	culture	

studies	because	their	making	reflects	the	object’s	agency	and	the	historiography	of	the	

craftsman’s	practice	(Hassard,	2009,	150).	Crowther’s	chapter	on	Crafting	Suburbia	

presents	buildings	as	‘collective	craftwork’,	that	draw	on	the	makers’	creative	concepts	of	

‘imagination,	emotion	and	intuition’	to	create	real	and	substantial	material	spaces	(2014,	

189),	echoing	Glassie’s	description	of	architecture	as	the	realisation	of	intuition,	planning	

and	knowledge	influenced	by	real-world	situation	(1999,	228).	

	 A	recent	project	to	conserve	the	decorative	scheme	of	the	Great	Hall	at	Kelmarsh	

Hall	designed	by	James	Gibbs	in	the	1730s,	is	an	example	of	prolonging	the	evidence	of	

design	creativity	(Lincoln	Conservation,	2017).	Nancy	Lancaster,	an	American	heiress,	

embarked	on	a	program	of	modernisation	at	Kelmarsh	Hall	in	the	early	twentieth	century.	

Her	design	concepts	were	those	of	an	informed	and	enthusiastic	amateur	interior	

designer	with	great	imagination	and	she	collaborated	with	John	Fowler	to	translate	her	

designs	into	a	new	style	which	became	known	as	the	English	country	house	style	(Hughes,	

2005,	xiv).	Lancaster’s	interior	design	vision	combined	a	paint	scheme	using	tasteful	

bright	colours	with	‘the	three	things	that	were	essential	[to	me]	in	any	room:	real	candle	

light,	wood	fires	and	lovely	flowers’	to	create	the	ambience	of	a	cosy	country	house	(Sühr,	

2005,	54).	Conserving	the	Great	Hall’s	decorative	scheme	required	understanding	

Lancaster’s	design	intent	and	reproducing	the	paint	and	glazes	needed	to	recreate	the	

ambience	of	this	cosy	country	house	interior	(Kelmarsh	Hall,	2016).	

	

Material	culture	has	agency	

	 This	thesis	uses	object-centred	approaches	to	study	material	culture	that	

recognises	the	agency	of	objects.	Objects	are	not	passive	products	of	history	they	can	be	

usefully	seen	as	active	agents	in	history,	which	have	a	‘voice	of	their	own	in	the	

explanation’	of	their	role	or	agency	within	material	culture	(Auslander,	2005,	Griswold,	

Mangione	and	McDonnell,	2013,	Hannan	and	Longair,	2017,	11).	Objects	are	shaped	by	
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humans	at	one	point	in	time,	and	as	that	time	becomes	the	past	these	same	objects	exist	

independently	from	the	people	that	shaped	them	yet	hold	their	purpose	and	meaning.	

Over	time	objects	become	dissociated	from	their	original	maker	and	may	be	taken	up	by	

other	people	who	may	categorise	them	from	a	different	perspective	as	the	object	

influences	the	people	bringing	new	meaning	in	the	new	context.	Objects	are	able	to	

shape	how	people	as	social	beings	think	and	feel,	and	should	be	seen	as	active	agents	

with	the	propensity	to	‘educate	peoples	senses,	and	thus	their	basic	appreciation	of	the	

world’	(Gosden,	2006,	440).			

Objects	are	not	inert	or	passive;	they	help	us	to	give	shape	to	our	identities	and	

purpose	to	our	lives.	We	engage	with	them	in	a	complex	interactive	or	

behavioural	dance	in	the	course	of	which	the	weight	of	significance	which	they	

carry	affects	what	we	think	and	feel	and	how	we	act	(Pearce,	1995,	18).		

	

	 The	relationship	between	object	agency	and	painted	surfaces	can	be	explored	

through	the	history	of	conserving	polychrome	wooden	sculpture.	In	1950s	Germany,	

Johannes	Taubert	recognised	that	the	study	and	restoration	of	polychrome	sculpture	was	

not	as	advanced	as	paintings	conservation,	due	to	the	narrow	focus	of	sculpture	as	

‘exclusively	concerned	with	plastic	form’	and	any	coloured	decorative	elements	were	

considered	extraneous	and	not	important	to	the	conservation	of	the	whole	(Marincola,	

2015,	xiii).	Taubert	posed	object-centred	questions	such	as:	what	is	a	polychrome	finish,	

how	is	it	made,	how	was	it	applied,	how	does	it	affect	the	aesthetic	and	functional	

significance	of	the	object?	Ecclesiastical	polychrome	sculptures	appear	to	be	endowed	

with	special	powers	and	venerated	in	their	own	right	as	objects	of	prayerful	intercessions.	

The	sculpture	might	identify	an	individual	their	purpose	being	as	a	form	of	votive,	or	it	

may	actualise	that	person	as	being	embodied	in	the	sculpture,	a	living	intercessor	

between	the	worshipper	and	God.	The	sculpture	might	represent	a	saint,	the	Virgin	Mary	

or	Christ	as	iconography	allowing	the	worshipper	to	offer	prayers	to	the	image	(Taubert	

and	GCI,	2015,	7).		

	 Taubert	recognised	that	the	colourful	surface	decoration	of	religious	sculptures	

was	integral	to	the	meaning	of	the	sculpture	as	a	votive	image,	and	warranted	systematic,	

microscopic	analysis	of	the	decorative	scheme	before	any	restoration	or	conservation	of	

the	artefact	could	begin	(Marincola,	2015,	ix).	By	recognising	the	importance	of	the	
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decorative	surface,	aesthetically	and	in	its	cultural	context,	the	conservator	

acknowledged	the	agency	of	the	artefact	and	the	active	role	of	the	polychrome	sculpture	

in	observance	of	religious	devotion.	

	

Material	culture	carries	meaning	

	 This	thesis	demonstrates	the	physical	link	between	material	culture	and	heritage	

through	their	construction,	materials	of	manufacture	and	method	of	use.	The	capacity	of	

objects	to	carry	information	allows	researchers	to	use	and	translate	objects	into	language	

(Olsen,	2010,	20)	to	understand	the	meaning	generated	by	them	within	the	relational	

context	of	their	associations.		

	 In	this	way	material	culture	researchers	can	adopt	the	analogy	of	things	as	

language	where	the	text	of	things	has	its	own	grammar	and	vocabulary,	requiring	a	

different	skill	set	to	translate	and	understand	its	meaning	(Adams,	2009,	155,	Auslander,	

2005,	3,	Edwards	and	Hart,	2010,	18).	For	the	majority	of	human	history	objects,	not	

written	language,	was	used	to	convey	information	or	expression.	Trades	and	crafts	

persons	passed	on	their	skills	and	knowledge	to	apprentices	by	doing	and	talking	about	

the	work,	not	documenting	the	technical	processes	(Glassie,	1999,	Gordon,	1993).	Human	

technology	often	included	ritual	activities	to	preserve	the	techniques	of	the	craft	and	

ensure	a	consistent	level	of	quality	(Caple,	2006,	71).	They	had	neither	‘leisure	nor	

incentive	to	write’	because	literary	skills	did	not	advance	the	person	in	their	practice	as	a	

craftsman	or	as	a	technician	(Gordon,	1993,	75).		

	 Caple	explores	how	objects	convey	information	in	some	detail	through	the	

example	of	chairs	(2006,	70).	The	non-textual	information	is	seen	in	the	tools	and	

materials	used	to	make	the	chair	(technology),	the	regional	and	period	style	of	the	chair	

(typology),	and	factors	involved	in	the	chair’s	manufacture,	sale	and	exchange	(social,	

economic).	Non-textual	information	can	also	be	more	personal,	reflecting	the	

motivations,	skills	and	incentives	of	the	maker	and	the	owner.	By	exploring	the	

interaction	between	a	handmade	object	such	as	a	chair	and	its	maker,	the	

‘product/producer	interface’	(Jones,	1993,	194)	the	craftsperson	working	with	the	

material	finds	certain	things	suggest	themselves	as	a	result	of	‘the	grain	of	wood,	the	way	

it	splits,	the	movement	of	a	tool,	the	emotion	of	the	moment’	(Caple,	2006,	70).	
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Conservators	have	the	skills	and	training	to	identify	and	articulate	critical	aspects	of	an	

object’s	materials	and	method	of	manufacture	(Streeton,	2016,	8).	

	 As	textual	resources	became	more	prevalent	and	accessible,	particularly	from	the	

mid-nineteenth	century,	material	culture	was	used	less	by	researchers	as	a	primary	

resource,	the	emphasis	instead	shifting	to	its	ancillary	role	in	adding	to,	supplementing,	or	

corroborating	the	evidence	from	analysis	of	other	primary	archival	sources	(Jones,	1993,	

182-183).	The	focus	of	looking	at	“things”	declined	and	material	culture	considered	an	

‘unacceptable	source	for	serious	historians’	(Green,	2012,	65),	the	material	component	of	

things	were	treated	with	suspicion	and	their	existence	given	provisional	status	(Olsen,	

2010,	20).	There	developed	around	this	time	a	belief	that	the	best	methodology	for	

achieving	‘a	‘scientific’	view	of	history	was	archival	research’	(King,	2012,	16).	The	

historical	archive	achieved	a	status	of	power	as	the	source	of	‘what	can	be	said’,	the	

‘locus	of	authority’	(King,	2012,	17).	By	the	1920s,	object-centred	studies	were	out	of	

favour	in	the	Humanities-based	disciplines	of	anthropology,	archaeology	and	history	of	

art,	the	academic	study	of	objects	no	longer	considered	suitable	to	inform	the	study	of	

culture	(Streeton,	2017,	425).	

	 Separately,	but	related	to	the	perceived	primacy	of	textual	records,	researchers	

became	increasingly	aware	that	by	focussing	on	written	evidence	we	risk	only	knowing	

the	history	of	a	‘prosperous,	literate	minority...	The	history	of	most	people,	preserved	in	

unwritten	artifacts	escapes	into	oblivion.’	(Glassie,	1999,	44).	The	material	turn	to	the	

study	of	objects	allows	for	the	inclusion	of	ordinary	mundane	objects	as	material	

evidence	that	embody	the	‘wordless	experience’	of	the	ordinary	person	(Glassie,	1999,	

44,	Olsen,	2010,	22).	By	prioritising	information	and	affective	memory	as	derived	from	the	

object,	the	researcher	allows	for	the	inclusion	of	less	studied	groups	such	as	the	lower	

socio-economic,	the	disadvantaged	and	the	illiterate	(Hannan	and	Longair,	2017,	7,	

Mayne,	2006,	Owens	et	al.,	2010).			

	 This	section	has	explored	how	material	culture	is	the	physical	evidence	of	our	

cultural	heritage,	which	people	identify	with	and	value	‘as	a	reflection	and	expression	of	

their	evolving	knowledge,	beliefs	and	traditions’	(Historic	England,	2017a).	The	

perspective	of	material	culture	forces	researchers	to	explore	the	human-object	

interaction,	develop	the	object’s	unique	biography	and	contributes	to	our	understanding	

of	history	and	heritage	through	interdisciplinary	study.	By	bringing	together	the	various	



	

	 34	

threads	of	the	discussion	presented	so	far,	this	thesis	argues	that	the	investigation	of	

material	culture	provides	a	unique	source	of	significant	primary	data	often	overlooked	or	

ignored	by	researchers.	

	

A	definition	of	cultural	built	heritage			

	 This	research	focuses	on	one	particular	example	of	material	culture,	namely	

buildings.	There	are	a	number	of	terms	used	by	national	and	international	heritage	

organisations	to	describe	various	aspects	of	the	cultural	heritage	environments.	Terms	

include	built	environment,	historic	environment,	cultural	environment,	built	heritage,	

cultural	heritage,	cultural	built	heritage	and	cultural	heritage	site	(Historic	England,	

2017a).	A	review	of	the	literature	provided	definitions	of	some	terms	to	support	why	this	

thesis	uses	the	phrase	cultural	built	heritage	and	what	this	research	means	when	

discussing	cultural	built	heritage.		

	 Adopting	the	approach	of	working	from	the	outer	layer	inwards,	the	first	term	

considered	is	Historic	Environment,	defined	by	Historic	England	as	comprising:	

All	aspects	of	the	environment	resulting	from	the	interaction	between	people	and	

places	through	time,	including	all	surviving	physical	remains	of	past	human	

activity,	whether	visible,	buried	or	submerged,	and	landscaped	and	planted	or	

managed	flora.	(Department	for	Communities	and	Local	Government,	2012b,	

Historic	England,	2008)	

	

	 Historic	Environment	is	an	overarching	term	intended	to	encompass	anything	that	

has	resulted	from	man’s	activity	in,	and	to,	the	natural	environment	and	usually	mapped	

to	a	particular	geographic	area.	Some	organisations	and	researchers	use	the	term	historic	

environment	interchangeably	with	cultural	built	heritage	to	denote	heritage	that	is	

recognised	through	formal	designations	such	as	listed	buildings	or	conservation	areas	

(Pendlebury,	Townshend	and	Gilroy,	2004,	16,	27).	By	defining	an	area	as	Historic	

Environment	planning	decisions	regarding	use,	development,	land	management,	

transport	infrastructure	and	historic	designation	are	made	within	a	policy	framework	

designed	to	protect	discovered	and	potentially	undiscovered	heritage	assets	(Department	

for	Communities	and	Local	Government,	2012a).	In	England,	the	Historic	Environment	is	

managed	through	Historic	Environment	Records,	previously	called	Site	and	Monument	
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Records.	Historic	Environment	Records	are	databases	containing	information	about	

landscapes,	buildings,	monuments,	and	archaeological	finds	within	an	historic	

environment.	In	addition	to	being	used	by	local	authorities	(councils)	for	planning	and	

land	management,	Historic	Environment	Records	are	an	educational	resource	providing	

information	on	archaeology,	historic	building	and	the	history	of	the	area	which	may	span	

more	than	700,000	years	of	human	endeavour	(Historic	England,	2017b).		

	 In	England	there	are	10	overarching	heritage	regions	and	each	region	has	a	

number	of	local	councils	and	authorities	that	administer	the	assigned	Historic	

Environment	Records	for	their	respective	local	area	(Heritage	Gateway,	2012).	For	

example,	the	South	West	Historic	Environment	is	subdivided	into	eight	local	authorities	

that	manage	the	15	Historic	Environment	Records	associated	with	this	area.	Wiltshire	

Council	is	one	of	the	eight	local	authorities	and	manages	the	Wiltshire	and	

Swindon	Historic	Environment	Record,	which	contains	‘over	20,000	records	on	a	variety	

of	sites’	including	‘below-ground	archaeology’,	cropmarks,	historic	buildings	and	bridges,	

battlefields	and	sites	of	historic	events	(Wiltshire	Council,	2018).	

	 Cultural	Heritage	Site	describes	a	discrete	example	of	the	overarching	Historic	

Environment.	A	Cultural	Heritage	Site	can	be	a	‘locality,	natural	landscape,	settlement	

area,	architectural	complex,	archaeological	site,	or	standing	structure’	that	is	usually	

legally	protected	as	a	place	of	‘historical	and	cultural	significance’	(ICOMOS,	2008).	

Stonehenge	is	an	example	of	a	cultural	heritage	site,	situated	within	the	confines	of	

Wiltshire	Council,	which	in	turn	sits	in	the	South	West	Historic	Environment.		

	 The	built	environment	describes	that	part	of	the	historic	environment	where	man-

made	structures	create	an	environment	in	which	people	live	and	work.	The	built	

environment	identifies	all	man-made	‘structures	and	surfaces’	of	the	historic	environment	

such	as	‘houses,	factories,	commercial	buildings,	places	of	worship,	cemeteries,	

monuments	and	roads,	bridges,	and	other	physically	created	places	such	as	gardens	

(LeBlanc,	2011,	Modern	Heritage	Matters,	2013).		

	 An	example	and	sub-category	of	the	built	environment	is	built	heritage.	Built	

heritage	is	explained	as	deriving	from	man-made	resources	being	applied	to	natural	

resources	to	make	immovable	and	movable	things,	which	facilitate	use	of	the	built	

environment	(ISC	-	Conservation	Economics,	1993).	Built	heritage	represents	the	

historical	layers	of	our	built	environment	in	structures	made	of	brick,	plaster,	wood,	metal	
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and	stone,	for	example	‘cathedrals	and	cemeteries,	factories	and	fences,	houses	and	

hotels,	museums	and	markets’	(NSW	Government,	2012).	Built	heritage	includes	the	

exterior	and	interior	architecture	that	is	the	walls,	internal	fittings	and	fixtures	and	their	

configuration,	which	define	the	structure	and	its	interior	spaces.		

	 Within	the	category	of	built	heritage,	examples	that	can	be	described	as	cultural	

built	heritage	include	those	structures	which:		

the	contemporary	generation	resolves	has	"cultural	values",	and	accordingly	

merits	special	protection	from	the	chances	of	erosion,	in	order	that	it	can	be	

better	enjoyed	by	the	current	generation,	and	passed	on	to	the	future.	(ISC	-	

Conservation	Economics,	1993)		

	

	 It	can	be	argued	that	not	all	built	heritage	is	considered	to	hold	cultural	value.	

Changes	due	to	industrialisation,	the	introduction	of	new	materials,	new	construction	

techniques	and	the	need	to	meet	the	demands	of	contemporary	society	resulted	in	a	

proliferation	of	buildings	in	the	twentieth	century.	Twentieth-century	buildings	reflect	

both	traditional	and	modernist	values	but	apart	from	some	recognised	architectural	

‘pioneers’	are	generally	not	recognised	as	having	heritage	value	(Jokilehto,	2005a).	

Historic	structures	that	are	not	recognised	as	holding	sufficient	cultural	value	may	also	

include	industrial	buildings	such	as	pumping	stations,	and	agricultural	buildings	such	as	

barns.	Where	the	cost	of	repair	and	restoration	or	repurpose	is	in	excess	of	the	perceived	

economic	and	cultural	benefit	that	can	be	attributed	to	the	building,	then	conservation	is	

considered	economically	not	viable	and	the	built	heritage	is	at	risk	of	losing	its	cultural	

descriptor	and	value	(Brightman,	2012).	

	 Cultural	value	can	change	through	neglect,	war,	natural	disasters	and	uncontrolled	

urban	development	resulting	in	insidious	or	catastrophic	loss	of	built	heritage	and	its	

associated	cultural	value.	The	sixth-seventh	century	rock-cut	Buddha	sculptures	in	the	

Bamiyan	Valley	of	central	Afghanistan	were	destroyed	in	2001	by	the	Taliban	because	

their	iconography	was	forbidden	in	Islam	(Rod-ari,	2018).	In	the	United	Kingdom,	a	

number	of	historic	buildings	were	demolished	in	the	1950s	and	1960s	because	their	

cultural	value	was	considered	less	important	than	the	value	of	the	land	on	which	they	

stood	and	the	associated	opportunity	to	develop	the	city	(Lost	Heritage,	2018,	Wikipedia	

contributors,	2018).	The	eighteenth-century	building	at	28	Broad	(now	Broadwick)	Street	
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Soho	London,	known	as	Blake’s	House,	the	birthplace	of	the	poet	and	painter	William	

Blake,	was	demolished	in	1965	to	make	way	for	a	block	of	flats.		

	 This	research	defines	cultural	built	heritage	as	a	sub-category	of	the	historic	and	

built	environments	and	all	historic	structures	referenced	in	this	research	are	fabricated,	

identified	and	interpreted	by	either	heritage	agencies	or	stakeholders	to	hold	cultural	

value.	All	examples	of	built	heritage	referred	to	in	this	research	are	considered	to	have	

cultural	significance	and	therefore	merit	protection	from	degradation	to	conserve	them	

for	present	and	future	generations.	The	thesis	supports	and	demonstrates	how	cultural	

built	heritage	constitute	complex	examples	of	material	culture	containing	information	

related	to	their	design,	production,	decoration	and	use.	The	thesis	argues	it	is	crucial	to	

study	the	materiality	as	well	as	archival	resources	on	the	architecture,	interior	design,	

decorative	schemes,	domestic	objects,	the	geographic	and	social	context	in	order	to	elicit	

this	information	(Buchli,	2002,	Caple,	2006,	8-12,	Guldi,	2012,	66-80).		

	

Built	heritage	as	shelter	and	cultural	repository		

	 This	thesis	has	defined	material	culture	as	physical	matter	consciously	shaped	by	

human	activity	(Caple,	2006,	1).	Material	culture	is	also	concerned	with	the	object’s	place	

within	a	social	construct,	the	people	who	made	and	used	it	and	how	the	object	

influenced,	informed	and	shaped	the	human	experience	of	those	people.	Applying	these	

definitions	and	considerations	to	the	built	environment	confirms	that	cultural	built	

heritage	constitutes	another	category	of	material	culture	by	which	we	communicate	and	

mediate	with	the	world	around	us.	Sir	Neil	Cossons	(Chairman	English	Heritage	2000-

2007),	made	the	point	that	the	historic	environment,	“…	in	the	form	of	buildings	and	

landscapes	…	is	one	of	the	most	accessible	of	historic	narratives”	(Clark,	2001,	7).	Built	

heritage	makes	a	significant	contribution	to	understanding	social	and	historical	context	

through	its	architectural	and	decorative	history,	which	reflect	‘the	imbrication	of	the	built	

environment	and	the	society	in	which	and	for	which	it	was	constructed’	(Auslander,	2005,	

1027).	English	Heritage	developed	the	Conservation-Based	Research	and	Analysis	(CoBRA)	

framework	to	assist	researchers	to	undertake	a	comprehensive	analysis	of	buildings.	

CoBRA	is	defined	as	‘the	research,	analysis,	survey	and	investigation	necessary	to	

understand	the	significance	of	a	building	and	its	landscape,	and	thus	inform	decisions	

about	repair,	alteration,	use	and	management.’	(Clark,	2001,	9,	43).	
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	 First	and	foremost,	built	heritage	is	important	physically	because	creating	shelter	

is	one	of	the	primary	utilitarian	acts	of	the	individual	and	the	social	group.	Maslow’s	

hierarchy	of	needs	is	a	theory	of	human	psychology	that	proposes	human	curiosity	and	

drive	is	motivated	by	five	basic	needs	which	humans	move	through	in	the	following	order:	

physiological,	safety,	belonging	and	love,	esteem,	and	self-actualisation	(Maslow	and	

Frager,	1987,	15-22,	Maslow,	Heil	and	Stephens,	1998,	xx).	Maslow's	theory	suggests	that	

the	four	most	basic	levels	of	need:	physical,	safety,	social	belonging	and	esteem,	must	be	

met	before	the	individual	will	strongly	desire	or	be	motivated	to	achieve	the	higher-level	

needs	of	self-actualisation	and	self-transcendence	(Fig.	2.2)	(Maslow,	1943).		

	

	
Figure	2.2:	Maslow’s	hierarchy	of	needs,	the	first	four	levels	are	basic	needs,	commonly	

referred	to	as	deficiency	or	‘D-needs’,	the	top	level	is	referred	to	as	being	or	‘B-needs’	

(reproduced	from	Tweed	and	Sutherland,	2007,	64).		

	

	 Referring	to	Maslow’s	hierarchy	of	needs	we	see	that	buildings	provide	the	means	

to	meet	two	basic	human	needs	of	physical	shelter	and	personal	safety.	Shelter	after	food	

and	water	is	one	of	the	strongest	physiological	motivators.	In	order	to	meet	these	

essential	needs	humans	will	find	or	make	shelter	either	by	modifying	natural	structures,	
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such	as	caves,	or	creating	man-made	structures	that	are	either	temporary,	such	as	mud	

and	animal-hide	tents,	or	permanent	structures	of	stone	and	brick.		

	 According	to	Maslow’s	theory	when	basic	physical	and	safety	needs	are	met	

humans	will	move	up	the	hierarchy	of	needs	and	seek	ways	to	meet	their	psychological	

needs	of	social	belonging	and	esteem.	It	is	at	this	level	in	the	hierarchy	of	needs	that	

behaviours	are	initiated	to	create	intimate	environments	through	decoration,	thereby	

claiming	the	space	as	their	own.	Decoration	of	interior	surfaces	by	rock	art,	wall	paintings,	

or	applying	paint	and	wallpaper	expresses	identity	through	colour,	texture	and	design	and	

at	the	same	time	reflects	the	materials	and	technology	of	the	day.		

	 The	shelter	is	now	functioning	as	a	home	and	repository	of	things	that	provide	

familiarity,	reflecting	the	individual	and	the	collective	identity	of	its	inhabitants,	

organising	the	familiar	routines	of	daily	life.	Objects	are	introduced	into	households	as	a	

means	of	witnessing,	through	their	material	form,	life	events	(mementos),	evidence	of	

one’s	place	in	the	social	network,	and	as	symbols	of	valued	relationships	and	power.	

Csikszentmihalyi	describes	the	home	as	‘a	symbolic	ecology	that	represents	both	

continuity	and	change	in	the	life	course	[giving	a]	permanence	to	our	elusive	selves’	

(1993,	25).		

	 Historical	researchers	have	explored	various	theoretical	methodologies	to	

understand	how	and	why	material	culture	holds	such	affective	weight	and	importance	for	

our	society.	Rogers	and	Auslander	both	reference	works	by	influential	authors	Proust	and	

Borges,	and	philosophers	Bachelard,	Yates,	Merleau-Ponty	and	Bergson	who	espouse	that		

‘	…	memories	are	often	literally	housed,	with	dwellings	and	the	objects	they	contain	

providing	the	key	to	remembrance’	(Henri	Bergson	as	quoted	in	Auslander,	2005,	4).	

Rogers	goes	further,	suggesting	the	‘material	objects	of	the	home,	and	the	dwelling	itself,	

might	serve	as	the	repositories	for	the	memories	of	residents	past	selves’	(2013,	267	

emphasis	in	original).	At	its	core	the	home	is	constructed,	decorated	and	populated	with	

objects	that	link	us	to	our	identity,	our	own	personal	provenance	and	the	importance	we	

place	on	caring	for	these	objects	shapes	the	individual,	the	family	and	the	society	

(Avrami,	Mason	and	de	la	Torre,	2000,	6,	Whalen,	1999,	4).	A	building	is	a	‘repository	of	

cultural	meanings’:	a	unique	conduit	for	transporting	cultural	memory	through	time	and	

place,	bringing	collective	understandings	from	one	generation	to	the	next	(Tweed	and	

Sutherland,	2007,	65).		
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Built	heritage	as	material	culture		

The	exterior	of	a	building	is	‘crucial	to	the	serious	work	of	sheltering	people’	and	

projecting	an	image	of	civil	status	and	order,	the	interior	is	‘crucial	to	the	serious	

work	of	raising	families	and	building	communities	through	intimate	exchange’	

(Glassie,	1999,	273).	

	

	 Contemporary	researchers	reference	Glassie	for	his	pioneering	work	validating	the	

inclusion	of	vernacular	buildings	into	material	culture	studies	(Guldi,	2012,	70,	Laurence,	

2009,	Preston	Blier,	2006).	Glassie’s	approach,	as	a	folklorist,	brings	a	theoretically	less	

dense	approach	to	the	investigation	of	buildings	as	material	culture,	placing	as	much	

emphasis	on	understanding	the	people	who	live	in	and	use	the	building	as	those	who	

design	and	build	the	structure	(Glassie,	1999,	227-354).	Glassie	describes	architecture	as	

being	the	realisation	of	potential,	the	projection	of	thought,	which	develops	into	a	plan	

when	our	tacit	knowledge	blends	with	and	is	influenced	by	the	real-world	situation	and	

eventually	realised	in	“things”	(1999,	228).	‘Architecture	works	in	space’	much	as	‘history	

works	in	time’,	where	materials	of	the	natural	world	are	used	by	designers	and	builders	to	

convert	space	into	places	which	are	‘useful,	comprehensible	pieces’	that	form	part	of	the	

built	environment	(Glassie,	1999,	231).	Architecture	gives	physical	form	to	knowledge,	

skills,	memories	and	hopes	and	as	a	consequence	is	a	kind	of	communication	as	it	makes	

material	the	designer’s	ideas	for	other	people	to	see,	understand,	use	and	enjoy	(Preston	

Blier,	2006,	236,	Glassie,	1999,	232).	This	gives	architecture	a	unique	capacity	to	provide	

visible	evidence	of	a	range	of	social	and	cultural	values,	through	the	design,	fabric,	

construction,	decoration	and	embellishment	of	built	heritage.	

	 The	elements	and	processes	of	design	and	creation	of	built	heritage	can	be	

discovered	through	analysis,	because	as	Glassie	contends	‘all	creations	bespeak	their	

creators’	and	all	‘cultural	creations	[are]	orderings	of	experience,	like	poems	and	rituals.’	

(1999,	228).	A	comparison	can	be	drawn	to	the	discussion	on	object	lifecycle,	which	

proposes	the	lives	of	an	object	can	be	classified	as	a	succession	of	singular,	separate	

identities	occurring	at	separate	points	in	time	forming	a	continuous	narrative.	In	a	similar	

way,	the	identity	of	a	building	changes	and	becomes	reclassified	as	a	result	of	changes	in	
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use,	status,	value	and	its	context	to	the	individuals	and	groups	that	engage	with	the	

object	(Kopytoff,	1986,	90,	Streeton,	2016,	8,	Tilley,	2006e,	71).		

	 Analogies	can	be	made	between	built	heritage	and	cultural	collections	as	both	

demonstrate	acts	of	acquisition	and	organisation	to	a	predetermined	curatorial	goal	to	

represent	a	particular	time	and	place	in	a	defined	space	(Pearce,	1995,	14).	Cultural	

collections	may	contain	objects	such	as	a	Grecian	urn,	wooden	bowl,	silver	candelabra,	or	

ceramic	cup	acquired	for	their	utilitarian	or	aesthetic	quality.	The	study	of	cultural	

collections	focuses	on	the	relationship	of	the	ordered	accumulation	of	these	objects.	Built	

heritage	interiors	also	contain	a	variety	of	objects,	fittings	and	furniture,	the	chattels	

collected	for	utilitarian	and	aesthetic	reasons,	displayed	in	particular	rooms	with	their	

respective	decorative	schemes.	By	including	household	chattels	in	material	culture	

studies,	researchers	acknowledge	the	tangible	aspects	of	these	objects	as	well	as	the	

intangible	factors	associated	with	their	collection	and	display	and	their	interrelationship	

and	interaction	with	the	spatial,	physical	environment.	The	broader	point	being	made	is	

that	the	architecture	of	the	building	and	its	interiors	are	made	up	of	the	tangible	building	

fabric	and	fittings	and	the	intangible	aesthetics	of	the	decorative	scheme,	which	

incorporate	tradition	and	taste,	and	both	need	to	be	acknowledged	in	any	interpretation	

of	the	historic	interior.		

	 When	the	neoclassical	architects	Robert	and	James	Adam	designed	a	building	or	a	

room	they	often	conceived	the	interiors	including	the	furniture,	fittings	and	decoration	

(Sir	John	Soane's	Museum,	2012).	The	Library	at	Kenwood	is	an	example	of	Robert	

Adam’s	approach	to	creating	an	interior	that	reflects	the	fabric	and	design	of	the	building	

as	a	whole	(English	Heritage,	2015c),	as	are	other	interiors	of	his	design	including	the	

Great	Hall	at	Syon	House,	Isleworth	(Savage,	1966,	192,	197-198)	and	Headfort	in	the	

Republic	of	Ireland	(Ireland	and	Gundry,	2011).		

	 Built	heritage	can	be	studied	from	multiple	perspectives	including:	the	architect’s	

choice	of	style,	the	scale	and	position	of	the	structure	in	its	landscape;	the	manner	in	

which	designers	and	owners	select	ornamentation	and	decorate	the	building’s	exterior	

and	interior	spaces;	how	objects	are	collected	for	display	or	composition	and	how	they	

are	assembled	in	the	domestic	space	for	comfort	or	to	create	drama	(Glassie,	1999,	82-

84,	Klingenberg,	2012,	3,	Pedder-Smith,	2011,	41).	
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	 For	this	research,	the	object	is	the	historic	building,	a	complex	structure	that	has	

been	designed,	constructed	and	decorated	through	the	conscious	acts	of	its	creators.	To	

fully	understand	the	information	the	historic	building	provides	and	affordances	they	

allow,	researchers	need	to	unpack	the	creative	process	and	gather	data	by	scientific	

analysis	and	investigation	of	the	component	parts	of	historic	buildings	to	interpret	and	

translate	their	respective	biographies	or	life	histories.	APR	is	one	conservation-based	

analytical	tool	that	can	be	used	to	research	and	reveal	the	decorative	schemes	of	historic	

buildings	and	their	interiors	ensuring	‘thick’	description	contributes	to	the	continuous	

narrative.	

	

Built	heritage	and	cultural	identity		

	 Historic	buildings	are	increasingly	claiming	their	place	in	understanding	the	social	

and	historical	context	in	which	they	were	constructed	through	their	architectural	and	

decorative	history.	The	intent	of	this	section	is	not	to	argue	the	validity	of	differentiating	

between	various	building	styles	from	a	philosophical	perspective.	Rather,	the	intent	is	to	

acknowledge	that	all	building	styles	are	‘cultural	creations’	and	exploring	ways	to	

demonstrate	the	cultural	content	of	built	heritage	(Glassie,	1999,	228).	

	 The	building’s	design	has	the	power	to	create	a	distinctive,	autonomous	identity	

and	can	transfer	immediate	recognition	of	the	building’s	meaning	and	purpose	(Emmison	

and	Smith,	2000,	3).	For	example,	many	people	associate	an	image	or	model	of	the	Eiffel	

Tower	as	a	symbol	of	Paris.	Nineteenth-century	museums	were	designed	to	impress,	the	

buildings	being	‘glorious	embodiments	of	the	moral	excellence	of	the	state,	…	

monuments	which	created	history	by	showing	the	present	as	heir	to	the	past’	(Pearce,	

1992,	105-107).	Museums	act	as	a	central	gathering	place	providing	spaces	where	

‘secular	ritual	activity’	appropriate	to	the	museum	and	its	displays	can	take	place.	Pearce	

describes	how	the	layout	of	the	galleries	and	sequencing	of	collections	guide	the	visitors’	

access	to	the	grand	galleries	where	displays	are	spaced	to	deliberately	create	a	feeling	of	

awe,	ritual	and	piety	(1992,	108).		

	 Grenville	uses	research	on	late	nineteenth-century	schools	in	York	to	explore	

Anthony	Giddens’	sociological	concept	of	ontological	security	as	applied	to	the	built	

environment	(2007,	448).	Giddens	argues	that	ontological	security	is	‘the	confidence	that	

most	human	beings	have	in	the	continuity	of	their	self-identity’	and	this	has	a	direct	
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relation	to	the	‘surrounding	social	and	material	environments	of	action’	(Grenville,	2007,	

448).	The	social	and	material	structures	give	the	individual	a	sense	of	order	and	

continuity,	which	in	turn	allows	them	a	measure	of	confidence	about	who	they	are	and	

instructs	them	on	how	to	behave	in	any	given	situation.	Grenville	explores	how	the	layout	

and	appearance	of	nineteenth-century	school	buildings	contribute	to	students	

understanding	that	a	particular	set	of	behaviours	are	expected	while	at	school,	which	

differ	from	those	behaviours	expressed	in	the	home	environment	(2007,	450).	The	

schools’	architectural	style	and	scale	of	the	created	spaces,	the	physical	cues	of	corridors,	

classrooms	and	playgrounds,	access	patterns	and	sightlines	of	the	school	buildings	act	to	

reinforce	the	authority	within	this	institution.	As	students	mature	and	move	through	the	

academic	years	the	behavioural	expectations	remain	related	to	the	building’s	layout	and	

the	spatial	language	of	the	buildings.	Grenville	refers	to	this	as	‘space	syntax’	where	the	

school	buildings	and	the	interior	spaces	provide	physical	cues	and	also	a	degree	of	

confidence	for	students	(2007,	450).	

	 The	interior	architecture	of	historic	buildings	can	be	viewed	as	examples	of	human	

construct	and	contribute	to	the	historic	archive	as	a	manifestation	of	time,	space,	cultural	

values,	belief	systems,	social	structures,	technologies	and	philosophies	of	beauty.	

Stimson’s	description	of	the	General	Medical	Council	UK	disciplinary	hearings	room	

provides	an	example	of	how	an	interior	is	deliberately	constructed	by	its	members	to	

create	a	particular	culture	(Emmison	and	Smith,	2000,	6).	Stimson	argues	that	all	aspects	

of	the	room,	its	lighting,	decorative	scheme,	quality	of	the	physical	fittings	and	

furnishings,	spatial	arrangement	of	the	contents,	contribute	to	invoke	a	further	

dimension	to	the	room	and	its	function.	There	is	‘a	sense	of	history,	tradition	and	

permanence’	that	‘words	spoken	in	this	room,	evidence,	deliberations,	and	disposals,	

become	part	of	this	history.	Their	decisions	are	bound	by	precedent,	and	will	become,	in	

turn,	precedent	for	those	who	follow’	(Stimson	1986:	645	quoted	in	Emmison	and	Smith,	

2000,	7).	What	is	described	is	the	connection	between	the	room,	its	material	constituent	

parts	and	their	arrangement,	the	participants	and	the	discourse	that	occurs	in	the	setting,	

suggesting	that	these	proceedings	could	not	successfully	occur	in	a	physical	setting	that	

was	considerably	less	formal.	In	this	example,	the	interior	design	fittings	and	fixtures	of	

the	disciplinary	hearing	room	create	a	space	where	the	people	that	attend	a	hearing	will	

make	inferences.	This	room	evokes	gravitas	and	respect	for	the	proceedings	it	oversees.	
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	 Built	heritage	is	made	up	of	many	components,	the	two	main	ones	being	the	

exterior	architecture	which	creates	links	to	identity	and	cultural	importance,	and	the	

interior	architecture	which	includes	prescribed	structural	elements	and	evidence	of	

change.	The	interior	architecture	encompasses	the	interior	design	with	its	own	unique	

history	of	development,	interior	decoration,	which	introduces	additional	layers	of	

material	and	therefore	information	to	the	built	heritage,	and	the	domestic	space,	which	is	

a	source	of	investigation	and	research	in	its	own	right.	The	presence	of	so	many	diverse	

elements	associated	with	built	heritage	highlights	the	fact	that	there	are	multiple	ways	of	

interpreting	the	exterior	and	interior	spaces	of	buildings.	APR	provides	researchers	with	

the	tools	and	potential	to	understand	and	interpret	the	extant	decorative	schemes	of	

historic	buildings.		

	 Exploring	the	theoretical	basis	of	architecture	is	important	for	this	thesis	to	

establish	the	cultural	connection	between	people,	buildings	and	their	internal	spaces.	

This	connection	is	played	out	in	how	people	think	about,	design	and	create	structures	and	

spaces	in	which	to	live	and	work	that	reflect	their	ideas,	customs,	social	behaviour	and	

way	of	life.	And	reciprocally	how	the	building	supports	these	human-based	functions	and	

also	accommodates	changes	to	its	exterior	and	interior	structure	over	time	to	respond	to	

changing	needs.		

	 Glassie	describes	the	physical	act	of	creating	a	building	as	calling	‘time	into	space’	

and	architecture	is	seen	in	the	creation	of	‘walls	that	divide	space,	at	once	including	and	

excluding’	(1999,	232).	However,	architectural	style	is	not	static	and	over	time	changing	

components	of	the	building	‘display[s]	continuity	and	change	at	once	…	in	the[ir]	mixing	

of	the	old	and	the	new’	(Glassie,	1999,	275).	It	follows	that	any	conscious	decision	to	

remodel	a	house	to	make	it	more	suited	to	the	incumbent’s	way	of	living	by	moving	walls	

or	enlarging	windows,	or	redecorating	an	interior	to	represent	a	social	or	ethnic	identity	

can	be	viewed	as	creative	acts	on	material	culture.		

	 The	literature	reviewed	to	date	substantiates	the	importance	and	inclusion	of	

buildings	in	material	culture	studies	because	buildings	are	shaped	fundamentally	by	

decisions	of	individuals	as	well	as	communities	(Preston	Blier,	2006,	231).	Two	building	

styles	used	as	examples	in	the	case	study	are	ecclesiastical	buildings	and	country	houses.		
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Ecclesiastical	buildings	

	 The	English	parish	church	was	designed	to	meet	the	needs	of	people	at	worship	

and	as	a	community.	The	basic	layout	of	the	parish	church	that	connects	the	tower,	nave	

and	chancel	remained	stable	for	centuries,	but	also	allowed	alteration	over	time	to	

accommodate	changes	in	architectural	style	and	the	ornamentation	of	its	interiors.	The	

shape	of	doors	and	windows	and	the	style	of	ornament	and	arrangement	of	fittings	

changed	in	line	with	ecclesiastical	fashion	and	the	desire	of	parishioners	to	demonstrate	

their	wealth	and	progress	(Glassie,	1999,	274-275).	Research	on	ecclesiastical	architecture	

confirms	that	the	church	was	constructed	as	‘an	architectural	space	whose	interior	is	

intended	for	public	use,	and	its	decoration	…	to	function	as	a	means	of	moral	instruction.’	

(Hawkes,	2010).		Conversely,	Nonconformist	chapels,	prolific	from	the	nineteenth	

century,	were	designed	and	decorated	to	draw	the	attention	of	the	congregation	to	the	

pulpit	and	the	Minister’s	weekly	homily	as	the	source	of	moral	instruction,	rather	than	

the	words	and	images	within	the	interior	decoration	(Petts,	2011,	463,	Wakeling,	1995,	

xx).	The	Wesleyan	Methodist	Chapel	at	Nenthead	in	Cumbria	is	an	example	of	a	

Nonconformist	chapel	built	in	the	mid-nineteenth	century	and	used	as	an	example	for	the	

Case	Study	in	Chapter	Three.	The	Chapel’s	plain	exterior	houses	an	interior	where	linear	

ground	floor	seating	and	the	circular	gallery	level	seating	direct	worshippers	toward	the	

pulpit	and	focus	their	attention	on	the	Methodist	teachings	of	sobriety,	community	and	

godliness	(Homan,	2006,	124,	Wakeling,	2016,	5-8).	

	 Harvey	draws	a	correlation	between	cathedrals	and	museums	suggesting	‘[the	

cathedral]	layout	and	architecture,	fixtures	and	fittings,	practices	and	ritual	are	carefully	

choreographed,	replicated	and	constructed	in	order	to	convey	messages	about	the	‘order	

of	things’	as	represented	through	a	specific	notion	of	the	past.’	(2008,	23).	Harvey’s	

research	of	the	Catholic	Church’s	use	of	material	culture	in	medieval	Europe	showed	that	

the	‘[Catholic]	Church	invoked	a	particular	view	of	the	world	that	drew	heavily	on	

carefully	mediated	heritage	in	order	to	pursue	its	largely	abstract	and	supposedly	non-

material	aims’	(2008,	23).	This	was	accomplished	by	‘controlling	access	to	and	

interpretation	of,	symbolic	heritage	resources	and	the	technology	…	for	conveying	these	

resources	to	the	population’,	namely	through	church	writings	and	monumental	

architecture	as	it	was	presented	in	interior	decoration	(Harvey,	2008,	22).	There	is	an	

analogy	between	the	monumental	architecture	of	museums	and	the	layout	of	their	
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interiors,	which	guide	the	visitor	through	displays	deliberately	creating	a	feeling	of	awe,	

ritual	and	piety	and	the	expansive	interiors	of	churches	and	cathedrals.	This	form	of	

monumental	architecture	conveys	a	sense	of	longevity	and	grandeur	to	the	visitor	

(Historic	England,	2016b)	or	worshipper	and	arguably	has	greater	value	as	cultural	

heritage	as	it	is	often	preserved	unchanged	(UNESCO,	1972).	

	 The	Anglican	chapel	at	St	Anne’s	Bedehouses,	Lincoln	supports	this	view	and	is	

also	used	as	an	example	for	the	Case	Study	in	Chapter	Three.	The	interior	architecture	

and	design	lead	the	worshipper,	physically	and	visually,	to	the	altar	by	means	of	a	highly	

decorative	and	symbolic	design	and	layout.	The	Chapel	embellishments	include	excerpts	

from	the	bible	inscribed	under	the	windows	of	the	nave,	the	walls	of	which	also	contain	

various	religious	scenes.	The	residents’	stalls	are	located	in	the	chancel	physically	

separating	the	body	of	the	church	from	the	sanctuary,	which	is	accessed	through	full-

width	wooden	communion	rails	also	decorated	with	biblical	verse.	The	walls	of	the	

sanctuary	were	originally	embellished	on	two	sides	with	highly	decorative	tiles,	which	act	

as	a	dramatic	backdrop	for	the	altar	that	was	centrally	located	on	the	east	wall.	

Commissioned	by	a	wealthy	philanthropist,	the	chapel	promotes	his	faith	and	moral	

instruction	through	its	interior	design	and	visual	impact	(Trott,	2005).		

	

The	country	house	

	 Although	symbolic	of	elite	privilege,	the	country	house	is	also	‘deeply	emblematic	

of	a	sense	of	England’s	national	heritage’	(Smith,	2006,	119).		There	is	a	long	history	of	

visiting	country	houses.	In	the	eighteenth	and	nineteenth	centuries	visits	by	the	upper	

middle	classes	and	privileged	families	were	an	educational	activity	for	those	unable	to	

personally	undertake	the	Grand	Tour	(such	as	during	the	Napoleonic	Wars	1803-1815),	to	

acquire	an	understanding	of	and	taste	for	classical	art	and	architecture.	Laurajane	Smith	

argues	that	during	the	nineteenth-century,	interest	in	developing	a	sense	of	national	

history	enveloped	country	houses	to	such	an	extent	that	by	the	mid-nineteenth-century	

the	country	house	was	viewed	as	‘common	property’	belonging	to	the	entire	population	

(2006,	119).	This	fostered	a	surge	in	country	house	visiting	which	only	declined,	quite	

rapidly,	around	the	time	of	the	two	World	Wars	due	in	part	to	the	public’s	questioning	of	

the	aristocracy	and	class	distinctions	(Mandler,	1997).	The	revival	of	interest	in	the	

country	house	has	been	linked	to	the	success	of	Country	Life	magazine,	which	showcased	
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examples	of	fashionable	interior	design	and	décor	from	the	1930s.	Cohen	suggests	that	

the	popularised	current	trends	promoted	through	Country	Life,	combined	with	improved	

accessibility	to	these	objects	resulted	in	the	middle	classes	who	had	more	disposable	

income	for	interior	decoration	emulating	the	country	house	style	(2006,	xvi).		

	 During	the	1970s	and	1980s	organisations	such	as	the	National	Trust	and	SAVE	

Britain’s	Heritage	progressed	the	recognition	and	preservation	of	country	houses	as	

symbolic	of	a	particular	way	of	life	(Smith,	2006,	120).	The	staging	of	The	Destruction	of	

the	Country	House,	1875-1975	Exhibition	in	1974	at	the	Victoria	and	Albert	Museum	is	

considered	a	significant	milestone	that	resulted	in	country	houses	being	recognised	as	a	

national	heritage	icon.	

	 Vita	Sackville-West’s	book	English	Country	Houses	was	written	from	her	personal	

and	intimate	knowledge	of	a	number	of	the	buildings	referred	to	in	her	publication	

(1941).	Born	at	Knole	in	Kent,	arguably	one	of	the	most	important	and	complete	English	

country	houses,	Vita	Sackville-West	is	well	known	as	a	poet,	gardener,	novelist,	

biographer	and	journalist	and	for	her	restoration	of	Sissinghurst	Castle	in	Kent	and	

creating	its	famous	gardens	(National	Trust,	2018a,	National	Trust,	2018b,	National	Trust,	

2018c).	According	to	Sackville-West	the	English	country	house,	intentionally	not	

hyphenated,	is	‘essentially	part	of	the	country,	not	only	in	the	country,	but	part	of	it,	a	

natural	growth.’	(1941,	7:	emphasis	in	original).	Whether	the	house	is	grand	or	modest	its	

intended	purpose	is	to	sit	comfortably	with	the	landscape	reflecting	the	life	of	its	

‘inhabitants	past	or	present’:	the	house	‘should	never	overwhelm	its	surroundings.	The	

peculiar	genius	of	the	English	country	house	lies	in	its	knack	of	fitting	in.’	(Sackville-West,	

1941,	7-8).		

	 Smith	describes	the	country	house	from	a	critical	heritage	perspective,	as	

‘materially	rich,	both	visually	and	in	the	extent	of	its	elements’,	while	at	the	same	time	

being	‘brutally	physical	in	its	symbolism’	and	in	the	way	it	is	situated	in	the	English	

landscape	(2006,	118).	The	construction	of	the	country	house	is	all	about	demonstrating	

the	wealth,	power	and	status	of	the	family	that	lived	within	its	walls	and	providing	a	

‘backdrop	to	performances	–	whether	displays	of	wealth	or	hunting	prowess,	royal	visits	

…	or	just	plain	parties’	(Waterfield,	2007,	95).	Yet	Smith	also	acknowledges	that	the	

country	house	is	made	up	of	more	than	‘grandiose	architectural	styles	and	

monumentalism’	and	its	position	within	rural	landscapes	and	parklands	is	integral	to	this	



	

	 48	

style	(2006,	117).	There	are	analogies	here	to	Joanna	Brück’s	paper	on	Victorian	public	

parks	and	their	role	in	shaping	class,	gender	and	colonial	identities	in	nineteenth	and	

early	twentieth-century	Ireland	(2013).	Brück	focuses	on	the	materiality	of	the	public	park	

as	landscape,	its	layout	and	design,	style	and	placement	of	buildings	and	architectural	

features	that	intentionally	‘reflected	and	underpinned	a	specific	set	of	social	and	cultural	

values’	and	when	combined	created	landscapes	‘that	gave	material	form	to	Victorian	and	

Edwardian	concepts	of	identity,	class	and	nationhood’	(Brück,	2013,	198).	These	accounts	

demonstrate	how	the	country	house	epitomises	the	modern	concept	of	cultural	heritage:	

embracing	as	it	does	a	diverse	collection	of	phenomena	that	makes	the	heritage	inclusive	

of	the	building	and	its	surroundings.	The	collective	nature	of	the	structures	as	sitting	

within	and	at	the	same	time	spatially	related	to	the	landscape,	ornamented	with	

decorative	finishes	invokes	a	‘sense	of	belonging	and	cultural	identity’	(Tweed	and	

Sutherland,	2007,	63).	

	 Country	house	interiors	can	be	analysed	by	exploring	how	rooms	were	positioned	

according	to	their	importance	and	decorated	in	line	with	the	trends	of	the	day.	Sackville-

West	provides	an	interesting	insight	into	how	English	country	house	owners	decorated	

their	homes	in	the	first	half	of	the	twentieth-century:		

I	think	the	characteristic	is	that	the	inside	has	“grown”	in	the	same	way	as	the	

outside	has	grown.	There	is	no	question	of	a	“period”	room,	so	beloved	of	

professional	decorators.	Everything	is	muddled	up.	You	may	find	Jacobean	

panelling,	Chippendale	tables,	Chinoiserie	wall-papers,	Carolean	love	seats,	Genoa	

velvets,	Georgian	brocades,	Burgundian	tapestries,	Queen	Anne	embroideries,	

William-and-Mary	tallboys,	Elizabethan	bread	cupboards,	and	even	Victorian	

sideboards,	all	in	such	a	mixture	as	to	make	the	purist	shudder.	There	was	no	such	

thing	as	a	purist	period-room	decoration	(1941,	30).	

	

	 The	Adam	brothers,	Robert	and	James,	were	well	known	eighteenth-century	

neoclassical	architects	credited	with	promoting	a	new	style,	which	Sackville-West	states	

could	no	longer	be	called	‘country	houses	in	the	right	sense	of	the	term’	because	they	

were	intentionally	styled	inside	and	out	(1941,	44).	The	emergence	of	a	grander	style	of	

residence	is	seen	in	the	Adam	Library	at	Kenwood	House.	Also	known	as	the	Great	Room,	

the	Library	exemplifies	how	the	interior	space	including	the	niches,	chimney-pieces,	
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furniture	and	fixtures	was	designed	to	match	the	outside	of	the	building	and	populated	

with	objects	to	showcase	the	owner’s	influence,	intellect	and	connoisseurship.	The	

addition	of	the	new	Library	at	Kenwood	balanced	an	existing	Orangery	contributing	to	a	

grander	exterior	view	of	the	house.		

	 The	section	has	discussed	built	heritage	from	its	basic	function	as	shelter	and	

security	through	its	use	to	reflect	identity,	showcasing	the	self-actualisation	and	esteem	

of	its	owner	and	designer.	The	literature	demonstrates	how	built	heritage	constitute	

complex	examples	of	material	culture.	The	focus	now	turns	to	the	interior	spaces	of	

buildings	for	the	wealth	and	variety	of	material	culture	present	and	the	information	it	

affords	to	heritage	studies.	

	

Built	heritage	interiors	and	their	decoration	

	 The	U.K.	Institute	of	Conservation	(ICON)	describes	the	interior	of	historic	

buildings	as	having	two	distinct	components.	The	first	component	is	the	structural	

framework	of	the	room	that	includes	walls,	ceiling,	floor,	windows;	the	second	

component	is	the	associated	content	and	decoration.	The	decoration	is	described	as	

being:	

made	up	from	surface	treatments	such	as	paint,	wallpaper,	tiles,	textiles	carpets	

and	linoleum,	as	well	as	original	fixtures	like	fireplaces,	stained	and	painted	glass,	

lighting,	services	and	sanitary	ware.	Each	element	reflects	fashionable	trends	of	

the	period	as	well	as	giving	an	indication	of	the	function	of	rooms	and	the	status	

and	personal	taste	of	the	occupants.	Every	aspect	was	usually	carefully	chosen	to	

provide	a	backdrop	to	family	life	and	to	display	personal	possessions	to	best	

effect.	(ICON,	2011)		

	 		

	 The	interior	design,	decoration,	chattels	and	collectables	within	an	architectural	

space	collectively	create	the	interior.	Researchers	who	recognise	and	investigate	the	

interior	paint	and	decorative	schemes	as	material	evidence	can	demonstrate	how	the	

structure	evolved	over	time,	document	the	owners’	use	of	the	space,	and	provide	insights	

into	how	the	architect,	designer,	owner	or	resident	wished	to	present	themselves	and	the	

building	within	their	community,	thereby	revealing	associations	between	people	and	

events	(Dockery,	2005,	Oestreicher,	2006).	Because	domestic	interiors	are	subject	to	
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frequent	alteration,	due	to	changes	in	tastes,	technologies	and	fashion,	they	constitute	a	

rich	source	of	information	and	data	reflecting	the	owner’s	style	and	heritage	(Baty,	1995,	

28-29,	Hughes,	2008,	903).	The	study	of	these	domestic	spaces	including	the	decoration	

of	the	interiors	provides	insight	into	the	rituals	of	everyday	life	and	mirrors	the	social	

values	of	the	period	that	influenced	and	shaped	the	inhabitants	(Boyd,	2002,	15,	Cheshire	

and	Crick	Smith,	2013).	A	view	supported	by	feminist	historians	who	argue	that	the	

domestic	spaces	of	the	home	are	sites	of	historical	memory	and	as	such	constitute	an	

alternate	concept	of	‘archive’	which	can	be	exploited	to	understand	the	woman’s	view	of	

the	world	(King,	2012,	18,	Robson,	2002,	28).	The	private	interior	spaces	of	nineteenth-

century	middle-class	homes	reflect	the	women’s	role	as	homemaker	where	she	created	a	

safe	haven,	morally	superior	to	the	male	dominated	outside	world	of	work	(Boyd,	2002,	

10,	Kinchin,	1996,	12).	Within	the	domestic	setting	the	interiors	exhibit	a	

feminine/masculine	divide	with	room	types	‘codified	in	terms	of	its	function,	contents	

and	décor.’	(Kinchin,	1996,	13).	This	thesis	argues	that	the	decoration	of	the	interior	

space	is	integral	to	the	fabric	of	the	historic	building	and	should	be	viewed	as	material	

culture	in	its	own	right.	Object-centred	research	of	the	decorative	scheme	provides	

information	about	the	historic	interior	and	should	be	viewed	as	‘an	irreplaceable	

document	that	tells	us	about	form,	function	and	design’	(Clark,	2000,	7).	

	 Morrall’s	studies	in	Ornament	as	Evidence,	explores	how	architectural	and	

domestic	ornament,	in	sixteenth-century	Northern	Europe,	was	used	as	decorative	art	

and	also	a	‘mode	of	visual	address	…	intended	to	proclaim	definable	social,	political,	

ideological	or	cultural	values’	(2009,	47).	Morrall	positions	architectural	and	domestic	

ornament	as	a:		

…	form	of	literary	discourse,	…	a	language	…	that	contemporaries	used	to	project	a	

social	identity,	a	civil	or	domestic	ideal,	or	a	religious	or	ethical	aspect	of	

themselves,	and	by	which	they	could	proclaim	adherence	to	a	social	group	or	a	

particular	set	of	values,	or	conversely	differentiate	themselves	from	others.	(2009,	

47)	

	

	 By	studying	the	evidence	of	ornament	Morrall’s	approach	moves	the	field	from	a	

strictly	art	historical	context,	into	the	broader	field	of	material	culture	with	its	associated	

social	and	cultural	contexts.	Morrall	proposes	that	ornament	is	a	structural	principle	of	
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style,	which	from	the	sixteenth	century	was	translated	by	artists	through	their	designs	for	

applied	decoration	to	interiors	and	ornaments	used	in	buildings.	Artists,	decorative	

tradesmen,	builders	and	homeowners	used	these	designs	to	dress	and	embellish	the	

surfaces	of	their	own	built	structures,	as	a	‘kind	of	ornamental	clothing	with	which	to	

cover	form’	(Morrall,	2009,	52).	The	analogy	of	clothing	provides	a	point	of	commonality,	

for	just	as	textiles,	as	garments,	reflect	our	personal	taste	in	dressing	our	bodies,	so	

ornament,	as	decorative	style,	reflects	our	personal	taste	in	dressing	our	domestic	

interiors.	The	Adam	Library	at	Kenwood	demonstrates	the	primacy	of	the	decorative	

scheme	as	material	evidence.	The	original	gilded	finish	of	the	1770s	Robert	Adam	design	

for	the	Library	was	more	restrained	than	the	subsequent	heavily	gilded	decorative	

scheme	instigated	in	the	1790s	and	replicated	for	200	years.	APR	revealed	the	material	

evidence	of	the	Library’s	original	decorative	scheme,	which	was	reinstated	in	2013,	re-

presenting	the	interior	as	originally	intended	by	Adam	and	the	building’s	owner	at	the	

time,	Lord	Chief	Justice	Mansfield.		

	 By	demonstrating	the	importance	of	the	material	evidence	of	decorative	schemes	

this	research	now	turns	to	ways	in	which	researchers	can	discover	and	exploit	the	

information	utilising	conservation-based	object-centred	research.	

	 		

The	Theory	and	Practice	of	Conservation	

	
As	a	complex	sum	of	approaches,	attitudes	and	cultures,	conservation	rejects	any	

uniformity.	Rather,	it	constantly	seeks	to	define	itself	at	the	crossroads	of	theory	

and	practice	…		(Hölling,	2017,	94)	

	

Conservation	is	recognised	as	a	discipline	that	generates	data	and	contributes	to	

understanding	the	materials	and	manufacture	of	objects	and	their	human	associations	

(Caple,	2006,	70,	Taubert	and	GCI,	2015,	136).	Greater	access	to	advanced	analytical	

instruments	has	elevated	the	importance	of	the	object	as	the	primary	source	of	

information	in	both	academic	and	museological	discourses	(Scott,	2015,	6-7,	Taubert	and	

GCI,	2015,	139).	However,	conservation	is	also	a	practice	with	a	‘long	tradition	of	

combining	hand	and	eye	sensitivity	to	materials	and	technical	processes’	to	explore	‘the	

materiality	of	objects’	(Hölling,	2016).	The	following	literature	review	explores	the	
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tensions	and	connections	between	the	theory	and	practice	of	conservation	and	how	they	

inform	this	doctoral	research.	

The	Hornemann	Institute’s	European	Illustrated	Glossary	of	Conservation	Terms	for	

Wall	Painting	and	Architectural	Surfaces	(EwaGlos)	(Hornemann	Institute,	2016)	is	a	

unique	resource	of	agreed	terminology	confirming	the	importance	given	to	the	empirical,	

science-based	aspects	of	conservation	and	the	associated	need	to	facilitate	its	

communication.	EwaGlos	also	highlights,	for	this	research,	what	is	missing	in	the	

academic	discourse	around	conservation,	namely	the	description	and	communication	of	

the	practical	aspects	of	the	discipline.	Why	does	the	conservator	do	what	s/he	does,	what	

guides	their	actions	and	reactions	with	the	material	culture?	If	the	actions	of	the	

practitioner	successfully	resolve	a	problem	with	the	material	it	is	worth	asking	how	and	

why.	Questioning	the	how	and	why	of	conservation	practice	necessarily	leads	to	

articulating	a	theoretical	rationale	for	why	practice	works	and	to	better	understanding	

why	theory	does	not	always	precede	practice.	By	looking	at	the	theory	of	practice,	we	can	

explore	how	conservators	use	objects	and	the	interaction	that	is	established	between	the	

conservator	and	the	object	in	pursuit	of	their	practice.	By	investigating	the	experiential	

aspects	of	conservation	practice,	it	is	possible	to	describe	the	practical	processes	that	

underpin	the	theory	of	practice	from	the	practitioner	viewpoint.		

	

Theory	-	Professional	knowledge	

	 Conservators	work	with	objects	but	do	not	traditionally	analyse	the	theoretical	

rationale	for	their	actions.	This	research	identifies	two	disciplines	that	share	practice-

focussed	and	object-based	theoretical	approaches	and	uses	them	to	explore	analogies	to	

the	theory	and	practice	of	conservation.	These	two	disciplines	are	fine	arts	and	design-

based	professions.	In	fine	arts,	the	practitioner	reflects	on	their	own	creative	journey	to	

understand	the	process	that	generates	a	final	creative	piece.	Design,	like	conservation,	

deals	with	objects,	concept	briefs,	and	problems	that	may	be	exogenous	to	the	

practitioner.	A	number	of	researchers	have	interrogated	the	theoretical	basis	of	reflective	

practice	related	to	design-based	professions	such	as	architecture,	urban	design,	town	

planning,	engineering	of	industrial	designs,	and	graphic	design	of	products	(Barfield	and	

Quinn,	2004,	Biggs,	2004,	Bright,	2012,	de	Freitas,	2002,	Ellmers,	2017,	Gillham	and	

McGilp,	2007,	Macleod	and	Holdridge,	2006,	Nimkulrat,	2007).	Design	theory	provides	
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useful	insights	and	practical	resources	to	explore	the	theoretical	basis	of	conservation	

practice.		

In	The	Reflective	Practitioner	–	how	professionals	think	in	action,	Schön	explores	

and	explains	the	steps	by	which	practitioners	reflect-in-action	while	working	through	a	

problem	or	new	situation	(1991,	76-104).	Schön	describes	the	active	practitioner	as	one	

whose	‘reflection	tends	to	focus	interactively	on	the	outcomes	of	action,	the	action	itself,	

and	the	intuitive	knowing	implicit	in	the	action’	(1991,	56).	Through	a	series	of	steps	

(moves	or	decisions	of	action),	the	practitioner	assesses	the	object	or	situation	for	

similarities	and	differences	from	those	already	encountered	which	have	contributed	to	

the	practitioner’s	repertoire	or	knowledge	bank	(1991,	135-138).	The	reflective	

practitioner	instigates	a	cycle	of	reflection-in-action,	stimulating	a	situation	where	the	

problem	is	talking	back	to	the	practitioner,	and	the	practitioner	further	reflects	on	this	

feedback	or	back	talk,	to	find	new	meaning	in	the	situation,	which	in	turn	facilitates	a	

reframing	of	the	problem	to	effect	a	suitable	response	to	achieve	the	desired	result.		

Extending	Schön’s	concept	of	experimenting-in-action:	this	thesis	describes	

experimenting-in-practice,	which	starts	when	the	practitioner	reflects-in-action	while	

working	on	a	problem,	or	interrogating	a	situation,	noting	and	paying	attention	to	

features	or	phenomena	(1991,	54).	At	the	same	time	the	practitioner	pays	attention	to	

their	own	response	and	intuitive	understanding	of	these	phenomena,	experimenting	and	

testing	actions	and	moves,	which	is	in	effect,	concurrently	testing	hypotheses	and	the	

consequences	of	them.	These	actions,	reactions	and	moves	are	in	themselves	exploratory	

probes,	which	stimulate	further	back	talk	between	the	practitioner	and	the	material	

within	the	context	of	the	particular	situation	establishing	the	experimenting-in-practice	

cycle.	

	 The	interest	and	aim	of	the	practitioner	are	to	transform	the	current	situation	

from	what	it	is,	to	something	better	through	understanding	and	action.	In	this	pursuit	a	

parallel	can	be	drawn	to	the	work	of	Herbert	Simon,	author	of	The	sciences	of	the	

artificial	(1981),	who	suggests	that	‘all	occupations	engaged	in	converting	actual	to	

preferred	situations	are	concerned	with	design’	(Schön,	1991,	77)	and	also	to	Bryan	

Lawson	who	relates	the	ultimate,	simplistic	definition	of	design	is	‘to	initiate	change	in	

man-made	things’	(2006,	33).	Central	to	the	practitioner’s	interaction	is	the	conversation	

that	takes	place	with	the	materials	of	the	situation,	and	that	the	conversation	is	
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reflective.	In	this	way,	the	practitioner	is	receptive	to	the	‘situation’s	back-talk,	[the	

practitioner]	reflects-in-action	on	the	construction	of	the	problem,	the	strategies	of	

action,	or	the	model	of	the	phenomena,	which	have	been	implicit	in	his	moves’	(Lawson,	

2006,	265-286,	Schön,	1991,	79).	The	ability	to	reflectively	interact	with	the	situation	also	

applies	to	professions	that	are	science-based	such	as	medicine,	engineering	and	nursing.	

Practitioners	in	these	disciplines	undertake	a	similar	reflective	conversation-based	design	

process,	when	faced	with	a	new	or	unique	problem	to	find	a	resolution	that	is	credible	

and	able	to	withstand	critical	assessment	(Ellmers,	2017,	Gray,	Malins	and	Riley,	2005,	

Schön,	1991,	168).	

Parallels	exist	between	the	design	professions	and	the	discipline	of	conservation,	

which	is	based	in	the	science	of	materials	and	incorporates	influences	from	the	arts	and	

humanities.	The	conservation	practitioner	has	an	interest	in	transforming	the	current	

condition	of	the	material	from	what	it	is	into	something	else,	through	understanding	and	

action.	The	practitioner	must	engage	with	the	material	in	a	reflective	conversation	in	

order	to	elicit	necessary	information	to	develop	a	process	to	successfully	effect	any	

required	intervention	or	treatments.	The	conservator	will	instigate	an	action	(move)	and	

then	receive	feedback	(back	talk)	from	the	material	culture	through	the	process	of	

assessing	how	the	material	reacts	physically	to	the	action	(features	or	phenomena).	The	

conservator	reflects	on	this	back	talk	within	their	own	professional	repertoire,	to	test	

their	understanding	and	decide	whether	there	is	a	need	to	reframe	the	treatment	and	

then	formulate	the	next	action.	The	conservator	is	simultaneously	reflecting	on	their	own	

actions,	responses,	learning	and	understanding	of	phenomena,	testing	hypotheses	and	

consequences	through	experimenting	and	trialling	differing	actions,	to	stimulate	further	

feedback	between	the	material	and	themselves	as	practitioner.	

	 When	the	conservator	initiates	this	reflective	conversation	with	the	material	they	

function	as	an	agent	(or	actor)	within	the	particular	situation.	Schön	describes	how	the	

practitioner	through	their	‘transaction	with	the	situation,	…	shapes	it	and	makes	himself	a	

part	of	it’,	thereby	contributing	to	the	explanation	and	construction	of	the	final	product	

(1991,	163).	The	implications	of	the	conservator	as	reflective	practitioner	are	noted	by	

Muñoz	Viñas,	who	considers	every	act	of	conservation	becomes	both	part	of,	and	a	

commentary	on,	the	object	(2005),	and	by	Eastop	who	describes	how	the	conservator	as	

practitioner	negotiates	‘the	complexities	of	the	object’s	physical	and	social	environment’	
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(2006,	516).	It	is	in	this	realm	of	implication	and	importance	that	the	practice	and	theory	

of	conservation	requires	exploration	and	enunciation	to	help	understand	the	factors	that	

combine	in	the	assessment	and	intervention	decision	process.	The	conservator’s	

reflective	practices	of	observing,	examining,	researching,	and	testing	the	object,	are	

analogous	to	Schön’s	terms	‘reflection-in-action’	and	‘experimenting-in-practice’.		The	

resultant	reflective	interaction	between	the	conservator	and	the	object	establishes	a	

reflective	conversation	where	the	conservator	and	the	object	are	both	agents	

contributing	to	the	process,	requiring	the	conservator	to	access	their	repertoire	of	

implicit	and	explicit	knowledge	and	experiences	to	decide	the	final	treatment	

intervention.		

	

Practice	-	Practitioner	knowledge	

This	doctoral	research	was	designed	to	combine	academic	research	with	

conservation	practice	through	inclusion	in	a	range	of	built	heritage	projects.	Architectural	

paint	analysis	is	one	of	the	initial	steps	undertaken	in	built	heritage	projects	and	informs	

the	conservation	intervention	(Clark,	2001).	EwaGlos	defines	architectural	paint	research	

as	‘a	systematic	investigation	and	documentation	of	decorations	or	traces	of	decorations	

on	façades	and	interior	rooms’	(Hornemann	Institute,	2016).	However,	the	practice	of	

researching	decorative	schemes	also	informs	the	project	and	the	conservation	

intervention.	Working	as	a	conservator	on	various	built	heritage	projects	has	enabled	the	

researcher	to	build	up	a	catalogue	of	specific	knowledge	based	on	experiential	learning.		

By	consciously	documenting	the	conservation	process,	the	researcher	explores	the	

importance	of	the	experiential	in	driving	reflective	practice.	A	number	of	concurrent	

processes	take	place	when	a	practitioner	is	reflective	that	adds	to	their	knowledge.	The	

tactile	actions	of	handling	and	engaging	with	the	object	drive	the	intellectual	processes	of	

understanding	and	responding	to	information	gained	from	the	interaction.	At	the	same	

time	the	practitioner	is	drawing	on	tacit	and	taught	knowledge	to	shape	and	reshape	a	

strategy	that	informs	and	drives	the	next	round	of	actions	and	reactions.	All	these	steps	

drive	the	act	of	reflection,	adding	data	to	the	practitioner’s	knowledge	bank	and	

expanding	their	professional	repertoire.		

The	practitioner’s	ability	to	build	on	and	develop	their	professional	repertoire	

through	reflective	practice	increases	their	expertise	and	enables	them,	when	faced	with	a	
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new	and	unique	practice	situation,	to	compare	it	to	what	is	accessible	in	their	knowledge	

bank.	The	practitioner	assesses	the	new	situation	for	similarities	to	and	differences	from	

past	experiences	looking	for	the	familiar,	which	functions	as	precedent,	metaphor	or	

exemplar	for	the	current	unfamiliar	situation	(Ellmers,	2017,	Hölling,	2017,	Schön,	1991,	

139).	The	capacity	to	perceive	the	similarity	of	unfamiliar	situations	with	past	experiences	

is	done	both	logically	and	psychologically	prior	to	consciously	articulating	the	rationale	

that	supports	the	action	and	before	the	ability	to	articulate	the	action.	This	is	seen	with	

experienced	practitioners	who	instinctively	modify	their	technique	and	practices	in	

response	to	and	during	their	reflective	practice.	When	asked	to	explain	the	rationale	

behind	the	observed	series	of	actions	these	practitioners	often	need	to	stop	working	and	

take	time	to	think	through,	recall	and	articulate	the	intellectual	processes	and	practical	

steps.	Their	knowledge	appears	to	be	imbricated	in	practice	rather	than	the	theory	and	

intellectual	rationalisation	associated	with	the	practice.	Schön	calls	this	the	practitioner’s	

artistry	which	reflects	the	range	and	variety	of	their	repertoire	that	is	accessed	to	deal	

with	unfamiliar	situations	and	enriched	through	each	new	experience	of	reflective	

practice	(1991,	140).	Biggs	discusses	the	distinction	Gilbert	Ryle	makes	between	practical	

and	explicit	knowledge	through	his	use	of	the	terminology	of	knowing-how	and	knowing-

that.	Knowing-how	is	a	practical	skill,	for	example	knowing-how	to	ride	a	bicycle	where	

the	rider	does	not	need	to	understand	any	of	the	theories	of	physics	in	order	to	have	the	

practical	skill	or	know-how	of	riding	a	bicycle	(Biggs,	2004,	6).	To	convey	the	explicit	

information	(knowing-that)	of	the	practice	of	riding	a	bicycle	is	problematic	as	the	theory	

is	not	helpful	and	the	description	of	such	an	action	illustrates	the	limitation	of	language:	

Language	cannot	express	everything.	It	is	difficult	if	not	impossible	to	explain	to	

someone	who	cannot	ride	a	bicycle	what	they	must	do	in	order	to	master	this	

practice.	As	Polanyi	puts	it	"we	can	know	more	than	we	can	tell"	(Polanyi	1983:	8)”	

(Biggs,	2004,	6).	

	

Reflective	practitioner	versus	reflective	researcher	

	 There	are	valid	reasons	why	practitioners,	who	employ	practice-based	methods,	

including	reflective	practice,	have	adopted	a	simplified	approach	to	conveying	

information	to	non-practitioners.	The	complexity	of	practice	that	faces	practitioners	

working	in	professions	such	as	engineering,	medicine,	business	management,	and	
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conservation,	requires	the	practitioner	to	access	information	from	research-based	theory	

and	technique	(what	Schön	calls	the	“high	ground”),	draw	on	skills	not	necessarily	taught	

to	them	such	as	experience,	trial	and	error,	intuition	(what	Schön	calls	the	“lowland”),	

and	incorporate	them	within	the	‘art	of	practice’	(1991,	17).	Schön	argues	that	there	is	an	

element	of	‘art’	in	professional	practice	and	that	reflective	practitioners	‘sometimes	

display	artistry	in	their	day-to-day	practice’	(1991,	18).		

	 Salomon	and	Perkins	propose	the	similar	concepts	of	“low-road”	and	“high-road”	

transfer	to	explain	the	different	ways	students	access	and	utilise	information	(1988,	

1989).	Low-road	transfer	occurs	when	extensive	and	varied	practice	results	in	well-

learned	behaviours	which	are	automatically	triggered	and	readily	applied	in	a	new	but	

similar	context	(Salomon	and	Perkins,	1989).	Perkins	and	Salomon	(1988)	maintain	this	

process	occurs	with	relative	ease	because	the	similarities	between	the	learning	context	

and	the	new	context	allow	the	student	to	recognize	which	skills	and	knowledge	are	useful	

and	how	they	should	be	applied.	High-road	transfer,	by	contrast,	occurs	when	knowledge	

is	used	in	a	new	and	dissimilar	context	that	is	different	to	the	learning	context.	Perkins	

and	Salomon	argue	this	type	of	transfer	relies	on	mindful,	deliberate	abstraction	of	

principles,	either	in	advance	of	its	new	application	or	by	recalling	past	experiences	in	light	

of	a	new	situation	and	abstracting	relevant	principles	retrospectively	(Ellmers,	2017,	

1989).		

	 It	is	the	ability	of	the	reflective	practitioner	to	employ	multiple	and	sometimes	

conflicting	paradigms	of	practice	to	a	particular	problem,	their	ability	to	access	

information	from	both	the	high	ground	and	the	lowland,	and	to	apply	this	information	

using	both	high-road	and	low-road	transfer	that	situates	their	practice	within	science	and	

art.	The	discipline	of	conservation	and	conservators	as	reflective	practitioners,	operate	

within	such	a	framework	to	establish	an	interactive	relationship	with	the	object	where	

the	practitioner	is	open	to	feedback	from	the	object	to	amend	their	understanding	and	

find	new	meaning	in	the	situation.	

	 Academic	exchange	is	primarily	conceptual,	making	it	difficult	to	enunciate	the	

abstract	categories	and	theories	associated	with	the	way	people	engage	with	things	in	

their	everyday	practice	(Olsen,	2010,	20).	Within	academic	discourse,	the	reflective	

nature	of	conservation	practice	is	not	generally	recognised	or	accepted	as	professional	

knowledge	because	it	is	difficult	to	enunciate	or	justify	within	a	rigorous	quality-based	
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research	framework	favoured	by	the	sciences	which	aim	to	‘provide	knowledge’	(Harman,	

2013,	191).	However,	reflection-in-action	is	important	to	develop	an	epistemology	of	a	

practice,	which	places	technical	problem-solving	within	the	broader	context	of	reflective	

inquiry	and	in	turn	creates	a	link	between	the	‘art	of	practice’	and	the	scientist’s	‘art	of	

research’	(Schön,	1991,	69).		

In	1991	Schön	considered	the	place	of	reflective	practice	within	the	professions	and	

how	it	is	perceived	by	academics	and	by	society;	he	wrote:	

…there	is	a	disturbing	tendency	for	research	and	practice	to	follow	divergent	paths.	

Practitioners	and	researchers	tend	increasingly	to	live	in	different	worlds,	pursue	

different	enterprises,	and	have	little	to	say	to	one	another.	…	The	divergence	of	

research	and	practice	exacerbates	the	practitioner’s	dilemma	which	I	have	called	

“rigor	or	relevance,”	and	tempts	the	practitioner	to	force	practice	situations	into	

molds	derived	from	research.	(1991,	308)	

	

	 Almost	30	years	later	this	view	still	appears	to	hold	true	for	the	reflective	

practitioner.	Academic	research	using	reflective	practice	seems	to	be	confined	to	the	

creative	art	and	design	disciplines,	while	disciplines	such	as	conservation	focus	on	the	

processual,	social,	archaeological	or	historical	importance	of	their	research	and	practice.		

However,	all	is	not	lost	if	the	traditional	view	of	what	constitutes	professional	

knowledge	is	itself	reframed	to	accept	that	practitioners	become	reflective	researchers	

‘in	situations	of	uncertainty,	instability,	uniqueness	and	conflict’	(Schön,	1991,	308).	In	

these	situations,	the	practitioner	must	respond	to	the	immediacy	of	the	practice	situation	

implementing	actions	that	generate	and	test	theory	at	the	same	time	through	reflection-

in-action,	which	in	turn	transforms	their	practice.	The	reflective	practitioner	becomes	a	

reflective	researcher,	which	aids	his	or	her	own	reflection-in-action.	Schön	believes	that	

‘Reflective	research	requires	a	partnership	of	practitioner-researchers	and	researcher-

practitioners’	which	can	take	a	variety	of	forms	including	the	practitioner	taking	‘time	out	

to	become	a	reflective	researcher,	moving	in	and	out	of	research	and	practice	careers’	

(1991,	323-324).		This	research	demonstrates	that	conservators	are	well	placed	to	fill	this	

partnership	role	as	reflective	researcher	and	reflective	practitioner.	What	is	exciting	for	

the	discipline	of	conservation	is	that	these	partnerships	have	the	potential	to	contribute	

to	the	research	agenda	of	universities	and	practice	institutions	through	institutional	
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collaboration	with	organisations	outside	academia	and	can	be	included	and	disseminated	

through	the	Research	Excellence	Framework	Impact	Case	Studies	(HEFCE,	2017).	

However,	it	requires	universities	to	recognise	the	value	in	joining	the	research	agenda	of	

their	institution	with	practice	organisations	and	entering	into	a	new	kind	of	relationship.	

When	this	occurs:		

University	faculty	will	become	interested	in	professional	practice,	not	only	as	a	

source	of	problems	for	study	or	internships	for	students,	but	as	a	source	of	access	to	

reflective	practice.	As	a	consequence,	a	new	meaning	will	be	given	to	activities	

usually	considered	peripheral	to	the	conduct	of	the	research	university.	Fieldwork,	

consultation,	and	continuing	education,	often	considered	as	second-class	activities	or	

as	necessary	evils,	will	rise	to	first-class	status	as	vehicles	for	research,	the	main	

business	of	the	university.	(Schön,	1991,	324)	

	

Public-private	partnerships	are	an	example	of	such	a	relationship,	and	can	be	found	

in	a	number	of	institutions	working	to	combine	disciplines	such	as	science	and	industry	

(Federal	Ministry	of	Education	and	Research,	2017),	public	policy,	sustainable	

development,	urban	governance,	and	drug	discovery	(Collaborative	Drug	Discovery,	2017,	

University	of	Oxford,	2016)	to	name	a	few.	In	history,	partnerships	between	researchers	

and	heritage	sites	effectively	combine	the	primary	research	skills	of	the	academic	with	

the	public	engagement	skills	of	museums	to	produce	and	communicate	research	to	a	

broad	public	audience4	(Hannan	and	Longair,	2017,	160).	This	doctoral	research	is	an	

example	of	a	public-private	partnership	between	Crick	Smith	Conservation	and	the	

University	of	Lincoln	where	conservators	work	as	practitioners	in	commercial	practice	and	

are	concurrently	reflective	researchers.	From	2017	this	partnership	continues	as	Lincoln	

Conservation	located	within	the	University	of	Lincoln	and	affiliated	with	the	School	of	

History	and	Heritage	and	the	number	of	postgraduate	research	positions	has	trebled.		

	

																																																								
4	Examples	of	some	public-private	partnerships	include:	Yorkshire	Country	House	
Partnership	(http://www.ychp.org.uk/research);	National	alliance	for	Museums,	Health	
and	Wellbeing	(https://museumsandwellbeingalliance.wordpress.com/about/);	Share	
Academy	Project	(http://www.londonmuseumsgroup.org/share-academy/);	Thames	
Valley	Country	House	Partnership	project	(https://torch.ox.ac.uk/).	
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New	approach	to	material	culture	studies	-	Implication	for	heritage	professionals	

	 Geismar	et	al	argue	that	an	‘appreciation	for	material	culture	has	become	

mainstream	in	many	fields,	from	sociology	to	art	history,	philosophy	and	science	studies’	

(2016,	3).	Scholars	promote	a	greater	awareness	of	material	culture,	suggesting	that	the	

‘future	significance	of	material	culture	studies	lies	in	its	potential	to	generate	new	

questions	in	historical	analysis’	(Mayne,	2012,	54).	The	study	of	material	culture	is	

promoted	for	the	ability	to	change	‘the	very	nature	of	the	questions	we	are	able	to	pose	

and	the	kind	of	knowledge	we	are	able	to	acquire	about	the	past’	and	enable	‘additional	

emphases	and	connecting	threads	in	interpretations	of	the	past’	(Auslander,	2005,	1015,	

Kingery	and	Lubar,	1993,	ix).	Because	material	culture	‘is	not	simple	and	transparent	in	its	

meanings’,	the	complexity	of	its	study	facilitates	interdisciplinary	research	in	order	to	

compare	it	usefully	with	sources	from	other	disciplines,	and	pose	open-ended	research	

questions	(Mayne,	2012,	56).	It	is	important	to	reiterate	that	material	culture	studies	are	

not	an	exclusive	method	of	historical	research;	however,	its	strength	lies	in	the	cross-

disciplinary	research	methodologies	it	enables.	For	those	researchers	willing	and	able	to	

embrace	the	challenge	of	interrogating	and	questioning	the	‘ambiguities	of	material	

culture’	this	can	‘trigger[s]	innovation	in	historical	analysis’	(Mayne,	2012,	57).		

	 This	Chapter	has	reviewed	the	literature	to	understand	what	is	meant	by	the	term	

material	culture	and	articulated	reasons	why	objects,	including	the	decorative	elements	

of	buildings	constitute	material	culture	and	how	they	are	claiming	their	place	in	material	

culture	studies.	The	thesis	has	also	explored	the	development	of	material	culture	studies	

as	a	research	discipline	and	demonstrated	its	importance	to	inform	heritage	studies	by	

including	information	imbricated	in	the	physical	attributes	of	objects.		

	 The	maturation	of	material	culture	studies	has	significant	implications	for	

historians,	firstly	to	explore	new	research	practices	and	skills	so	they	can	incorporate	

material	culture	into	their	research,	and	secondly	to	understand	that	objects	can	be	seen	

as	active	and	autonomous	and	not	simply	reflective,	that	objects	demand	the	same	

respect	and	validity	as	written	documents	(Caple,	2006,	Hannan	and	Longair,	2017,	

Harvey,	2009).	A	third	consideration	explored	in	the	current	chapter	is	to	recognise	the	

particular	skills	and	advantage	that	practitioners	from	other	disciplines	possess	for	

interrogating	material	culture	for	heritage	studies	(Harvey,	2009,	13,	Hölling,	2017,	

Streeton,	2016).	
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The	grammar	of	things	is	related	to,	but	more	complex	and	difficult	to	decipher	

than,	the	grammar	of	words.	Artifacts	are	tools	as	well	as	signals,	signs,	and	

symbols.	Their	use	and	functions	are	multiple	and	intertwined.	Much	of	their	

meaning	is	subliminal	and	unconscious	(Kingery,	1996,	1).		

	

	 This	chapter	has	developed	the	discussion	on	material	culture	to	include	built	

heritage	and	to	establish	the	link	between	the	building	and	its	decorative	schemes.	The	

chapter	argues	that	built	heritage	and	its	materiality	is	an	important	and	underutilised	

area	of	material	culture	studies,	which	heritage	professionals	can	exploit	for	the	wealth	of	

information	held	within	its	fabric.	This	chapter	presented	information	on	how	people	use	

and	interact	with	buildings	for	their	ability	to	influence	our	actions	and	our	understanding	

of	significant	moments	illustrating	the	accessibility	and	depth	of	information	

encompassed	in	buildings	and	their	importance	to	heritage	studies.		

	 The	discussion	reiterates	that	heritage	professionals	look	at	historic	buildings	from	

a	number	of	perspectives	but	are	less	likely	to	consider	the	decorative	history	of	the	

historic	interior.	This	supports	one	of	the	central	arguments	of	this	thesis:	the	increased	

recognition	and	analysis	of	the	architectural	and	decorative	elements	of	built	heritage	to	

better	understand	the	social	and	historical	contexts	of	buildings	and	as	essential	

information	for	effective	historic	preservation,	city	planning,	and	community	

development.	Having	argued	the	importance	of	decorative	schemes	as	material	culture	

this	research	now	presents	the	results	of	the	case	study	which	uses	the	conservation-

based,	object-centred	practice	of	architectural	paint	research.	
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Chapter	THREE	-	ARCHITECTURAL	PAINT	RESEARCH	AS	

CASE	STUDY	-	RESULTS	

	 	

	 This	section	constitutes	the	body	of	the	case	study	and	demonstrates	the	power	

of	conservation	research	to	contribute	to	broader	heritage	agenda	through	three	

exemplar	projects.	The	case	study	has	a	number	of	images	to	illustrate	the	three	

examples	of	historic	buildings	and	their	respective	paint	analysis	and	research	findings.	To	

facilitate	ease	of	reading	and	reference	to	these	images	have	been	collated	into	a	

separate	volume	of	work,	Volume	II.	This	chapter	provides	the	historical	context	of	each	

example	of	built	heritage	used	in	the	case	study	and	presents	the	results	of	paint	research	

and	selective	analysis.	The	three	examples	of	built	heritage	have	been	selected	for	their	

ability	to	demonstrate	how	APR	interrogates	material	culture	and	contributes	to	

understanding	the	building’s	physical	and	social	history.	The	buildings	are	drawn	from	

current	and	retrospective	heritage	projects	and	represent	different	social	and	historic	

values	and	different	approaches	to	conservation.	Using	these	examples	demonstrates	

how	their	differing	historical	contexts	and	project	aims	informed	the	expectations	and	

execution	of	the	APR	process	and	conversely,	explores	how	the	APR	results	and	

practitioner	influence	the	project	outcomes.	

	 The	Adam	Library	at	Kenwood	House	with	its	Grecian-inspired	decorative	frieze	

and	ceiling	paintings	by	Antonio	Zucchi,	speaks	of	opulence,	culture	and	connoisseurship.	

The	interior	of	the	Wesleyan	Methodist	Chapel	at	Nenthead	was	designed	and	decorated	

to	direct	worshippers	toward	the	pulpit	and	focus	their	attention	on	the	Methodist	

teachings	of	sobriety,	community	and	godliness.	The	modest	proportions	yet	elaborate	

interior	design	and	layout	of	the	William	Butterfield	Chapel	at	St	Anne’s	Bedehouses	

reflects	the	religious	beliefs	of	the	Rev.	Sibthorp	and	showcases	his	philanthropy	in	

housing	the	impoverished	widows	of	clergymen.	
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RESULTS	

	

3.1	EXAMPLE	ONE:	NENTHEAD	CHAPEL	

To	the	incumbent	the	church	is	a	workshop;	to	the	antiquary	it	is	a	relic.	To	the	

parish	it	is	a	utility;	to	the	outsider	a	luxury.	How	to	unite	these	incompatibles?	

							Thomas	Hardy,	Memories	of	Church	Restoration,	1906	(English	Heritage,	

2012)	

	

Historical	Investigation	

	 Nenthead	Wesleyan	Methodist	Church	(Nenthead	Chapel)	is	located	in	the	village	

of	Nenthead	on	Alston	Moor,	Cumbria	(Fig.	3.1.1),	it	is	one	of	England’s	highest	villages	at	

457metres	(1500	feet),	situated	within	the	North	Pennines	Area	of	Outstanding	Natural	

Beauty	with	a	long	history	of	mining	lead	and	associated	metals	of	zinc	and	silver	(Jessop,	

Whitefield	and	Davidson,	2013,	The	Cumbria	Directory,	2014,	Visit	Cumbria,	2014)	(Fig.	

3.1.2).	

	 Constructed	in	1873	Nenthead	Chapel	was	last	used	for	worship	in	2002	and	by	

2011	was	in	a	significant	state	of	disrepair.	In	a	bid	to	save	the	Chapel	the	community	

formed	the	Nenthead	Chapel	Project	Group	who	in	December	2013	secured	HLF	

development	phase	funding	(Cumberland	and	Westmorland	Herald,	2013).	The	funds	

were	used	to	engage	a	heritage	architect	and	part-time	project	officer	to	drive	the	project	

and	progress	a	stage	two	funding	bid.		

	

Social	context	

	 The	Quaker-run	London	Lead	Company	(LLC)	was	at	the	forefront	of	many	of	the	

changes	affecting	the	mining	and	metallurgical	industry	of	the	North	Pennines	all	through	

the	eighteenth	and	nineteenth	centuries	(Jessop,	Whitefield	and	Davidson,	2013,	40).	In	

1750	the	LLC	purchased	mining	leases	in	the	Nent	valley	and	in	1753	the	company	

extended	the	smelt	mill	and	built	a	house	for	their	agent	in	Nenthead.	From	1825	LLC	

invested	significantly	in	the	area	and	constructed	the	first	purpose-built	industrial	village	

in	England	at	Nenthead	(Visit	Cumbria,	2014).	The	village	buildings	included	35	cottages	

for	their	workforce	and	senior	company	staff,	a	school,	reading	room,	public	baths	and	a	
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washhouse	for	the	miners	and	their	families,	a	clock	tower,	market	hall	and	the	original	

chapel	(Jessop,	Whitefield	and	Davidson,	2013,	75).		

	 The	foresight	of	LLC	brought	immense	prosperity	to	one	of	the	most	remote	and	

inhospitable	regions	in	the	country.	Nenthead	was	considered	in	many	respects	to	be	‘a	

model	village’	with	‘higher	standards	of	domestic	accommodation	and	a	range	of	social	

amenities	for	employees	outside	their	working	hours’	(Jessop,	Whitefield	and	Davidson,	

2013,	75).	The	LLC	benefitted	from	locating	their	workers	in	close	proximity	to	their	place	

of	work,	and	the	expectation	for	workers	to	attend	worship	would	go	some	way	to	

promoting	acceptable	social	standards.	Nenthead	was	the	first	village	in	the	United	

Kingdom	to	have	electric	street	lighting	sourced	from	excess	power	generated	by	the	

mines	and	claims	to	having	the	first	free	public	library	in	England	(Jessop,	Whitefield	and	

Davidson,	2013,	81).		

	 There	was	some	further	residential	development	in	Nenthead	during	the	

nineteenth-century,	however,	falling	lead	prices	and	cheap	imports	lead	to	a	catastrophic	

deterioration	of	the	industry.	By	the	late	nineteenth	century	lead	mining	proved	to	be	

uneconomic	and	the	LLC	ceased	operations	in	1882.	The	mining	leases	were	sold	to	

various	companies	including	the	Belgian-owned	Vieille	Montagne	Zinc	Company	who	

diversified	and	mined	for	zinc	ore	in	the	wider	Alston	Moor	region	until	the	early	1940s.	

Nenthead	Mines	finally	closed	in	1961.			

	

Methodism	and	Nenthead	Chapel	

	 John	Wesley	is	known	to	have	preached	in	the	Alston	area	in	1748	and	1770,	some	

10	km	(4.5	miles)	from	Nenthead,	and	there	was	a	huge	ground	swell	of	support	from	

workers	and	their	families	for	his	Methodist	views	(BBC,	1986,	Historic	Chapels	Trust,	

2015).	The	Quakers,	themselves	a	Nonconformist	religion,	were	cognisant	of	a	moral	

responsibility	to	their	workforce	and	realised	the	benefits	to	be	gained	from	providing	a	

central	place	for	parishioners	to	worship,	build	community	and	foster	a	sense	of	

belonging	in	this	isolated	region.	The	LLC	had	a	tolerant	attitude	to	Methodism	within	its	

mining	communities	(Petts,	2011,	470)	and	in	1826,	the	first	Wesleyan	Methodist	Chapel	

was	erected	in	Nenthead	(Jessop,	Whitefield	and	Davidson,	2013,	86).	As	Methodism	

promoted	sobriety	and	family	cohesion,	the	benefits	in	supporting	this	belief	system	
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could	only	result	in	positive	outcomes	for	work	attendance,	productivity	and	community	

harmony	(Petts,	2011,	477).		

	 The	current	Nenthead	Chapel	was	built	in	1873	and	physically	incorporates	the	

central	and	eastern	blocks	of	the	original	1826	chapel	(Fig.	3.1.3,	Fig.	3.1.4,	and	Fig.	3.1.5).	

The	Chapel	was	designed	by	George	Race	Jnr	(1834-1911),	floruit	1870s,	(Royal	Institute	

of	British	Architects,	2009)	and	‘a	Mr	Atkinson’	(Historic	Chapels	Trust,	2010).	Wakeling	

states	that	all	but	the	smallest	of	chapels	constructed	during	the	High	Victorian	years	

(c.1860-1890)	were	architect	designed	‘generally	by	local	practitioners	or	by	one	of	the	

dozens	of	Nonconformist	specialists’	(1995,	88,	2016,	10).	It	is	possible	that	Mr	Atkinson	

is	William	Child	Atkinson,	floruit	1868-1886,	who	worked	in	West	Yorkshire,	however,	this	

is	speculation	and	cannot	be	confirmed	(Royal	Institute	of	British	Architects	et	al.,	1993,	

31).		

	 Nenthead	Chapel’s	architectural	plan	typifies	the	traditional	rectangular	form	and	

interior	of	early	nineteenth-century	Victorian	Methodist	Churches	(Wakeling,	2016,	6)	

(Fig.	3.1.6).	The	interior	has	an	encircling	gallery	fitted	with	additional	seating	and	an	

organ	and	the	balustrade	is	made	of	ornate	decorative	cast-iron	panels	(Fig.	3.1.7).	The	

main	body	of	the	chapel	has	fixed	pitch	pine	pews	with	shaped	ends	and	at	the	west	end	

there	is	a	raised	pulpit,	which	extends	to	gallery	level	and	is	accessed	by	stairs	at	either	

side.	The	stair	handrails	and	front	communion	railing	contain	decorative	cast-iron	

uprights.	Curved	doors	to	either	side	of	the	pulpit	provide	access	from	the	body	of	the	

chapel	to	the	vestry	and	a	kitchen	area;	the	chapel	windows	have	rope-moulded	plaster	

surrounds.	The	gallery	is	supported	by	cast-iron	columns	with	foliate	capitals	and	has	

been	ceiled	over	at	the	top	of	the	gallery	balustrade	thereby	obscuring	the	wide-spanned	

ceiling	from	ground	level.	In	April	2012,	Nenthead	Methodist	Church	was	designated	a	

Grade	II	listed	building	(Historic	England,	2015a,	entry	1408095).	

	 Nenthead	Chapel’s	significance	is	based	on	a	number	of	criteria	including	the	

Chapel’s	role	as	a	centre	for	the	spiritual	and	social	life	of	the	community	reflecting	the	

development	of	Methodism	as	an	integral	part	of	nineteenth-century	mining	settlements	

in	the	North	Pennine	area.	The	Chapel	is	important	as	a	member	of	a	group	of	structures	

associated	with	the	village	and	the	history	of	lead	mining	and	the	particular	social	and	

religious	relationship	between	LLC	and	the	community.	The	traditional	architectural	style	

of	the	building	has	already	been	mentioned,	however,	the	unusually	ornate	decorative	
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cast-iron	work	is	considered	particularly	noteworthy	for	its	precision	and	the	fact	that	the	

gallery	panels	are	paralleled	at	the	nearby	Grade	II*	listed	Westgate	Primitive	Methodist	

Church	(Historic	England,	2015a).		

	

Westgate	Chapel	

	 It	is	worth	expanding	on	Westgate	Primitive	Methodist	Church	(Westgate	Chapel)	

located	in	the	nearby	village	of	Westgate	(Fig.	3.1.8).	Built	in	1871	it	was	also	designed	by	

George	Race	Jnr	and	‘a	Mr	Atkinson’	(Dickinson,	2015,	Historic	Chapels	Trust,	2015)	and	

predates	the	current	Nenthead	Chapel	by	two	years.	An	inscription	thought	to	be	George	

Race	Jnr’s	signature	is	visible	on	the	underside	of	one	of	the	chairs	found	in	the	Chapel	

(Fig.	3.1.9).	The	Races	are	a	long	established	family	in	the	Weardale	area	of	County	

Durham	and	a	long	line	of	George	Races	are	associated	with	the	preaching	of	Primitive	

Methodism	in	the	parish	(Kendall,	1905,	155).	There	is	a	commemorative	tablet	to	George	

Race	Senior	in	Westgate	Chapel	(Fig.	3.1.10).	The	Race	family	appear	to	be	a	prosperous	

and	influential	family	of	the	parish	and	chapel-building	was	one	way	to	reflect	their	

wealth	and	standing	in	the	community	and	their	belief	that	the	Chapel	is	‘brick-and-

mortar	proof	of	the	social	substance	of	non-conformity’	(Brooks,	1995,	11).	The	Chapel	

incorporates	parts	of	the	original	1824	Westgate	Chapel	and	retains	the	adjoining	school	

and	assembly	rooms	built	as	part	of	the	chapel	complex.	The	upper	floor	of	the	adjoining	

building	has	been	remodelled	and	modernised	to	provide	an	accommodation	wing	

usually	leased	to	tenants.	

	 An	important	difference	between	the	original	Nenthead	and	Westgate	Chapels	is	

the	way	in	which	their	construction	was	funded.	As	already	mentioned,	the	Quaker-run	

LLC,	as	part	of	their	aims	and	ethos	provided	their	workers	with	a	place	for	worship,	

funding	construction	of	the	original	Nenthead	Chapel	in	1826	(Jessop,	Whitefield	and	

Davidson,	2013,	86).	The	original	Westgate	Methodist	Church,	built	in	1824,	was	funded	

by	local	subscription	of	its	parishioners	and	built	by	the	local	miners	in	their	spare	time	

(Historic	Chapels	Trust,	2015,	Petts,	2011,	473).		

	 The	current	Westgate	Chapel	is	a	larger	building	with	more	ornate	decorative	

fittings	and	decorative	finishes	than	Nenthead	Chapel.	This	is	evidenced	by	the	stencilled	

wall	finishes,	more	elaborate	pulpit,	greater	use	of	cast-iron	work	with	a	more	elaborate	

design	for	the	communion	railings,	gallery	panels	that	are	fitted	around	the	pulpit	as	well	
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as	the	gallery	and	the	presence	of	support	columns	on	the	gallery	level	in	addition	to	

those	on	the	ground	floor.	Westgate	Chapel	reflects	the	importance	placed	on	this	site,	

which	is	reputed	to	have	been	where	Christopher	Hopper,	a	significant	early	Methodist	

missionary	preached	his	first	sermon	in	1749,	and	was	the	field	meeting	place	of	the	

breakaway	Primitive	Methodists	in	the	early	1800s	(Griffiths	Heritage	Consultancy	Ltd,	

2016,	4,	Petts,	2011,	475).		

	 As	with	many	churches	in	remote	villages,	decline	in	the	mining	industry	and	

reduced	corporate	investment	meant	workers	and	their	families	moved	out	of	the	area,	

resulting	in	reduced	parishioner	numbers	and	dwindling	attendance.	According	to	

Wakeling	this	was	compounded	by	the	general	decline	in	church-going	over	the	past	half-

century	(2016,	2).	The	reduction	in	congregation-generated	financial	contributions,	

combined	with	escalating	maintenance	costs	culminated	in	the	Chapel	being	no	longer	

viable	in	the	community.	Westgate	Chapel	held	its	final	service	in	2007.	Historic	Chapels	

Trust	took	over	ownership	in	2009	and	consequently	brought	the	Chapel	to	the	attention	

of	Historic	England,	where	it	is	now	listed	on	the	Heritage	at	Risk	register	(Historic	

England,	2018).	As	a	result	of	this	listing	a	number	of	investigative	works	and	urgent	

repairs	were	completed	in	2011,	in	2013	(Noble,	2013)	and	in	2017	(Historic	England,	

2018).	A	Conservation	Statement	was	produced	in	2016	(Griffiths	Heritage	Consultancy	

Ltd,	2016).	The	Chapel	is	currently	maintained	by	volunteers	and	was	opened	on	request	

for	viewing	by	interested	groups	and	on	designated	heritage	open	days	(Allen,	2014).	

However,	as	at	June	2018,	the	chapel	was	listed	as	not	currently	accessible	to	the	public	

because	of	the	unstable	condition	of	the	ceiling.	There	is	no	identified	ongoing	use	for	

Westgate	Chapel	other	than	its	value	as	a	heritage	site.	

	

Nenthead	Today:	Community	and	Economy	

	 Community	spirit	is	strong	in	Nenthead,	as	evidenced	by	the	community-owned	

and	managed	general	store,	public	amenities	and	volunteer-guided	tours	and	display	at	

the	nearby	Nenthead	Mines	Heritage	Centre	(The	Cumbria	Directory,	2014).	Nenthead’s	

economy	is	now	based	on	tourism,	catering	for	the	Coast-to-Coast	(C2C)	long	distance	

cyclists	and	ramblers	who	access	the	walking	trails	in	and	around	Nenthead.	Nenthead	

village	has	a	commercially	run	bicycle	business	operating	from	a	shop	situated	next	to	the	

chapel	and	adjacent	to	the	historic	Miners	Arms	public	house	and	bed	and	breakfast.	The	
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Nenthead	Mines	Heritage	Centre	offers	visitors	self-guided	trails,	a	picnic	area,	cafe	and	

shop,	bunkhouse	accommodation,	and	mineral	panning	with	seasonal	guided	tours	of	the	

subterranean	mine	shaft	(The	Cumbria	Directory,	2014).	

	

Building	and	site	survey	

	 In	2011	a	group	of	Nenthead	volunteers,	concerned	at	the	deteriorating	state	of	

the	Chapel,	decided	to	ask	the	community	what	they	would	like	to	see	happen	to	the	

Chapel.	The	community	response	was	to	“save	it”	(Hobson,	2014).	The	Nenthead	Chapel	

Project	Group	was	formed	and	in	December	2013,	they	applied	for	and	secured	HLF	

funding	of	£134,500	to	initiate	the	project.	This	initial	funding	was	used	to	employ	a	part-

time	project	manager	(one	of	the	Nenthead	Chapel	Project	Group	members),	contract	a	

heritage	architect	who	would	advise	and	carry	the	project	forward	and	progress	a	second	

funding	bid	to	secure	the	additional	£1.6	million	required	to	restore	Nenthead	Chapel	

(Cumberland	and	Westmorland	Herald,	2013).		

	 The	heritage	architect	completed	a	condition	report	of	the	Chapel	in	February	

2014,	which	detailed	urgent	repairs	to	prevent	further	damage,	as	well	as	repairs	to	

conserve	the	fabric	of	the	property	(Darwell,	2014).	In	April	2014	an	architectural	concept	

plan	for	the	future	use	of	Nenthead	Chapel	was	presented	to	the	community	which	

included	provision	for	a	café	and	interpretation	centre,	additional	space	for	Nenthead	

Community	Shop	and	North	Pennine	Cycles	and	a	“shop	window”	for	local	arts	and	crafts	

(Nenthead	Chapel	Project,	2014).	In	May	2016,	HLF	awarded	£1,699,500	to	the	Nenthead	

Chapel	Project	to	complete	the	proposed	works	and	re-purpose	the	building	as	a	

multifunctional	community	space.	The	work	was	completed	in	late	2018.	

	 In	2014	Crick	Smith	University	of	Lincoln	were	engaged	by	the	heritage	architect	

to	research	and	perform	onsite	analysis	of	the	original	decorative	schemes	within	the	

church	to	inform	discussion	and	decisions	on	the	decorative	scheme	to	be	reinstated.	The	

first	stage	was	to	undertake	a	building	and	site	survey	and	the	researcher	attended	

Nenthead	Chapel	on	two	separate	site	visits,	in	June	and	July	2014.	In	June	2014,	the	

researcher	attended	with	a	Crick	Smith	senior	Research	Fellow,	and	it	was	during	this	first	

visit	that	the	majority	of	sampling	was	undertaken.		

	 The	second	visit	to	Nenthead	Chapel	in	July	2014	included	a	site	visit	to	the	nearby	

Westgate	Chapel,	which	was	identified	during	research	as	being	of	potential	benefit	to	
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understand	and	interpret	the	analytical	results.	Both	chapels	are	examples	of	the	

Victorian	style	of	Methodist	buildings	built	in	Italianate	(Nenthead)	(Historic	England,	

2015a)	and	classical	revival	style	(Westgate)	(Griffiths	Heritage	Consultancy	Ltd,	2016,	5).	

Nenthead	Chapel	shares	a	number	of	similar	architectural,	interior	design	and	decorative	

features	(Fig.	3.1.11)	with	that	of	Westgate	Chapel	(Historic	England,	2016d)	(Fig.	3.1.12).	

The	chapels’	cast-iron	gallery	panels,	supporting	columns	and	column	capitals	are	the	

same	design	(Fig.	3.1.13,	Fig.	3.1.14	and	Fig.	3.1.15);	the	remaining	decorative	cast-iron	

railing	uprights	are	similar	(Fig.	3.1.16)	as	are	the	rope-moulded	plaster	window	

surrounds.	Westgate	Chapel	retains	original	decorative	schemes	on	a	number	of	its	cast-

iron	fittings	and	the	ground	floor	wall	face	shows	evidence	of	multiple	decorative	

schemes	of	stencilled	wall	finishes	(Fig.	3.1.17,	Fig.	3.1.18,	Fig.	3.1.19,	Fig.	3.1.20).	

Comparing	findings	from	visual	examination	of	the	two	chapels	provides	valuable	

information	with	which	to	interpret	sampling	performed	at	Nenthead	Chapel.	

	

Architectural	paint	research	 	

	 The	paint	research	at	Nenthead	Chapel	was	aimed	at	identifying	the	paint	colours	

used	for	the	original	decorative	scheme	within	both	levels	of	the	chapel	and	selected	

areas	outside	the	building.	106	samples	were	taken	from	various	areas	and	decorative	

features	for	baseline	analysis.	At	the	time	of	sampling	localised	discrete	revealing	was	

performed	on	site	to	aid	interpretation	of	the	sample	cross-sections.		

	 Baseline	analysis	outcomes	were	cross-referenced	to	each	other,	to	documentary	

evidence	and	to	the	decorative	schemes	visually	examined	at	Westgate	Chapel	to	aid	

interpretation	and	identification	of	the	paint	colours	and	treatments	for	the	earliest	

surviving	decorative	schemes	in	Nenthead	Chapel.	The	results	of	onsite	survey,	localised	

discrete	revealing	and	baseline	analysis	were	summarised	along	with	documentary	and	

archival	evidence	into	a	final	report:	Investigation	of	Decorative	Surfaces,	Nenthead	

Wesleyan	Methodist	Church	(Crick	Smith,	Crick	Smith	and	Freeman,	2014).	For	the	

purposes	of	this	research,	the	results	focus	on	APR	findings	of	the	Nenthead	Chapel	

ground	floor	wall	face,	cast-iron	support	columns,	cast-iron	communion	and	pulpit	rails,	

cast-iron	gallery	panels	and	the	corresponding	interior	finishes	and	fixtures	located	in	

Westgate	Chapel.		
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	 Initial	observations	of	Nenthead	Chapel’s	interior	decorative	scheme	suggest	it	

dates	from	the	last	quarter	of	the	twentieth	century,	possibly	the	1980s	based	on	paint	

colours	popular	at	that	period	of	time	(Little	Greene	Paint	Co.,	2017,	Sherwin-Williams,	

2017,	Stansfield	and	Whitfield,	2005,	239).	Combined	with	the	paint’s	physical	

characteristics	including	homogeneity	of	manufacture	and	luminosity	of	finish,	which	is	

consistent	with	modern	paint	formulas	based	on	titanium	dioxide	indicating	it	is	a	

modern	alkyd	paint	(Bristow,	1996,	47).	The	date	assigned	to	the	current	decorative	

scheme	is	supported	by	archival	evidence	found	at	Westgate	Chapel	in	the	form	of	an	

inscription	in	a	Good	News	Bible	presented	at	the	Rededication	Service	in	April	1981	

celebrating	the	redecoration	of	that	Chapel	and	plaque	commemorating	a	parishioner	

who	died	while	working	on	the	Chapel	in	1985	(Fig.	3.1.21).	The	1980s	redecoration	was	

initiated	to	provide	employment	to	local	residents	and	to	maintain	the	fabric	of	the	

church	(Allen,	2014).	It	is	reasonable	to	suppose	that	Nenthead	Chapel	was	redecorated	

around	the	same	period,	based	on	the	fact	that	the	redecoration	program	would	have	

helped	unemployed	residents	in	both	parishes,	and	the	close	ties	between	the	two	

parishes.	The	similarity	of	an	earlier	decorative	scheme	found	on	the	wall	faces	at	

Nenthead	and	Westgate	Chapels	supports	these	assumptions	and	is	discussed	further	

below.	

	

Wall	face	

	 The	ground	floor	wall	faces	at	Nenthead	Chapel	have	at	some	point,	possibly	in	

the	early	twentieth	century,	been	cleaned	right	back	or	totally	re-plastered	due	to	water	

damage	to	the	walls.	The	evidence	for	the	original	decorative	scheme	has	in	effect	been	

lost	on	the	ground	floor.	Localised	discrete	uncovering	of	the	ground	floor	wall	face	

reveals	an	earlier	scheme	of	pale	yellow-green	paint	on	the	upper	wall	face	and	a	darker	

grey-green	paint	to	the	lower	wall	face;	the	junction	of	the	two	areas	defined	by	a	red	

paint	line	at	dado	level	(Fig.	3.1.22a)	(Crick	Smith,	Crick	Smith	and	Freeman,	2014,	9).	

Cross-section	photomicrograph	of	paint	sample	NCC/1/6.6	(Fig.	3.1.22b)	taken	from	the	

wall	face	at	dado	level	shows	the	plaster	substrate	with	the	grey-green	paint	layer	

followed	by	a	layer	of	distinctive	red	paint	over	which	is	an	orange-cream	paint	layer	and	

a	warm	grey	paint	layer,	which	is	the	current	decorative	scheme.	The	photomicrograph	

confirms	the	stratigraphy	of	the	extant	decorative	schemes,	the	absence	of	a	dirt	layer	or	
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primer	between	the	plaster	substrate	and	scheme	I	confirms	this	paint	layer	is	the	earliest	

but	not	the	original	paint	scheme	used	in	the	chapel.	The	coarser	crystal	shapes	visible	in	

scheme	I	is	indicative	of	cruder	manufacturing	techniques	(Buck,	2010,	Standeven,	2011)	

and	suggests	it	is	not	a	modern	paint	formulation	and	has	been	dated	to	around	1920-

1930	(Crick	Smith,	Crick	Smith	and	Freeman,	2014,	9).		

	 The	wall	faces	in	the	gallery	level	are	in	a	poor	condition	(Fig.	3.1.7).	Visual	

assessment	of	the	decorative	scheme	of	the	gallery	wall	face	indicates	it	is	similar	to	the	

orange-cream	paint	layer	found	on	the	ground	floor	(Fig.	3.1.22b	scheme	III)	(Crick	Smith,	

Crick	Smith	and	Freeman,	2014,	18).	Evidence	of	the	orange-cream	paint	layer	in	both	

levels	indicates	that	the	Chapel	was	at	some	point	redecorated	throughout	using	the	

same	paint.	It	is	consistent	with	the	Chapel	experiencing	significant	water	ingress	

problems	after	this	decorative	scheme	resulting	in	the	gallery	level	being	closed	off	to	

prevent	water	damage	to	the	lower	level	and	prior	to	the	lower	level,	which	was	later	

painted	with	the	additional	warm	grey	paint	layer	(Fig	3.1.22b	scheme	IV).		

	 The	information	on	the	wall	face	decorative	scheme	at	Nenthead	Chapel	was	

compared	to	the	observed	decorative	schemes	on	the	wall	face	located	in	the	stairwell	

and	anteroom	of	Westgate	Chapel’s	upper	floor	accommodation	wing	(Fig.	3.1.23).	The	

colour	scheme	of	pale	grey-green	paint	on	the	upper	wall	face	above	a	darker	grey-green	

paint	on	the	lower	wall	face	with	the	red	paint	line	at	dado	level	appears	similar	to	

scheme	I	uncovered	on	the	ground	floor	at	Nenthead	Chapel	(Fig.	3.1.22a).	No	samples	

were	taken	to	verify	this	information,	however,	the	appearance	of	similar	decorative	

schemes	combined	with	the	proximity	of	the	two	churches	and	their	documented	historic	

and	social	links,	strongly	suggests	the	decorative	schemes	were	applied	at	the	same	time.		

	

Cast-iron	fittings		

	 Cast	iron	was	increasingly	used	as	an	interior	decorative	material	from	the	second	

half	of	the	eighteenth	century	because	of	its	suitability	for	large-scale	production	and	

resultant	cheaper	price	compared	to	wrought	iron	(White,	2012a).	Foundries	developed	

at	the	time	of	the	Industrial	Revolution	in	Britain	produced	large	quantities	of	precast,	

lightweight	and	relatively	inexpensive	cast-iron	fittings	that	could	be	used	in	any	quantity	

for	repetitive	decorative	railings	or	balustrades.	Cast-iron	metalwork	was	intended	to	

complement	the	interior	of	the	building	and	was	therefore	often	painted	to	suit	the	
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room’s	decorative	style	and	design,	and	designers	such	as	Robert	Adam	and	John	Nash	

are	known	for	the	colours	they	favoured	on	cast-iron	metalwork	(White,	2012a,	65-66).		

	 The	cast-iron	columns	used	in	the	Chapels	reflect	the	High	Victorian	classical	

revival	style	and	enabled	the	architects	to	maximise	the	congregation’s	uninterrupted	

view	of	the	preacher’s	pulpit	(Wakeling,	2016,	7).	Paint	analysis	of	decorated	metalwork	

can	accurately	establish	the	original	paint	schemes,	evidence	of	gilding	or	specific	

decorative	finishes	providing	valuable	information	on	the	techniques	and	interior	designs	

used	in	these	smaller	Victorian	Methodist	buildings.		

	 The	cast-iron	fittings	proved	difficult	to	sample,	the	paint	often	powdering	or	

delaminating.	By	engaging	reflectively	with	the	material,	the	researcher	used	the	

experiential	feedback	and	information	to	adapt	their	sampling	technique,	which	resulted	

in	more	effective	targeting	and	sample	removal.	Visual	observations	from	localised	

revealing	and	mapping	the	decorative	scheme	intent	identified	a	pale	blue	paint,	known	

as	eau	de	nil,	was	widely	used	as	the	background	paint	for	the	cast-iron	fittings	and	

different	accent	colours	were	used	to	pick	out	decorative	details.	Building	on	this	

information	the	researcher	successfully	predicted	those	areas	of	the	cast-iron	fitting	

where	gilding	was	used	to	highlight	particular	architectural	features.		

	

Cast-iron	communion	and	pulpit	railings	

	 Localised	discrete	uncovering	of	the	cast-iron	communion	railings	at	Nenthead	

Chapel	revealed	multiple	paint	layers	and	multiple	decorative	schemes	across	various	

decorative	features	(Fig.	3.1.24).	Cross-section	photomicrographs	illustrate	the	layers	in	

paint	samples	NCC/1/1.4	taken	from	the	communion	railing	green	leaf	detail	(Fig.	

3.1.24b)	and	NCC/1/1.7	taken	from	the	barley	twist	collar	(Fig.	3.1.24c).	Sample	

NCC/1/1.4	confirms	the	paint	sample	is	intact	with	clearly	defined	layers	visible,	including	

the	iron	substrate.	The	original	decorative	scheme	(I)	is	a	yellow-green	lead-based	paint	

with	pink	undercoat	applied	over	a	red-brown	priming	layer	to	the	cast-iron	substrate.	

This	scheme	is	followed	by	a	single	layer	of	off-white	paint	(II),	followed	by	two	schemes	

of	mid-green	paint	with	white	undercoat	(III	and	IV).	The	current	green	paint	makes	

reference	to	the	original	decorative	scheme.	

	 Sample	NCC/1/1.7	on	the	other	hand	shows	the	current	orange	paint	differs	from	

the	original	pale-blue	paint.	The	paint	sample	is	not	complete	due	to	lamination	of	the	
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upper	layer;	however,	it	is	possible	to	identify	the	original	pale-blue	decorative	scheme	(I)	

with	pink	undercoat	applied	over	a	red-brown	priming	layer	to	the	cast-iron	substrate	and	

at	least	one	layer	of	orange	paint	(scheme	II).	When	analysis	of	the	paint	samples	from	

the	communion	and	pulpit	stair	railings	were	viewed	as	a	whole,	it	confirmed	the	original	

decorative	scheme	applied	to	the	main	upright	section	of	each	railing,	the	main	barley-

twist	shaft	and	top	cross	member	was	pale	blue.	Certain	decorative	features	of	the	

fittings	were	highlighted	using	different	colours,	such	as	green	for	the	leaves,	while	other	

areas	of	finer	detailing	were	picked	out	with	gilding.	The	final	colour	chart	for	the	

communion	railing	illustrates	the	complex	colour	scheme	(Fig.	3.1.25)	(Crick	Smith,	Crick	

Smith	and	Freeman,	2014,	23).		

	

Cast	iron	gallery	panels	

	 The	significance	of	Nenthead	Chapel	is	in	part	due	to	what	Historic	England	

describes	as	the	‘unusually	ornate	…	attractive	and	precisely	made	…	gallery	fronts,	

paralleled	at	the	nearby	Grade	II*	Westgate	Chapel’	(2015a).	Some	of	the	decorative	

features	discernible	in	the	gallery	panels	include	large	leaf	shapes	with	central	and	border	

ribbing,	smaller	leaf	shapes	with	border	ribbing,	small	quatrefoil	florets,	small	box	collars,	

larger	paterae,	guilloche	moulding,	various	button	shapes,	various	shaped	cross	bars	and	

rails	and	frame	(Fig.	3.1.13).	This	made	sample	collection	challenging	due	to	the	nature	of	

the	substrate	and	the	condition	of	the	paint	combined	with	the	number	of	separate	

elements	that	required	analysis.	

	 Selective	uncovering	at	the	time	of	sampling	provided	valuable	context-related	

information	to	interpret	the	findings	from	cross-section	analysis.	Paint	sample	NCC/1/4.4	

taken	from	the	outside	frame	of	the	gallery	panel	is	representative	of	the	main	

background	colour	treatment	for	the	gallery	panel	and	for	all	of	the	cast	ironwork	within	

the	Nenthead	Chapel	interior	(Fig.	3.1.26a)	(Crick	Smith,	Crick	Smith	and	Freeman,	2014,	

8).	Cross-section	photomicrograph	of	paint	sample	NCC/1/4.4	shows	the	original	pale-

blue	paint	layer	with	pink	undercoat	and	off-white	priming	layer	to	the	cast-iron	substrate	

(not	shown	here	due	to	lamination	of	the	paint	sample)	(Fig.	3.1.26b).	Black	crystals	

visible	in	the	off-white	priming	layer	are	probably	carbon	black,	the	angular	shape	of	the	

crystals	suggest	bone	as	the	source,	as	carbon	derived	from	chars	usually	retain	the	

morphology	of	the	precursor	(Winter,	1983,	50).	The	original	pale-blue	eau	de	nil	scheme	
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(I)	is	followed	by	a	single	layer	of	white	paint,	followed	by	the	current	scheme	of	pale-

green	paint	layer	with	white	undercoat.	

	 It	is	possible	that	the	pale-green	paint	applied	to	the	gallery	panel	was	chosen	

based	on	rudimentary	localised	uncovering	of	the	paint	at	an	earlier	time.	It	is	well	

documented	that	traditional	lead-based	oil	paints	yellow	in	the	absence	of	light,	resulting	

in	pale	blues	appearing	green	to	the	naked	eye	(Baty,	1995,	35,	Welsh,	1996,	63).	This	

colour	shift	is	often	responsible	for	the	use	of	a	green	within	an	interior	for	an	element	

that	was	originally	blue	because	visual	colour	matching	does	not	evaluate	colour	

corruption	due	to	time	and	chemical	change	(Welsh,	1996,	63).	It	is	possible	that	this	

happened	at	Nenthead	Chapel.	Aesthetic	considerations	may	have	also	influenced	the	

choice	of	current	paint	colours	used	on	the	communion	and	pulpit	cast-iron	railings	to	

create	an	overall	cohesive	modern	decorative	scheme	for	the	interior	of	the	Chapel.	

	

Cast	iron	support	columns	and	capital	

	 Discrete	uncovering	of	the	cast-iron	support	column	revealed	the	earliest	

decorative	scheme	was	brown	in	colour	and	appeared	semi-transparent.	Visually	

identifying	dark	transparent	colours	against	the	dark	cast-iron	substrate	has	the	potential	

to	skew	visual	perception,	supporting	the	need	for	baseline	analysis	of	the	paint	to	

accurately	identify	the	extant	decorative	scheme.	Cross-section	photomicrograph	of	paint	

sample	NCC/1/5.2	taken	from	the	column	collar	(Fig.	3.1.27a)	shows	scheme	I	consists	of	

a	varnish	layer	applied	over	a	complex	marbled	design	created	by	using	various	coloured	

paints	(Fig.	3.1.27b).	There	are	areas	of	gilding	visible	between	the	varnish	and	the	

marbled	design.	Unfortunately,	the	paint	sample	has	been	disrupted	and	the	cast-iron	

substrate	is	not	clearly	visible.	The	marbled	scheme	is	followed	by	two	schemes	of	orange	

paint	each	with	an	off-white	undercoat,	separated	by	a	varnish	level	(scheme	II	and	III).		

	 Analysis	of	paint	samples	taken	from	the	column	capitals	at	Nenthead	Chapel	

confirmed	they	were	originally	painted	in	a	mid-green	paint	with	gilding	to	the	edges	to	

highlight	the	architectural	details,	similar	to	Westgate	Chapel	column	capitals	(Fig.	3.1.15)	

(Crick	Smith,	Crick	Smith	and	Freeman,	2014,	17).	In	contrast	to	the	current	decorative	

scheme	on	the	communion	and	pulpit	railings,	which	in	part	attempts	to	reproduce	the	

original	colours,	the	decorative	scheme	on	the	support	columns	and	associated	capitals	is	

a	complete	departure	from	the	original	decoration.	
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Summary	

	 This	historical	investigation	has	explored	the	social	and	economic	factors	that	led	

to	the	construction,	use	and	importance	of	Nenthead	Chapel	within	the	nineteenth-

century	mining	settlement	and	current	community.	APR	has	effectively	revealed	the	

Chapel’s	extant	decorative	schemes	to	inform	the	interior	colour	for	the	redeveloped	

Chapel.	APR	has	provided	objective	information	on	the	fabric	of	the	building	adding	to	the	

significance	of	Nenthead	Chapel.	By	comparing	and	contrasting	the	interior	design	and	

decoration	of	Nenthead	Chapel	with	the	neighbouring	Westgate	Chapel,	APR	has	

demonstrated	their	physical	similarities	and	social	linkages.	The	research	has	also	

highlighted	differences	in	the	two	chapels,	reflecting	the	different	social	hierarchies	in	

place	in	each	village:	Westgate	reflects	the	economic	wealth	of	its	congregation	and	the	

patronage	of	the	Race	family	(Brooks	and	Saint,	1995,	Petts,	2011);	Nenthead	is	

testament	to	the	legacy	of	the	lead	mining	industry	that	supported	Nonconformist	

religion	(Jessop,	Whitefield	and	Davidson,	2013).		

	 The	relational	context	of	the	two	chapels	is	enhanced	through	their	established	

link	with	Methodism	and	its	historical	connection	with	missionary	activities	in	these	

remote	areas,	and	by	situating	the	churches	within	the	broader	group	of	religious	and	

social	welfare	buildings	that	provided	a	focal	point	for	communities	in	mining	villages	

throughout	the	nineteenth	and	twentieth	centuries.	It	would	be	worthwhile	to	explore	

further	the	linkages	between	Nenthead	and	Westgate	Chapels	based	on	the	fabric	of	

their	interiors	and	how	this	informs	the	significance	of	these	Methodist	Chapels	within	

the	religious	landscape	of	the	North	Pennines.	It	is	important	to	document	as	much	

information	as	possible	about	these	Nonconformist	buildings,	which	were	once	prolific	in	

the	mining	landscape	and	are	now	vulnerable	to	demolition	and	inappropriate	adaptation	

and	fast	becoming	a	disappearing	heritage	asset	(Wakeling,	1995,	82,	Wakeling,	2016,	2).	
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3.2	EXAMPLE	TWO:	ROBERT	ADAM	LIBRARY	AT	KENWOOD	HOUSE	

Historical	Investigation	

	 The	Adam	Library	at	Kenwood	House	was	selected	because	it	illustrates	the	

importance	of	the	empirical	information	generated	by	APR	and	interrelationship	with	

other	evidence	in	understanding	the	material	culture	of	interior	designs.	Paint	research	of	

the	Adam	Library	highlights	the	agency	of	extant	decorative	schemes	to	inform	and	

dramatically	change	the	re-presentation	of	built	heritage	interiors.	Drawing	on	the	Caring	

for	Kenwood	Project	undertaken	by	English	Heritage	and	completed	in	2013	and	desktop	

review	of	Crick	Smith	University	of	Lincoln	investigations	of	the	Library	at	Kenwood	

House,	this	example	demonstrates	how	APR	influenced	the	conservation	of	one	of	Robert	

Adam’s	finest	interiors	to	achieve	what	is	now	considered	the	first	complete	example	of	

Adam’s	mature	style	(English	Heritage,	2015c,	Jenkins,	2012,	66).		

	 Kenwood	is	located	in	Hampstead	Heath	on	the	outskirts	of	London	and	is	a	

flagship	property	of	English	Heritage	(Fig.	3.2.1).	Kenwood	welcomes	around	143,500	

guests	each	year	through	the	house	and	1,000,000	people	through	the	42	hectares	(112	

acres)	of	grounds	that	are	open	to	the	public	for	picnics	and	walks	(Association	of	Leading	

Visitor	Attractions,	2017,	English	Heritage,	2002,	5).		

	 Kenwood	House	is	a	neoclassical	Georgian	villa,	however,	it	started	life	more	

humbly	as	a	two	storey	Jacobean	house	built	by	John	Bill	in	1616.	The	original	building	

has	undergone	a	number	of	changes	of	ownership	and	corresponding	alterations	to	the	

fabric	and	decorative	schemes	both	interior	and	exterior.	In	1754	William	Murray,	Lord	of	

Scone,	Scotland	purchased	Caen	Wood	House	as	it	was	then	called	and	engaged	well-

known	neoclassical	architects	Robert	and	James	Adam	to	transform	the	property	as	befit	

his	position	as	Lord	Chief	Justice	(Fig.	3.2.2)	(English	Heritage,	2015b,	Scone	Palace,	2015).	

From	1764	to	1779	the	Adam	brothers	designed	a	new	Great	Room	or	Library	to	balance	

the	Orangery	built	in	1746	(Fig.	3.2.3),	a	new	south	front	and	façade,	a	new	porticoed	

entrance	to	the	north	front	(Fig.	3.2.4)	and	modernised	and	extended	the	existing	interior	

living	spaces	notably	the	entrance	hall,	Great	Stairs	and	antechamber.	

	 Various	Earls	of	Mansfield	occupied	Kenwood	from	1754	to	1925	and	further	

changes	were	made	to	the	building	and	grounds	to	meet	the	aesthetic	requirements	of	

the	respective	owners	(English	Heritage,	2015b).	Notable	among	the	changes	to	the	

house	were	the	addition	of	two	brick	wings	positioned	either	side	of	the	north	face	



	

	 77	

entrance	by	the	2nd	Earl	of	Mansfield	who	engaged	George	Saunders	to	carry	out	the	

alterations	and	interior	refurbishments	between	1793-1797	(Fig.	3.2.5).	The	3rd	Earl	of	

Mansfield	engaged	architect	William	Atkinson	to	refurbish	the	Great	Room	or	Library	and	

redecorate	the	house	from	1815-1817.	

	 By	1817	Kenwood	House	had	been	transformed	into	the	landmark	building	we	see	

today,	situated	in	extensive	landscaped	grounds	with	views	of	London	in	the	distance,	the	

interiors	decorated	in	neoclassical	style.	Between	1909	and	1920,	the	property	went	

through	a	number	of	incarnations	as	a	family	home	and	as	a	rental	property	until	the	6th	

and	last	Earl	of	Mansfield	sold	the	contents	in	1922	and	eventually	the	estate	in	1925	

(English	Heritage,	2015b).		

	 Lord	Cecil	Guinness,	the	Earl	of	Iveagh	purchased	Kenwood	in	1925	and	embarked	

on	further	decorative	changes	to	the	interior.	His	intention	was	to	make	Kenwood	a	

gentleman's	residence,	suitable	to	exhibit	his	extensive	art	collection	and	as	a	retreat	on	

his	trips	to	London	from	the	ancestral	seat	in	County	Down,	Ireland.	However,	he	died	

before	his	collection	of	paintings	could	be	hung	in	Kenwood.	Lord	Guinness	bequeathed	

to	the	nation	his	art	collection	along	with	Kenwood	House	and	the	surrounding	grounds,	

collectively	known	as	the	Iveagh	Bequest	(Bryant,	2001).		

	 A	Board	of	Trustees	initially	managed	the	Iveagh	Bequest	from	1929	until	1949	

when	administration	was	taken	over	by	the	London	County	Council,	renamed	in	1965	to	

the	Greater	London	Council,	which	was	subsequently	dissolved	in	1986.	In	1986	English	

Heritage	took	over	as	administrative	trustees	of	Kenwood	and	the	Iveagh	Bequest	

(English	Heritage,	2015b).	English	Heritage	undertook	various	renovations	and	

maintenance	programs,	notable	among	them	were	renovations	in	the	1990s	and	in	2000.	

The	major	refurbishment	of	2000	effected	what	was	termed	a	‘radical	colour	change’	to	a	

number	of	rooms	with	the	intention	of	‘making	the	art	work	look	fabulous’	(Kennedy,	

2000).	By	2010	it	was	clear	that	Kenwood	House	required	significant	maintenance	work	

to	be	completed	including	repairs	to	the	roof.	English	Heritage	made	the	decision	to	close	

Kenwood	House	to	the	public	for	18	months	during	2012-2013	while	an	extensive	

programme	of	coordinated	conservation	and	re-presentation	of	the	property	was	

undertaken.	

	 A	chronology	of	changes	to	Kenwood	House	noting	major	architectural	changes	is	

provided	(Table	3.2.1)	(English	Heritage,	2015b).	
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Table	3.2.1:	Chronology	of	changes	to	Kenwood	House.	

Ownership/Event	 Time	Period	

Original	Jacobean	house	(villa),	Caen	Wood	House,	was	a	two-storey	

square	building.	Thought	to	be	built	by	John	Bill,	printer	to	King	James	I.	

The	early	house	1600–1754:	There	is	a	lack	of	information	about	the	

appearance	and	architectural	history	of	the	pre-Adam	designed	

renovated	house	and	some	confusion	about	its	owners	and	occupants.	

1616	-	1690	

Brook	Bridges	buys	Caen	Wood	House.	Brook	and	his	son	William	Bridges	

extend	the	building	around	1694-1700.	

1690	-	1705	

Kenwood	changed	hands	several	times	in	the	eighteenth	century.		

From	1704	to	1711	it	belonged	to	a	London	merchant,	John	Walter,	and	

then	to	William,	4th	Earl	of	Berkeley.	He	sold	it	to	John	Campbell,	2nd	

Duke	of	Argyll,	in	1712.	

1704	-	1746	

John	Stuart,	3rd	Earl	of	Bute	purchased	the	property	and	adds	an	

Orangery	to	the	west	side	of	the	south	front.	

1746	

Various	Earls	of	Mansfield	resident	in	Kenwood	 1754	-	1925	

William	Murray	(1705	-1793)	purchases	Kenwood.	

Created	1st	Earl	of	Mansfield	in	1776,	he	was	elevated	to	Lord	Chief	

Justice	(1756-1788)	and	is	considered	one	of	the	greatest	eighteenth-

century	British	judges	-	known	for	his	ground-breaking	reform	of	slavery	

law.		

1754		

	 Earliest	known	views	of	Kenwood	date	from	1755	and	1756.	 1756	

Villa	remodelled	by	Robert	Adam	and	his	brother	James	Adam.	This	

included	a	portico	added	to	north	front;	new	exterior	shell	with	

stucco	finish	and	embellishments	to	south	front	Terrace;	addition	of	

third	storey;	and	wing	that	houses	the	Great	Room	or	Library.	

1764-1779	

Extract	from	English	Heritage	website	on	Adam’s	remodelling	of	

Kenwood:		

Adam’s	changes	included	the	addition	of	a	new	entrance	on	the	

north	front	in	1764,	which	created	the	existing	full-height	giant	

pedimented	portico.	He	originally	designed	the	south	front	elevation	
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in	1764,	but	changed	it	in	1768	in	order	to	insert	attic-storey	

bedrooms.	

Adam	also	modernised	the	existing	interiors,	notably	the	entrance	

hall	(1773),	Great	Stairs	and	antechamber,	and	built	a	new	‘Great	

Room’	or	library	(1767–1769)	for	entertaining.	The	ground-floor	

rooms	on	the	south	front	all	received	Adam’s	new	decorative	

schemes.	These	social	spaces	for	the	family	included	a	drawing	

room,	parlour	and	‘My	Lord’s	Dressing	Room’.	

The	extent	of	Adam’s	alterations	on	the	first	floor	is	difficult	to	

assess	as	no	original	floor	plan	survives,	but	he	certainly	produced	

new	schemes	for	Lord	and	Lady	Mansfield’s	bedchambers	and	

designed	the	chinoiserie	chimneypiece,	which	survives	in	the	upper	

hall.	Adam	claimed	that	Lord	Mansfield	‘gave	full	scope	to	my	ideas’	

when	he	published	plans	of	Kenwood	in	1774.	(English	Heritage	

2015)		

	 2nd	Earl	of	Mansfield,	David	Murray.	Further	additions	made	by	

George	Saunders	including	two	new	brick	wings	located	either	side	

of	the	entrance	to	the	north	face	of	building	(the	music	room	and	

the	dining	room).	Extensive	changes	were	also	made	to	the	interior	

(Jenkins,	2012,	73).	

1793-1797	

3rd	Earl	of	Mansfield,	David	Murray,	engaged	William	Atkinson	to	

refurbish	the	library,	including	replacing	recess	mirrors	with	

bookcases	and	redecorate	the	house.	

1815-7	

Earliest	known	inventory	of	building	contents.	 1831	

4th	Earl,	William	David	Murray	inserted	French	windows	in	the	

music	room.	

1850	approx.	

Residents	of	Kenwood	included	the	Russian	Grand	Duke	Michael	

Mikhailovich	(1909-17)	and	the	American	millionairess	Nancy	Leeds	

(1917-1920).	

1909	-	1920	

Alan	David	Murray,	6th	Earl	of	Mansfield	sells	contents	of	Kenwood	

at	auction.	

1922	
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Edward	Cecil	Guinness,	1st	Earl	of	Iveagh	purchases	Kenwood	and	

redecorates	the	house;	however,	he	dies	before	his	collection	of	paintings	

could	be	hung.	Earl	of	Iveagh	bequeaths	his	art	collection	and	Kenwood	to	

the	nation	-	collectively	known	as	the	Iveagh	Bequest.	

1925	-27	

Iveagh	Bequest	established	through	Act	of	Parliament,	managed	by	

Iveagh	Bequest	Trustees.	The	bequest	stipulates	that	Kenwood	should	be	

open	free	of	charge	to	the	public	with	the	‘mansion	and	its	contents	…	

preserved	as	a	fine	example	of	the	artistic	home	of	a	gentleman	of	the	

eighteenth	century’.	

1929	

Iveagh	Bequest	Trustees	hand	over	administration	to	London	County	

Council,	renamed	in	1965	to	Greater	London	Council	(dissolved	in	1986).	

Kenwood	House	was	used	to	house	servicemen	during	World	War	II	

resulting	in	the	property	now	requiring	significant	repairs.	

1949	

English	Heritage	takes	over	as	administrative	trustees	of	Kenwood	and	

the	Iveagh	Bequest.	

1986	

Various	refurbishments	occur	including	the	redecoration	of	the	dining,	

music,	and	dressing	rooms	which	house	the	majority	of	art	works	based	

on	an	interior	design	consultant’s	brief	to	‘…make	the	pictures	look	

fabulous.’	Julius	Bryant,	head	of	collections	at	English	Heritage	stated:	

‘We	could	have	recreated	the	original	appearance	…	There	would	have	

been	just	one	problem:	the	paintings	would	have	looked	disgusting.’	

(Kennedy,	2000).	

2000	

Caring	for	Kenwood	refurbishment	project.	 2011-2013	

	

Building	and	site	survey	

	 In	2011	Crick	Smith	University	of	Lincoln	were	engaged	by	English	Heritage	to	

research	the	suite	of	Adam-designed	rooms,	namely	the	entrance	hall,	Great	Stairs,	

antechamber	and	Library	as	part	of	the	larger	conservation	project.	The	aim	of	the	paint	

analysis	and	research	was	to	establish	the	original	Adam	decorative	scheme	as	executed	

in	the	1760s.	A	site	visit	was	made	to	survey	the	rooms	to	assess	the	physical	evidence	in	

situ,	match	historical	investigations	with	on-site	examination,	and	identify	paint	sample	
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sites	with	the	best	chance	of	sourcing	original	material	(Fig.	3.2.6).	The	documentary	

evidence	indicated	that	the	Library	retained	all	decorative	treatments	applied	since	it	was	

built	in	1767	and	the	current	decorative	scheme	was	thought	to	reflect	the	intent	of	

Adam’s	original	design.	The	Library’s	interior	incorporates	separate	zones:	the	circular	

recesses	intended	for	use	as	a	library	and	the	square	body	of	the	room	for	receiving	

company.	Paint	samples	were	taken	from	the	walls,	ceilings	and	each	of	the	decorative	

elements,	including	mouldings,	cornice	and	panel	beds	to	build	up	as	complete	a	picture	

as	possible	of	the	overall	original	decorative	treatment.	

	

ADAM	LIBRARY	AT	KENWOOD	HOUSE	

Additional	archival	research	and	documentary	evidence		

	 Much	has	been	written	about	Kenwood,	its	history	of	ownership	and	

corresponding	alterations	to	the	fabric	and	decorative	schemes	both	interior	and	exterior	

(Bryant,	1990,	English	Heritage,	2014,	English	Heritage,	2015a,	Pevsner	Architectural	

Guides,	2013,	Sir	John	Soane's	Museum,	2012).	The	high	profile	of	the	property’s	owners	

and	architects	has	resulted	in	a	great	deal	of	academic	and	public	interest	over	the	years	

generating	large	quantities	of	documentary	evidence	which	is	still	accessible	due	in	large	

part	to	the	conscientious	administrative	practices	of	the	respective	owners	and	trustees	

(Adam	and	Adam,	1774,	Bolton,	1913,	Bryant,	2001,	Scone	Palace,	2015).	The	Caring	for	

Kenwood	project	management	team	collated	a	significant	amount	of	information	from	

the	Mansfield	family	archives,	augmented	by	additional	documentary	evidence	in	

preparation	for	the	extensive	work	being	undertaken	(English	Heritage,	2011,	English	

Heritage,	2014).		

	

Kenwood	Library	design	drawings	and	colour	scheme	

	 The	Adam	brothers	were	known	for	the	‘Grecian	gracefulness’	conveyed	in	their	

room	designs	described	as	‘finely	proportioned	and	delicately	coloured’	using	Primrose	

and	Wedgwood	blue,	lemon-yellow	and	cream,	pale	green	and	white	(Sackville-West,	

1941,	44).	To	promote	their	designs	and	practice	Robert	and	James	Adam	self-published	

two	volumes	of	their	Works	in	Architecture	and	volume	I	contains	three	designs	for	the	

Library	at	Kenwood	published	after	the	work	had	been	completed	(Adam	and	Adam,	

1774).	The	majority	of	these	designs	were	published	in	monochrome,	however,	Jenkins	
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identifies	that	some	copies	were	published	in	colour	purportedly	reflecting	the	work	as	

executed	(Fig.	3.2.7)	(2012,	68).	Adam	provides	an	accompanying	explanation	for	one	

coloured	engraving	for	the	library	ceiling,	which	notably	makes	no	mention	of	gilding:	

The	stucco	work	of	this	ceiling,	and	of	the	other	decorations,	is	finely	executed,	by	

Mr.	Joseph	Rose.	The	paintings	are	elegantly	performed,	by	Mr.	Antonio	Zucchi,	a	

Venetian	painter,	of	great	eminence;	and	the	grounds	of	the	panels	and	friezes	are	

coloured	with	light	tints	of	pink	and	green,	so	as	to	take	off	the	glare	of	white,	so	

common	in	every	ceiling,	till	of	late.	This	appeared	to	me	so	cold	and	unfinished,	

that	I	ventured	to	introduce	this	variety	of	grounds,	at	once	to	relieve	the	

ornaments,	remove	the	crudeness	of	the	white,	and	create	a	harmony	between	

the	ceiling	and	the	sidewalls,	with	their	hangings,	pictures,	and	other	decorations.	

(Adam	and	Adam,	1774,	8:	Explanation	of	the	plates	[Kenwood])	

		

	 Other	designs	for	the	Library	held	in	Sir	John	Soane’s	Museum	include	a	more	

finished	drawing	of	the	ceiling	proposal	(Fig.	3.2.8),	the	east-west	section	of	the	north	

wall	(Fig.	3.2.9)	and	the	east-west	section	of	the	south	wall	(Fig.	3.2.10)	of	the	main	room	

(Sir	John	Soane's	Museum,	2012).		

	 It	could	be	conjectured	that	the	original	Adam	designs,	worked	in	watercolour	for	

the	published	works,	were	enhanced	by	Adam	to	provide	a	more	agreeable	and	

impressive	testament	to	his	work	and	therefore	not	a	faithful	reproduction	of	the	original	

design.	Jenkins’	review	of	the	redecoration	of	the	Library	considers	the	original	Adam	

designs	represent	preliminary	sketches	and	not	the	completed	scheme	and	as	such	do	

not	provide	definitive	information	on	the	Library’s	original	decorative	scheme	(2012,	70).		

	 It	is	also	important	to	consider	the	limitations	of	these	drawings.	Adam	designed	

rooms	in	their	totality	–	the	interior	architecture	including	the	interior	design,	furniture,	

fittings	and	decoration	–	to	create	a	cohesive	domestic	interior	(Adam	and	Adam,	1774,	8:	

Explanation	of	the	plates	[Kenwood]).	The	interior	designs	contain	enough	detail	to	

instruct	the	craftsmen	creating	the	pieces	and	implementing	the	designs.	However,	the	

decoration	was	still	subject	to	interpretation,	the	skill	of	the	painter	in	mixing	the	colour	

as	described,	and	the	actual	execution	of	the	decoration	on	site.	It	was	not	unusual	for	

the	original	design	to	be	amended	during	the	course	of	the	work	either	by	the	owner	or	

tradesman,	with	the	result	that	the	architect’s	designs	were	not	always	executed	‘to	the	
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letter’	(Burton	and	Pedersen,	2013,	29).	It	is	possible	that	original	designs	and	colours	for	

the	Library	may	have	been	modified	during	application	without	the	architect’s	

knowledge.		

	 Tradesman	accounts	and	invoices	provide	another	source	of	information	and	one	

of	the	most	informative	is	George	Steuart’s	bill	for	the	painting	completed	in	the	Library	

and	anteroom	from	1	January	1768	to	June	1770	(Fig.	3.2.11)	(Crick	Smith	and	Crick	

Smith,	2011).	His	work	lists	‘dead	white’	being	used	extensively	as	the	base	colour	applied	

to	the	ceiling	and	stucco	with	three	different	colours	‘picked	in’	for	the	decorative	panels.	

This	information	confirms	the	Library	was	painted	throughout	in	white	as	the	base	colour	

and	tinted	paints	were	subsequently	used	to	pick	out	those	areas	identified	for	colour	

such	as	the	ceiling	panels	which	housed	the	Zucchi	paintings	and	wall	face	areas	between	

the	raised	mouldings.	Further	supporting	the	original	design	as	conceptualised	and	

documented	by	Adam.	

	

Gilded	finishes	

	 The	extent	of	gilding	incorporated	in	the	current	decorative	scheme	was	a	

significant	focus	of	the	original	research.	The	only	documentary	evidence	found	of	

original	gilding	was	an	invoice	from	cabinetmaker	William	France	relating	to	the	supply	

and	gilding	of	pier	tables	and	glass	(mirror)	frames,	sofas	and	associated	scrolled	frames	

(Fig.	3.2.12)	(Jenkins,	2012,	74).	This	suggests	the	decorative	and	architectural	features	of	

the	Library	were	not	gilded	when	originally	instated.	However,	the	absence	of	

documentary	evidence	may	be	due	to	the	necessary	invoice	being	lost	rather	than	non-

existent.		

	 Jenkins’	article	expands	the	discussion	on	gilding	by	comparing	Adam’s	earlier	

designs	for	the	north	and	south	circular	recessed	end	sections	of	the	Library	with	later	

more	finished	designs	of	the	complete	ceiling	to	demonstrate	the	inconsistency	in	the	

level	of	gilding	detailed	in	these	documents	(Jenkins,	2012,	70).	Earlier	drawings	of	the	

circular	recessed	end	sections	show	all	ceiling	panel	architraves	as	gilded	while	the	more	

finished	drawings	of	the	complete	ceiling	(circular	recessed	end	sections	and	main	body)	

show	only	the	internal	frames	of	the	ceiling	panels	that	house	the	paintings	as	gilded.	It	is	

possible	that	the	original	design	intent	was	for	additional	gilding	to	be	applied	at	a	later	

date,	which	was	not	unusual	for	the	period	due	to	the	cost	involved	in	gilded	finishes.	
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However,	there	is	no	documentary	evidence	to	suggest	that	this	was	Adam’s	design	

intent,	and	no	record	of	the	work	being	contracted	or	completed.		

	 Another	consideration	supporting	the	view	that	the	original	gilding	was	restricted	

to	the	pier	tables,	glass	frames,	sofas	and	sofa	scrolled	frames	is	the	historic	lighting	that	

would	have	been	in	place	in	the	new	Library.	During	the	late	seventeenth	and	eighteenth	

centuries	interiors	were	arranged	and	decorated	to	maximise	the	use	of	natural	light	

during	the	day	and	replicate	this	effect	at	night	by	use	of	candlelight.	Decorative	features	

visible	during	daylight	hours	were	not	gilded	to	the	same	extent	as	furniture	and	features	

used	at	night,	as	it	was	considered	‘a	waste	of	money	and	“improper”	in	terms	of	

eighteenth-century	taste.’	(White,	2012b,	152-153).	The	design	and	arrangement	of	the	

furnishings	within	the	Library	at	Kenwood	utilises	the	placement	and	gilding	of	the	pier	

glasses,	their	tables,	and	the	sofas	with	their	ornate	scrolled	frames	to	create	highly	

reflective	surfaces	maximising	the	placement	and	efficacy	of	artificial	candlelight.		

	 Other	documentary	sources	such	as	the	Country	Life	photograph	of	the	Library’s	

interior	dated	1913	provide	useful	information	on	the	placement	of	furniture	and	fittings	

(Fig.	3.2.13)	(Bolton,	1913).	This	photograph	confirms	the	original	mirrored	alcoves	

located	on	the	north	wall	had	been	replaced	with	bookcases.	Photographs	can	provide	

valuable	evidence,	however,	they	have	the	potential	to	be	‘	…	social	constructions,	

consciously	or	unconsciously	manipulated	images’	that	reflect	a	particular	ideology,	

calling	into	question	their	credibility	as	documentary	evidence	(Emmison	and	Smith,	

2000,	3-4,	40).	Researchers	increasingly	recognise	that	photographic	images	require	a	

critical	approach	to	assess	the	data	they	offer	and	should	be	viewed	as	representations	of	

that	particular	aspect	of	the	social	world,	useful	for	recording	the	visual	aspects	of	social	

life	but	not	a	replacement	for	physical	evidence.	An	undated	historic	photograph	of	the	

Library	at	Kenwood	is	coloured	to	represent	the	interior	in	a	particular	scheme	(Fig.	

3.2.14)	(Crick	Smith	and	Crick	Smith,	2011).	The	accuracy	of	the	colouring	may	be	

questionable	however,	it	does	provide	details	that	inform	this	research	such	as	the	

inclusion	of	bookcases	in	the	north	wall	alcoves	and	the	red-marbled	columns	which	

dates	this	image	as	prior	to	the	previous	1913	photograph.	

	 Another	form	of	documentary	evidence	which	Jenkins	identifies	in	her	article	is	

the	personal	narrative	(2012,	68).	Written	descriptions	of	the	Library	sourced	from	

newspaper	articles,	travel	journals	and	private	correspondence	by	guests	and	friends	of	
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the	owners	provide	personal	insights	into	the	interior	design	of	the	time.	These	text-

based	documents	all	contribute	to	a	more	detailed	description	of	the	interior	design.	

However,	their	subjective	nature	and	lack	of	detailed	description,	combined	with	the	

period	in	which	they	were	written	illustrate	the	limitations	of	these	documents	as	

definitive	evidence	when	researching	the	original	Adam	decorative	scheme.	

	

Architectural	paint	research	

	 APR	of	the	Library	confirmed	the	interior	retained	evidence	of	the	earliest	paint	

scheme,	consistent	with	historical	evidence	suggesting	it	was	the	original	Robert	Adam	

decorative	scheme	as	created	and	applied	in	the	1760s.	Baseline	analysis	results	were	

cross-referenced	to	each	other	and	to	documentary	evidence	to	aid	interpretation	and	

identification	of	the	paint	colours	and	treatments	for	the	earliest	decorative	scheme.	The	

results	of	onsite	survey,	localised	discrete	revealing	and	baseline	analysis	were	

summarised	along	with	relevant	documentary	and	archival	evidence	into	the	final	report	

on	the	paint	research	and	analysis	of	the	Adam	suite	of	interiors	at	Kenwood	House	(Crick	

Smith	and	Crick	Smith,	2011).		

	 For	the	purposes	of	this	research,	the	results	and	discussion	will	focus	on	APR	

findings	from	two	(2)	paint	samples	taken	from	gilded	decorative	elements	in	the	Library.	

The	two	samples	are:	KH/int/23.158	taken	from	the	stag	head	detail	on	the	upper	wall	

frieze	and;	KH/int/11.10	taken	from	the	acanthus	moulding	on	the	dado	rail.	These	two	

paint	samples	were	chosen	because	onsite	survey	and	discrete	revealing	suggested	they	

were	representative	of	the	current	gilded	finish	and	consisted	of	only	two	extant	paint	

schemes	indicating	these	areas	retained	the	earliest	paint	layers	and	were	least	altered	

over	time.	The	extent	of	gilding	in	the	Library	was	one	of	the	key	points	of	discussion	and	

the	absence	of	conclusive	documentary	evidence	supporting	the	current	gilded	treatment	

raised	a	number	of	questions	for	the	project	team.	APR	provided	conclusive	physical	

evidence	and	effectively	brought	about	the	most	extensive	changes	to	the	re-

presentation	of	the	Library,	which	is	why	this	research	focuses	on	the	two	nominated	

paint	samples	and	forms	the	basis	of	the	following	discussion	to	explore	some	of	the	

specific	research	questions	as	they	relate	to	the	Library’s	paint	schemes.	
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Stag	head	detail	on	wall	frieze	

Cross-section	photomicrograph	of	paint	sample	KH/int/23.158	taken	from	the	stag	head	

detail	on	the	upper	wall	face	frieze	(Fig.	3.2.15a)	shows	the	plaster	substrate	with	a	layer	

of	white	lead-based	paint	(scheme	I)	with	a	distinctive	dirt	layer,	followed	by	a	dark	

stone-coloured	lead-based	paint	with	a	gilding	layer	(scheme	II)	(Fig.	3.2.15b).	

		

Acanthus	detail	on	dado	rail	

Cross-section	photomicrograph	of	paint	sample	KH/int/11.10	taken	from	the	acanthus	

detail	on	the	moulded	dado	rail	on	the	south	wall	(Fig.	3.2.16a)	shows	the	softwood	

substrate	with	a	layer	of	white	lead-based	paint	(scheme	I)	with	a	heavy	dirt	layer,	

followed	by	a	dark	stone-coloured	lead-based	paint	over	which	is	a	gilding	layer	(scheme	

II)	(Fig.	3.2.16b).	

	 Baseline	analysis	of	these	two	samples	identifies	a	similar	paint	stratigraphy	

confirming	the	original	paint	scheme	(I)	applied	at	the	time	of	the	Library’s	construction	

to	these	wood	and	plaster	substrates	was	white	lead-based	paint	and	not	the	current	

gilded	finish.	Baseline	analysis	of	a	number	of	other	sites	within	the	Library	provided	

similar	results	confirming	that	the	‘current	heavily	gilded	decoration	is	in	fact	part	of	a	

significant	second	scheme’	and	not	consistent	with	the	original	paint	scheme	instated	in	

the	1760s	(Crick	Smith	and	Crick	Smith,	2011).	The	second	decorative	scheme	(II)	not	only	

covered	Adam’s	original	design,	it	introduced	the	extensive	use	of	gilding	seen	

throughout	the	interior	of	the	Library.	The	presence	of	a	visually	identifiable	distinct	dirt	

layer	between	schemes	I	and	II,	see	Figure	3.2.15b	and	Figure	3.2.16b,	supports	the	

analysis	findings	that	the	second	decorative	scheme	of	dark	stone	paint	and	gilding	was	a	

later	addition	applied	after	a	period	of	time.	

	 The	original	research	and	analysis	results	when	combined	with	colour	correction	

techniques	and	colour	referencing	established	the	scheme	used	for	the	Adam	Library	was	

based	around	a	palette	of	greens,	blues	and	pinks	(Crick	Smith	and	Crick	Smith,	2011).	

Cross-section	photomicrograph	of	paint	sample	KH/int/20.109	taken	from	the	upper	wall	

face	on	the	south	wall	of	the	main	room	(Fig.	3.2.17a)	shows	the	plaster	substrate	with	a	

layer	of	pale	green/blue	lead-based	paint	(scheme	I)	followed	by	a	number	of	stone	

coloured	paint	layers	and	finally	two	layers	of	mid-blue	alkyd	paint	(Fig.	3.2.17b).	Cross-

section	photomicrograph	of	paint	sample	KH/int/10.5	taken	from	the	dado	wall	face	on	
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the	south	wall	of	the	main	room	(Fig.	3.2.18a)	shows	the	plaster	substrate	with	a	layer	of	

mid-pink	lead-based	paint	(scheme	I)	followed	by	a	number	of	stone	coloured	paint	layers	

and	finally	one	layer	of	pale	pink	alkyd	paint	(Fig.	3.2.18b).	The	colour	for	the	main	wall	

faces	in	the	Library	is	pale	green/blue	with	a	mid-pink	used	for	the	dado	wall	face	and	

background	to	the	high-level	stag	head	and	lion	frieze	(Fig.	3.2.19).	The	joinery	and	raised	

details	throughout	the	interior	are	painted	in	a	white	lead-based	paint	with	no	gilded	

ornamentation.	The	main	background	ceiling	colour	is	pale	pink,	which	is	a	paler	shade	

than	the	mid-pink	of	the	dado	wall	face;	the	ceiling	panel	beds	(which	house	the	ceiling	

paintings)	are	picked	out	in	pale	green	and	pale	blue	with	mid	green	and	darker	

grey/green	used	for	some	areas	of	recessed	detailing.	As	with	the	wall	face	all	raised	

detailing	on	the	ceiling	is	painted	in	a	white	lead-based	paint	with	no	gilded	

ornamentation	(Fig.	3.2.20a	and	3.2.20b).	

	

Summary	

	 APR	of	the	Library’s	decorative	scheme	enabled	correct	description	and	

interpretation	of	the	gilded	treatment	of	the	decorative	elements.	The	research	

demonstrates	how	the	physical	evidence	of	paint	acts	as	an	agent	of	influence,	affording	

improved	meaning	and	understanding	of	the	original	interior	design	and	decoration	of	

the	Robert	Adam	Library	at	Kenwood	House.	The	expertise	of	the	conservators	in	

translating	the	physical	evidence	into	language	resulted	in	increased	collaboration	with	

heritage	professionals	to	discuss	and	interpret	the	information	revealed	by	APR.	APR	was	

critical	to	the	authentic	re-presentation	of	the	Library	and	validated	the	inclusion	of	this	

strand	of	conservation-based	research	and	analysis	in	the	investigation	of	Kenwood	

House	(Fig.	3.2.21	and	Fig.	3.2.22).	

	 By	combining	scientific	analysis	results	realised	through	the	materiality	of	the	

decorative	scheme	with	information	from	documentary	evidence	the	Library	was	

reinstated	to	the	original	Adam	decorative	scheme,	not	seen	for	200	years.		
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3.3	EXAMPLE	THREE:	WILLIAM	BUTTERFIELD	CHAPEL	AT	ST	ANNE’S	BEDEHOUSES	

Historical	Investigation	

	 The	Chapel	at	St	Anne’s	Bedehouses	was	designed	by	William	Butterfield	and	

consecrated	in	1854	(Fig.	3.3.1).	The	Chapel	is	located	within	a	group	of	14	bedehouses	

designed	by	A.W.N.	Pugin	and	built	between	1847	and	1860	situated	in	central	Lincoln,	

United	Kingdom	(Fig.	3.3.2	and	Fig.	3.3.3).	The	Chapel	has	been	in	continual	use	since	

constructed	and	serves	the	residents	of	the	co-located	bedehouses	as	well	as	worshippers	

from	the	surrounding	area.	In	2015,	Crick	Smith	University	of	Lincoln	were	engaged	to	

remove	overpaint	from	the	original	polychrome	tiles	located	in	the	Chapel’s	altar.	APR	

was	performed	as	part	of	the	project	with	the	aim	of	understanding	the	physical	

characteristics	of	the	paint	and	to	investigate	the	interior	decorative	schemes.		

	

St.	Anne’s	Bedehouses	and	Chapel	

	 Richard	Waldo	Sibthorp	(1792-1879)	founded	the	Bedehouses	and	Chapel	in	1847	

as	a	charitable	foundation	ad	majorem	Dei	gloriam	(to	the	greater	glory	of	God)	to	assist	

the	widows	of	clergyman	(Trott,	2005,	175).	The	concept	of	the	bedehouses	is	thought	to	

be	modelled	on	the	almshouses	at	Tattershall,	Lincolnshire,	which	Sibthorp	visited	in	

1845	and	Kirk	Leatham	Hospital	in	Yorkshire,	which	Sibthorp	described	as	‘very	well	kept	

up’	while	being	situated	in	a	‘retired	village	in	a	retired	corner	of	Yorkshire’	suggesting	a	

comparison	with	the	scale	of	development	and	potential	sites	he	was	considering	in	

Lincoln	(Trott,	2005,	175).	Seeing	these	institutions	reminded	Sibthorp	of	his	previous	

dealings	with	A.W.N.	Pugin	and	that	architect’s	interest	in	designing	similar	almshouse	

buildings.	Sibthorp	is	quoted	as	saying	that	the	bedehouses	‘[are]	not	to	be	raised	without	

the	aid	of	Mr	Pugin’s	taste,	though	I	only	employ	his	builder’	(Trott,	2005,	175-176).	A	

slightly	contrary	view	suggested	by	Spencer-Silver	is	that	Pugin,	shocked	by	Sibthorp	

renouncing	his	Catholic	faith	and	reinstatement	into	the	Anglican	church,	agreed	to	

design	the	Bedehouses	but	refused	to	supervise	the	building	work	(1993,	37).	The	

Bedehouses	were	built	by	George	Myers	from	Pugin’s	drawings	but	without	his	

supervision	(Pevsner,	Antram	and	Harris,	1989,	511,	Spencer-Silver,	1993,	37).	Martin	

Routh,	President	of	Magdalen	College	Oxford	and	mentor	to	Richard	Sibthorp,	a	former	

Fellow	of	this	college,	is	credited	with	designating	Anne	as	the	patron	saint	of	the	

bedehouses.	Richard	Sibthorp	oversaw	the	construction	of	the	bedehouses	personally;	
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the	work	commenced	in	April	1847	and	was	substantially	completed	by	the	following	year	

(Trott,	2005).	The	St	Anne’s	Bedehouses	Register	records	one	male	porter	and	13	females	

took	up	residence	in	April	1848	and	May	1848	respectively,	prior	to	the	Bedehouses’	

official	opening	in	July	1848	(Fig.	3.3.4	and	Fig.	3.3.5)	(Sibthorp,	1848,	Trott,	2005,	176).		

	 The	construction	of	the	Bedehouses	was	not	without	controversy	and	Sibthorp	

compiled	and	sent	to	Pugin	a	list	of	complaints	about	the	poor	quality	of	some	materials	

used	by	Myers	and	the	cost	of	the	construction.	While	a	number	of	accounts	state	that	

Pugin	never	visited	the	site,	Brittain-Catlin’s	thesis	refers	to	correspondence	dated	

February	1850	which	confirms	Pugin	made	a	day-visit	to	Lincoln	to	inspect	the	reported	

faults	in	workmanship	and	materials	at	St	Anne’s	Bedehouses	(2004,	160).	Despite	these	

dissatisfactions,	in	1850	Sibthorp	asked	Pugin	to	build	the	Chapel,	which	was	an	integral	

feature	of	the	overall	development.	The	construction	of	the	Chapel	was	delayed	due	to	

disagreement	on	the	original	design	proposed	by	Pugin	and	its	cost,	Pugin	and	Myers	

refusal	to	take	on	the	commission	and	Pugin’s	death	in	1852.	Eventually	William	

Butterfield	was	awarded	the	commission	and	work	commenced	on	the	chapel	in	1853,	

with	the	consecration	taking	place	in	September	1854	(Lincolnshire	Chronicle,	1854,	

Trott,	2005,	176).	Richard	Sibthorp,	who	was	now	Reverend	Sibthorp,	appointed	himself	

Chaplain-Warden	at	the	newly	completed	St	Anne’s	Bedehouses	and	Chapel.		

	 The	14	Bedehouses	are	still	in	use,	13	as	single-occupancy	residences,	and	the	

remaining	Bedehouse	is	currently	used	as	a	community	meeting	room	with	communal	

laundry	facilities	for	residents.	St	Anne’s	Bedehouses	and	Chapel	along	with	the	well	

house	and	eastern	boundary	wall	have	Historic	England	Grade	II	Listing	(Entry	Number:	

1388759)	(Historic	England,	2016a).	

	

Richard	Waldo	Sibthorp	and	religion	

	 Schoenl	summarises	the	life	of	Richard	Waldo	Sibthorp	as	a	life-long	search	for	

“holiness”	(2006,	161).	Richard	Waldo	Sibthorp	was	born	in	1792	at	Canwick	Hall,	near	

Lincoln,	and	raised	within	the	doctrine	of	the	Church	of	England.	He	was	ordained	as	an	

Anglican	minister	in	1815	and	influenced	by	the	prevalent	Methodism	practiced	within	his	

home	county	of	Lincolnshire	he	gained	a	reputation	as	an	evangelical	preacher	in	the	

1820s	(Spencer-Silver,	1993,	37).	Sibthorp	took	up	his	fellowship	at	Magdalen	College	

Oxford	and	while	there	became	involved	with	the	Oxford	Movement	(its	members	were	
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also	known	as	Tractarians)	whose	proponents	were	predominately	Anglo-Catholic	or	High	

Church	of	England.	The	Movement’s	original	devotees	considered	Anglicanism	as	one	of	

three	branches	of	the	One,	Holy,	Catholic	and	Apostolic	Church	and	argued	for	the	

reinstatement	of	some	older	Christian	traditions	and	rituals	into	the	Anglican	liturgy	and	

theology	(Schlossberg,	2002).	After	two	decades	of	what	is	described	as	‘never-

extinguished	admiration	for	Catholic	sanctity	as	well	as	a	feeling	that	only	the	Roman	

Church	could	satisfy	his	heart's	devotional	longings’	Sibthorp	converted	to	Catholicism	in	

1841	(Schoenl,	2006,	161).		

	 However,	this	was	short-lived	and	in	1843	Sibthorp	renounced	this	move	citing	in	

his	letter	of	retraction	that	‘The	step	was	a	hasty	and	erroneous	one,	taken	without	due	

and	prayerful	consideration’	(Trott,	2005,	174).	Sibthorp	was	reinstated	to	the	Anglican	

ministry	in	December	1847	and	the	period	of	three	to	four	years	immediately	preceding	

his	reinstatement	is	described	as	an	ecclesiastical	‘quarantine’	during	which	Sibthorp	

‘reflect[ed]	on	an	appropriate	ministry	for	[himself	as]	a	penitent’	(Trott,	2005,	175).	In	

1846	Sibthorp	used	an	inheritance	to	purchase	land	in	Lincoln	and	set	about	establishing	

his	own	charitable	foundation.	While	influenced	by	the	almshouses	and	their	aim	of	

giving	charity	or	alms,	Sibthorp	distinguished	his	foundation	by	describing	the	residences	

as	bedehouses	derived	from	the	word	bede	meaning	to	pray,	reflected	in	the	requirement	

that	residents	pray	for	him.	The	final	design	and	layout	of	the	bedehouses	and	chapel	

(Fig.	3.3.6)	is	consistent	with	the	High	Anglican	paternalism	popular	at	the	time	as	

reflected	in	Pugin’s	belief	that	‘Architectural	beauty	is	the	fitness	of	the	design	to	the	

purpose	for	which	it	is	intended’	(Pugin	AWN,	2003a,	1).	Pugin’s	architectural	plans	in	

‘Contrasted	Residences	for	the	Poor’	depict	the	generous	and	benevolent	nature	of	

medieval	(ancient)	poor	houses	as	opposed	to	the	authoritarian	and	institutionalised	

modern	structures	(Pugin	AWN,	2003a,	Appendix).	

	 By	1864	Sibthorp	had	spent	17	years	in	Lincoln	building	the	bedehouses	and	

chapel	and	supporting	the	residents	both	spiritually	and	materially.	Sibthorp	handed	over	

his	chaplaincy	to	his	deputy	John	Fowler	and	moved	to	London	where	he	attended	

Roman	Catholic	services	and	resumed	his	interactions	and	discussions	with	their	clergy.	

There	is	an	overwhelming	sense	from	his	biographers	that	Sibthorp	was	never	fully	at	

peace	with	his	decision	regarding	his	ministry	(Schoenl,	2006,	Trott,	2005).	This	confusion	

continued	and	indeed	escalated	towards	the	end	of	his	life	with	Sibthorp	openly	
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admitting	his	aspirations	to	become	a	saint,	and	his	internal	turmoil	as	a	result	of	his	

‘change	from	Rome	to	Anglicanism!	I	have	scarcely	known	a	day	of	mental	or	heart	peace	

since	I	made	it.’	(Trott,	2005,	178-181).	In	December	1864	Sibthorp	wrote	to	Francis	

Massingberd,	then	chancellor	of	Lincoln	Cathedral,	stating:	

Thoughtless	people	will	scoff	at	the	notion	that	a	Roman	Catholic	priest	may	not	

feel	very	well	satisfied	as	a	Protestant	minister	in	the	Church	of	England.	But	oh!	I	

could	tell	them	how	far	otherwise	it	is!	That	there	is	not	an	act	of	that	ministry	

that	will	not	cause	a	pang.	…	The	Communion	Table	at	St.	Anne’s	has	witnessed,	if	

it	could	speak,	some	of	my	feelings	of	a	very	painful	kind.	(Trott,	2005,	180-181)		

	

	 Ultimately,	Sibthorp	had	his	censure	from	the	Roman	Catholic	Church	removed	in	

January	1865,	and	became	a	Catholic	again	until	his	death	in	1879.	

	 The	story	of	Richard	Sibthorp’s	life	and	career	in	both	the	Roman	Catholic	and	

Anglican	Church	provides	valuable	information	for	understanding	the	interior	design	of	

the	Chapel	at	St	Anne’s	Bedehouses	and	is	further	explored	in	this	case	study.	Of	

particular	interest	is	Sibthorp’s	ecclesiastical	mind-set	at	the	time	he	established	his	

charitable	foundation	including	his	choice	of	dedication:	ad	majorem	Dei	gloriam,	which	is	

the	motto	of	the	Society	of	Jesus	(Jesuits)	an	order	of	the	Catholic	Church.	The	selection	

and	commissioning	of	A.W.N.	Pugin	and	William	Butterfield	as	architects	for	the	

bedehouses	and	Chapel	respectively	is	in	keeping	with	his	Anglo-Catholic	views	on	Church	

design	and	decoration	supporting	the	rituals	of	the	liturgy.	

	

Pugin	and	Butterfield	

	 Augustus	Welby	Northmore	Pugin	(1812-1852)	was	the	artistic	leader	of	a	small	

but	powerful	group	of	Roman	Catholic	laymen	influential	in	the	revival	of	Gothic	

architecture,	which	coincided	with	the	timing	of	Sibthorp’s	conversion	to	Catholicism	

(1841-45).	Pugin	was	a	strong	proponent	for	the	architecture,	interior	design	and	

decoration	of	Gothic	Revival	style	which	he	considered	represented	a	‘proper	Catholic	

and	morally	correct	life’	(Burton	and	Pedersen,	2013,	20).	Pugin	converted	to	Catholicism	

in	1835.	Pugin’s	principles	of	ecclesiastical	architecture	and	design	are	clearly	set	out	in	

his	lectures	on	the	Principles	of	Pointed	or	Christian	Architecture	(Pugin	AWN,	2003b).	The	

aim	of	the	lectures	was	to	provide	written	and	pictorial	instruction	so	that	builders	and	
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architects	could	achieve	what	Pugin	considered	was	true	architectural	excellence.	His	two	

great	rules	for	design	are:		

[First],	that	there	should	be	no	features	about	a	building	which	are	not	necessary	

for	convenience,	construction,	or	propriety;	and	[second]	that	all	ornament	should	

consist	of	enrichment	of	the	essential	construction	of	the	building.	(Pugin	AWN,	

2003b,	Lecture	1)	

	

	 Stanton	argues	that	Pugin’s	main	concern	was	that	the	aesthetic	principles	in	his	

designs,	be	faithfully	incorporated	into	his	buildings.	For	Pugin,	even	the	‘smallest	detail	

should	have	a	meaning	or	serve	a	purpose’	with	the	natural	properties	of	the	various	

materials	used	‘to	their	full	account’,	the	designs	being	adapted	to	the	material	in	which	

they	are	executed	(Clark,	2013,	Stanton,	1954,	21).	Following	these	principles,	the	

architect	used	the	construction	materials	as	a	vehicle	for	his	art	and	ensured	the	external	

and	internal	appearance	of	the	building	would	be	‘illustrative	of	and	in	accordance	with	

the	purpose	for	which	it	is	destined’	(Pugin	AWN,	2003b,	42:	Lecture	II).	These	principles	

of	design	also	focussed	the	worshipper	on	the	religious	purposes	of	the	church	through	

the	use	of	symbolism	associated	with	the	physical	arrangement	of	the	church,	the	

construction	materials	and	the	objects	and	images	displayed	(Burton	and	Pedersen,	2013,	

20).		

	 Pugin’s	belief	that	there	should	be	‘ornament	suitable	to	the	purpose	of	the	

building’	led	him	to	produce	various	dictionaries	of	ornaments	which	he	considered	

suitable	for	decoration:	Designs	for	Gold	and	Silversmiths	(1836),	Floriated	Ornament:	A	

Series	of	Thirty-one	Designs	(1849),	and	Glossary	of	Ecclesiastical	Ornament	and	

Costume	(1844,	1846,	1868)	(Clark,	2013).	Pugin’s	use	of	ornament	as	a	form	of	language	

suitable	for	religious	discourse	supports	Morrall’s	study	of	ornament	as	evidence	as	

discussed	in	Chapter	Four.	Architectural	ornamentation	is	material	culture	which	can	be	

studied	for	its	social	and	cultural	contexts	because	it	reflects	not	only	the	designer’s	

beliefs,	but	in	the	case	of	ecclesiastical	buildings	can	also	provide	insights	into	the	

personal	and	religious	beliefs	of	the	patron	and	the	parish	or	community	financing	its	

construction.	Parallels	can	be	drawn	with	the	discussion	in	Case	Study	One	where	the	LLC-

funded	Nenthead	Chapel	exhibits	a	less	decorative	interior	than	the	neighbouring	
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Westgate	Chapel	which	was	designed,	built	and	funded	by	the	parish	community	and	

showcases	the	economic	wealth	of	the	congregation.	

	 William	Butterfield	(1814-1900)	was	born	into	a	Nonconformist	religion.	As	an	

adult	he	became	involved	in	the	Oxford	Movement	and	his	architectural	designs	reflected	

the	Gothic	Revival	style	favoured	by	the	Anglo-Catholic	(High	Church	of	England)	

followers	(Hall,	1993,	122).	Butterfield	is	recognised	as	pioneering	the	‘original	High	

Victorian	phase	of	the	Gothic	Revival’	era	in	architecture	(Thompson,	1971,	4).	He	was	a	

contemporary	of	Pugin	and	also	used	tiles	as	a	decorative	tool	incorporating	them	as	an	

integral	part	of	the	interior	design	of	the	building	(Durbin,	2004,	11-12).	Butterfield	was	

much	sought	after	by	Anglo-Catholics	for	his	architectural	designs	and	he	is	credited	with	

attempting	to	adopt	a	middle	road	between	Anglican	architecture	and	Catholic	art	in	a	

bid	to	reconcile	Protestants	and	Catholics	(Zaniello,	2001,	173-183).	Butterfield’s	church	

interiors	are	considered	colourful	and	“Catholic”	in	their	decoration	and	he	is	known	to	

have	designed	churches	for	a	number	of	clergymen	who	had	converted	to	Catholicism,	as	

well	as	a	number	of	buildings	used	as	Anglican	almshouses	(Thompson,	1971,	30-33).		

	 Historic	investigation	into	the	key	figures	directly	involved	in	the	design	and	

construction	of	the	Chapel	at	St	Anne’s	Bedehouses	provides	documentary	evidence	and	

contributes	information	with	which	to	interpret	APR	findings	from	the	material	culture.	

The	next	section	will	explore	how	Sibthorp’s	influence	and	religious	beliefs	can	be	studied	

through	survey	and	close	observation	of	the	building.	The	importance	of	combining	

information	derived	from	interrogating	the	fabric	of	the	Chapel	with	historical	

investigation	and	documentary	evidence	is	the	contribution	it	makes	to	better	

understanding	‘the	chapel	layout	and	fittings’	and	to	cast	further	light	on	Sibthorp’s	

‘complex	and	influential	religious	beliefs.’	(Lincoln	Archaeological	Research	Assessment,	

2003).	

	

Building	and	site	survey	

Additional	archival	research	and	documentary	evidence		

	 The	Bedehouses	and	Chapel	are	on	private	property	and	as	such	do	not	have	a	

high	profile	as	a	tourist	destination.	They	are	primarily	visited	by	Pugin	enthusiasts	with	

the	permission	of	the	Chapel	Warden	who	conducts	around	six	guided	tours	a	year	

(Paynton,	2015).	St	Anne’s	Bedehouses	are	listed	as	one	of	Pugin’s	institutional	designs	
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for	an	almshouse	project,	they	are	also	listed	as	an	example	of	his	English	residential	

designs	(Brittain-Catlin,	2004,	The	Pugin	Society,	2016).	The	Bedehouses	and	Chapel	are	

mentioned	in	Pevsner’s	The	Buildings	of	England:	Lincolnshire,	in	texts	that	review	the	life	

of	Richard	Waldo	Sibthorp	and	in	Historic	England’s	listing	of	the	property	and	Heritage	

Connect	Lincoln	entries	(Hill,	2008,	Historic	England,	2016a,	Lincoln	Archaeological	

Research	Assessment,	2003,	Pevsner,	Antram	and	Harris,	1989,	Trott,	2005).	The	Chapel	

also	appears	under	entries	of	the	works	of	William	Butterfield	(Thompson,	1971).		

	 There	is	not	a	lot	of	documentary	information	available	in	the	public	domain	

about	the	Bedehouses	and	Chapel,	possibly	due	to	their	relatively	low	public	profile.	An	

extract	from	The	Lincolnshire	Chronicle	and	Northampton,	Rutland	and	Nottingham	

Advertiser,	dated	22	September	1854,	on	the	occasion	of	the	consecration	of	the	Chapel	

at	St	Anne’s	Bedehouses	provides	the	following	information	and	description	of	the	

interior	design	and	decoration:	

The	interior	is	highly	decorated,	and	has	the	most	pleasing	effect,	having	stained	

open	seats	in	the	nave	for	the	accommodation	of	worshippers.	The	chancel	stalls	

for	the	Bede	women	are	of	solid	oak,	as	are	also	the	altar	rail	and	table	frame,	

with	suitable	carvings.	The	roof	timbers	are	wrought	and	decorated	with	azure,	

vermillion,	and	gold.	The	texts	distributed	upon	the	walls	are	superior	to	anything	

of	the	kind	in	the	city,	and	reflect	great	credit	upon	the	artistic	talent	of	our	

fellow-townsman,	Mr.	Wm.	Mimmack,	who	appears,	in	the	decorations	of	this	

place	of	worship,	to	have	excelled	all	his	other	clever	performances.	The	Sedilia	

chair	has	stone	elbows	and	oak	seat.	The	lectern	is	of	oak,	and	is	raised	two	steps	

above	the	chancel	floor.	There	is	a	small	vestry	on	the	north	side	of	the	sanctuary,	

containing	a	stove	to	heat	the	chapel,	and	in	a	space	between	the	vestry	and	the	

sanctuary	has	been	placed	an	excellent	fine-toned	organ	by	Mr.	Pilcher,	of	Pimlico.	

The	floors	to	the	chancel	and	sacrarium	are	paved	with	encaustic	tiles,	highly	

enriched	in	colour,	of	Minton’s	best	design,	and	the	reredos	is	also	beautifully	

finished	in	encaustic	tiles,	under	a	stone	string	or	panel	formed	of	trefoil	tracery,	

which	is	also	much	enriched	with	colour.	The	chancel	window	is	a	fine	specimen	of	

stained	glass,	from	Mr.	Wailes,	of	Newcastle-Upon-Tyne,	the	subject	being	“The	

Transfiguration”.	(1854,	8)	
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	 An	entry	in	the	Stamford	Mercury	dated	September	23,	1904	on	the	occasion	of	

the	Chapel’s	50-year	jubilee	celebration	provides	further	information	on	work	undertaken	

to	the	Chapel’s	interior:	

The	Chapel	of	St	Anne’s	Bedehouses,	Lincoln,	was	reopened	on	Wednesday	

afternoon	[21	September	1904]	after	having	been	thoroughly	renovated	and	

redecorated	by	the	Sibthorp	family,	the	special	service	also	partaking	of	the	

nature	of	a	jubilee	commemoration.	(1904)	

	 	

	 During	World	War	II	the	Chapel	sustained	some	damage	mainly	to	the	original	

stained	glass	made	by	William	Wailes	during	the	chapel’s	construction	in	1854	(Pevsner,	

Antram	and	Harris,	1989,	511,	Thompson,	1971,	470).	In	1954	a	replacement	stained	glass	

made	by	Ninian	Comper	was	installed	in	the	east	window.		

	 The	Chapel	interior	has	undergone	decorative	changes	over	the	years	(Fig.	3.3.7).	

The	original	decoration	of	the	‘roof	timbers	[…]	wrought	and	decorated	with	azure,	

vermillion,	and	gold’	is	no	longer	visible,	neither	are	the	‘texts	distributed	upon	the	walls’	

under	the	windows,	which	have	been	painted	over,	their	presence	discernible	only	as	

outlines	visible	in	raking	light.	The	‘stone	string	or	panel	formed	of	trefoil	tracery’	is	still	

present	and	located	at	shoulder	height	around	the	walls	of	the	altar	(Fig.	3.3.8).	However,	

this	feature	has	been	painted	over	with	a	more	modern	decorative	scheme	and	the	

outline	of	the	original	tiles	within	the	trefoil	tracery	is	just	distinguishable	in	raking	light	

(Fig.	3.3.9).	The	floor	of	the	chancel	and	sacrarium,	or	altar,	retain	the	original	tiles,	

however,	the	encaustic	and	glazed	tiles	of	the	reredos,	thought	to	refer	to	the	wall	

decoration	at	the	back	of	the	altar,	and	sited	immediately	under	the	previously	

mentioned	trefoil	tracery	panel	have	been	painted	over	(Fig.	3.3.10	and	Fig.	3.3.11).	The	

original	richly	decorated	interior	scheme	of	polychrome	tiles	applied	to	the	east	and	

south	walls	of	the	altar	are	now	pale	green	in	colour	and	previous	investigations	to	reveal	

the	earliest	decorative	scheme	is	evident	on	the	south	wall	(Fig.	3.3.12	and	Fig.	3.3.13).	

The	placement	of	the	altar	has	also	changed.	Originally	it	was	situated	against	the	east	

wall,	centred	under	the	east	window,	as	evidenced	by	the	undecorated	section	of	wall	in	

that	region.	With	changes	in	the	format	of	the	mass	instigated	during	the	second-half	of	

the	twentieth	century,	the	altar	is	now	situated	away	from	the	wall	to	allow	the	chaplain	

to	conduct	the	mass	facing	the	congregation.	
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Architectural	paint	research	

	 Initial	visual	examination	of	the	Chapel’s	current	interior	decorative	scheme	

suggests	it	is	a	modern	alkyd	paint	dating	from	the	last	quarter	of	the	twentieth	century,	

possibly	the	1980s	based	on	research	of	paint	colours	and	schemes	popular	at	that	period	

of	time	combined	with	the	paint’s	physical	characteristics	(Little	Greene	Paint	Co.,	2017,	

Sherwin-Williams,	2017).	

	 Numerous	small	fragments	of	paint	containing	evidence	of	all	decorative	schemes	

were	obtained	during	the	physical	removal	of	the	overpaint	from	the	polychrome	tiles	

(Fig.	3.3.14).	No	substrate	is	visible	which	is	consistent	with	the	fact	that	the	paint	was	

applied	directly	onto	tiles.	Dino-Lite	Edge	images	of	the	paint	fragments	show	the	earliest	

decorative	scheme	of	green	paint	followed	by	a	scheme	of	red	paint	followed	by	a	pale	

green	paint	layer	(Fig.	3.3.15,	Fig.	3.3.16	and	Fig.	3.3.17).		

	 Paint	samples	were	taken	from	two	sites	only	as	discrete	localised	reveals	

indicated	the	decorative	finish	was	homogenous	across	the	entire	area.	This	was	

confirmed	by	baseline	analysis	of	representative	paint	samples,	which	demonstrated	

similar	paint	stratigraphy	of	three	decorative	schemes.	Cross-section	photomicrograph	of	

paint	sample	SABC1.0	taken	from	the	south	wall	of	the	altar	(Fig.	3.3.18a)	reveals	three	

distinct	decorative	schemes	confirming	the	earliest	scheme	consists	of	three	layers	of	

green	paint	(I)	followed	by	two	layers	of	red	paint	(scheme	II)	followed	by	one	layer	of	

light	green	paint	(scheme	III)	(Fig.	3.3.18b).	The	earliest	scheme	(I)	presents	quite	

differently	to	the	two	later	schemes	confirming	scheme	I	is	the	earliest	historic	paint	and	

scheme	III	is	the	current	decorative	finish.	Advanced	instrumental	analysis	provided	

additional	information	on	the	individual	paint	schemes,	which	are	discussed	individually	

below.		

Scheme	I	

	 Baseline	analysis	results	reveal	scheme	I	consists	of	three	layers	of	green	paint.	It	

is	striated	in	appearance	with	a	darker	green	paint	layer	sandwiched	between	two	lighter	

green	paint	layers.	The	paint	contains	a	number	of	coarse	crystals	and	there	are	

impurities	present	including	large	carbon-based	crystals	thought	to	originate	from	a	build-

up	of	carbon	residue	deposited	on	the	original	tile	surface.	Carbon	pigments	which	are	

finer	and	more	rounded	suggest	a	flame	carbon	which	is	produced	from	a	sooting	flame	
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such	as	lamp-black	or	a	char-based	carbon	such	as	charcoal	(Winter,	1983,	50,	60).	Lamp	

black	is	a	by-product	of	burning	candles	or	oil	lamps,	used	to	illuminate	the	interior	of	the	

Chapel	prior	to	electric	lighting.		

	 Advanced	instrumental	techniques	were	used	to	analyse	the	green	paint	layers	to	

characterise	the	binding	medium	and	determine	the	pigments	present.	Raman	

spectroscopy	identified	lead	white,	chalk	(as	calcium	carbonate)	and	a	chrome-based	

pigment	(Bell,	Clark	and	Gibbs,	1997,	2172)	in	an	oil	binding	medium,	possibly	linseed	oil	

(Burgio	and	Clark,	2001,	1514).	PLM	identified	lead	white,	a	greenish-yellow	lake	on	a	

china	clay	base	and	chalk	(calcium	carbonate)	in	the	lighter	green	(top)	layer,	carbon	

black	and	chrome	green	or	cinnabar	green	in	the	darker	green	(middle)	layer	(Singer,	

2017).	Chrome	green	or	cinnabar	green	is	a	mixture	of	chrome	yellow	(lead	chromate)	

and	Prussian	blue	(iron	(II)	hexacyanoferrate	(III))	and	dates	from	1809,	which	is	the	

earliest	recorded	date	for	the	manufacture	of	chrome	yellow,	the	second	ingredient,	

Prussian	blue	has	been	used	as	a	pigment	since	1704	(Burgio	and	Clark,	2001,	1495,	

Plesters,	1956,	141),	see	Appendix	B.	

	 The	construction	of	the	paint	suggests	a	less	technically	refined	production	

process	consistent	with	historic	paint	formulations.	Combined	with	the	identified	

pigments	and	the	date	of	the	chapel’s	construction	this	suggests	the	earliest	decorative	

scheme	dates	from	the	late	nineteenth	century	(Buck,	2010,	Standeven,	2011,	52).	

	 There	is	a	distinctive	dirt	layer	between	schemes	I	and	II,	visible	as	a	black	line	in	

Figure	3.3.18b,	suggesting	the	earliest	decorative	scheme	(I),	was	in	place	for	some	time	

before	the	next	decorative	scheme	(II)	was	applied.		

Scheme	II	

	 Baseline	analysis	results	reveal	scheme	II	consists	of	two	layers	of	red	paint,	a	

lighter	red	primer,	with	a	darker	red	topcoat.	The	primer	appears	coarser	than	the	

topcoat	which	is	not	unusual,	however,	both	layers	of	this	decorative	scheme	have	an	

homogenous,	uniform	appearance	which	is	more	technically	refined	and	consistent	with	a	

modern	paint	(Buck,	2010).	

	 PLM	identified	lead	white	and	red	lake	pigment	particles	were	present	(Singer,	

2017).	Lake	pigments	are	manufactured	by	precipitating	a	dye	with	an	inert	binder	or	

substrate	for	which	they	have	a	chemical	affinity,	such	as	aluminium.	This	results	in	the	

dye	imparting	its	colour	to	the	substrate,	creating	a	more	stable	and	lasting	colouring	
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agent	or	pigment.	Lake	pigments	are	generally	organic	in	nature	(Gürses	et	al.,	2016,	15-

16).	Aniline	and	azo	dyes	developed	in	the	late	nineteenth	century	were	popular	because	

of	their	excellent	colourant	properties	in	the	yellow	to	red	range.	However,	their	poor	

light	fastness	meant	they	were	not	in	general	use	as	house	paints	until	formulation	

improvements	were	made	in	the	1950s	suggesting	a	date	range	for	scheme	II	around	this	

period	(Standeven,	2011,	16).	

Scheme	III	

	 Baseline	analysis	results	reveal	scheme	III	is	a	single	layer	of	pale	green	paint	

homogenous	in	appearance,	with	luminosity	consistent	with	modern	paint	formulas	

based	on	titanium	dioxide	(Bristow,	1996,	47).		

	 Raman	spectroscopy	identified	titanium	dioxide	(rutile	form)	which	is	a	synthetic	

pigment	available	from	1947	(Burgio	and	Clark,	2001,	1494).	SEM-EDS	identified	the	

elements	aluminium	and	silicon	and	PLM	identified	talc	or	clay	particles.	These	results	

suggest	the	observed	particles	are	aluminium	silicate	(Al2SiO5)	which	is	a	pigment	

extender	used	in	paint	formulations	since	the	1920s	(Standeven,	2011,	13).	Combined	

with	the	colour	palette	this	suggests	a	date	range	from	1960s	-	1980	for	the	current	

decorative	scheme.	

	 A	summary	of	the	combined	baseline	and	advanced	instrumental	analysis	results	

from	paint	samples	SABC1.0	and	SABC1.2	are	presented	in	table	format	(Appendix	B).	

	 While	mechanically	removing	the	overpaint	the	researcher	noted	that	the	earliest	

paint	scheme	adhered	differently	to	different	tiles	and	required	significant	physical	

exertion	making	it	more	difficult	to	remove.	The	researcher	observed	that	sections	of	the	

earliest	decorative	scheme	displayed	a	two-tone	stencilled	design,	which	appeared	to	be	

restricted	to	a	perimeter	course	of	unglazed	tiles	that	framed	a	central	panel	of	glazed	

encaustic	tiles	(Fig.	3.3.19a	and	3.3.19b,	Fig.	3.3.20	and	Fig.	3.3.21a	and	3.3.21b).	A	

significant	amount	of	residue	remained	after	mechanical	removal	necessitating	multiple	

applications	of	paint	stripper	to	successfully	remove	the	overpaint	completely.	By	

engaging	in	reflective	practice,	the	researcher	was	able	to	distinguish	the	change	in	

properties	of	the	paint	through	feedback	from	the	physical	effort	and	differing	techniques	

required	to	remove	the	paint	and	the	outcomes	of	those	actions.	The	result	of	this	

reflective	practice	was	identifying	a	previously	unknown	and	unrecorded	decorative	
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scheme	that	is	new	material	evidence	that	could	further	inform	the	decorative	history	of	

this	historic	chapel.		

Summary	

	 APR	contributed	empirical	information	on	the	overpaint	and	by	revealing	the	

extant	decorative	schemes,	APR	provided	a	visual	resource	to	engage	the	community	

with	the	project	and	promote	awareness	of	the	conservators’	work.	The	project	achieved	

its	original	aim	to	uncover	the	polychrome	tiles,	thereby	revealing	an	integral	part	of	

William	Butterfield’s	original	design	intent	for	the	Chapel	altar	walls,	contributing	to	the	

body	of	knowledge	on	ecclesiastical	interior	design	and	insight	into	Rev.	Sibthorp’s	

doctrinal	intent	(Fig.	3.3.22	and	Fig.	3.3.23).	APR	of	the	Chapel	at	St	Anne’s	Bedehouses	

identified	the	extant	decorative	schemes	and	informed	the	method	statement	for	the	

conservation	treatment	to	remove	the	overpaint.	The	physical	evidence	confirms	that	

Scheme	I	consists	of	a	complex	stencil	design	indicating	that	time	and	money	were	

expended	to	create	this	particular	decorative	effect	which	is	consistent	with	the	

documentary	evidence	suggesting	the	decision	was	made	to	cover	up	the	original	William	

Butterfield	designed	encaustic	tiles	around	the	time	of	the	Chapel’s	50-year	Jubilee.	This	

research	reveals	additional	information	about	the	material	culture	of	the	Chapel	and	

contributes	significantly	to	understanding	the	decorative	schemes	and	its	historiography.		

APR	provides	important	data	which	can	be	used	for	conservation-based	research	

of	the	interior	decoration	of	the	William	Butterfield	chapel.	The	discovery	and	

documentation	of	a	previously	unknown	decorative	scheme	contributes	important	

information	for	study	of	this	historic	interior.	The	paint	analysis	data	can	be	used	as	a	

research	resource	for	broader	material	culture	and	heritage	studies	and	contribute	to	

research	into	trends	and	practices	in	post	Victorian	church	interior	decoration.		
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Chapter	FOUR:	DISCUSSION	

	

	 This	chapter	discusses	the	results	of	the	case	study	relating	the	practical	

investigation	of	the	historic	buildings	to	the	theoretical	aspects	of	material	culture	studies	

discussed	in	the	thesis.	By	challenging	the	three	examples	of	built	heritage	used	in	the	

case	study	with	the	same	research	questions,	this	thesis	builds	a	substantive	body	of	

proof	across	the	differing	projects	to	illustrate	and	support	the	theoretical	and	practical	

arguments	posed	by	the	doctoral	research.	It	is	therefore,	timely	to	revisit	the	primary	

and	secondary	research	questions	which	were	discussed	in	the	Introduction	to	the	thesis.		

	 The	primary	research	question	asks	how	data	generated	from	conservation-based	

research	can	contribute	to	the	broader	research	of	heritage	places	and	objects.	The	

secondary	research	questions	were	developed	to	elaborate	specific	aspects	of	the	

primary	research	question,	to	align	the	question	with	the	research	objectives,	to	focus	the	

research	and	to	maximise	the	potential	for	assessable	and	achievable	outcomes.	The	

secondary	research	questions	ask:	How	can	APR	enhance	the	research	of	material	culture	

and	inform	treatment	decisions	through	analysis	of	physical	matter?	What	strategies	can	

be	used	to	improve	engagement	with,	and	uptake	of,	APR	within	the	CoBRA	framework?	

How	can	APR	be	used	to	engage	the	public	in	the	conservation	of	built	heritage?	How	

does	the	power	structure	within	multidisciplinary	teams,	limit	or	enhance	the	APR	

practitioner’s	contribution	to	decision-making	processes	associated	with	the	conservation	

of	built	heritage?	

	 The	paint	research	results	from	each	building	detailed	in	Chapter	Three	will	now	

be	discussed	using	the	secondary	research	questions	as	thematic	headings.	

	

NENTHEAD	CHAPEL		

	 The	discussion	will	focus	on	information	from	baseline	analysis	of	paint	samples	

taken	from	the	wall	face	and	cast-iron	columns	and	comparison	with	the	visual	

examination	of	the	nearby	Westgate	Chapel.	
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A.	APR	generated	information	from	analysis	of	paint	samples	

	 APR	generated	empirical	information	by	interrogating	the	paint	samples	using	

baseline	analysis.	The	scientific	data	derived	from	the	paint	was	interpreted	and	

translated	into	‘thin’	description	that	articulates	information	about	the	materiality	of	the	

decorative	finishes.	This	scientific	information	includes	the	colour	and	composition	of	the	

paint	and	whether	it	was	lead-based,	the	chronology	of	each	paint	layer	and	evidence	of	

intent	for	example,	whether	the	paint	was	applied	in	the	foundry	to	protect	the	cast-iron	

or	if	it	was	applied	to	create	a	specific	decorative	effect	or	design	(Crick	Smith,	Crick	Smith	

and	Freeman,	2014).	This	will	be	further	explained	by	focusing	on	nominated	areas	of	the	

chapel	and	the	specific	paint	analysis	results.	

	

Ground	floor	wall	face	

	 Nenthead	Chapel	ground	floor	walls	were	noted	as	being	in	good	condition,	Figure	

3.1.1	however,	based	on	the	condition	survey	(Darwell,	2014),	information	related	to	past	

water	damage,	and	evidence	of	historic	redecoration,	it	was	thought	highly	unlikely	that	

original	material	would	be	found.	Analysis	of	the	ground	floor	wall	face	paint	verified	the	

earliest	paint	is	not	original	and	there	are	no	schemes	visible	prior	to	the	1920s/1930s	

decorative	scheme.	APR-generated	information	confirmed	that	earlier	decorative	

schemes	have	either	been	removed	or	erased	through	the	installation	of	new	plaster.		

	 In	the	absence	of	extant	physical	evidence,	a	parallel	historic	building	was	used	to	

obtain	evidence	to	inform	the	paint	research.	Using	an	object-centred	approach,	the	

researcher	was	able	to	compare	and	contrast	baseline	analysis	results	of	the	ground	floor	

wall	face	at	Nenthead	Chapel	with	visual	examination	of	the	first-floor	wall	face	in	the	

accommodation	wing	at	Westgate	Chapel.	These	areas	exhibit	similar	extant	decorative	

schemes	suggesting	they	were	applied	at	the	same	period	in	time,	determined	as	the	

1920s/1930s,	confirming	the	APR	findings	that	the	original	decorative	scheme	for	the	

walls	is	not	present	in	Nenthead	Chapel.	

	

Cast	iron	support	columns	and	capital	

	 	Sampling	the	Nenthead	Chapel	columns	and	capitals	was	difficult	due	to	the	

physical	properties	of	the	paint	and	the	cast-iron	substrate.	Being	able	to	survey	and	

analyse	the	cast-iron	elements	in	the	two	chapels	aided	interpretation	of	the	interior	
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design.	The	relational	context	of	the	two	chapels	combined	with	baseline	analysis	of	the	

cast-iron	column	collar	at	Nenthead	Chapel	and	visual	examination	of	the	cast-iron	

columns	and	capitals	in	Westgate	Chapel,	confirmed	the	earliest	decorative	scheme	was	

the	original	marbled	finish.	It	also	strongly	suggests	the	capitals	at	Nenthead	Chapel	were	

originally	painted	in	a	decorative	scheme	with	gilded	details	similar	to	the	current	scheme	

at	Westgate	Chapel.		

	 The	site	visit	to	Westgate	Chapel	allowed	the	researcher	to	visually	assess	the	

interior	design	and	original	decorative	scheme	of	the	cast-iron	fittings	in	situ.	This	was	

invaluable	for	supporting	the	associations	between	the	colour	and	patterns	introduced	

into	this	Chapel’s	interior	and	provided	the	researcher	with	much	needed	empirical	and	

visual	information	to	inform	the	interpretation	of	the	parallel	cast-iron	fittings	in	

Nenthead	Chapel.	The	marbled	decorative	finish	to	the	Westgate	Chapel	Columns	could	

be	directly	related	to	the	complex	multiple	coloured	paint	scheme	observed	on	the	

Nenthead	Chapel	column	collar	(Fig.	3.1.27).	

		 Researching	the	Nenthead	and	Westgate	Chapels’	interiors	demonstrates	the	

importance	of	analysis	of	material	culture.	The	physical,	social	and	historical	connection	

between	the	two	structures	is	used	to	compare	and	contrast	APR-generated	information	

that	affords	description	of	the	decorative	scheme,	which	the	researcher	is	able	to	

articulate	and	in	turn	interpret.	The	Chapels	are	separate	entities,	yet	their	decorative	

schemes	demonstrate	their	unique	connection	as	a	rich	source	of	material	that	can	be	

further	researched	from	other	historic	and	social	perspectives.		

	

B.	APR	and	its	contribution	to	Conservation-Based	Research	and	Analysis		

	 APR	was	used	to	analyse	the	decorative	schemes	for	the	purpose	of	informing	the	

restoration	and	refurbishment	of	the	repurposed	Nenthead	Chapel	interior.	Paint	analysis	

revealed	the	original	paint	colours	used	for	the	cast-iron	fittings	and	confirmed	the	

earliest	decorative	scheme	for	the	ground	floor	walls	was	no	longer	present.	APR	results	

also	revealed	parallels	with	the	decorative	history	of	the	nearby	Westgate	Chapel,	

providing	the	researcher	with	a	largely	intact	building	to	use	as	a	reference,	thereby	

exploiting	the	relational	context	of	the	two	chapels.	This	information	was	compiled	into	a	

report	and	given	to	the	heritage	architect,	to	be	incorporated	in	the	second	funding	bid.		
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	 For	this	project	APR	performed	the	role	outlined	in	CoBRA	by	analysing	and	

revealing	the	extant	decorative	schemes.	In	addition	to	informing	decisions	on	the	

decorative	scheme	to	be	reinstated,	the	research	findings	add	to	the	knowledge	and	

history	of	this	Nonconformist	chapel	and	to	understanding	the	significance	of	this	historic	

property	through	its	interior	design	and	decorative	history.		

	

Collective	of	Methodist	Churches	

	 APR’s	importance	within	the	CoBRA	framework	is	also	evidenced	by	the	

information	it	contributes	to	the	collective	biographies	of	the	Methodist	churches.	These	

churches	played	a	critical	part	in	the	social	history	and	landscape	of	the	mining	

communities	of	the	North	Pennines	where	Methodism	is	said	to	have	challenged	the	

Church	of	England	as	the	faith	of	the	majority	(Petts,	2011,	464).	Comparing	the	observed	

cross-section	paint	stratigraphy	from	Nenthead	Chapel	with	selected	uncovering	

performed	at	Westgate	Chapel	reveals	similarities	and	differences	in	the	decorative	

schemes	of	the	two	chapels	providing	material	evidence	of	their	collective	significance	

and	generating	questions	for	further	research.		

	 APR	has	the	potential	to	contribute	new	information	to	studies	of	Methodist	belief	

and	worship	which	are	known	for	their	direct	engagement	with	material	culture	whether	

it	be	‘the	pew,	the	chapel,	the	cemetery,	the	hymn	book	or	the	religious	print	hanging	on	

the	wall’	(Petts,	2011,	462).	Researching	the	interior	spatial	context	and	design	of	

Methodist	churches	advances	the	understanding	of	how	Nonconformists	moved	away	

from	Eucharist-centred	celebration	to	create	a	building	that	centred	on	preaching	the	

Bible.	Referring	to	the	discussion	in	Chapter	Two	on	ecclesiastical	buildings,	the	

Nonconformists	used	the	interior	space	and	design	to	direct	worshippers	to	the	pulpit,	

rather	than	the	traditional	use	of	interior	decoration	which	was	intended	to	function	as	a	

means	of	moral	instruction	(Hawkes,	2010).	Petts	explains	it	as	the	‘Expression	of	

religious	authority	shifted	from	building	to	Book’	(2011,	463).	Understanding	the	

decorative	scheme	of	Nenthead	Chapel	contributes	to	studies	of	how	Methodist	church	

interior	designs	change	in	the	later	part	of	the	nineteenth	century.		

	 The	Nonconformists	were	not	averse	to	showcasing	their	wealth	as	seen	by	the	

highly	decorative	schemes	visible	at	Westgate	Chapel	(Fig.	3.1.18).	By	establishing	the	

chronology	of	decorative	schemes	of	the	Methodist	Churches,	APR	contributes	to	
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research	on	the	increasing	power	of	the	Methodist	community,	in	terms	of	the	influence	

of	respected	community	leaders	and	the	economic	wealth	of	the	community	and	its	

patrons,	and	how	this	influenced	and	was	reflected	through	the	interior	design	and	

decoration	of	their	churches.		

	

C.	APR	and	public	engagement	

	 The	Nenthead	Chapel	Project	Group	had	no	understanding	of	APR,	why	it	was	a	

requirement	for	this	project	or	how	it	would	inform	the	restoration	of	the	Chapel.	The	

researcher	saw	the	potential	to	engage	with	the	community	and	explore	how	APR	could	

be	used	as	a	communication	tool.	An	information	leaflet	was	produced	that	explained	

and	visually	presented	the	paint	analysis	results	in	plain	English	(Appendix	C:	Nenthead	

Chapel	reveals	it	true	colours).	The	leaflet	was	provided	to	the	Project	Group	for	them	to	

use	as	an	insert	in	letters	to	prospective	funding	sources,	as	an	additional	resource	to	

support	funding	applications	and	as	a	handout	to	engage	the	immediate	and	wider	

communities	with	the	Nenthead	and	Alston	Moor	region.	The	Nenthead	Chapel	Project	

Group	eventually	partnered	with	a	private	fundraising	consultancy,	registered	itself	as	a	

community	enterprise	and	held	a	variety	of	funding	events	to	raise	the	£150,000	needed	

for	their	contribution	toward	the	successful	second	funding	bid	(Heritage	Fund,	2016).	

	 APR	proved	a	novel	way	to	engage	with	the	general	public	by	using	the	empirical	

information	it	generates	to	create	a	narrative	about	the	decorative	history	of	the	Chapel	

and	in	doing	so	strengthen	cultural	identity	and	community	connectedness.	The	APR	

results	were	provided	in	a	final	report	to	the	heritage	architect	to	engage	with	the	

Nenthead	Chapel	Project	Group	to	contribute	to	the	preferred	decorative	options	for	the	

space.	

	

D.	APR	practitioner’s	potential	to	contribute	within	the	project	structure	

	 APR	was	a	research	requirement	mandated	by	HLF	as	part	of	the	second	funding	

bid	and	therefore	subject	to	contractual	deliverables	and	timeframes	within	an	accepted	

budget.	While	the	researcher’s	role	was	restricted,	there	was	autonomy	in	how	the	

research	was	carried	out	within	the	constraints	of	commercial	viability.	The	researcher’s	

official	input	and	contribution	to	the	project	was	limited	to	the	contracted	work	and	the	

final	report.	There	was	no	expectation	of	further	contribution	to	the	project	or	
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engagement	with	the	project	team.	This	constrained	the	influence	of	the	APR	

practitioner.	The	production	of	an	information	leaflet	was	undertaken	as	part	of	the	

doctoral	thesis	and	not	a	project	deliverable.	There	was	no	requirement	or	incentive	for	

the	Nenthead	Chapel	Project	Group	to	utilise	this	leaflet.		

	 The	social	and	political	structures	of	heritage	projects	have	a	significant	impact	on	

the	level	of	engagement	available	to	the	APR	practitioner.	Inclusion	in	the	project	team	is	

one	of	the	key	facilitators	or	barriers	to	influence.	If	the	practitioner	is	in	a	position	of	

power	within	the	multidisciplinary	team,	the	profile	and	significance	of	APR	can	be	

elevated	and	the	evidence	it	makes	available	can	be	used	to	influence	the	discussion	and	

decisions	regarding	the	decorative	scheme.	Conversely,	if	the	practitioner	is	not	

embedded	in	the	project	team	there	is	no	incentive	to	elevate	the	information	that	APR	

provides.	Including	the	APR	practitioner	in	the	project	team	directly	relates	to	the	central	

argument	of	this	thesis	because	APR	and	its	information	can	materially	influence	built	

heritage	projects.	By	interrogating	the	fabric	of	an	historic	building,	APR	makes	available	

empirical	information	to	inform	the	conservation	process	and	contributes	immutable	

information	about	the	material	culture	contributing	significantly	to	heritage	studies	and	

conservation	projects.		

	

ADAM	LIBRARY	AT	KENWOOD	HOUSE	

	 The	discussion	will	focus	on	results	of	the	investigation	of	the	gilded	finishes	in	the	

Adam	Library.	

	

A.	APR	generated	information	from	analysis	of	paint	samples	

	 The	physical	evidence	of	the	paint	samples	established	that	the	original	Adam-

designed	decorative	scheme	was	based	on	a	lighter	toned	palette	of	greens,	blues	and	

pinks	with	raised	decorative	details	finished	in	white	paint	with	no	gilding.	

	 APR	established	the	extensive	use	of	gilding	in	the	extant	decorative	scheme	

dated	to	changes	made	by	the	2nd	Earl	of	Mansfield	in	1793-1796.	George	Saunders	was	

engaged	to	add	two	new	wings	to	the	north	face	of	the	house	and	redecorate	the	

interiors,	which	he	did	using	a	palette	that	was	darker	in	tone	than	the	original	Adam	

scheme.	The	Saunders	decorative	scheme	for	the	Library	included	mid	and	dark	stone-

colour	paint	on	the	walls,	darker	stone-colour	paint	to	the	ceiling	and	dark-red	marbling	
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to	the	columns.	Oil	gilding	was	applied	widely	throughout	the	interior,	much	of	which	

survived	with	minimal	retouching	and	localised	additions	as	seen	in	the	paint	samples	

discussed	(Fig.	3.2.15	and	Fig.	3.2.16).	The	original	research	was	able	to	distinguish	the	

paler	yellow-coloured	oil	size	used	for	the	1790s	gilding	from	the	darker	yellow-coloured	

oil	size	used	for	the	original	Adam	gilding	(Crick-Smith	and	Crick-Smith,	2011).	

	 This	Library	holds	definitive	information	for	understanding	the	decorative	scheme	

and	APR	enables	the	translation	of	the	empirical	data	into	a	report	that	affords	meaning	

within	material	culture	studies	and	context	in	relation	to	the	overall	decorative	scheme.	

Results	of	the	analysis	of	the	extant	decorative	schemes	provided	evidence	of	how	the	

original	Adam	design	was	executed	by	the	tradesmen,	validating	the	interrogation	of	

material	culture	to	address	the	gap	between	documentary	evidence	and	the	actual	

decorative	scheme.		

	

	APR	revealing	the	agency	of	decorative	scheme	

	 This	example	demonstrates	the	agency	of	material	culture	and	specifically	how	

the	Library	and	its	decorative	scheme	has	a	‘voice’	of	its	own,	contributing	to	and	

influencing	the	understanding	of	this	historic	property	(Griswold,	Mangione	and	

McDonnell,	2013).	The	decorative	scheme’s	agency	emerges	through	the	methodological	

process	of	APR,	which	relates	and	connects	the	conservator,	the	custodian	and	visitor	

through	the	reinstatement	of	the	original	scheme.	The	intent	of	the	original	decorative	

scheme	is	to	create	an	interior	that	reflects	influence	and	power.	Chapter	Five	expands	on	

APR	as	a	methodological	process.	

	 Referring	to	the	discussion	in	Chapter	Two	on	interiors	and	their	decoration,	

which	explored	how	cultural	beliefs	and	systems	are	encoded	into	the	fabric	of	buildings,	

the	Library	exemplifies	the	culture,	values	and	ideologies	of	the	designer	and	the	owner.	

The	Library	was	also	known	as	the	Great	Room	reflecting	the	original	intent	of	the	space	

to	function	as	‘a	library	and	a	room	for	receiving	company’	(Adam	and	Adam,	1774,	6:	

Explanation	of	the	Plates	[Kenwood]).	This	research	explores	the	Library	as	a	physical	

entity	comprising	different	spaces	populated	with	bespoke	chattels	within	an	interior	

designed	and	decorated	according	to	the	specifications,	style,	function	and	personal	

identity	of	its	owner	and	its	architect.	The	Library	embodies	how	this	‘spatial	division’	of	

Kenwood	House	is	materially	expressed	and	can	be	understood	through	‘the	discursive	



	

	 107	

practices	which	are	disclosed	in	[its]	interiors’	(Emmison	and	Smith,	2000,	158-159:	

quoting	Lindsay	Prior).	In	other	words,	by	looking	at	the	delineation	and	decoration	of	the	

different	interior	spaces	within	the	Library	we	can	read	and	decode	its	intended	use.	The	

circular	recessed	end	sections	were	fitted	with	bookcases,	reading	lecterns	and	seating	

which	collectively	denotes	the	space	as	library.	The	circular	recessed	areas	are	visually	

and	physically	separated	from	the	central	square	area	of	the	room	by	columns	and	lintels.	

The	central	space	contains	furniture	and	fittings	that	form	seating	areas,	but	also	create	

uninterrupted	spaces	suited	to	the	important	meetings	and	conversations	which	occurred	

in	this	room	during	Lord	Mansfield’s	tenure	as	Lord	Chief	Justice	(Ali	and	Siblon,	1991).		

	 The	original	Adam-designed	Library	is	an	example	of	material	culture	that	

intentionally	influences	those	who	see	and	experience	it.	The	Library’s	interior	materially	

showcases	the	vision	of	the	Adam	brothers	who	were	becoming	increasingly	well	known	

for	their	neoclassical	designs	and	at	the	forefront	of	fashion	and	taste.	It	also	represents	

the	public	face	of	the	1st	Earl	of	Mansfield,	visually	informing	visitors	of	the	owner’s	

status	and	position,	sophistication	and	connoisseurship	(Adamson,	2013,	Cohen,	2006,	

Edwards	and	Hart,	2010,	Penner	and	Rice,	2013).		

	

B.	APR	and	its	contribution	to	Conservation-Based	Research	and	Analysis		

	 APR	had	a	significant	influence	on	the	re-presentation	of	this	high-profile	

property.	APR	enabled	analysis	of	the	fabric	of	the	interior	and	the	results	influenced	the	

trajectory	of	the	project	and	the	final	decorative	scheme.	The	importance	and	impact	of	

the	objective	information	derived	from	the	interior	decoration	establishes	a	direct	

correlation	between	the	practices	of	APR	and	the	research,	presentation	and	

interpretation	of	cultural	built	heritage	as	espoused	by	the	CoBRA	principles	(Clark,	2001).	

	 APR	confirmed	the	history	of	the	decorative	schemes	based	on	composition	of	the	

materials,	interior	design	and	documentary	evidence	of	alterations	to	the	building.	

Comparing	the	physical	and	documentary	evidence,	such	as	Adam’s	original	designs	and	

drawings,	facilitated	a	critical	review	of	the	strengths	and	weaknesses	of	each	and	

supported	the	final	recommendations	for	the	interior	decorative	scheme.	Detailed	

analysis	of	the	material	evidence	provided	the	rationale	to	support	a	significant	change	in	

the	decorative	scheme.		
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	 The	paint	analysis	performed	as	part	of	the	extensive	re-presentation	of	Kenwood	

is	highlighted	in	the	property’s	Statement	of	Significance:	

The	house	is	the	first	complete	example	of	the	mature	style	of	the	Scottish	

neoclassical	architect	Robert	Adam	(1728–92).	His	family	were	the	dominant	

architects	in	London	in	the	late	18th	century	and	he	was	renowned	for	his	designs	

for	country	houses.	The	most	important	aspects	of	Adam’s	work	at	Kenwood	are	

the	south	elevation	and	the	interior	of	the	‘Great	Room’	or	library.	

These	helped	to	herald	Adam’s	‘revolution’	in	design	that	brought	into	being	the	

‘Adam	style’,	a	movement	of	international	significance,	using	a	vocabulary	of	

decorative	motifs	partly	inspired	by	the	domestic	architecture	of	ancient	Rome,	as	

opposed	to	the	public	buildings	that	influenced	the	Palladian	style.	

The	library	in	particular,	with	its	neoclassical	form,	decorative	frieze	and	ceiling	

paintings	by	Antonio	Zucchi,	is	one	of	Adam’s	greatest	interiors,	and	has	assumed	

a	new	importance	as	such	following	the	recent	extensive	paint	analysis	and	the	

restoration	of	Adam’s	original	decorative	scheme.	(English	Heritage,	2015c)	

	

	 This	statement	confirms	the	importance	of	APR	for	revealing	and	identifying	the	

Library’s	original	decorative	scheme,	which	is	now	considered	the	first	complete	example	

of	Adam’s	mature	style.	The	mature	Adam	style	is	noted	for	the	paler	colours	used	and	

the	Library’s	interior	design	is	consistent	with	other	interiors	designed	by	Adam	around	

that	period	(Savage,	1966,	192).	Adam	was	known	for	using	‘pink	and	green	grounds,	

combined	with	white	paint	on	the	joinery,	raised	mouldings	and	ornaments	…	and	related	

colour	for	the	main	wall	plane’	(Jenkins,	2012,	74).		

	 At	this	point	it	is	worth	mentioning	another	documented	project	restoring	a	

Robert	Adam	designed	room:	the	Eating	Parlour	at	Headfort	House	in	Ireland,	designed	

by	Robert	Adam	between	1771	and	1775	(Ireland	and	Gundry,	2011).	This	case	study	

demonstrates	some	common	interior	design	traits	with	the	Library	at	Kenwood	House	

and	shares	similar	challenges	of	interpretation	of	the	original	intent	of	the	Adam	design	

and	its	execution.	Headfort	House	had	been	used	for	a	number	of	purposes	over	the	

years,	including	a	boarding	school	and	the	Eating	Parlour	was	in	need	of	extensive	work	

to	reinstate	the	original	decorative	scheme.	Using	APR,	the	researchers	confirmed	

evidence	of	the	original	decorative	scheme	‘as	executed’.	However,	when	the	researchers	
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triangulated	the	physical	evidence	with	documentary	sources,	they	observed	that	the	

execution	of	the	interior	design	was	inconsistent	with	the	intent	of	the	original	design	

based	on	surviving	documents	including	Adam’s	original	designs.	As	with	the	Library	at	

Kenwood	this	raised	a	number	of	questions,	however,	at	Headfort	the	researchers’	

concern	was	‘the	degree	to	which	the	Headfort	scheme	should	be	attributed	to	Adam’	

(Ireland	and	Gundry,	2011,	60).	The	decorative	scheme	at	Headfort	was	executed	in	mid-

green	and	dark	green	verdigris-based	schemes	contrasted	with	white	to	enhance	the	

effects	of	light	and	shade	on	moulded	architectural	details.	The	researchers	describe	the	

Eating	Parlour	as	the	room	where:	

treatment	of	shapes	that	are	generally	enhanced	by	the	effects	of	light	and	shade	

are	disrupted	by	the	contrast	of	dark	colours	on	white	moulded	enrichment,	

which	produce	an	un-architectural	and	‘flattening’	appearance	(2011,	77).		

	 	

	 The	authors’	research	of	the	Adam	archive	in	the	Soane	Museum	confirmed	that	

mid	and	dark	green	scheme	design	proposals	were	popular	during	this	period,	however,	

Adam’s	drawings	for	the	Eating	Parlour	do	not	specify	the	level	of	design	detail	necessary	

for	the	successful	execution	of	the	observed	scheme	(Ireland	and	Gundry,	2011,	77).	

There	is	no	evidence	that	Adam	travelled	to	Ireland	or	of	how	the	design	was	

communicated	to	the	tradesmen,	raising	the	possibility	that	an	unknown	decorator	may	

have	completed	the	decoration.		

	 It	is	interesting	to	note	the	Ireland	and	Gundry	paper	was	published	during	the	

Caring	for	Kenwood	project	and	prior	to	the	publication	of	Jenkin’s	article	in	2012.	The	

evidence	of	‘white	moulded	enrichment’	in	the	Eating	Parlour	at	Headfort	House	parallels	

the	treatment	of	the	joinery	and	raised	details	with	‘dead	white’	paint	throughout	the	

Library	at	Kenwood	House.	However,	it	is	purely	speculative	as	to	whether	this	

information	would	have	contributed	to	the	interpretation	of	the	original	intent	of	the	

Adam	design	or	their	execution	at	Headfort	House.	Comparing	the	two	case	studies	

highlights	the	importance	of	documenting	and	disseminating	APR	outcomes	for	the	value	

of	the	evidence	and	information	it	affords	and	the	potential	impact	on	conservation	of	

historic	interiors.		

	 APR	provides	scientific	evidence	of	historic	decorative	schemes	reinforcing	the	

importance	of	including	conservation-based	research	and	analysis	of	material	culture	in	
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built	heritage	projects.	APR	has	directly	contributed	to	the	correct	interpretation	and	re-

presentation	of	what	English	Heritage	calls	‘one	of	Adam’s	greatest	interiors’	and	

objective	and	incontrovertible	data	to	add	to	the	body	of	knowledge	on	Adam’s	interior	

designs.	This	has	significant	implications	for	the	narrative	of	Kenwood	and	more	widely	

for	the	historiography	of	British	eighteenth-century	interior	design,	justifying	the	need	to	

include	a	more	critical	approach	to	reviewing	and	understanding	the	material	culture	of	

historic	interiors.	The	result	of	APR	investigations	of	the	Adam	Library	at	Kenwood	House	

supports	a	central	argument	of	this	thesis:	the	importance	of	including	analysis	of	

material	culture	for	the	objective	information	it	can	contribute	to	heritage	studies	and	

the	ability	of	conservation	methodologies	to	generate	this	information.	

	

C.	APR	and	public	engagement	

	 A	significant	remit	of	the	Caring	for	Kenwood	project	was	to	engage	communities	

and	visitors	with	this	historic	house	and	its	estate	(English	Heritage,	2011).	Audience	

consultation	during	the	development	phase	of	the	project	provided	insight	into	the	needs	

and	interests	of	local	communities	and	the	expectations	of	the	wider	base	of	people	who	

visit	historic	homes.	Acting	on	this	information,	English	Heritage	used	the	conservation	of	

Kenwood	House	to	redecorate	and	furnish	the	rooms	according	to	two	distinct	

presentation	philosophies:	the	Adam-designed	rooms	to	reflect	the	rooms’	appearance	

during	the	time	of	the	1st	Earl	of	Mansfield	and	Robert	Adam;	and	the	re-presented	south	

front	rooms	to	display	important	paintings	from	the	Iveagh	Bequest	and	decorated	in	a	

more	generic	eighteenth-century	style	to	create	a	welcoming	domestic	space	(English	

Heritage,	2014,	Jenkins,	2012,	Kennedy,	2000).	The	public	are	engaged	through	

storyboards	that	explain	the	rationale	for	the	decorative	schemes	and	there	are	available	

a	number	of	leaflets	and	guidebooks	that	tell	the	story	of	Kenwood.	The	Caring	for	

Kenwood	Story	is	a	well-presented	publication	that	summaries	the	completed	

conservation	work	and	includes	before	and	after	photographs	of	many	of	the	re-

presented	rooms,	including	the	Library	(English	Heritage,	2014).	It	is	a	useful	resource	to	

help	visitors	understand	the	impact	of	the	completed	work	and	continues	to	engage	the	

public	in	the	ongoing	story	of	changes	to	the	fabric	and	presentation	of	this	landmark	

property.	
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	 Kenwood	is	well	placed	to	engage	the	public	with	the	history	of	slavery	in	the	

United	Kingdom	from	a	personal	perspective.	The	1st	Earl	of	Mansfield	gained	

prominence	as	Lord	Chief	Justice	and	his	impact	on	the	history	of	slavery	is	well	

documented	through	his	ground-breaking	Somerset	Ruling	of	1772	(Ali	and	Siblon,	1991).	

When	visiting	Kenwood	House,	visitors	also	learn	of	the	intimate	and	personal	link	

between	the	Earl	of	Mansfield	and	the	slave	debate.	The	Earl’s	nephew	Sir	John	Lindsay	

fathered	a	daughter	with	a	slave	he	met	while	stationed	in	the	West	Indies.	The	

illegitimate	Dido	Elizabeth	Belle	was	raised	by	Mansfield	and	was	an	integral	part	of	the	

family	at	Kenwood	receiving	an	education	and	pursuing	various	hobbies.	A	print	of	the	

original	portrait	of	Lady	Elizabeth	Murray	(1760-1825)	and	Dido	Elizabeth	Belle	(c.1761-

1804)	attributed	to	Johann	Zoffany	(late	1770s)	is	used	to	showcase	the	story	of	Dido	

Belle	and	provides	a	unique	insight	into	how	this	influential	family	not	only	accepted	an	

illegitimate	mixed-race	niece	into	their	family	and	social	circle	but	also	educated	her	to	

the	highest	standard	of	the	times.	The	story	of	Dido	Belle’s	life	was	popularised	in	the	

2014	film	Belle,	which	depicts	her	acceptance	within	the	Mansfield	family	and	builds	a	

storyline	around	Dido’s	influence	on	the	Lord	Chief	Justice’s	consideration	of	the	slavery	

debate	(Scone	Palace,	2018).	It	is	highly	likely	that	the	Earl	as	Lord	Chief	Justice	held	

meetings	in	the	Library	with	the	judiciary	and	proponents	for	this	historic	legislative	ruling	

and	the	re-presented	Library	establishes	a	physical	link	with	the	Earl	of	Mansfield	and	

Dido	Belle	as	residents	at	Kenwood.	APR	provides	the	evidence	to	reinstate	the	Adam’s	

interior	design	for	the	Library	with	the	heritage	interpretation	linking	it	to	the	Earl	of	

Mansfield	in	his	role	as	Lord	Chief	Justice	and	to	engage	the	public	in	this	revealed	

narrative.		

	

D.	APR	practitioner’s	potential	to	contribute	within	the	project	structure	

	 APR	of	the	Library	at	Kenwood	demonstrates	the	influence	this	form	of	analysis	

exerted	on	the	overall	project.	The	impact	of	APR	on	the	Caring	for	Kenwood	project	was	

significant	and	elevated	the	practice	of	APR	and	its	practitioners	into	key	positions	within	

the	project	team.	Kenwood	House	is	a	high-profile	property	that	was	undergoing	a	multi-

million-pound	conservation	and	re-presentation	and	the	stakeholders	had	clearly	defined	

aims	and	objectives	for	the	project	(English	Heritage,	2011).	The	project	also	had	a	large	

public	profile	due	to	the	outward-facing	nature	of	the	project,	preliminary	work	to	engage	
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with	the	public	as	key	stakeholders,	and	the	very	large	budget	funded	by	private	donors,	

various	Trusts,	the	Wolfson	Foundation	and	the	HLF	(English	Heritage,	2014).	English	

Heritage	had	committed	to	redecorating	the	Adam-designed	rooms	according	to	evidence	

from	paint	analysis	and	as	discussed,	APR	greatly	influenced	the	recommendations	for	

reinstatement.	The	importance	and	influence	of	understanding	the	physical	fabric	of	the	

building	establishes	a	direct	correlation	between	the	practice	of	APR	and	its	impact	on	

presentation	and	interpretation	of	cultural	built	heritage.	

	 The	initial	project	aim,	to	reinstate	the	sweep	of	Adam-designed	rooms	had	not	

anticipated	the	need	for	such	a	dramatic	change	in	the	decorative	scheme.	The	project	

team	had	presumed	the	heavily	gilded	decoration	in	the	Library	to	be	the	original	Adam	

design;	however,	paint	analysis	provided	convincing	physical	evidence	to	show	that	this	

was	not	the	case.	Jeremy	Ashbee,	Head	Historic	Properties	Curator	with	English	Heritage	

at	the	time	described	the	research	outcomes	as	‘radical	and	unexpected’	(Crick	Smith	and	

Crick	Smith,	2011).	

	 The	other	impact	of	the	research	at	Kenwood	was	the	inclusion	of	the	APR	

practitioners	in	project	group	meetings.	The	unexpected	results	meant	the	expertise	of	

the	conservators	was	needed	to	explain	and	translate	that	information	into	possible	

project	outcomes,	elevating	their	position	of	influence	within	the	project.	APR	raised	

technical	and	ethical	challenges	about	authenticity:	should	the	original	Adam	design	be	

reinstated,	or	should	the	historical	decoration	added	in	the	1790s	prevail	to	maintain	the	

status	quo?	In	addition	to	authenticity,	issues	around	ethics,	public	perception,	public	

expectation,	costs,	timelines	and	execution	were	discussed	and	considered	by	the	project	

team.	The	result	of	these	discussions	was	a	decision	to	reinstate	the	original	Adam	design	

as	determined	by	APR.		

	 In	keeping	with	conservation	best	practice	and	in	order	to	retain	the	extant	

historic	decoration,	a	reversible	barrier	layer	was	first	applied	to	the	existing	decorative	

scheme	and	the	new	palette	of	colours	applied	over	this	barrier	layer	(Fig.	3.2.21).	The	

result	has	been	a	significant	change	in	appearance,	the	decision	described	as	an	example	

of	‘conviction	conservation’	earning	English	Heritage	the	2014	Georgian	Group	

Architectural	Award	for	Conservation	of	a	Georgian	Interior	for	the	Adam	Library	at	

Kenwood	(Fig.	3.2.22)	(The	Georgian	Group,	2014).	The	finished	re-presentation	of	the	
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Adam	Library	has	been	the	source	of	significant	comment	and	discussion	in	the	public	

domain	(Aspden,	2013,	Darley,	2013,	Kennedy,	2000).	

	

WILLIAM	BUTTERFIELD	CHAPEL	AT	ST	ANNE’S	BEDEHOUSES	

	 The	discussion	will	focus	on	the	evidence	of	the	overpaint	and	how	this	informed	

interpretation	of	the	decorative	schemes,	adding	to	the	historiography	of	the	chapel.		

	

A.	APR	generated	information	from	analysis	of	paint	samples		

	 APR	generated	information	that	was	used	to	inform	the	conservation	treatment,	

engage	with	the	public	and	progress	academic	research	on	the	chapel.	APR	results	

combined	with	the	physical	characteristics	of	the	paint	layers	raised	a	number	of	

questions	as	to	the	date	the	schemes	were	applied	and	why	the	original	polychrome	tiles	

had	been	covered	up.		

	 Baseline	and	advanced	instrumental	analyses	indicate	the	earliest	decorative	

scheme	(I)	utilised	three	layers	of	green-toned	paint	to	create	the	stencil	design.	The	

stencil	design	is	of	particular	interest	as	it	indicates	skilled	crafts	persons	were	used	to	

execute	the	complex	pattern	as	a	decorative	border	suggesting	the	intent	to	remove	all	

evidence	of	the	Victorian	tiles,	yet	retain	some	decorative	elements.	The	second	and	third	

decorative	schemes	show	no	evidence	of	stencilling	or	motif	application.	

	 After	the	overpaint	was	removed,	the	conservators	were	able	to	survey	the	tiles,	

which	were	in	very	good	condition.	The	polychrome	tiles	are	multi-compositional,	the	

main	body	of	the	tile	made	of	one	clay	and	the	design	created	using	one	or	more	other	

clays	consistent	with	encaustic	production	techniques	(Thompson,	2004).	The	complex	

pattern	seen	in	the	blue	and	white	tiles	suggests	a	second	white	clay	was	used	with	a	blue	

clay	slip	to	create	this	particular	design.	There	are	differences	in	the	application	of	colour	

and	density	of	the	glaze	across	the	tiles	with	brush	strokes	visible	on	some	tiles.	The	

majority	of	tiles	are	glazed	and	others	that	appear	to	be	unglazed	have	a	matte	finish	

which	is	the	result	of	a	kiln-fired	skim	coat	(Faulding,	2015).		

	 Uncovering	the	original	tiles	provides	an	opportunity	for	further	research	on	their	

design	and	manufacture	and	contributes	to	the	body	of	knowledge	of	William	

Butterfield’s	geometric	interior	designs.	The	physical	characteristics	of	the	structure,	

manufacture	and	decoration	of	the	newly	revealed	tiles	provides	information	to	inform	
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further	research	on	the	production	and	decoration	of	encaustic	tiles	of	the	period,	and	

whether	they	are	indeed	Minton	or	another	ceramics	manufacturer	(Durbin,	2003).	

	

B.	APR	and	its	contribution	to	Conservation-Based	Research	and	Analysis		

	 The	polychrome	tiles	are	one	element	of	the	overall	William	Butterfield	interior	

design	for	the	Chapel,	which	includes	the	stained	glass,	floor	tiles,	brasses,	wooden	pews	

and	stalls,	biblical	text	and	lighting.	APR	has	contributed	information	about	the	fabric	of	

this	historic	property	by	revealing	and	contributing	significant	material	evidence	of	the	

earliest	historic	decorative	scheme.	The	resultant	data	provides	a	strong	rationale	for	

including	APR	within	the	CoBRA	framework	and	supports	the	use	of	rigorous	research	

methods	(both	baseline	and	advanced	instrumental	investigations)	to	explore	and	

interrogate	material	culture	(Clark,	2001).	

	 Triangulating	the	APR	results	with	documentary	evidence,	a	timeline	of	the	

application	of	the	decorative	schemes	can	be	proposed.	The	original	polychrome	tiles	

contribute	to	the	decorative	High	Victorian	Gothic	interior	associated	with	Butterfield-

designed	chapels	(Thompson,	1971).	The	decision	to	paint	over	the	original	tiles	(in	the	

early	twentieth	century)	is	analogous	to	discarding	or	disposing	of	the	original	design	and	

provides	insight	into	changing	interior	design	styles,	changing	religious	mores,	cultural	

and	social	contexts.	There	is	a	significant	body	of	research	on	the	decline	of	the	High	

Victorian	Gothic	style	of	architecture	and	interior	design	and	two	reasons	are	mentioned	

here.	The	first	was	the	growing	preference	for	the	Arts	and	Crafts	movement’s	approach	

to	architecture,	the	second	the	ongoing	controversy	within	the	Anglican	Church	about	the	

Catholic	‘popery’	that	the	Oxford	Movement	architects	fostered	in	ceremonial	and	

liturgical	practices	(Clark,	2013,	Hall,	1993,	114,	Hall,	2000,	92).	Sibthorp	died	in	1879	and	

it	is	highly	unlikely	that	changes	would	have	been	made	to	the	decoration	of	the	Chapel	

prior	to	this	date.	The	Stamford	Mercury	article	referring	to	the	Chapel’s	50-year	jubilee	

celebration	in	1904	provides	a	history	that	is	consistent	with	the	physical	data.	The	

earliest	paint	scheme	(I)	was	an	ornate	two-toned	green	decorative	scheme	with	a	stencil	

pattern,	applied	to	the	original	tiles	after	a	period	of	some	years.	The	conclusion	of	the	

period	of	time	that	elapsed	is	based	on	the	presence	of	lamp-black	particles	on	the	

earliest	paint	layer.	The	level	of	detail	and	workmanship	required	to	produce	a	stencil	

design	is	in	keeping	with	efforts	associated	with	a	jubilee	celebration	and	combined	with	
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the	other	historical	information	and	physical	evidence,	strongly	suggest	scheme	I	was	

applied	in	or	around	1904.		

	 The	damage	sustained	in	World	War	II	and	documented	replacement	of	the	east	

window	stained	glass	in	1954	provides	the	next	potential	period	of	redecoration.	It	is	not	

unreasonable	to	expect	the	interior	was	refreshed	around	this	period	to	make	good	any	

superficial	damage	to	the	interior,	the	work	probably	completed	prior	to	the	stained	glass	

being	installed	(Northover,	2014,	15).	The	physical	evidence	of	the	dirt	layer	suggests	a	

significant	period	of	time	passed	between	the	applications	of	scheme	I	and	scheme	II.	

When	combined	with	the	fact	that	paint	formulations	developed	rapidly	over	the	first	

decades	of	the	twentieth	century	and	physical	evidence	of	the	paint,	this	combined	

information	strongly	suggests	scheme	II	was	applied	around	1954.	

	 Pevsner	noted	in	his	Buildings	of	Lincolnshire	that	the	Chapel	had	a	‘rich	

polychromatic	scheme	of	tiles	and	painting,	since	painted	over’	the	current	entry	

reproduced	from	the	first	edition	dated	1964	(Pevsner,	Antram	and	Harris,	1989,	511).	

The	original	1964	entry	could	be	describing	either	scheme	II	or	scheme	III.	The	absence	of	

any	visible	dirt	layer	between	the	application	of	scheme	II	and	scheme	III	indicates	a	

shorter	period	of	time	elapsed	between	the	two	schemes.	Research	on	the	colour	trends	

of	interior	paints	used	over	the	twentieth	century	indicate	the	1980s	had	the	greatest	use	

of	blue/greys,	blue/greens	and	blues,	combined	with	a	decrease	in	both	chromaticness	

and	blackness	and	an	increase	in	whiteness	(Stansfield	and	Whitfield,	2005,	239).	This	

translates	to	an	observed	increased	demand	for	pastel	colours	and	the	palette	of	scheme	

III	is	typical	of	trends	evident	in	the	1980s.		

	

Implications	for	interpreting	Sibthorp’s	doctrinal	intent	

	 Stanton’s	study	of	Pugin’s	principles	of	design	urges	researchers	to	look	beyond	

the	preconceived	notions	of	Gothic	Revival	style	and	examine	the	buildings	“first	hand”	as	

they	provide	‘the	evidence	to	bridge	the	gap	between	his	aesthetic	theory	and	his	

practice	of	modified	revivalism.’	(1954,	25).	Burton	and	Pedersen,	take	up	this	challenge	

to	answer	questions	on	whether	the	finished	design	of	the	interior	and	fittings	of	St.	

Augustine’s	Church	Ramsgate	exemplify	Pugin’s	original	design	principles	(2013,	22).	By	

assessing	Pugin’s	designs,	written	philosophies	and	principles	and	comparing	these	with	

the	physical	evidence	of	the	designs,	that	is	the	material	culture,	the	authors	confirmed	



	

	 116	

the	structure,	layout,	design	and	objects	followed	Pugin’s	architectural	principles	very	

closely	when	he	personally	managed	the	work	(Burton	and	Pedersen,	2013,	28).	

	 It	is	reasonable	to	apply	this	supposition	to	Sibthorp’s	clerical	aspirations	and	

doctrinal	preferences	and	consider	how	they	may	have	influenced	William	Butterfield’s	

design	for	the	Chapel	and	how	they	were	executed	under	Sibthorp’s	personal	

management	of	the	project.	Butterfield	is	known	for	his	attempts	to	incorporate	the	

aesthetics	of	Anglo-Catholicism	in	his	designs	for	Anglican	Church	interiors.	The	interior	

design	and	layout	of	the	chapel	reflects	Sibthorp’s	preference	for	celebrating	the	mass	

following	the	Anglo-Catholic	practices	and	rituals	of	the	day.		

	 The	information	revealed	by	this	research	may	prove	significant	to	progressing	an	

understanding	of	how	Sibthorp,	a	one-time	supporter	of	the	Tractarian	movement,	

reflected	and	represented	his	doctrinal	intent.	Decorative	elements,	such	as	the	original	

biblical	text,	are	still	visible	on	the	communion	rails	and	there	is	evidence	of	the	

overpainted	biblical	text	applied	to	the	walls.	Further	uncovering	of	the	text	would	

advance	the	study	of	this	decorative	element	for	its	materiality,	biblical	attribution	and	

iconography.	The	decorative	elements	in	the	Chapel	depart	from	what	some	researchers	

consider	the	Gothic	revival	period	trend	to	use	fittings	such	as	stained	glass	panels	to	

convey	Biblical	stories	to	the	illiterate	congregation	(Burton	and	Pedersen,	2013,	28).	The	

residents	at	St.	Anne’s	Bedehouses	were	always	intended	to	be	the	widows	of	retired	

clergy	and	therefore	more	likely	to	be	literate	(Sibthorp,	1848,	Trott,	2005).	Historical	

investigation	of	the	interior	decoration	and	evidence	of	onsite	survey	indicates	Sibthorp	

incorporated	biblical	texts	as	decoration	within	the	Chapel	to	promote	the	devotional	

experience	of	the	Bedehouse	residents	through	his	own	ideological	opinions	and	confirms	

his	influence	on	the	Chapel’s	design.		

	

C.	APR	and	public	engagement	

	 APR	provided	a	means	to	engage	with	the	close-knit	community	of	Bedehouse	

residents	and	chapel	worshippers	by	generating	discussion	on	the	revealed	polychrome	

tiles	and	work	of	the	conservators.			

	 The	Chapel	project	was	driven	by	a	predetermined	goal	to	remove	the	overpaint	

and	was	never	intended	to	involve	the	residents	in	the	conservation	decision.	However,	

documentary	research	indicated	that	the	change	to	the	interior	would	be	significant	and	
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the	researcher	saw	the	potential	for	APR	to	be	used	as	a	means	to	engage	the	residents,	

worshippers	and	trustees.	The	aims	of	engaging	with	the	community	were	to	keep	them	

informed	of	the	work	being	undertaken,	to	prepare	them	for	the	changes	that	would	be	

revealed	as	the	work	progressed	and	to	generate	a	narrative	around	what	conservators	

do	and	the	reasons	for	APR.		

	 To	achieve	these	aims	a	questionnaire,	along	with	a	Plain	Language	Statement	to	

explain	the	context	of	the	research,	were	produced	and	disseminated	to	a	total	of	24	

participants	drawn	from	the	wider	community	(Appendix	D	and	E).	The	simple	

questionnaire	asked	the	respondents	about	their	knowledge	of	conservation	work	and	

their	attitude	to	the	work	about	to	commence	in	the	Chapel.	The	Chapel	Warden	

disseminated	the	questionnaire,	which	undoubtedly	contributed	to	the	excellent	

response	rate	with	15	participants	returning	the	completed	questionnaire	(62.5%)	

(Appendix	F).	Only	one	respondent	indicated	they	‘Don’t	feel	strongly	for	or	against	the	

work	being	done’	and	the	reason	given	‘I’m	afraid	some	of	the	tiles	may	be	in	a	poor	

condition’	see	Appendix	F	#15.	A	second	respondent	suggested	removing	the	paint	from	

only	some	tiles	to	prevent	the	‘over	the	top’	effect	of	‘clashing	designs	and	too	many	

shades	of	colours’,	see	Appendix	F	#12.		

	 The	questionnaire	also	asked	participants	if	they	were	interested	in	attending	a	

future	event	to	meet	the	conservators	and	view	the	progress	of	the	work.	Seven	

respondents	indicated	they	were	available	for	one	of	the	suggested	dates	and	the	“Meet	

the	conservators”	event	was	organised	for	March	2015	(Appendix	G).	A	simple	poster	

showing	the	APR	results	was	produced	and	displayed	in	the	Chapel	with	the	aim	of	

further	engaging	those	residents	who	attended.	The	event	was	very	successful	with	a	

number	of	conservation	students	actively	engaging	with	the	attendees	to	discuss	the	

project	work.		

	 APR	provided	a	means	to	successfully	engage	with	the	community	by	creating	a	

visual	narrative	of	the	overpaint	schemes	thereby	providing	an	insight	into	the	history	of	

the	Chapel.	Using	APR	as	a	tool	to	engage	with	stakeholders	facilitated	discussion	on	the	

arguably	dramatic	change	about	to	occur	in	the	appearance	of	the	altar	walls	and	the	

chapel	interior	as	a	whole.	Figures	3.3.22	and	3.3.23	show	the	altar	after	the	conservation	

treatment,	the	polychrome	tiles	were	revealed.	The	original	site	of	the	altar	against	the	

east	wall	can	also	be	seen.	
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D.	APR	practitioner’s	potential	to	contribute	within	the	project	structure	

	 The	Chapel	at	St	Anne’s	Bedehouses	project	was	initiated	as	a	result	of	an	informal	

conversation	between	the	Chaplain	and	the	researcher.	The	project	including	all	

necessary	preparatory	and	project	specific	paperwork,	negotiations	and	liaisons	were	

progressed	and	completed	by	the	researcher	who	also	took	on	the	role	of	project	

manager,	student	recruiter,	tutor	and	liaison	with	Crick	Smith	University	of	Lincoln	and	

academic	staff.	The	researcher	managed	the	work	scheduling,	financial	acquittals,	

progress	reports	and	necessary	sign-offs	from	senior	conservators	and	finance	section.	

The	structure	of	this	project	placed	the	researcher	in	a	position	of	power	and	influence	

over	the	project	as	a	whole	and	provides	useful	contrast	to	other	projects	where	the	role	

of	the	conservator	has	less	influence.	

	 The	social,	political	and	commercial	structure	of	heritage	projects	significantly	

impacts	on	opportunities	for	the	conservator	to	contribute	to	the	analysis	and	research	

agenda.	If	the	conservator	is	in	a	position	of	influence	within	the	multidisciplinary	team,	

the	profile	and	significance	of	APR	can	be	elevated,	along	with	the	evidence	of	the	

historic	building’s	fabric.	Conservators	are	then	in	a	position	to	develop	and	implement	

strategies	to	engage	with	heritage	professionals	and	stakeholders	to	promote	APR	as	a	

practice	and	tool	for	the	contribution	it	makes	to	understanding	material	culture.	

	 It	is	reasonable	to	assume	that	if	this	project	had	been	managed	commercially	

APR	would	not	have	been	performed	at	all	or	limited	to	baseline	analysis	only.	A	similar	

commercial	project	to	reveal	a	William	Butterfield	mosaic	wall	in	All	Saints	Church,	

Harrow	Weald	states	documentary	evidence	of	the	1950s	overpainting	was	available	and	

no	APR	was	performed	(Northover,	2014).	The	Chapel	at	St	Anne’s	Bedehouses	project	

was	managed	as	a	research-based	project	and	under	these	conditions	provided	an	

opportunity	for	baseline	analysis	of	the	overpaint	to	inform	doctoral	research	questions.	

There	have	been	significant	positive	outcomes	from	approaching	this	project	

academically	apart	from	the	discovery	of	a	previously	unknown	historic	decorative	stencil	

pattern.	A	number	of	undergraduate	students	benefitted	from	first-hand	project	work	

experience	and	were	able	to	incorporate	learnings	into	their	conservation	practice	

portfolios.	Postgraduate	students	have	used	the	Chapel	as	the	subject	for	their	

dissertations	on	building	survey	and	William	Butterfield	designs;	and	the	Chapel	has	been	
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used	for	educational	site	visits	as	part	of	Conservation	of	Cultural	Heritage	teaching	

modules	(University	of	Lincoln,	2017).	The	Trustees	and	Warden	have	benefitted	from	the	

conservation	work	that	has	successfully	revealed	the	original	William	Butterfield	tiles	and	

the	conservation-based	research	and	analysis	findings	to	inform	the	history	of	the	Chapel.		

	 This	research	exploited	the	potential	to	disseminate	the	research	outcomes	and	

created	a	poster	titled:	Architectural	paint	research	of	overpainted	polychromatic	tiles	in	a	

William	Butterfield	chapel-	revelation	and	narrative,	which	was	accepted	for	display	at	

two	separate	conferences:	the	6th	International	Architectural	Paint	Research	Conference	

held	in	New	York	City	March	2017	and	the	inaugural	Public	Engagement	for	all	with	

Research	at	Lincoln	(PEARL)	conference	held	at	the	University	of	Lincoln	March	2018	

(Appendix	H).	

	 The	historiography	of	the	Chapel’s	interior	design	and	the	conservation	work	to	

reveal	the	original	polychrome	tiles	are	exemplars	with	which	to	discuss	the	importance	

of	architectural	paint	research	to	support	the	principles	of	conservation-based	research	

and	analysis	of	built	heritage.	This	project	aligns	with	the	EwaGlos	principles,	definitions	

and	descriptions	for	the	conservation	of	wall	painting	and	architectural	surfaces	as	

discussed	in	Chapter	One	(Hornemann	Institute,	2016).	Additionally,	it	successfully	

demonstrates	how	the	science-based	aspects	of	conservation	informed	practice,	and	

conversely	the	practice-based	aspects	of	conservation	informed	the	theory	of	

conservation.	This	project	also	provided	the	opportunity	to	engage	the	public	and	support	

the	local	community.		
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Chapter	FIVE	-	APR	AS	RESEARCH	METHODOLOGY	

INTRODUCTION		

	 This	research	asks	how	data	generated	from	conservation	investigation	can	

contribute	to	the	broader	research	of	heritage	places	and	objects.	The	central	argument	

of	this	research	is	that	APR	is	a	research	methodology	that	generates	both	empirical	and	

practice-based	data	to	inform	the	conservation	of	historic	buildings.	APR	contributes	to	

the	understanding	of	cultural	built	heritage	through	materials	analysis,	practice-informed	

knowledge	and	contextualising	this	information	with	other	material	culture	evidence	

(Baty,	1995,	Bristow,	2010,	Clark,	2000,	Hughes,	2008,	Morrissey,	2010,	Welsh,	2004).		

	 This	research	demonstrates	how	APR	enables	object-centred	interrogation	of	built	

heritage	to	generate	material-based	information	that	informs	the	researcher	about	

aspects	of	society	that	made	and	used	the	material	culture	(Harman,	2013,	Tilley,	2006c).	

This	chapter	discusses	the	methodology	used	for	this	research	to	further	explore	the	

research	methods	used	and	the	theoretical	framework	that	underpins	the	practical	

application	of	APR.			

	 Tilley	states	that	‘Theories	are	like	toolboxes’	(2006d,	10).	Extending	this	analogy,	

just	as	no	one	tool	is	correct	for	every	job,	no	one	theory	or	theoretical	position	is	correct	

for	studying	all	material	culture,	or	capable	of	providing	an	exhaustive	source	of	

information	to	inform	the	researcher.	Different	theories	and	theoretical	perspectives	

showcase	different	aspects	of	materiality	and	its	associated	relevance	within	a	particular	

cultural	context.	By	choosing	to	adopt	one	particular	theoretical	position,	researchers	

need	to	be	aware	of	the	possibilities	and	the	limitations	this	perspective	imposes,	the	

positive	and	negative	aspects	of	the	adopted	theoretical	stance.	Positively,	theories	have	

the	ability	to	orientate	research	to	seek	out	certain	markers	of	information,	providing	

guidance,	structure	and	purpose.	Negatively,	they	can	ignore	or	obscure	certain	markers	

of	information,	which	can	‘limit	and	constrain’	the	researcher	(Tilley,	2006d,	10).	There	is	

a	certain	comfort	in	recognising	and	accepting	that	there	is	no	one	“correct”	theoretical	

position	that	can	be	used	to	study	material	culture,	because	‘we	cannot	simultaneously	

and	comprehensively	explore	all	aspects	of	materiality,	leaving	nothing	out’	(Tilley,	

2006b,	10).	However,	just	as	important	as	understanding	the	limitations	of	theoretical	
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perspectives,	is	the	need	to	embrace	the	advantages	theoretical	perspectives	facilitate.	

When	researchers	talk	about	studying	material	culture,	they	bring	with	it	a	necessity	to	

explore	and	evaluate	the	methodology	or	appropriate	tool	kit	of	analytical	research	

methods	that	can	be	used	to	best	suit	the	research	tasks	within	the	chosen	theoretical	

position.		

	 This	research	uses	an	eclectic	mix	of	research	methods	and	methodologies	to	

address	the	research	question	and	demonstrate	the	importance	of	paint	research	to	

material	culture	studies.	This	form	of	theoretical	bricolage	is	championed	by	Olsen	who	

confirms	the	approach	allows	‘for	some	“intraparadigmatic”	autonomy:	that	elements	

carry	an	importance	by	themselves	that	may	be	activated	and	even	increased	when	

dislocated	from	their	original	setting’	(2010,	18).	The	success	of	this	approach	is	

demonstrated	through	its	application	to	the	research	objectives	and	the	successful	

development	of	the	research	framework	and	methodology	depicted	in	Figure	4.1	and	

Figure	4.2.	The	research	framework	utilises	APR	as	a	methodology	appropriate	for	

agency-oriented,	object-based	research	and	aligns	this	research	tool	to	well-established	

philosophical	and	theoretical	approaches.	By	articulating	the	theoretical	and	

philosophical	underpinnings	of	APR	this	thesis	connects	it	to	the	wider	academic	

discourse	and	material	culture	debates	thereby	raising	awareness	and	understanding	of	

this	research	framework	and	how	it	can	be	utilised	by	a	broader	range	of	researchers.	

	 It	is	hoped	that	increasing	the	awareness	of	what	APR	contributes	to	studying	

material	culture,	will	result	in	improved	uptake	by	heritage	professionals	and	an	

associated	positive	impact	for	cultural,	social	and	historical	understanding	and	knowledge	

of	decorative	schemes	found	in	built	heritage.	This	thesis	argues	that	material	culture	is	a	

unique	source	of	significant	primary	data	often	overlooked	or	ignored	in	heritage	studies.	

It	further	argues	that	studies	of	built	heritage	would	benefit	from	including	APR,	to	

integrate	information	derived	from	the	physical	material	with	text-based	resources	to	

better	understand	aspects	of	society	associated	with	its	construction	and	use.		

	

Material	culture	as	interdisciplinary	study	

	 Studies	of	material	culture	have	been	instrumental	in	forging	linkages	between	a	

variety	of	disciplines,	making	it	possible	to	draw	inferences	and	commonalities,	create	

innovation	and	expand	the	research	paradigm	surrounding	material	culture.	Today,	
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material	culture	studies	cross	a	wide	range	of	interests	and	disciplines	encompassing	

objects	of	cultural,	artistic	or	historical	value	and	the	intangible	practices,	

representations,	expressions,	knowledge	and	skills	involved	in	their	production.		

	 The	central	tenet	of	the	interdisciplinary	field	of	material	culture	study	is	that	

physical	matter	is	an	integral	dimension	of	culture	and	should,	therefore,	be	considered	

in	order	to	better	understand	the	depth	of	social	existence.	Put	more	succinctly,	material	

culture	studies	deal	with	exploring	and	explaining	‘how	persons	make	things	and	[how]	

things	make	persons’	(Tilley,	2006c,	2).		

The	study	of	objects	has	evolved	through	the	academic	pursuit	of	researchers	

from	disciplines	of	archaeology,	anthropology,	sociology,	geography,	curatorship,	history	

of	art	and	architecture,	design	and	technology,	and	the	decorative	arts	(Auslander,	2005,	

1025,	Caple,	2006,	3,	Hannan	and	Longair,	2017,	2,	Harvey,	2009,	7,	Tilley,	2006c).	In	

pursuing	their	own	research	agendas,	academic	disciplines	approach	the	study	of	objects	

with	their	own	aims	and	objectives,	to	understand	the	society	that	produced	the	object,	

to	establish	the	object’s	meaning	and	life	history,	to	determine	its	provenance,	to	

authenticate	and	date	objects	through	the	materials	used	(Matero,	2013,	97,	Owens	et	

al.,	2010,	213,	Russell,	2010,	1-3,	Shanks,	2013,	108,	Streeton,	2016,	7).	Disciplines	such	

as	archaeology,	anthropology	and	art	history	have	a	long	tradition	of	engaging	with	

objects	and	‘an	established	legitimacy	in	their	modes	of	analysis’	(Hannan	and	Longair,	

2017,	15).	The	common	thread	that	connects	these	disciplines	is	that	they	adopt	an	

object-centred	approach	to	the	study	of	material	culture.		

	 Auslander,	a	historian,	identifies	archaeology	as	the	discipline	closest	to	history	in	

its	study	and	use	of	objects	to	explain	those	objects	and	the	people	who	made	them	

(2005,	1025).	Auslander	acknowledges	that	historians	can	learn	from	archaeological	

practices	and	the	techniques	and	skills	used	to	interrogate	ancient	objects	where	there	is	

little	or	no	historical	record	available.	The	archaeologist	Alan	Mayne	argues	the	

theoretical	and	methodological	space	identified	by	Auslander	already	exists	in	the	

practice	of	historical	archaeology.	He	describes	historical	archaeology	as	the	‘text-aided	

study	of	material	culture’	developed	by	archaeologists	over	the	second	half	of	the	

twentieth	century,	with	the	aim	of	connecting	material	with	texts	and	building	an	

interdisciplinary	kind	of	evidence	(Mayne,	2008,	117).	Miller	supports	Mayne’s	

description	of	historical	archaeology	however,	he	suggests	that	archaeologists	have	
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rejected	the	‘mongrel,	but	richer,	terrain	of	textual	plus	material	evidence’	effectively	

marginalising	themselves	from	the	materiality	of	their	profession	(Miller,	2013,	5:	

emphasis	in	original).	

	 Porr	offers	his	opinion	that:	

Everyone	in	the	discipline	[archaeology]	today	accepts	that	it	is	impossible	only	to	

deal	with	theoretical	and	abstract	concepts	without	engaging	with	material	

evidence.	Everyone	equally	accepts	that	it	is	impossible	to	engage	with	material	

evidence,	objects,	landscape	and	so	on	in	direct	and	unmediated	form	without	

reference	to	concepts,	classifications,	notions	or	explanations.	Archaeology	is	in	a	

phase	of	epistemological	pragmatism.	(2013,	148)		

	

	 Porr’s	comment	suggests	that	researchers	eminent	in	the	field	of	archaeology	

(Hodder,	2012,	Ingold,	2000,	Latour,	2005,	Olsen,	2010,	Tilley,	2011)	already	achieve	the	

plurality	of	combining	material	evidence	with	theoretical	and	contextual	underpinning.	

This	thesis	has	demonstrated	the	similarities	between	conservation	and	archaeology	

apropos	their	practice	and	research	methods	and	methodologies.	However,	this	research	

also	argues	that	the	interdisciplinary	nature	of	conservation	provides	an	additional	

opportunity	to	contribute	to	the	broader	disciplines	of	material	culture	and	heritage	

studies	and	it	is	in	this	arena	that	engagement	with	material	evidence	requires	greater	

recognition,	validation	and	support.		

	 The	object-centred	approach	to	interrogating	objects	effectively	extends	the	

archaeological	approach	to	the	study	of	material	culture	(Auslander,	2005,	1025,	Kingery	

and	Lubar,	1993,	ix,	Marincola,	2015,	x,	Mayne,	2008).	Researchers	Streeton	and	Hölling	

promote	the	skills	conservators	develop	to	identify	the	physical	changes	in	objects,	as	

progressing	the	study	of	material	culture	by	exploring	the	relationship	objects	exhibit	to	

cultural	memory	in	new	and	productive	ways	(Hölling,	2017,	Streeton,	2016,	1-2).	

Streeton	provides	further	clarity	on	the	skills	of	the	conservator	within	material	culture	

studies:		

Where	explorations	of	man-made	objects	are	a	means	to	gain	access	to	cultural	

context,	then	conservators	have	a	clear	advantage.	Conservators	aim	to	develop	

the	skills	to	‘see’	physical	material	in	ways	that	theorists	generally	do	not:	trying	to	
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understand	physical	properties,	chemistry,	and	tensions,	which	inform	arguments	

about	how	objects	impact	on	people	over	time,	and	vice	versa	(2016,	8).		

	

	 Objects	can	be	the	vehicle	for	people’s	identity,	objects	can	also	signify	meaning	

beyond	themselves	because	of	their	associations	requiring	a	range	of	approaches	for	

researchers	to	‘read	and	decode’	for	the	‘grammar	[to	be]	revealed’	(Harvey,	2009,	4,	

Tilley,	2006d,	7).	There	are	a	number	of	issues	associated	with	re-presenting	objects	and	

their	meaning	in	words	alone:	how	do	we	textually	document	the	different	perspectives	

of	materiality	as	experienced	by	different	voices?	How	do	researchers	textually	document	

the	experiential	and	sensory	encounter	between	human	and	artefact?	Can	images	

substitute	for	text?	Approaches	to	the	study	of	material	culture	go	‘hand	in	hand	with	the	

theoretical	pluralism’	required	by	researchers	to	be	self-reflexive	in	how	they	represent	

objects	within	their	area	of	influence	(Tilley,	2006d,	11).	

	 Dobres	and	Robb	suggestion	that	researchers	should	recognise	the	intellectual	

and	physical	activities	associated	with	agency-related	study	of	material	culture	are	

‘inseparable	and	nonlinear’,	provides	the	way	forward	for	this	research	(2005,	161).	

Where	researchers	usually	think	of	theory,	method	and	methodology	as	sequential	steps,	

in	material	culture	studies	the	relationship	between	materiality	and	society	is	

multifaceted	incorporating	empirical	evidence	from	technical	analysis	and	context-

specific	mechanisms,	with	experiential	learning	from	reflective	practice.	Incorporating	a	

“bottom-up”	practical	component,	based	on	the	explicit	and	implicit	information	of	an	

object,	complements	and	balances	the	“top-down”	paradigmatic	component	and	is	one	

strategy	to	link	theory	and	method	(Lesure,	2005,	240,	Tilley,	2006d,	11).	Applying	this	

approach	to	the	study	of	material	culture	means	the	researcher	is	not	constrained	by	

researching	a	particular	materiality,	or	material	domain,	within	a	specific	cultural	or	

historical	context,	such	as	medieval	churches	or	Victorian	interiors.	Instead	researchers	

can	adopt	an	object-centred	focus,	which	allows	for	the	materiality	to	dictate	the	

research	methods,	based	on	empirical	information,	object	narrative,	and	value.		

	 Studies	that	explore	the	agency	of	material	culture	and	the	methods	these	studies	

employ,	identified	a	need	for	historical	researchers	to	develop	and	explicitly	articulate	

‘middle	range	interpretive	methodologies’	(Dobres	and	Robb,	2005,	159-160).	Middle-

range	interpretive	methodologies	can	be	defined	as	an	interpretive	bridge	that	effectively	
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combines	the	research	of	agency	from	a	social	theory	perspective	with	case-specific	

tailored	analytical	methodology	for	materials	analysis,	generating	empirical	information.	

It	also	addresses	an	identified	need	to	develop	approaches	that	integrate	the	study	of	

material	culture	with	historical	studies,	to	‘satisfy	social	scientific	demands	for	typicality	

and	representativeness,	while	also	reflecting	the	complex	fabric	of	social	relationships	

and	meanings’	(Harvey,	2009,	7).		

Christine	Helliwell’s	research	into	the	domestic	architecture	of	a	traditional	Dayak	

longhouse	provides	an	example	of	an	interpretive	bridge	research	methodology	(1992).	

Helliwell	argued	that	interpreting	formal	social	structures	of	the	Dayak	people	of	Gerai	in	

Borneo,	based	on	the	abstract	mapping	of	the	space	of	the	longhouse	obscured	the	social	

reality.	The	individual	apartments,	thought	to	be	private	family	spaces,	actually	formed	a	

collective	inner	area	that	separated	their	community	from	non-Gerai	visitors,	outsiders,	

who	would	occupy	the	outer	area	of	the	longhouse	(1992,	182).	Solid	sawn	plank	walls	

separate	the	collective	communal	inner	area	from	the	outer	area	used	by	visitors.	The	

walls	separating	the	smaller	apartments	within	the	inner	area	are	flimsier	and	

constructed	in	such	a	way	to	leave	gaps	of	varying	sizes	through	which	‘people	can	hand	

things	back	and	forth,	and	at	which	neighbours	can	…	chat	together’	(Helliwell,	1992,	

184).	When	Helliwell	analysed	the	materiality	of	the	inner	dividing	wall	she	documented	

it	was	highly	permeable	which	allows	for	a	flow	of	goods,	sound	and	light	between	all	the	

apartments.	The	material	and	construction	of	the	walls	fostered	uninterrupted	sociability	

and	sharing	while	also	constituting	a	demarcation	between	the	internal	spaces	that	

together	make	up	the	longhouse.	It	wasn’t	until	Helliwell	lived	in	the	longhouse,	sharing	

the	apartment	of	a	Dayak	household,	that	she	experienced	the	haptic	qualities	of	the	

material,	the	sensory	input	of	the	space	and	recognised	the	social	reality	of	the	longhouse	

and	its	‘community	of	voices’	(1992).	Helliwell’s	close	observation	and	description	of	the	

materials	and	construction	of	the	dividing	walls	provides	case-specific	empirical	

information	that	highlights	differences	between	the	physical	map	and	the	social	map	of	

the	building.	Combining	empirical	with	sensory	information	derived	from	the	experienced	

social	context	enabled	this	research	methodology	to	identify	and	interpret	the	bridge	

between	the	materiality	and	the	cultural	relationships	established	within	the	Dayak	

longhouse.		
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This	example	of	the	Dayak	long	houses	illustrates	how	the	agency	of	social	

reproduction	can	only	be	fully	understood	when	the	research	also	interrogates	the	

material,	construction	and	physical	layout	of	the	building	to	understand	the	human-

object	interaction.	Helliwell’s	study	directly	links	observed	social	processes	to	material	

culture	and	supports	the	aim	of	this	research,	namely,	the	need	for	increased	recognition	

and	inclusion	of	the	haptic	and	architectural	elements	of	built	heritage	to	better	

understand	the	social	and	historical	contexts	of	buildings.	This	research	extends	this	

argument	even	further	by	including	the	analysis	of	decorative	finishes.	

	

Conservation-based	research	of	material	culture	

Conservation-based	research	has	a	distinct	advantage	when	it	comes	to	

investigating	material	culture	because	of	the	emphasis	on	understanding	the	materials	

and	techniques	of	manufacture.	Streeton’s	exploration	of	the	engagement	of	

conservation	with	late-medieval	objects	as	material	culture	makes	a	strong	case	for	the	

importance	of	conservation-based	research	in	generating	new	questions	based	on	

observed,	logical	enquiry:	

An	understanding	of	constituents	and	tangible	surfaces	leads	to	different	paths	of	

enquiry	than	have	been	proposed	by	other	disciplinary	groups.	It	should	be	

stressed	that	by	establishing,	in	specific	terms,	what	the	object	is/is	not,	all	other	

arguments	become	stronger,	ontologically	speaking,	not	least	because	an	arsenal	

of	circumstances	(depending	on	physical,	environmental,	and	socio-political	locus)	

are	continually	defining	and	redefining	meaning	(2016,	8).	

	 	

The	conservator	has	a	special	role	within	material	culture	studies	because	of	their	

intimacy	with	the	physicality	of	the	object,	developing	skills	and	aptitude	for	research	that	

combines	investigation	of	the	object’s	physical	matter	and	the	artefact’s	social	context	

(Caple,	2006,	Kingery	and	Lubar,	1993,	ix,	Streeton,	2016).	The	practice	of	conservation	

can	be	described	as	a	practical	response	to	the	interrogation	of	a	physical	object,	and	the	

conservation	treatment	an	active	contribution	to	the	artefact’s	life	history,	as	any	action	

cannot	be	divorced	from	the	object’s	significance.	

	 Streeton	argues	that	there	is	a	growing	awareness	and	acknowledgement	that	the	

discipline	of	conservation	does	not	have	a	defined	theoretical	and	methodological	
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framework	(process)	for	researching	the	meaning	of	cultural	materials	beyond	the	

available	scientific	methods	(2017,	419).	Streeton	encourages	conservation-based	

research	to	find	‘alternative	interpretative	approaches’	to	research	tangible	materials	and	

their	intangible	social	contexts	(2017,	419).	Researchers	from	conservation,	archaeology	

and	material	culture	studies	recognise	the	linkages	between	their	disciplines	and	the	

potential	to	develop	suitable	research	methodologies	with	which	to	interrogate	objects.	

	 Drawing	from	the	range	of	disciplinary	approaches	to	material	culture	studies,	it	

can	be	argued	that	an	archaeological	approach	contributes	most	to	understanding	

material	culture.	An	archaeological	approach	combines	materials	analysis	with	

interpretation	and	sequencing	of	production,	use	and	transmission,	disposal	and	

abandonment	(Davies,	1987).	Researchers	from	a	number	of	disciplines	adopt	an	

archaeological	approach	because	it	facilitates	the	researcher	to	consider	and	move	

between	the	concrete	and	the	abstract	associations	of	the	object,	encouraging	the	

scientific	data	and	historical	meaning	of	the	object	to	converge	(Mayne,	2008,	117,	

Streeton,	2016,	7).	This	object-centred	approach	to	‘illuminate	[their]	concrete,	historical	

circulation’	has	progressed	the	research	of	material	culture	through	an	intentional	return	

to	the	‘things	themselves’	(Olsen,	2010,	22,	Streeton,	2017,	425,	Williamson,	1993,	97-98)	

as	‘their	meanings	are	inscribed	in	their	forms,	their	uses,	their	trajectories’	(Appadurai,	

1986,	5).	The	strength	and	starting	point	of	material	culture	studies	is	its	focus	on	the	

physical,	to	include	the	object’s	materiality,	as	well	as	its	context	in	time	and	space.		

The	archaeological	approach	to	the	study	of	material	culture	combines	scientific	

analysis	with	cultural	and	historical	evidence	to	generate	an	‘artefact	life	cycle’,	reflecting	

a	holistic	appreciation	and	understanding	of	the	object	(Caple,	2006,	13).	The	use	of	

middle-range	interpretive	methodologies	has	proven	successful	in	archaeological	

research	for	studying	the	agency	and	materiality	of	objects,	to	understand	how	people	

create,	experience,	give	meaning	to,	negotiate,	and	transform	their	world.	A	process	

Dobres	and	Robb	call	‘doing’	agency	(2005).	One	example	of	a	middle-range	interpretive	

methodology	is	chaîne	opératoire,	or	operational	sequence,	currently	used	in	archaeology	

and	anthropology	to	link	empirically-grounded	analytic	methods	with	theories	of	social	

reproduction,	focusing	on	how	material	practice,	embodiment	and	identity	combine	

(Dobres	and	Robb,	2005,	163,	Hölling,	2017,	Joy,	2009,	545).		
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Pauketat	and	Alt’s	article	exploring	the	agency	of	postmolds	(which	are	the	

physical	stains	in	the	earth	where	wooden	posts	were	once	implanted)	provides	an	

interesting	example	(2005).	Using	a	historical-processual	methodology	they	examined	

wooden	posts,	their	postholes	and	postmolds	as	used	by	Mississippian	peoples	in	the	

American	mid-continent.	Each	postmold	embodies	at	least	one	event	or	cultural	practice,	

which	can	be	recovered	and	studied	through	detailed	observation,	material	analysis	and	

stratigraphy	of	the	site.	The	authors	explore	three	separate	cases	and	propose	the	chaîne	

opératoire	included:	post	hole	digging,	post	preparation	and	post	setting	with	each	step	

necessitating	cultural	knowledge	to	complete.	Their	study	determined	that	posts	(their	

post	holes	and	postmolds)	were:	

simultaneously	portable	objects,	pieces	of	landscapes,	and	embodiments	of	labor,	

sociality,	and	identity.	Postmolds,	in	a	way,	embody	all	dimensions	–	materiality,	

corporeality,	and	spatiality	–	of	the	fundamental	physicality	of	the	process	of	

cultural	construction.	(Pauketat	and	Alt,	2005,	218)	

	

	 In	this	example,	the	chaîne	opératoire	establishes	a	link	between	the	materiality	

of	the	post	and	the	social	and	cultural	contexts	of	its	use.	

Streeton	describes	how	conservators	use	a	critical	approach	that	is	aligned	with	

archaeological	post-processualism	to	guide	writing	conservation-generated	histories	of	

late-medieval	liturgical	objects	(2017).	These	items	demonstrate	their	shifting	function	

from	church	to	museum	objects	and	their	relative	status	along	this	continuum	as	objects	

of	devotion,	history,	collection	and	conservation.	Liturgical	objects	were	investigated	to	

understand	how	craftsmen	produced	each	object	and	to	explore	the	relationship	

between	‘their	changing	physical	form	and	their	shifting	circumstances	of	devotion,	

ownership	and	appreciation’	(Streeton,	2017,	430).	The	materiality	of	the	object	is	

defined	through	characterisation	of	the	physical	matter	and	becomes	the	primary	source	

of	data	that	provides	the	point	of	entry	to	further	discussions	that	are	‘in	turns	

archaeological,	anthropological	and	historical’	(Streeton,	2017,	428).	By	adopting	the	

theoretical	pluralism	common	to	post-processual	archaeologies,	the	conservators	were	

able	to	develop	a	critical	framework	that	documents	what	they	actually	do	when	

translating	analytical	data	into	meaningful	historical	narratives	utilising	an	interpretive	

approach	to	material	culture	study	(Hannan	and	Longair,	2017,	22,	Streeton,	2017,	429).	
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	 This	research	approaches	the	study	of	material	culture	with	a	theoretical	pluralism	

adopting	multiple	research	methods	that	when	synthesised	provide	an	alternate	

framework.	This	research	proposes	APR	constitutes	such	a	research	framework	and	is	an	

example	of	a	middle-range	interpretive	methodology	that	effectively	blends	‘theory,	

method,	and	data	without	forcing	them	to	conform	to	each	other’	(Dobres	and	Robb,	

2005,	164,	after	Tilley,	2006d,	10).	This	chapter	describes	how	APR	has	the	ability	to	

contribute	to	the	theory	concerned	with	the	material	aspects	of	social	reproduction	and	

associated	research	methods	suitable	for	negotiating	the	agency,	materiality	and	related	

human	context	of	material	culture.	This	research	explores	APR	as	a	methodological	

process	that	embraces	mixed	method	research,	enabling	the	materiality	to	drive	the	

research,	yielding	information	on	the	object,	its	social	and	cultural	context,	and	

significantly	contributing	to	heritage	studies.	

	

Object-centred	approach	to	the	study	of	material	culture	

The	previous	discussion	on	material	culture	reinforced	the	importance	of	context,	

however,	there	is	a	risk	associated	with	restricting	the	research	of	artefacts	to	their	

attendant	social	structure.	The	contextual	approach	has	limitations	when	researchers	

ground	objects	based	on	their	production	or	use,	as	it	does	not	allow	for	an	object	to	hold	

value	or	meaning	when	found	out	of	context	(Olsen,	2006,	90).	While	context	is	

important	for	material	culture	study,	there	is	an	equally	important	meaning	that	should	

be	ascribed	to	the	materiality	of	the	object	because	‘things	are	simultaneously	material	

and	meaningful’	(Daston,	2004,	17).	Through	their	materiality	–	shape,	function,	

decoration	–	objects	play	a	role	in	creating	and	shaping	experiences,	identities	and	

relationships	(Gosden	and	Marshall,	1999,	172,	Harvey,	2009,	5).	Objects	possess	their	

own	unique	qualities	and	character,	which	enables	them	‘to	return	our	gazes	and	speak	

to	us	in	their	own	language’,	and	influences	how	they	interact	with	us	in	our	lives	‘our	

cohabitation	(and	co-constitution)	with	them’	(Olsen,	2006,	92).	Daston	describes	the	

‘language	of	things’	as	being	derived	from	‘certain	properties	of	the	things	themselves,	

which	suit	the	cultural	purposes	for	which	they	are	enlisted’	(2004,	15).	

	 A	number	of	researchers	utilise	object-centred	approaches	to	the	study	of	

material	culture	(Brown,	2013,	Elmer	and	Harrison,	2016,	Harman,	2013).	Harvey	adopts	a	

distinction	made	by	the	art	historian	Bernard	Herman,	between	historical	studies	that	are	
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‘object-centred’	and	those	that	are	‘object-driven’	describing	them	as	individually	distinct	

yet	also	overlapping	(2009,	2-3).	These	researchers	demonstrate	how	object-centred	and	

object-driven	analytical	studies	can	be	concerned	with	the	object’s	materiality	as	

separate,	but	also	related	to,	the	object’s	context,	people	and	experience.		

	 Adopting	an	object-centred	approach	to	material	culture	facilitates	researchers	in	

determining	the	object’s	technological	development,	its	typologies,	and	the	aesthetic	

qualities	of	taste	and	fashion	that	either	guided	or	were	incorporated	into	the	object’s	

manufacture.	The	object-centred	model	can	be	viewed	as	providing	two	strands	of	

analysis,	the	first	focussing	closely	on	the	physical	attributes	of	an	object,	extracting	

detailed	knowledge	about	the	material	features,	where	the	emphasis	is	on	connoisseurial	

expertise	of	the	object’s	features	(Harvey,	2009,	2).	The	aim	being	to	gather	information	

on	how	and	with	what	materials	it	was	made,	its	shape,	size,	texture,	colour,	describing	

the	design,	style	and	decorative	status,	when	it	was	made,	and	for	what	purpose.	The	

second	strand	of	analysis	is	grounded	in	an	art	historical	approach,	which	moves	the	focus	

from	the	physical	attributes	of	the	object	to	the	emotive	dimensions	of	material	culture	

to	elicit	a	deeper	meaning	connected	with	the	underlying	creative	act	(Adams,	2009,	143,	

Auslander,	2005,	1024).			

	 Vivienne	Richmond’s	research	into	proletarian	dress	provides	an	example	to	

explore	the	object-centred	approach	to	material	culture	(Richmond,	2009,	43-54).	In	

searching	the	archive	of	the	English	Girls’	Friendly	Society	(GFS),	a	Victorian	organisation	

for	working-class	girls,	Richmond	discovered	a	pair	of	prize-winning	hand-stitched	

drawers	dating	from	the	late-nineteenth	century	attributed	to	E.	Kenniff,	and	the	‘E’	was	

understood	to	refer	to	Emily	based	on	an	accompanying	sampler.	The	physical	attributes	

of	the	hand-stitched	drawers	have	significance	as	a	rare	surviving	example	of	underwear	

probably	preserved	because	they	were	a	prized	piece	of	needlework	having	been	

displayed	in	a	GFS	exhibition	of	members’	work.	Richmond	uses	the	hand-stitched	

drawers	in	combination	with	census	data	and	other	documentary	evidence	to	build	a	

more	detailed	picture	of	individual	working-class	women’s	lives	and	identities.	This	

demonstrates	how	the	object	enabled	the	research	to	include	deeper	emotional	and	

social	dimensions,	which	would	otherwise	have	remained	hidden	if	the	researcher	had	

relied	solely	on	historical	accounts	of	that	period	and	place.	Richmond	went	on	to	identify	

the	maker	as	Emily’s	12	year-old	sister	Eliza	Kenniff,	and	the	research	developed	from	the	
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small	personal	article	of	clothing	and	the	working-class	culture	it	represented	to	‘a	

discussion	of	class,	gender,	dress	and	propriety	in	nineteenth-century	London’	(Hannan	

and	Longair,	2017,	82).		

	 Jules	David	Prown	proposes	a	three-stage	method	of	object	analysis	(1982,	7-10)	

which	Karen	Harvey	suggests	is	an	example	of	art	historical	object-centred	study	of	

material	culture	(2009,	2).	Prown’s	method	involves	close	and	repeated	interaction	

between	the	researcher	and	the	object	to	derive	its	meaning.	Harvey	summarises	the	

three	stages	as	follows:		

first,	the	researcher	engages	in	precise	description,	focusing	on	the	internal	

evidence	of	the	object;	second,	the	researcher	engages	in	deduction,	exploring	the	

possible	connections	between	object	and	people	based	on	both	intellectual	but	

also	emotional	responses;	third,	the	researcher	engages	in	speculation,	using	

external	evidence	but	also	‘creative	imagining’	to	understand	why	the	object	is	the	

way	it	is,	or	provokes	the	way	it	provokes.	(Harvey,	2009,	2)		

	

	 Interestingly,	stage	two	and	three	of	Prown’s	method,	which	involve	deduction	

and	speculation,	move	this	research	method	toward	Herman’s	alternate	object-driven	

approach	to	the	study	of	material	culture.	 	

	 The	object-driven	approach	considers	objects	as	evidence	of	other	complex	social	

relationships,	and	researchers	adopting	this	approach	seek	to	‘reconnect	objects	to	their	

historical	contexts	by	undertaking	the	construction	of	collective	biographies	of	objects’	

(Gosden	and	Marshall,	1999,	172,	Joy,	2009,	542)	through	a	process	referred	to	as	"thick	

description"	(Akboy-Ilk,	2016,	22,	Dobres	and	Robb,	2005).	Thick	description	is	a	method	

of	reading	culture	developed	by	the	cultural	anthropologist	Clifford	Geertz	(borrowed	

from	Gilbert	Ryle)	and	described	as	a	‘rich	ethnographic	description	of	a	society’	and	the	

social	life	as	constructed	by	its	multiple	actors,	their	social	actions	and	the	meanings	

ascribed	to	them	(Geertz,	2000,	6).	The	aim	of	thick-description	ethnography	is:		

to	draw	large	conclusions	from	small,	but	very	densely	textured	facts;	to	support	

broad	assertions	about	the	role	of	culture	in	the	construction	of	collective	life	by	

engaging	them	exactly	with	complex	specifics.	(Geertz,	2000,	28)		
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	 Perhaps	most	useful	for	the	purposes	of	this	research	is	Alder’s	concept	of	“thick	

things”.	Alder	coined	the	phrase	thick	things	to	capture	and	‘invoke	two	interrelated	

aspects’	of	artefacts:	the	physicality	of	shaping	the	material	world;	and	the	human	agency	

of	its	design,	manufacture	and	use	(Alder,	2007,	82).	The	meaning	of	thick	things	is	

analogous	to	and	builds	on	Geertz’s	thick	ethnographic	description	of	things	to	reveal	the	

density	of	socially	constructed	facts,	and	the	contrasting	reductive	thin	description	used	

by	scientists	to	explain	objects	in	science-based	terms	making	them	manageable	

‘legitimate	objects	of	inquiry’	(Akboy-Ilk,	2016,	19-20,	Alder,	2007,	82).		

	

Architectural	paint	research	as	research	methodology			 	

This	thesis	argues	that	APR	functions	as	a	research	methodology	that	

encompasses	multiple	research	approaches	using	mixed	research	methods.	This	thesis	

uses	research	approach	in	preference	to	paradigm	to	avoid	aligning	the	discussion	with	

the	associated	paradigmatic	philosophical	concepts	and	the	resultant	enrolment	in	and	

commitment	to	an	‘entire	positioned	corpus	of	thinking’	(Olsen,	2010,	17).	

This	section	of	the	chapter	references	empirical,	interpretive	and	constructive	

approaches	as	background	to	illustrate	where	APR	is	situated	as	a	research	methodology.	

The	various	methodologies	used	to	investigate	material	culture	are	then	discussed	to	

demonstrate	the	role	of	the	practitioner	and	APR	as	a	methodological	process	for	the	

study	of	material	culture.	

	 APR	can	be	described	as	an	archaeological	tool	using	the	scientific	analysis	of	paint	

samples	to	generate	empirical	information	that	identifies	the	paint	and	finishes	used	to	

create	decorative	schemes	(McAnany	and	Hodder,	2009,	9-10).	The	methods	used	are	

typical	of	the	positivist-empirical	approach	where	facts	are	presented	without	reference	

to	theoretical	considerations.	Analysis	of	paint	samples	generates	a	paint	stratigraphy	

which	sequences	the	decorative	schemes	and	paint	layers	and	assists	in	establishing	any	

relational	context	between	the	original	paint	sample	and	other	paint	samples	within	a	

room	or	wider	architectural	context	(Adamson,	2013,	33,	Caple,	2006,	62-66,	Hughes,	

2002,	13,	Philippot,	2015,	3).	APR	contributes	to	the	study	of	material	culture	through	the	

empirical	information	it	makes	available	in	describing	the	paint	layers	and	decorative	

scheme	(Hughes,	2002,	Oestreicher,	2006).	
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	 Glassie	describes	the	study	of	material	culture	as	the	nexus	of	art	and	history,	

their	convergence	forming	the	basis	of	a	‘new	transdisciplinary	practice,	at	once	

humanistic	and	scientific’	(1999,	1-2).	A	recent	paper	by	Hölling	states	the	development	

of	conservation	practice	is	a	coming	together	of	the	disciplines	of	science,	craft	and	

humanities.	The	result	of	this	convergence	is	that	‘we	might	speak	of	different	cultures	of	

conservation	-	artisanal,	artistic,	scientific	and	‘humanistic’,	that	is,	value	based	and	

phenomenological’	(Hölling,	2017,	89).	

	 Chapter	Two	discussed	the	tensions	and	connections	between	the	theory	and	

practice	of	conservation	and	explored	the	parallels	between	scientific	research	and	

traditional	Art	and	Design-based	disciplines.	Practising	artists	and	designers	have	been	at	

the	forefront	of	progressing	the	understanding	of	practice	as	research	and	similarities,	

analogies	and	correlations	have	been	identified	between	conservators	and	artists	as	

practising	researchers	(Norris-Reeves,	2014,	Pedder-Smith,	2011).	APR	practitioners	

employ	similar	skills	as	those	of	the	artist	researcher,	generating	knowledge	through	

reflective	practice	and	the	doing	of	conservation,	which	for	the	purposes	of	this	research,	

is	called	practice-informed	(Eisner,	2014,	Eisner,	2016).	Practice-informed	research	

positions	the	practitioner	inside	the	research	process,	reflecting	on	and	constructing	new	

theory	from	practice	within	the	interpretive	approach.	Understanding	the	Art	and	Design	

interpretive	approach	has	helped	shape	the	research	methods	used	in	this	thesis	to	

explore	APR	and	its	ability	to	inform	the	practice	or	doing	of	conservation	as	a	dialogic	

process	in	which	the	thinking	is	reflective	and	‘reflexive	in	the	toing	and	froing	of	

interaction	with	the	materials’	(Eisner,	2016,	52,	Jahnke,	2011,	18).	Practice-informed	

research	reflects	the	archaeological	post-processual	or	interpretive	approach	which	

allows	a	combination	of	methods,	including	scientific	analysis,	to	be	applied	to	the	study	

of	material	culture	(Hannan	and	Longair,	2017,	22,	Streeton,	2016,	1).	

The	discussion	draws	on	Copeland’s	research	into	the	construction	and	

effectiveness	of	interpretations	of	historic	sites	to	propose	that	constructivism	is	not	

about	interpretation:	it	is	about	knowledge	and	learning	(2006,	83).	Since	the	past	does	

not	exist	anymore,	we	construct	what	it	might	have	been	like	from	the	evidence	of	

objects	found	in	the	present.	A	constructive	approach	is	helpful	to	explain	the	act	of	

generating	(constructing)	an	understanding	of	material	culture,	as	it	exists	in	the	world	in	

which	we	live.		
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	 The	most	influential	framework	for	a	constructivist	approach	to	science	and	

technology	studies	was	proposed	by	Bruno	Latour,	who	called	it	“actor-network”	theory	

(ANT)	(2005).	According	to	Verbeek,	Latour’s	ANT	arose	from	‘his	research	into	the	

coming	about	of	scientific	knowledge’	(2005,	103).	ANT	defines	scientific	knowledge	as	a	

product	of	the	interaction	between	humans	and	non-humans	in	a	network	of	changing	

associations	and	connections	(Latour,	2005,	5,	Verbeek,	2005,	103).	The	network	of	

changing	associations	and	connections	is	between	the	researchers,	the	phenomena	being	

interrogated	and	any	technology	that	plays	a	role	in	those	relations.	ANT	proposes	that	

‘all	phenomena	that	can	possibly	be	encountered	in	the	world	–	and	especially	

technologies	and	scientific	theories	–	[are]	parts	of	networks	of	relations	between	

actants’	(Verbeek,	2005,	102).	ANT	borrows	the	word	“actant”	from	literary	studies	

because	it	allows	differing	definitions	of	what	sort	of	agencies	populate	the	world	

through	different	actors	(Latour,	2005,	54-55).	Actants	can	be	human	and	non-human	and	

each	can	play	an	active	role	in	how	they	interact	with	each	other,	as	can	technologies.	

When	the	APR	practitioner	initiates	a	reflective	interaction	with	the	object	they	are	

functioning	as	an	agent.	The	object	is	also	an	agent,	reacting	physically	to	the	applied	

action,	talking	back	to	the	practitioner	who	in	turn	amends	their	understanding	and	finds	

meaning	in	the	situation.	It	is	in	the	role	of	mediators	that	objects	help	describe	how	both	

the	(objective)	world	and	the	(subjective)	persons	who	act	in	it	are	present	(Verbeek,	

2005,	171).		

This	research	uses	a	constructive	approach,	rather	than	a	constructivist	paradigm,	

to	explore	and	interpret	the	agency	and	power	of	the	practitioner	and	the	object	(the	

paint	sample	or	decorative	scheme)	through	the	practice	of	APR	to	generate	meaning.	

The	empirical	information	from	the	object’s	materiality	is	contextualised	with	the	

historical	and	archaeological	evidence	to	facilitate	its	translation	and	interpretation.	The	

interpretive	approach	allows	this	research	to	engage	with	the	practice-informed	aspects	

and	arguments	of	the	experiential	component	of	APR	contributing	to	the	overarching	

constructive	approach.	The	research	demonstrates	through	the	behaviours,	strategies	

and	action	of	practice	that	associations	and	connections	are	made	between	the	

practitioner	and	the	paint	to	construct	new	meaning.		

	 Figure	5.1	is	a	diagrammatic	representation	of	the	various	research	methodologies	

employed	in	this	thesis	to	study	the	material	culture	of	historic	buildings	using	APR.	The	
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positivist-empiricist	approach	employs	science	and	technology	and	materiality	

methodologies	and	research	methods	to	generate	empirical	data	or	“thin”	description.	

The	interpretive	approach	utilises	practice-informed	methodologies	to	generate	reflective	

and	experiential	qualitative	data.	The	constructive	approach	utilises	methodologies	

associated	with	cultural	studies,	the	agency	and	significance	of	objects	through	

appropriate	research	methods	to	generate	thick	description	and	enables	the	research	to	

contextualise	the	data	with	information	from	other	evidence.	

	

	
Figure	5.1:	Diagrammatic	representation	of	APR	as	research	methodology:	its	

contribution	and	connection	with	multiple	research	methods.	

	

	 To	recap,	the	positivist-empiricist	(Rosler	et	al.,	2013)	approach	is	based	on	

objective	research	and	analysis	of	physical	evidence	yielding	empirical	data.	The	

interpretive	approach	is	based	on	practice-informed	research	that	explores	the	

practitioner’s	interaction	with	the	object	yielding	information	from	reflective	and	

experiential	knowledge.	The	constructive	approach	builds	on	qualitative	and	quantitative	
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data	generated	from	all	the	actants	that	collaborate	to	describe,	translate	and	interpret	

the	object	yielding	information	on	meaning	and	social	context.	

	

Material	culture	studies	and	empirical	methodologies	

Researchers	from	a	range	of	disciplines	acknowledge	that	primary	data	derived	

from	object	analysis	is	central	to	a	balanced	understanding	of	material	culture	(Alder,	

2007,	Caple,	2006,	Hodder,	2012,	Olsen,	2010,	Tilley,	2006a).	Interrogating	material	

culture	requires	the	researcher	to	be	sensitive	to	the	physical	properties	of	the	object	and	

their	own	somatic	experience.	The	weight,	texture,	sound	and	smell	of	the	object	are	

essential	sensory	and	intellectual	engagements	with	the	researcher	and	provide	vital	

information	(Harvey,	2009,	12).		

Conservation	successfully	positions	the	object	as	the	focus	of	academic	enquiry	

employing	scientific	methodologies	to	carry	out	research.	In	the	discipline	of	APR,	the	

paint	sample	is	the	object	and	scientific	investigation	is	used	to	establish	its	construction	

and	material	composition.	This	correlates	to	the	first	strand	of	object-centred	research,	

close	examination	of	the	physical	attributes	of	the	object	generating	thin	description	

which	scientifically	states	facts	about	form,	providing	empirical	information.	

Viewed	from	a	science	and	technology	study	perspective,	the	paint	sample	can	be	

described	as	the	epistemic	object	that	holds	the	information	from	which	knowledge	can	

be	acquired	(Roehl,	2012,	55).	By	using	the	mediating	technology	(tool)	of	scientific	

analysis	and	investigation	the	APR	practitioner	translates	the	empirical	data	associated	

with	the	epistemic	object	into	written	text,	invoking	a	discursive	practice	that	intertwines	

object,	discussion	with	the	object	and	experiential	practice	(Roehl,	2012,	50,	Society	for	

Artistic	Research,	2016).		

	

Limitations	of	this	research	methodology	

	 There	are	limitations	to	positivist-empiricist	research	methods.	Empirical	methods	

based	on	objective	scientific	analyses	should	provide	unequivocal	data,	however,	as	the	

analysis	relies	on	observation,	expertise	in	operating	technical	instruments	through	

experiment,	and	contextualisation	of	the	results	within	existing	analytical	parameters,	

there	is	a	degree	of	inherent	subjectivity	in	how	results	are	obtained	and	interpreted	by	

individuals.	This	view	is	supported	by	the	author’s	own	research	into	historical	paint	
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analysis	projects,	where	the	researcher’s	experience	and	skill	was	an	important	

consideration	in	the	correct	description	and	interpretation	of	analytical	test	results	

(Freeman,	2018).	

The	object’s	significance	may	also	be	affected	by	the	subjectivity	of	the	person	

interpreting	the	visual	and	analytical	(scientific)	data,	because	it	is	not	possible	for	the	

researcher	to	separate	their	own	cultural	relativity	and	this	can	influence	the	

interpretation	(Streeton,	2016,	5).	Robson	in	Real	World	Research,	states	that	within	the	

post-positivist	approach	to	investigation	of	social	sciences,	researchers	recognise	that	

‘background	knowledge	and	values	of	the	researcher	can	influence	what	is	observed’	

(2002,	27).	However,	this	can	be	ameliorated	when	the	researcher	expresses	their	

commitment	to	objectivity,	and	recognises	the	possible	biases	and	the	effects	these	may	

have	on	the	study	(Scott,	2015,	7,	Streeton,	2017,	424).	This	is	true	for	study	of	material	

culture	that	researches	things	from	the	positivist-empiricist	approach	arguably	facilitating	

an	objectivity	not	as	easily	applied	to	study	of	the	social	sciences.	

	 Researchers	who	understand	the	interpretation	of	data	can	be	subjective	and	

ambiguous	utilise	a	variety	of	research	methods	to	gather	a	wide	range	of	evidence	to	

inform	the	materiality	of	the	object.	The	CoBRA	framework	assists	researchers	by	setting	

out	five	stages	that	research,	analyse,	survey,	investigate	and	record	the	significance	of	a	

building	and	inform	conservation	decisions	(Clark,	2001,	9,	43).		

	

Material	culture	studies	and	practice-informed	research	methodologies	

Arts	and	Design	doctoral	research	is	grounded	in	practice-led	and	practice-based	

methods	leading	to	creative	practice	and	documentation	of	the	creative	process,	which	is	

submitted	for	defence	through	a	tailored	viva	process	(Barfield	and	Quinn,	2004,	Candy,	

2006,	Candy,	Amitani	and	Bilda,	2006,	Eisner,	2016,	Norris-Reeves,	2014).	A	review	of	the	

literature	shows	there	has	been	controversy	and	differing	opinions	regarding	the	

academic	rigour	of	some	commonly	accepted	doctoral	processes,	which	has	led	to	the	

discipline	exploring	various	strategies	to	strengthen	the	academic	requirements	(Candy,	

2006,	Gillham	and	McGilp,	2007,	Nimkulrat,	2007).	What	has	evolved	is	an	expectation	

that	Art	and	Design	doctoral	students	discuss	the	methods	and	theoretical	orientations	

they	employ,	identify	and	enunciate	the	problems	encountered	in	their	work,	describe	

practical	responses	to	those	problems	and	provide	documentary	evidence	of	the	
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development	or	evolution	of	their	creative	piece	(de	Freitas,	2002,	2).	Documentation	of	

the	researcher's	explanation	and	interpretation	of	their	work,	supports	and	

contextualises	information	related	to	the	creative	process,	and	forms	the	basis	of	the	

accompanying	written	exegesis,	that	is	the	critical	interpretation	component	of	the	thesis	

(de	Freitas,	2002,	2).		

	 Researchers	in	the	Fine	Arts	discipline	offer	differing	frameworks	as	to	how	

doctoral	students	can	approach	the	written	component,	including	“active	

documentation”	and	the	“creative	process	journal”	(de	Freitas,	2002,	Gillham	and	McGilp,	

2007).	Active	documentation	is	defined	as	a	process	of	knowledge	construction	and	is	a	

distinct	research	method	appropriate	to	practice-based	research	projects	in	art	and	

design,	which	anchors	the	thesis	to	the	practical	work	(de	Freitas,	2002).	Active	

documentation	is	a	planned	method	that	involves	temporarily	suspending	studio	practice	

and	implementing	specific	strategies	to	produce	tangible	visual	and	textual	

documentation	of	work	in	progress.	The	resultant	visual	and	textual	documentation	

forms	the	basis	of	the	emerging	exegesis.	Central	to	this	method	is	the	element	of	

reflective	practice,	which	involves	planned	and	deliberate	activities	that	engage	the	

practitioner	in	a	critical	manner	with	the	relationship	between	conceptual,	theoretical	

and	practical	components	of	the	project	(de	Freitas,	2002,	2).		

	 Gillham	and	McGilp	propose	Fine	Art	doctoral	students	maintain	a	creative	

process	journal,	where	emphasis	is	on	detailed	description	of	what	the	practitioner	

actually	does,	a	record	of	personal	discovery,	which	provides	the	raw	data	for	critical	

interpretation	and	interrogation	(2007,	177-184).	The	creative	process	journal	may	be	

visual	and	textual,	and	like	an	interview	transcript,	provides	the	empirical	data	for	

subsequent	critical	interpretation	(exegesis)	or	for	a	more	formal	analysis	led	by	research	

questions	(a	thesis)	(Gillham	and	McGilp,	2007,	178).	The	aim	is	to	deliver	a	'practice-

integrated'	product	that	constructs	a	chronological	narrative	of	the	practitioner’s	creative	

research	journey,	describing	and	giving	an	account	that	is	clear	and	detailed	enough	for	

the	reader	to	follow	the	writer's	experience	(Gillham	and	McGilp,	2007,	181-182).		

These	two	frameworks	are	presented	to	show	how	reflective	practitioners	can	

document	their	interactions	with	objects.	The	advantages	of	these	art	methodologies	are	

applicable	to	other	disciplines	involved	in	material	culture	studies	where	intuition	and	

science	are	brought	into	the	same	process.	Other	disciplines	well	versed	in	knowledge	
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construction	that	occurs	between	the	physical	material	and	the	researcher	are	design	

(Jahnke,	2011),	archaeology,	(Wright,	1993,	244)	and	conservation	(Streeton,	2016).	This	

section	demonstrates	how	APR	combines	art	methodologies	and	scientific	analysis	

through	practice-informed	research	methods	to	build	up	layers	of	understanding	in	the	

research	of	material	culture.	

	

Practice-informed	research	method		

	 Practice-informed	research	is	different	to	practice-based,	however	it	shares	a	

number	of	similarities	because	the	conservator’s	professional	practice	is	an	‘instrumental	

part	in	the	enquiry’	(Till,	Mottram	and	Rust,	2005)	and	facilitates	the	practitioner	in	

considering	and	formalising	how	they	‘seek	out	intellectual	thought	that	best	informs	

practical	sensitivities’	(Macleod	and	Holdridge,	2006).	Many	artists	are	familiar	with	the	

reflective	practitioner	concepts,	actions	and	distinctions	of	knowledge-on-reflection	and	

knowledge-in-action,	where	the	former	is	stepping	back	and	the	latter	supposes	that	

practical	action	is	in	itself	intellectual.	Conservators	engage	in	the	same	processes,	and	

this	research	demonstrates	how	conservators	use	practice-informed	methods	as	part	of	

the	paint	research	methodology	to	interrogate,	understand	and	inform	the	sampling	and	

analysis	of	decorative	schemes	in	cultural	built	heritage.	

This	research	argues	that	within	material	culture	studies,	conservators	employ	

practice-informed	research	amongst	other	methods	to	interrogate	and	interpret	cultural	

materials.	Practice-informed	research	exploits	the	relationship	between	the	conservator	

and	the	physical	matter	of	cultural	material.	Practice-informed	research	explains	how	the	

conservator	accesses	tacit	knowledge	and	combines	that	knowledge	with	reflective	

practice	to	generate	a	dialogue	between	themselves	and	the	object.	The	iterative	nature	

of	this	conservator-to-material	culture	dialogue,	which	Schön	frames	as	‘conversation	

with	the	situation	at	hand’	(1991,	42)	and	Ricoeur	terms	‘critical	hermeneutics’	(Jahnke,	

2011,	7),	is	a	process	of	reflection	and	interpretation.	By	engaging	with	the	object	and	

keeping	the	process	of	communication	open,	the	researcher	can	engage	in	a	critical	

dialectic	with	the	material,	generating	understanding	and	revealing	affordances	which	

can	be	used	as	sources	of	information	and	interpretation	generating	both	thin	and	thick	

description	(Akboy-Ilk,	2016,	Crawford,	2013,	113,	Tweed	and	Sutherland,	2007).	
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Limitations	of	this	research	methodology	

	 One	of	the	challenges	of	this	thesis	is	documenting	the	practice-informed	research	

deliberations	to	capture	the	interplay	of	tacit	knowledge	and	iterative	dialogue	with	the	

object	that	identifies	affordances	and	contributes	to	thick	description.	The	usual	

conservation	procedural	steps	include	documenting	the	evolution	of	the	intervention	

treatment	to	capture	progress,	expected	and	unexpected	outcomes.	This	process	allows	

the	conservator	to	capture	the	stages	or	phases	of	work	and	can	be	used	to	generate	a	

separate	summarised	record	that	captures	the	key	points	of	the	treatment.	With	practice-

informed	research	the	conservator	must	develop	a	bespoke	documentation	process	to	

capture	the	reflective	elements	of	their	practice	and	document	what	their	intervention	

reveals.	Other	core	information	for	the	conservator	to	document	are	lessons	learned	and	

actions	that	were	successful	or	not,	which	allows	the	process	and	its	learning	outcomes	to	

be	accessible	to	other	researchers.		

	 APR	practitioners	are	reflective	and	establish	an	interaction	between	themselves	

and	the	object	generating	an	internal	dialogue.	This	critical	dialogue	draws	on	explicit	

knowledge	gained	through	formalised	training	in	materials	and	manufacturing	

techniques,	tacit	knowledge	accrued	as	a	practitioner	working	with	various	materials,	the	

doing	of	conservation,	and	contextual	knowledge	acquired	from	research	of	the	artefact,	

the	materials	used	in	its	construction,	and	documentation	related	to	its	decoration,	

purpose,	use	and	changes.	For	conservators,	this	critical	dialogue	is	ingrained	behaviour	

developed	through	their	practice.	However,	as	they	become	more	proficient	and	

confident	in	their	discipline	they	do	not	usually	consciously	consider	and	document	the	

multiple	stages	of	practitioner-material	interactions.	Practice-informed	research	methods	

are	an	Art	and	Design-based	approach,	which	conservators	can	use	to	capture	reflective	

practice	(Ellmers,	2017,	Nimkulrat,	2007).	It	requires	the	conservator	to	impose	a	new	

discipline	of	documenting	the	thoughts,	decisions	and	actions	they	perform	at	a	

subconscious	level	as	reflective	practitioners	to	make	them	explicit.		

	 The	benefit	to	the	researcher	of	constructing	a	detailed	description	of	the	

treatment	and	their	reflective	practice	is	making	the	process	clear	for	an	external	reader	

and	making	‘it	clearer	for	themselves’	(Gillham	and	McGilp,	2007,	180,	emphasis	in	

original).	This	thesis	has	already	touched	on	the	benefit	to	reflective	practitioners	who	

build	on	their	practice	repertoire,	as	this	increases	their	tacit	knowledge	enabling	them	to	



	

	 141	

seek	the	familiar	in	new	situations.	The	other	benefit	of	a	detailed	description	is	that	it	

allows	others	to	understand	what	the	conservator	does	and	their	approach	to	a	problem	

thereby	adding	to	the	intellectual	complexity	of	the	profession	and	helping	to	establish	a	

conversation	with	other	practitioners	and	academics	in	related	fields.	The	implication	is	a	

raised	profile	for	conservation	in	academia,	enhanced	opportunities	for	practitioner-

researcher	posts	in	public-private	research,	and	new	ways	for	publishing	and	

disseminating	research.		

	

Material	culture	studies	and	agency	methodologies	 	 	

The	contemporary	focus	on	studies	of	material	culture	has	raised	the	profile	and	

importance	of	information	held	within	physical	material	while	recognising	the	interplay	

between	objects,	their	environments,	people	and	society	at	the	time	of	making	and	

ongoing	use	(Tilley,	2006c,	4).	The	contributing	authors	of	these	studies	hold	the	premise	

that	the	material	world	is	not	just	central	to	social	reproduction,	but	that	material	culture	

actually	constitutes	social	relations	and	meaning	making,	and	that	social	relationships	are	

embodied	in	the	object	(Streeton,	2016,	5).	It	is	within	the	tightly	woven	web	of	material,	

symbolic,	and	social	engagement	that	agency	reproduces	and	transforms	society.	Social	

reproduction	and	culture	change	depend	fundamentally	on	the	nexus	of	agency	and	

materiality	(Dobres	and	Robb,	2005,	163).	If	we	follow	the	logic	of	this	argument,	agency	

acts	as	a	starting	point	and	is	used	to	make	sense	of	the	materiality	of	social	reproduction	

(Dobres	and	Robb,	2005,	161,	Hodder,	2012).	

	 The	majority	of	the	population	use	and	experience	objects	every	day	in	a	non-

discursive	manner	(Auslander,	2005,	7-9,	Hicks,	2010,	Hodder,	2012,	33,	Rowlands,	2006).	

From	the	pillow	supporting	our	head	in	the	bed	we	sleep	in,	to	the	utensils	we	use	to	

prepare	our	food,	garments	to	clothe	our	bodies	and	vehicles	we	use	to	travel,	we	utilise	

the	‘ready-to-hand	material	world’	with	‘inconspicuous	familiarity’	(Harman,	2013,	193,	

Hicks,	2010,	62,	Olsen,	2006,	97).	We	also	engage	and	are	affected	by	the	built	

environment	–	the	familiar	spaces	and	surroundings	of	the	home	and	the	physical	cues	of	

the	school	classroom	creates	a	sense	of	security	about	who	we	are	and	how	we	should	

behave	in	each	particular	situation	associated	with	that	physical	space.	We	use	and	act	

upon	things	and	at	the	same	time	we	are	being	acted	upon	by	those	things.	Olsen	

describes	this	interaction	with	the	material	world	as	dialogue,	a	‘sophisticated	discourse	
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about	closeness,	familiarity,	about	bodily	belonging	and	remembering,	extremely	rich	and	

polysemic,	involving	all	our	senses’	(2006,	97).	In	our	day-to-day	lives,	we	do	not	think	

about	the	agency	of	objects,	however,	as	researchers	of	material	culture	there	is	a	

definable	difference	between	acknowledging	these	objects	as	signs	or	texts	which	can	be	

read,	and	recognising	the	materiality	of	objects,	and	the	somatic	experience	and	resultant	

dialogue	that	ensues	between	the	object	and	the	person.	It	is	in	this	space,	the	interface	

between	objects	and	our	‘bodily	practices’	where	information	can	be	generated	(Olsen,	

2006,	98).	

	 ANT	allows	for	the	agency	of	objects	within	material	culture,	where	agency	refers	

to	the	object’s	qualities	(tactile,	visual,	olfactory)	and	its	properties,	which	‘afford[s]	

certain	responses	and	constrains	others	from	being	possible’	in	the	observer	(Davenport,	

2011).	It	is	theorised	that	both	human	and	non-human	actants	can	be	said	to	act	or	to	

shift	action,	and	those	objects	can	“act	back”	on	their	makers	and	users	(Hodder	quoted	

in	Dobres	and	Robb,	2005,	161).	ANT	is	descriptive	and	not	intended	to	provide	

explanations	for	the	connections;	rather,	it	allows	the	agency	of	objects	to	be	explored	to	

provide	useful	data	contributing	to	thick	description.	ANT	supports	the	agency	of	the	

object	however,	it	does	not	imbue	inanimate	objects	with	intentionality	rather	it	applies	

the	concept	of	affordances	(Collins,	2010,	Griswold,	Mangione	and	McDonnell,	2013).	

When	the	researcher	is	sensitive	to	the	tacit	speech	of	things	they	are	identifying	

affordances,	where	an	object	affords	description	which	the	researcher	is	able	to	

articulate,	which	can	be	transformed,	through	translation,	interpretation,	into	discursive-

based	knowledge	(Hodder,	2012,	49-50,	Ingold,	2000,	Olsen,	2010,	19).	This	knowledge	is	

then	used	in	combination	with	the	empirical	and	practice-informed	information	and	data,	

to	generate,	or	construct,	a	broader	understanding	of	the	material	culture.	

	

Limitations	of	this	research	methodology	

A	limitation	identified	in	cultural	sociology-based	studies	of	material	culture	is	that	

the	research	focuses	on	how	objects	influence	social	status,	where	objects	serve	as	the	

physical	expression	of	class,	gender	and	race	differences.	This	is	expressed	as	the	culture	

of	the	material	driving	the	research,	rather	than	the	materiality	per	se,	and	therefore	

neglects	the	causal	power	of	objects	and	bodies	in	interaction	(Griswold,	Mangione	and	

McDonnell,	2013,	345).	By	including	an	analysis	of	materiality,	social	studies	can	
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investigate	and	include	the	physical	and	haptic	characteristics	of	objects	and	how	they	act	

upon	people	to	influence	action	and	meaning.		

ANT	has	its	origins	in	science	and	technology	and	was	particularly	concerned	with	

challenging	traditional	assumptions	about	education	by	highlighting	the	mediating	role	of	

material	objects	and	technology	in	education	(Roehl,	2012,	51).	Building	on	Verbeek’s	

criticism	that	ANT	fails	to	address	the	different	‘experience	and	behavior’	associations	

between	actors	(2005,	165),	Roehl	goes	on	to	suggest	that	the	ANT	approach	of	treating	

human	and	non-human	actants	equally	‘creates	a	world	without	bodies	and	bodily	

sensations	and	the	sensory	dimension	of	material	objects	is	disregarded’	(2012,	52).	

Roehl	also	believes	the	ANT	focus	on	large	networks	that	extend	beyond	the	‘situation	at	

hand’	to	chains	of	transformations,	neglects	the	‘here	and	now	of	a	given	situation’,	

losing	sight	of	‘particular	practices	that	can	be	observed	when	human	actors	deal	with	

objects’	(2012,	52).	In	this	research	framework,	these	limitations	are	addressed	to	a	

degree	by	including	practice-informed	methods,	which	acknowledge	the	intimate	

experiential	associations	between	the	researcher	and	the	object,	grounding	the	research	

in	the	present,	focussing	on	the	sensory	dimensions	of	object	and	practitioner.	

	

APR	as	methodological	process	

This	research	argues	APR	incorporates	a	number	of	the	research	methods	outlined	

above	and	is	an	example	of	a	middle-range	interpretive	methodology.	In	theoretical	

terms	the	practice	of	APR	can	be	described	as	follows:	the	paint	sample	is	the	epistemic	

object	at	the	centre	of	the	dialogue	on	practice-informed	research	which	brings	in	the	

tacit	knowledge	and	skills	of	the	practitioner	and	actor-network	theory	where	actants	are	

“entangled”	and	relate	and	act	on	each	other	(Roehl,	2012,	54).	Figure	5.2	represents	APR	

as	a	process:	
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Figure	5.2:	APR	as	a	methodological	process.	

	

	 Utilising	a	science	and	technology	studies	framework,	the	first	step	in	the	

methodology	illustrates	how	tacit	knowledge	interfaces	with	reflective	practice	within	a	

practice-informed	research	structure,	generating	information	and	identifying	appropriate	

object	sampling.	The	resultant	paint	sample	becomes	the	epistemic	object,	which	is	then	

analysed	utilising	appropriate	mediating	technology	such	as	baseline	and	advanced	

investigative	techniques.	An	appropriately	skilled	operator	(heritage	professional)	acts	as	

the	mediator	of	the	disciplinary	knowledge,	interpreting	the	empirical	data	to	generate	

‘thin	description’	of	the	materiality	of	the	paint	sample.	The	information	of	the	paint’s	

materiality	in	turn	generates	affordances	that	are	contextualised,	in	relation	to	other	

archival	evidence,	and	interpreted	to	generate	‘thick	description’	and	new	explicit	

knowledge.	This	new	knowledge	can	be	expressed	as	narrative	that	describes	the	

relationship	and	connection	between	the	world	of	the	object	(objectivity	of	the	artefact)	

and	those	who	act	in	it	(subjectivity	of	creators	and	researchers).	

	

SUMMARY	

	 A	variety	of	research	approaches	have	been	explored	and	used	to	inform	the	

conceptual	framework	of	this	research.	By	using	multiple	research	methods,	the	thesis	is	

able	to	ask	different	questions	about	material	culture	and	approach	each	example	of	built	

heritage	in	multiple	ways.	Where	different	research	methods	are	used	to	generate	data,	

they	will	be	triangulated	to	strengthen	the	results,	critical	analysis,	outcomes	and	

implications	of	the	research.	The	results	add	to	the	body	of	knowledge	about	each	
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example	of	built	heritage	by	providing	differing	but	complementary	information	to	a	

diverse	set	of	questions	and	thereby	enhance	interpretation	(Robson,	2002,	371).	

	 The	common	denominator	in	the	examples	of	built	heritage	used	in	the	case	study	

is	the	development	of	an	object-centred	and	agency-oriented	investigation	of	material	

culture	utilising	a	carefully	articulated	middle-range	interpretive	methodology	that	

bridges	the	culture-science	divide.	APR	is	the	identified	middle-range	interpretive	

methodology	that	provides	evidence	of	the	materiality	of	the	object	being	studied	and	

links	this	information	through	practice-informed	research	to	the	qualities	and	relational	

context	of	the	object	(Harman,	2013,	197).	APR	also	facilitates	comparative	analysis	with	

other	material	and	documentary	evidence	because	of	the	archaeological	tool	of	

stratigraphy.	APR	situates	the	object	within	its	cultural	context,	contributing	to	blending	

theory,	method	and	data	without	forcing	them	to	conform	to	each	other.	
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Chapter	SIX	–	CONSERVATION	OF	BUILT	HERITAGE	AND	

THE	ROLE	OF	ARCHITECTURAL	PAINT	RESEARCH	

	

At	the	turn	of	the	21st	century,	cultural	resources	professionals	are	faced	with	

identifying,	evaluating,	and	registering	cultural	resources	that	challenge	

commonly	held	assumptions	about	what	is	“historic”	and	worthy	of	preservation.	

The	concept	of	significance	changes	with	the	passage	of	time,	new	scholarship,	

and	a	better	understanding	of	the	need	to	recognize	historic	places	associated	

with	all	of	the	diverse	cultural	groups	(Shull,	2001,	44).		

	

INTRODUCTION	

	 This	thesis	defines	cultural	built	heritage	as	historic	buildings	considered	valuable	

by	the	current	generation	and	therefore	merit	preservation	for	future	generations.	

Chapter	Two	of	the	thesis	established	the	connection	between	built	heritage	and	identity	

and	the	manifestation	of	that	identity	through	the	architectural	and	decorative	elements	

of	the	building.		

This	chapter	extends	the	discussion	on	built	heritage	to	understand	the	increased	

awareness	of	built	heritage	by	the	public,	researchers	and	heritage-based	organisations	

for	its	importance	within	social	and	urban	environments	and	the	corresponding	growth	in	

demand	for	its	protection	and	preservation	(Historic	England,	2017d,	England,	2018,	15-

16,	Challenges	and	Opportunities,	National	Trust,	2011).	Factors	driving	this	increase	in	

public	engagement	and	demand	for	conservation	of	built	heritage	include	accessibility,	

positive	economic	impact,	positive	effect	on	quality	of	life	and	perceived	cultural	value.	

These	factors	are	discussed	to	explore	how	the	significance	and	social	value	of	cultural	

built	heritage	is	determined	and	informs	the	conservation	process.	Adopting	a	

conservation-based	approach	to	built	heritage	projects	acknowledges	potential	diversity	

of	uses,	identifies	vested	interests	and	the	relevant	stakeholders	needed	to	represent	

those	interests	and	effectively	combines	preservation,	planning	and	development	(Howe,	

2008,	vii,	7).	Decisions	based	on	conservation-based	research	and	analytical	principles	
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facilitate	the	management	of	built	heritage	for	all	stakeholders	and	not	just	from	a	

commercial	perspective	which	seeks	to	commodify	the	‘relics	of	history	as	a	product’	

(Nasser,	2003,	471).	

The	chapter	moves	on	to	review	how	APR	has	developed	as	an	analytical	tool	for	

investigating	architectural	elements	and	argues	for	its	contribution	to	the	historic	record	

of	built	heritage	through	its	ability	to	reveal	the	empirical	and	social	information	present	

in	the	building.	APR	engages	the	community	and	heritage	professionals	by	providing	

intellectual	access	to	the	materiality	of	built	heritage,	thereby	facilitating	stakeholder	

interaction	with	the	building.	

	

How	we	connect	with	built	heritage	

	 Every	historic	building	is	a	cultural	resource	that	can	be	interrogated	to	provide	

historical	facts	in	much	the	same	way	as	objects	of	the	past	can	be	viewed	as	historic	

documents	(Caple,	2006,	11,	206).	This	statement	is	based	on	the	premise	that	the	

building’s	existence,	its	materiality,	use	or	neglect,	establish	a	physical	link	between	our	

present	and	our	past	(Caple,	2006,	7,	Glassie,	1999,	227-354,	Harvey,	2008,	21,	Hassard,	

2009).	Historic	buildings	can	be	viewed	as	both	physical	evidence	and	as	an	historic	

archive	(Clark,	2010,	6).	This	research	argues	that	historic	buildings	are	an	underutilised	

area	of	material	culture	studies	which	heritage	professionals	can	exploit	effectively	using	

conservation-based	research	and	analysis	techniques	such	as	APR.	

	 Information	and	meaning	can	be	gathered	from	a	range	of	architectural	elements	

including	the	building’s	architecture,	materials	of	manufacture,	geographic	context,	

interior	spaces	and	design,	exterior	and	interior	ornamentation	and	the	paint	and	

decorative	finishes	(Buck,	2005,	Clark,	2000,	Jones,	2013).	This	research	argues	the	need	

for	increased	recognition	and	analysis	of	the	decorative	elements	to	better	understand	

the	social	and	historical	contexts	of	buildings.	By	investigating	the	physical	evidence	of	

buildings	and	connecting	this	information	through	narrative	to	the	cultural	context,	

researchers	can	include	information	from,	and	demonstrate	the	importance	of,	built	

heritage	to	the	community,	the	general	public	and	the	heritage	research	agenda.	

	 Historic	properties	possess	the	ability	to	fascinate	and	engage	the	public.	The	

Historic	England	publication	Heritage	and	Society	2016	reports	on	a	2010	study	which	

found	that	across	all	age	groups,	older	buildings	were	favoured	as	being	‘more	beautiful’	
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than	contemporary	buildings	because	they	‘conveyed	a	sense	of	longevity	and	grandeur’	

(Historic	England,	2016b).	The	same	report	noted	that	both	adults	and	young	people	who	

live	in	areas	with	a	significant	local	building	or	monument,	are	likely	to	have	a	stronger	

sense	of	place	when	compared	with	those	living	in	areas	with	no	heritage	assets	(see	

Glossary)	(Historic	England,	2016b).		

	 Architectural	excellence,	craftsmanship,	national	meaning	and	purpose	all	

contribute	to	a	building’s	allure,	however,	more	often	it	is	the	story	of	the	building	and	its	

inhabitants,	its	provenance	and	the	narrative	of	the	building’s	history	over	time	that	

capture	people’s	imagination.	Access	to	heritage	of	this	calibre	allows	even	those	with	the	

most	ordinary	of	lives	to	experience	another	identity	and	‘indulge	in	the	romance	of	

otherness’	(Samuel,	2012,	247).	It	is	not	surprising	then	that	the	public	are	inspired	and	

interested	in	historic	properties	that	have	been	conserved	and	re-presented	to	reflect	a	

particularly	prosperous	or	significant	period	of	time	in	the	building’s	history	(English	

Heritage,	2014,	National	Trust,	2017b,	National	Trust,	2018a).	However,	it	is	not	just	

buildings	of	recognised	importance,	such	as	manor	houses,	cathedrals	and	palaces	that	

are	studied	for	their	significance.	Increasingly	vernacular	and	industrial	buildings	are	

being	appreciated	for	their	unique	value,	which	is	different	to	mainstream	buildings,	and	

contribution	to	the	historical	narrative.	The	regional	identity	conveyed	through	

vernacular	architecture	of	early	urban	buildings	demonstrates	man’s	ingenuity	and	skill	in	

utilising	locally	sourced	materials.	These	simpler	dwellings	contribute	to	a	shared	

community	identity,	reflect	the	local	region,	its	people	and	culture,	often	generating	a	

unique	appeal	and	attracting	tourists	and	developers	(Oxfordshire	Buildings	Record,	2016,	

Yorkshire	Vernacular	Buildings	Study	Group,	2012).	Regardless	of	the	style,	historic	

buildings	their	fabric	and	physical	presence	establish	a	link,	a	connection,	between	our	

present	and	our	past	‘which	allow	us	to	“get	in	touch	with	history”’	(Akboy-Ilk,	2016,	17).	

	

Built	heritage	today		

	 The	cultural	landscape	of	built	heritage	is	expanding	and	becoming	more	complex	

(National	Trust,	2011).	The	number	of	historic	assets	and	the	public-driven	demand	for	

conserving	and/or	restoring	historic	assets	important	to	them	and	their	community	is	

exerting	pressure	on	funding	bodies	who	manage	finite	resources	(Historic	England,	

2017d).	The	general	public	are	more	aware	of	and	engage	with	heritage	assets	through	
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recreation,	volunteer	and	community	activities.	As	a	result	of	these	drivers,	researchers	

have	looked	at	the	cultural	value	of	heritage	in	an	attempt	to	quantify	its	contribution	to	

society	through	quality	of	life	and	health	benefits	parameters.	

	 Increasingly,	the	management	of	historic	properties	involves	members	of	the	

general	public,	through	their	membership	of	community	groups	and	organisations,	or	as	

private	owners	or	caretakers.	Heritage	professionals	are	aware	of	the	need	to	actively	

involve	the	general	public	in	negotiating	the	complexities	associated	with	the	ongoing	use	

of	restored	historic	properties.	This	has	strengthened	the	imperative	to	identify	and	

include	all	stakeholders	involved	in	the	use	or	conservation	of	historic	buildings	to	

maximise	sustainable	outcomes	(Canada's	Historic	Places,	2010,	Feilden,	2012,	Forsyth,	

2007).		

	

Historic	buildings	are	accessible	heritage	

	 Historic	England’s	2015	publication	Vital	Statistics	provides	key	facts	and	statistics	

about	heritage	in	England	and	of	particular	relevance	to	this	doctoral	research	is	the	

public’s	engagement	with	built	heritage	(Historic	England,	2015c).	It	is	estimated	that	

99.3%	of	England’s	population	live	within	1.6km	(1	mile)	of	a	designated	historic	asset	

(building,	monument,	site,	place,	area	or	landscape),	and	there	were	407,289	historic	

assets,	including	listed	buildings,	on	the	National	Heritage	List	for	England	as	at	2014	

(Historic	England,	2017c).		

	 In	2013	some	58.6	million	people	visited	an	historic	property,	which	Historic	

England	defines	as	castles	and	forts,	gardens,	historic	houses	and	monuments,	heritage	

centres,	and	places	of	worship.	In	2014	it	was	estimated	that	30	million	people,	72.6%	of	

adults	in	England,	visited	a	broader	range	of	heritage	sites,	which	included	other	

attractions	such	as	historic	towns	and	cities,	this	number	increased	to	40	million	people	

or	73.2%	of	adults	in	England	in	2015-2016	(Historic	England,	2016c).	63%	of	UK	domestic	

travellers	in	2015	stated	their	‘sole	reason’	or	‘very	important	reason’	for	taking	a	holiday	

was	to	visit	an	historic	building	or	monument	(Historic	England,	2016c).	Viewed	

collectively,	these	statistics	show	that	historic	structures,	properties,	and	sites	are	

physically	accessible	to	virtually	the	entire	population	of	England	and	almost	two-thirds	of	

all	holidaymakers	actively	seek	out	one	of	these	historic	assets	to	visit.	
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Economic	contribution	of	heritage	

	 From	the	information	and	statistics	presented	it	is	easy	to	see	the	heritage	

industry	makes	a	significant	contribution	to	the	UK	economy.	Historic	England	defines	

heritage	as	‘All	inherited	resources	which	people	value	for	reasons	beyond	mere	utility,	[a	

broad	concept	which]	includes	the	natural	as	well	as	the	cultural	environment’	(2017a).		

	 While	activities	related	to	tourism	make	up	a	substantial	proportion	of	the	

financial	contribution	attributed	to	heritage,	other	activities	generated	by	the	heritage	

industry	that	support	the	economy	include:	the	construction	industry	which	maintain	

heritage	buildings;	conservation	activities	which	care	for	historic	assets;	investment	in	

research,	interpretation	and	display	of	archaeological	sites	and	historic	structures;	

education	activities	related	to	heritage	sites;	and	employing	the	necessary	workforce	to	

deliver	these	services.		

	 Deloitte	estimated	the	direct	gross	value	added5	(GVA)	from	tourism	in	the	UK	in	

2013	as	£58.7	billion,	while	the	direct	and	indirect	impacts	of	tourism	in	England	alone	in	

2013	contributed	£106	billion	or	9%	of	the	national	total	gross	domestic	product6	(GDP)	

(Visit	Britain,	2016).	More	specific	research	commissioned	by	Historic	England	to	quantify	

the	direct	contribution	of	heritage	as	a	subset	of	tourism,	estimates	that	in	2013	the	

heritage	industry	in	England	directly	generated	£10	billion	in	GVA.	When	indirect	and	

induced	benefits	were	factored	in,	the	contribution	more	than	doubles	to	£21.7	billion	

(Historic	England,	2016c).	The	heritage	industry	in	its	broadest	sense	provides	a	diverse	

cross-section	of	employment	opportunities	and	contributes	significantly	to	the	English	

and	overarching	UK	economy.	

	 However,	there	is	a	cost	associated	with	maintaining	and	managing	historic	assets	

and	funding	organisations	must	balance	differing	interests	to	remain	viable	and	deliver	

value	for	money.	The	2004	Challenge	and	Change	report	commissioned	by	the	Heritage	

Lottery	Fund	(HLF)7	aimed	to	better	understand	the	effects	and	benefits	of	the	heritage	

																																																								
5	GVA	is	a	measure	of	the	value	of	goods	and	services	produced	in	a	business,	an	area,	an	
industry	or	a	sector	of	an	economy.	GVA	measures	the	contribution	to	the	economy	of	
each	individual	producer,	industry	or	sector	and	is	used	in	the	estimation	of	GDP.	
6	GDP	is	a	measure	of	the	value	of	what	is	produced	in	a	country	in	a	given	period	and	a	
key	indicator	of	the	state	of	the	whole	economy.		
7	From	January	2019	the	organisation	has	changed	this	fund’s	name	to	the	National	
Lottery	Heritage	Fund.	This	thesis	retains	HLF	where	citations	refer	to	this	fund	name.	



	

	 151	

funding	structure	that	had	committed	more	than	£3	billion	from	the	National	Lottery	over	

10	years	to	15,000	heritage	awards	(Heritage	Lottery	Fund,	2010).	The	report,	prepared	

by	Robert	Hewison	and	John	Holden	of	Demos,	acknowledged	the	contribution	HLF	had	

made	to	broadening	stakeholder	engagement	by	shifting	the:		

idea	of	the	value	and	importance	of	heritage	away	from	being	something	that	is	

exclusively	determined	by	experts	on	behalf	of	society,	to	one	that	recognises	the	

importance	of	widespread	participation	in	identifying	and	caring	for	what	is	valued	

collectively.	The	work	of	HLF	has	broadened	the	social	base	for	the	enjoyment	of	

heritage	so	that	there	is	now	an	acknowledged	diversity	of	contributions	to	the	

national	story	(2004,	5).	

	

	 Just	as	significant,	the	report	states	that	the	National	Lottery	had	transformed	the	

landscape	of	heritage	in	the	UK,	in	terms	of	how	historic	assets	are	(materially)	conserved	

and	‘the	way	in	which	the	national	heritage	is	conceived’	(Hewison	and	Holden,	2004,	5).	

The	authors	argue	that	the	principles	of	public	and	cultural	value	that	have	been	fostered	

by	the	HLF	provide	a	language	and	approach	more	suited	to	heritage	than	externally	

imposed	targets	and	indicators	such	as	value	for	money	(Hewison	and	Holden,	2004,	3).	

The	report	findings	and	suggestions	influenced	HLF	to	adopt	a	mixed	value	framework	

and	develop	a	funding	model	that	incorporates	processes,	practices	and	outputs	

effectively,	while	also	supporting	the	public	and	cultural	value	of	heritage	through	

parameters	such	as	stewardship,	enhanced	trust	in	public	institutions,	equity	and	

fairness,	resilience	in	the	organisation	and	systems	they	were	funding,	and	value	for	

money,	wellbeing,	prosperity	and	learning	and	strengthened	local	communities	(Crossick	

and	Kaszynska,	2016,	18).	

	

Cultural	value	of	heritage	to	people			

	 The	Cultural	Value	Project	(CVP)	(2013-2015),	supported	by	the	Arts	and	

Humanities	Research	Council	(AHRC),	was	specifically	concerned	with	what	is	referred	to	

in	the	heritage	sector	as	‘social	value’.	Social	value	is	a	concept	that	encompasses	

identity,	distinctiveness,	belonging,	and	wellbeing,	as	well	as	forms	of	memory,	spiritual	

association	and	cultural	practice	(Jones,	2013).	The	aim	of	the	CVP	was	‘to	make	a	major	

contribution	to	how	we	think	about	the	value	of	arts	and	culture	to	individuals	and	to	
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society’	(AHRC,	2013).	CVP	focussed	on	two	main	objectives,	the	first	to	broaden	the	

understanding	of	cultural	value	by	identifying	new,	and	alternate	components	that	make	

up	cultural	value,	the	second	to	develop	different	methodologies	to	establish	new	

evidence	with	which	to	evaluate	these	new	components	of	cultural	value.	As	stated	in	the	

CVP	promotional	brochure:	

There	is	wide	agreement	with	the	principle	that	the	arts	and	culture	bring	a	huge	

benefit	to	society:	this	is	often	asserted,	but	much	less	often	analysed.	This	new	

initiative	is	such	an	important	project	because	it	will	help	us	to	understand	why	

these	activities	are	of	value.	Complementing	current	work	on	the	measurables	of	

their	economic	impact,	it	will	explore	ways	to	talk	about	and	advocate	the	less	

measurable	but	even	more	vital	social	and	cultural	impacts	the	arts	and	culture	

make.	Sir	Nicholas	Kenyon,	Managing	Director,	Barbican	Centre,	London	(AHRC,	

2013)	

	

	 At	its	conclusion,	the	CVP	determined	current	research	is	actively	engaged	in	

understanding	what	constitutes	cultural	value	from	the	perspectives	of	government	

policy,	public	funding,	institutions,	society,	communities,	and	the	individual	both	as	

participant	and	audience.	Historically,	cultural	value	has	been	aligned	with	government	

policy	and	measured	against	its	quantitative	contribution	to	other	policy	areas	such	as	

tourism,	social	inclusion,	and	health.	Efforts	to	broaden	the	discussion	and	understanding	

of	cultural	value	have	introduced	terms	such	as	public	value	and	social	value.	The	CVP	

summarised	by	saying	that	through	these	iterations	of	perspective	and	research	

approaches	it	considered	discussion	of	the	value	of	culture	had	not	adequately	taken	

account	of	the	experience	of	culture	from	the	individual	participant’s	perspective,	and	the	

effects	on	them,	thereby	omitting	major	benefits	associated	with	quality	of	life	and	health	

benefits	(AHRC,	2013,	24,	Historic	England,	2016b).		

	

Built	heritage	stakeholders,	public	awareness	and	engagement		

	 The	impact	of	the	growing	demand	on	heritage	funding	bodies	and	constraints	of	

limited	resources,	combined	with	a	broad	and	diverse	range	of	issues	associated	with	the	

conservation	of	built	heritage,	for	example	community	access	and	sustainability	of	use,	

has	necessitated	a	broadening	of	the	stakeholder	cohort.	Collaboration	and	cooperation	
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not	only	occurs	between	recognised	cultural	heritage	professionals	such	as	heritage	

architects,	conservators	and	historians,	it	may	also	include	more	diverse	and	vested	

stakeholders	such	as	property	owners	or	caretakers,	developers,	government	agencies,	

historical	societies,	local	communities,	and	users	of	the	heritage	property	(Avrami,	Mason	

and	de	la	Torre,	2000,	9,	Feilden,	2012,	Forsyth,	2007,	1).		

	 Heritage	industry	proponents,	such	as	heritage	professionals,	funding	bodies	and	

national	cultural	organisations,	recognise	the	importance	of	engaging	the	public	with	the	

management	and	stewardship	of	historic	properties.	Reasons	include	ensuring	the	

building’s	ongoing	viability,	both	financially	and	as	credible	and	accessible	historic	places	

that	witness	the	past,	foster	discovery	and	regeneration	of	“living	history”	for	current	and	

future	generations	and	to	harness	the	quality	of	life	and	health	benefits.		This	is	expressed	

in	the	Power	of	Place	report,	which	states:		

…	the	historic	environment	is	part	of	everyday	life.	It	is	accessible	to	everyone.	It	is	

around	us	every	time	we	travel	to	work,	drive	to	the	supermarket	or	go	to	school.	

Studying	it,	being	able	to	read	and	interpret	it,	enriches	people’s	lives	as	much	as	

literature,	music,	or	history.	Access	creates	interest,	interest	stimulates	

understanding,	understanding	brings	enjoyment,	enjoyment	leads	to	

commitment.	All	contribute	to	the	quality	of	life.	(English	Heritage,	2000)	

	

	 A	number	of	strategies	have	been	employed	by	larger	organisations	to	achieve	the	

objective	of	better	engaging	the	public	in	aspects	as	diverse	as	research,	participation	and	

stewardship.	Key	policy	drivers	for	Research	Councils	UK	and	National	Co-ordinating	

Centre	for	Public	Engagement	has	embedded	public	engagement	in	higher	education	

research	(National	Co-ordinating	Centre	for	Public	Engagement,	2017,	Research	Councils	

UK,	2014).	For	Heritage	Grant	funding	applications	the	emphasis	on	this	objective	is	

mirrored	in	the	positive	weighting	given	to	project	outcomes	that	can	demonstrate	how	a	

wide	range	of	people	will	have	engaged	with	and	benefitted	from	the	heritage	project	

(Heritage	Lottery	Fund,	2017).		

	 Scott	focuses	the	discussion	of	public	engagement	even	further	by	examining	the	

concept	of	‘a	democratic,	community-centred	model	of	conservation’	as	a	means	to	

explore	the	responsibilities	of	the	profession	in	contemporary	society	(2015,	4).	A	number	

of	professions,	including	conservation,	are	finding	new	ways	to	work	with	communities	
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for	the	benefits	it	generates	from	shared	authority	and	participatory	practices.	Drawing	

on	Scott’s	paper	these	benefits	come	from:		

• Conservation	professionals	engaging	with	a	range	of	non-professionals	who	bring	

their	particular	skills	and	understanding	of	material	culture	and	contribute	cross-

sectorial	knowledge	and	experience;		

• Combining	conservation	knowledge	with	that	of	other	professionals	to	generate	

an	interdisciplinary	range	of	expertise	which	all	participants	can	draw	upon;		

• An	improved	quality	of	information	resulting	from	adopting	a	broader	social	policy	

and	human	rights	framework	that	generates	new	knowledge	and	positive	social	

impacts	(2015,	4-8).	

	 	

	 The	impetus	to	work	with	community	groups	has	in	some	cases	been	driven	by	

the	agitation	of	‘groups	for	greater	inclusion	and	consideration	of	their	own	needs,	

aspirations	and	values’	in	how	their	heritage	is	presented	(Smith,	2006,	35).	Smith	cites	

First	Nation	peoples	as	significant	drivers	of	collaboration	with	those	communities	who	

have	ownership	over	particular	relics,	remains	or	artefacts	(2006,	35).		

Perhaps	a	more	basic	explanation	for	recognising	the	importance	of	the	

community	in	any	discussion	on	changes	to	the	built	environment	is	the	role	that	the	

agency	of	built	heritage	exerts	in	the	formation	of	individual	and	community	identities,	

the	sense	of	place	and	associated	security	(Grenville,	2007,	448).		

Owners	are	critical	stakeholders	who	should	be	involved	in	every	step	of	the	

conservation	process.		…		Property	developers	are	another	important	group	to	

consider.	For	historic	places	…	without	a	use	for	some	time,	developers	can	play	

an	important	role	in	creating	a	context	for	renewal.	…		Heritage	conservation	can	

provide	common,	collaborative	objectives	that	reinforce	the	collective	identity	of	

communities	and	their	capacity	to	share	decision-making.	(Canada's	Historic	

Places,	2010,	3.3-3.4,	ICOMOS,	2008)	

	

	 An	example	of	shared	decision-making	using	a	people-based	approach	to	

conservation	is	the	project	to	conserve	Hinemihi,	the	Maori	meeting	house	at	Clandon	

Park,	Surrey,	UK	(University	College	London,	2017).	The	Hinemihi	project	documents	a	

reconceptualised	approach	to	participatory	conservation	showcasing	the	contribution	of	
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paint	analysis	to	engage	stakeholders	in	the	conservation	debate	on	this	significant	

example	of	cultural	built	heritage	(Scott,	2015,	8,	Sully	and	Cardoso,	2014,	180).	APR	

enables	intellectual	access	to	information	about	material	culture	facilitating	engagement	

through	a	variety	of	community-centred	and	people-based	approaches.	In	doing	so	the	

project	proactively	seeks	the	community’s	input	to	address	a	number	of	challenging	

issues	including	the	‘uncertainties	in	knowledge	and	complexities	in	ethics’	associated	

with	the	conservation	of	built	heritage	(Scott,	2015,	7-8).	

	 This	thesis	develops	the	principle	of	built	heritage	as	a	repository	of	memories	and	

marker	of	identity	to	explore	how	the	conservator	can	engage	with	diverse	user	groups,	

community	and	stakeholders	in	the	conservation,	use	and	management	of	built	heritage.	

Nenthead	Chapel	discussed	the	role	of	the	local	residents	in	the	repurposing	of	this	

historic	building	to	reinstate	it	at	the	centre	of	the	community.	The	Chapel	at	St	Anne’s	

Bedehouses	is	physically	and	spiritually	central	to	the	daily	lives	of	the	bedehouse	

residents	and	revealing	the	original	William	Butterfield	tiles	provides	a	physical	link	with	

the	original	residents.		

	 The	discussion	now	broadens	to	explore	how	researchers	can	include	information	

gained	from	the	conservation	of	built	heritage	in	heritage	studies.	The	potential	of	

conservation	to	engage	stakeholders	has	been	introduced	and	will	be	further	discussed	

using	APR	as	an	example	of	a	conservation	tool	to	research	and	understand	built	heritage.		

	

Built	heritage	as	narrative	

	 The	architecture	of	built	heritage	can	be	viewed	as	a	form	of	communication,	

shaping	relations	between	people	and	events	and	‘giving	form	to	memories’	(Glassie,	

1999,	232).	Glassie	argued	an	architectural	grammar	exists	which	establishes	a	direct	

comparison	between	language	and	a	prescribed	house	structure	and	the	ability	to	make	

things	whether	they	be	a	sentence	or	a	house	are	both	a	form	of	cultural	competence	

which	reflect	a	‘pattern	in	mind’	(1975,	17).	Making	an	explicit	connection	between	

linguistics	and	material	culture	impacts	on	the	broader	study	of	material	culture	as	it	

theorises	that	speech	and	artefacts	are	both	expressions	of	culture.	A	theory	that	applies	

to	one	form	of	human	cultural	behaviour	can	therefore	also	be	applied	to	other	forms	of	

cultural	behaviour	(Glassie,	1975,	17-18).	The	implication	is	that	just	as	people	can	

acquire	and	use	human	language,	there	is	a	grammar	that	can	be	acquired	for	building	a	
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house	and	also	for	basket-weaving,	furniture-making,	singing,	dancing,	cooking	and	every	

other	cultural	practice	(Burkette,	2015,	77,	Ingold,	2000).		

	 Building	on	the	earlier	discussion	on	how	the	public	engage	with	historic	

properties,	it	is	the	story	of	the	building	and	its	inhabitants,	the	narrative	of	the	building’s	

history	over	time,	what	historians	call	its	historiography	that	captures	people’s	

imagination	(Kidambi,	2012,	231).	The	closer	that	story	is	to	our	own	particular	

circumstances,	heritage,	or	interests,	the	stronger	we	identify	and	connect	with	the	

physical	constructs	of	that	story.	Architect	and	television	presenter	George	Clarke	

provides	this	insight	into	the	value	of	heritage	as	it	relates	to	a	person’s	own	home:	

…	when	I’m	filming	The	Restoration	Man	I	see	the	power	and	value	that	our	

heritage	has	on	our	everyday	lives	and	how	important	history	is	in	defining	who	

we	are.	Every	stone,	every	brick	and	every	piece	of	timber	has	a	story	to	tell.’		

(2014)		

	

	 While	the	subject	of	the	story	may	vary,	the	authenticity	of	the	story	and	

conveying	it	to	the	general	public	remains	of	paramount	importance	to	successfully	

conserve	our	cultural	heritage	(O’Sullivan,	2013,	Plevoets	and	Van	Cleempoel,	2011).	The	

Nara	Document	on	Authenticity	1994	reaffirmed	the	concept	of	‘progressive	

authenticities’	which	recognises	the	legitimacy	of	layered	authenticity	commensurate	

with	successive	adaptations	made	to	historic	places	over	time	(Jerome,	2008,	4).	

Lowenthal	writes	that	‘Authenticity	is	in	practice	never	absolute,	always	relative’	(1994,	

123).	This	presents	a	number	of	challenges	for	those	involved	in	conserving	the	historic	

environment	and	how	they	interpret	and	tell	its	stories.	The	challenges	relate	to	the	

nature	of	the	understanding	of	historic	sites,	monuments	and	buildings,	to	the	processes	

and	techniques	used	to	conserve,	restore	and	infrastructure,	inform	and	shape	the	

interpretation,	and	how	the	subsequent	information	is	conveyed	to	audiences	and	

visitors	to	enhance	their	understanding	(Hems,	2006,	1).		

	 Conservators	have	an	important	role	to	play	in	contributing	to	the	authenticity	of	

the	story	and	facilitating	its	accessibility	by	the	general	public	through	conservation-led	

regeneration	and	conservation-based	research	(English	Heritage,	2000,	Hems	and	

Blockley,	2006,	5,	Hughes,	2014,	10)	
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	 One	building’s	rapid	rise	to	fame,	the	Collegiate	Church	of	St	Matthew	in	Scotland,	

is	a	good	example	to	explore	the	power	of	communication	and	narrative	associated	with	

built	heritage.	The	Collegiate	Church	of	St	Matthew	was	brought	to	prominence	in	2003,	

almost	600	years	after	its	construction,	when	author	Dan	Brown	chose	what	is	now	

known	as	Rosslyn	Chapel,	as	the	final	destination	for	his	bestselling	book	The	Da	Vinci	

Code	(Brown,	2017).		

	 Rosslyn	Chapel,	commissioned	by	Sir	William	St	Clair	in	1446	and	situated	within	

the	St	Clair	family	estates,	was	a	small,	obscure	fifteenth	century	gothic	style	chapel	in	

need	of	repair	(Rosslyn	Chapel	Trust,	2016,	Timeline).	In	1995,	the	Rosslyn	Chapel	Trust	

was	formed	to	oversee	work	to	conserve	the	deteriorating	Chapel	to	stabilise	the	

structure	and	make	it	accessible	to	the	public.	It	is	reported	that	visitor	numbers	to	

Rosslyn	Chapel	before	2003	were	counted	as	a	handful,	whereas	after	2003,	on	average	

30,000	people	visit	the	Chapel	each	month	(Brown,	2017,	Jim	Brown	Film,	2014,	Rosslyn	

Chapel	Trust,	2016).	The	huge	impact	and	interest	generated	by	Dan	Brown’s	book	

published	in	2003,	and	subsequent	film	in	2006,	and	the	commensurate	financial	windfall	

from	visitors	to	the	Chapel,	along	with	funding	from	HLF,	Historic	Scotland	and	the	

Rosslyn	Chapel	Trust,	all	contributed	to	the	conservation	of	the	chapel	and	the	

construction	of	a	new	visitor	centre,	costing	£12.5	million,	being	completed	in	2013	(Jim	

Brown	Film,	2014).		

	 Although	the	Chapel’s	popularity	is	based	on	a	fiction,	it	is	a	most	powerful	

validation	of	the	adage	that	‘Everybody	loves	a	story’.	The	thrill	of	decoding	pagan	

symbols,	marks	of	the	Masons,	evidence	of	the	Knights	Templar,	and	discovery	of	the	

Holy	Grail,	linked	to	an	isolated	but	actual	Catholic	church,	proved	to	be	an	irresistible	

draw	card	for	almost	half	a	million	people	who	now	visit	Rosslyn	Chapel	each	year	

(Rosslyn	Chapel	Trust,	2016).	The	real	story	of	Rosslyn	Chapel	is	remarkable	in	its	own	

right,	and	the	Rosslyn	Chapel	Trust	ensures	the	narrative	of	the	Chapel	is	conveyed	to	

parishioners	and	visitors.	It	has	been	referred	to	as	a	‘Bible	in	Stone’	because	of	the	

numerous	biblical	stories	stonemasons	carved	into	the	fabric	of	the	interior	to	

communicate	these	religious	teachings	to	parishioners	(Lady	Helen	Rosslyn	speaking	in	

Jim	Brown	Film,	2014).	Rosslyn	Chapel	is	an	example	of	an	ecclesiastical	building	that	was	

‘decorated	up’,	where	the	quality	of	the	carvings	are	finer	the	higher	you	get	in	the	
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Chapel	and	the	closer	to	God	(Hawkes,	2010,	56,	Stonemason	speaking	in	Jim	Brown	Film,	

2014).		

	 The	success	of	Rosslyn	Chapel	echoes	experiences	of	other	historic	estates	and	

buildings	where	efforts	are	made	to	provide	timely,	historically-based	information	to	the	

public	about	the	building	and	raising	the	profile	of	the	property,	for	example	Kenwood	

House	and	Clandon	Park	(English	Heritage,	2015a,	National	Trust,	2017b).			

	 Crawford’s	research	into	the	Romanesque	frieze	of	Lincoln	Cathedral	provides	

another	example	of	stonemasonry	where	the	carved	images	were	designed	to	speak	to	

the	illiterate,	that	they	‘may	yet	read	by	gazing	at	the	walls	what	they	cannot	read	in	

books’	(2014,	102:	quoting	R.	Toman	1997).	The	polychrome	frieze	located	on	the	north	

run	of	the	west	front	is	thought	to	date	from	the	mid-twelfth	century.	The	frieze	depicts	

the	‘Feast	of	Dives’	and	‘Death	of	Lazarus	and	Dives’	and	was	permanently	removed	from	

the	west	front	of	Lincoln	Cathedral	in	1988	to	ensure	its	preservation	(Crawford,	2013,	

201).	Two	decades	later	the	conserved	frieze	was	reinstated	inside	Lincoln	Cathedral,	

mounted	on	brackets	in	the	Morning	Chapel	and	Crawford	describes	the	frieze	as	now	

being	‘out	of	context,	narrative	sequence	and	space	…		the	frieze	has	lost	it	“voice”’	

(2014,	100-101).	Very	little	of	the	original	polychromy	remains	and	Crawford’s	study	looks	

at	the	interrelated	elements	of	style,	the	iconography	and	semiotics	of	its	form	and	colour	

and	how	all	these	elements	contribute	to	understanding	the	narrative	of	the	frieze.	The	

study	argues	that	understanding	the	materiality	of	the	frieze	allows	for	a	more	‘honest	

(re)	contextualisation	of	the	frieze	with	all	its	political,	social	and	cultural	implications’	

(Crawford,	2014,	113).	Better	understanding	the	production,	reception	and	influence	of	

the	frieze	gives	‘rise	to	possibilities’	or	affordances	regarding	the	different	historic	

moments	of	the	object	and	in	turn	‘contribute	to	our	idea	of	“self”	today’	(Crawford,	

2014,	113).		

	 Parallels	can	be	drawn	between	Crawford’s	study	of	the	frieze	and	the	study	of	

the	conservation	of	the	Library	at	Kenwood	House.	Paint	research	of	the	Library	

confirmed	the	decorative	scheme	in	place	during	the	1st	Earl	of	Mansfield’s	residency	and	

his	guardianship	of	Dido	Belle,	the	illegitimate	mixed-race	niece	he	raised.	Affordances	

drawn	from	the	paint	research	results	directly	link	the	Library’s	interior	design	to	the	

Earl’s	tenure	as	Lord	Chief	Justice	and	the	political,	social	and	cultural	implications	of	his	

deliberations	on	the	slavery	debate	at	that	period	of	time.		
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	 Lincoln	Cathedral	recognised	the	power	of	the	Romanesque	frieze	to	promote	the	

material	needs	of	a	changing	Church.	The	remaining	south	run	frieze	panel	still	located	on	

the	west	front	and	covered	in	situ	for	many	years,	is	currently	being	conserved	as	part	of	

the	larger	conservation	project	for	the	west	front	of	the	Cathedral	due	for	completion	in	

2023.	The	frieze	forms	part	of	Lincoln	Cathedral’s	public	engagement	strategy	which	

anticipate	the	unveiling	of	what	they	refer	to	as	the	‘workshop	in	the	sky’	(Lincoln	

Cathedral,	2018).		

	 There	is	a	dissenting	opinion	that	views	this	type	of	engagement	with	the	public	as	

a	form	of	populism,	or	commodity-driven	storytelling,	which	in	fact	undermines	the	

historical	narrative.	Nasser	suggests	that	heritage	as	a	concept	provides	the	‘link	between	

the	preservation	of	the	past	for	its	intrinsic	value,	and	as	a	resource	for	the	modern	

community	as	a	commercial	activity’	(2003,	471).	For	some	historic	buildings,	commercial	

incentives	may	overtake	the	cultural	value.	However,	the	benefit	of	adopting	an	outward	

facing	approach	is	the	impetus	and	imperative	it	generates	to	engage	with	the	public,	

providing	insights	into	the	building’s	history,	the	conservation	process,	and	maximising	

the	potential	for	people	to	connect	with	the	building’s	narrative	and	to	understand	the	

significance	and	the	value	of	the	building	as	cultural	heritage	based	on	scientific	evidence.	

	

Conservation	of	cultural	built	heritage	

	 ‘Conservation	of	built	heritage	is	not	a	neutral	process	but	subject	to	and	shaped	

by	competing	interests	and	values’	(O’Sullivan,	2013).	There	is	an	emphasis	by	

governments	on	a	holistic	approach	to	the	built	environment,	looking	at	places	of	cultural	

significance	in	relation	to,	not	in	isolation	from,	places	of	environmental	significance	to	

effectively	manage	historic	preservation,	city	planning	and	community	development	

(Clark,	2001,	Howe,	2008).	The	related	issue	of	sustainability	is	high	on	the	heritage	

agenda	for	its	ability	to	engage	the	community	and	stakeholders	in	the	decision-making	

process	and	in	order	to	realise	a	return	on	investment	of	taxpayer	monies.	Sustainable	

development	has	been	defined	in	many	ways,	but	the	least	contentious	and	most	

frequently	quoted	definition	comes	from	the	Brundtland	Commission	Report	which	states	

‘Sustainable	development	is	development	that	meets	the	needs	of	the	present	without	

compromising	the	ability	of	future	generations	to	meet	their	own	needs’	(WCEP.,	1987).	
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Since	the	1980s8	various	international	protocols	and	charters	have	been	adopted	and	

implemented	through	government	legislation	and	policies	effectively	moving	the	

protection	of	cultural	built	heritage	from	an	‘isolationist	approach’	to	one	of	‘integrated	

conservation’	(Mansfield,	2008,	277).	Mansfield	describes	sustainability	in	its	broadest	

sense	as	balancing	‘the	current	needs	from	the	human	and	natural	environments	with	

those	of	the	future’	as	part	of	the	wider	strategy	for	conservation,	regeneration	and	

improvement	of	the	urban	environment	(2008,	277).	The	ramification	of	these	changes	

has	elevated	conservation	in	the	sustainable	development	debate,	recognising	the	

contribution	it	makes	to	economic	and	community	regeneration	and	the	broader	historic	

environment.		

	 Researchers	suggest	that	protecting	built	heritage	has	become	fashionable	and	

historic	buildings	are	more	often	conserved	and	refurbished	rather	than	demolished	or	

replaced	in	order	to	preserve	the	genius	loci,	spirit	of	place,	imbued	in	the	historic	

quarters	of	urban	environments	(Clark,	2001,	Mansfield,	2008,	O’Sullivan,	2013).	

Increasingly	protecting	built	heritage	is	subject	to	debate	based	on	the	following	

questions:	What	constitutes	conservation,	what	is	restoration;	when	the	historic	building	

can	no	longer	be	used	for	its	original	purpose	does	the	cost	of	

conservation/preservation/restoration	outweigh	the	benefit	of	retaining	the	original	

building?	Financially,	there	are	a	number	of	arguments	supporting	the	cost-effectiveness	

of	demolition	but	attitudes	have	shifted	in	favour	of	the	‘green’	argument	(Orbaşli,	2009,	

5).	The	concept	of	‘embodied	energy’	which	calculates	the	energy	cost	of	conserving	the	

existing	building	compared	to	the	energy	cost	of	its	demolition	or	replacement	often	

suggesting	the	former	is	more	efficient	(O’Sullivan,	2013).	Achieving	a	low	carbon	

footprint	necessitates	using	sustainable	materials	and	energy-efficient	solutions	for	the	

physical	alteration,	heating,	ventilation	and	air-conditioning	of	the	building	envelope.	In	

contemporary	projects,	all	these	factors	need	to	be	factored	into	the	conservation	plan	to	

ensure	that	the	conserved	historic	property	is	fit-for-purpose,	and	all	these	requirements	

come	at	a	cost	(Cassar,	2009,	8-9,	Orbaşli,	2009,	7).	

																																																								
8	Mansfield	states	the	concept	of	integrated	conservation	was	a	major	theme	of	the	
Convention	for	the	Protection	of	the	Architectural	Heritage	of	Europe	1985,	generally	
referred	to	as	the	Granada	Convention	(Council	of	Europe,	1985).	
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	 In	her	1941	book	English	Country	Houses	Vita	Sackville-West	lamented	the	fate	

that	she	predicted	for	historic	buildings	such	as	her	birthplace,	Knole	in	Kent,	due	in	part	

to	their	scale	and	opulence:	‘A	large	house	does	not	necessarily	mean	a	large	income	…	

The	obligations,	the	responsibilities,	and	the	expense,	however,	are	always	large.’	(1941,	

47).	This	problem	is	not	restricted	to	private	owners,	the	National	Trust	in	its	2009/10	

Annual	Report	stated	‘four	in	five	of	our	properties	cannot	fund	their	own	permanent	

preservation’	(2010,	The	National	Trust	in	brief)	and	the	2010/11	Annual	Report	similarly	

stated	that	‘only	20%	of	our	properties	can	fund	their	own’	conservation	work	(2011,	The	

National	Trust	in	brief).	The	Annual	Reports	for	2015/16	and	2016/17	indicate	not	much	

has	changed	stating	‘Many	of	our	properties	are	unable	to	fund	their	own	permanent	

preservation’	(2016,	2017a).	The	reported	cost	for	conservation	work	(including	cyclical	

repairs	and	larger	projects)	was	stated	as	over	£100	million	in	2009/10,	£109.3	million	in	

2010/11,	£107.1	million	in	2015/16,	and	the	‘overall	conservation	expenditure	on	

property	projects,	conservation	repairs	and	conservation	of	contents’	was	£139	million	in	

2016/17	(National	Trust,	2010,	National	Trust,	2011,	National	Trust,	2016,	National	Trust,	

2017a).	

	 The	National	Trust	Annual	Report	of	2010/11	states	‘we	are	facing	unprecedented	

numbers	of	requests	to	take	on	properties	that	public	bodies	can	no	longer	afford	to	run.’	

(2011,	35).	More	generally,	the	number	of	built	heritage	structures	that	require	

conservation	is	increasing	due	to	a	mixture	of	reasons.	Historic	structures	such	as	

industrial	buildings	built	during	boom	periods	and	ecclesiastical	buildings	in	communities	

where	religious	worship	was	once	central	to	the	community	are	no	longer	fit	for	purpose	

and	are	increasingly	left	derelict	for	lengthy	periods	of	time.	The	financial	implications	of	

maintaining	historic	buildings	can	adversely	impact	on	the	necessary	regular	upkeep,	

various	government	taxes	and	duties	associated	with	change	of	ownership	can	result	in	

lack	of	funds	to	maintain	historic	estates,	sometimes	resulting	in	substantial	estates	being	

gifted	to	the	nation.	The	creation	of	an	enabling	funding	stream	through	the	NHLF	has	

provided	an	alternate	financial	option	arguably	contributing	further	to	the	number	of	

applications	to	fund	the	conservation	of	historic	buildings.		

The	result	of	these	factors	has	been	a	sustained	growth	in	the	number	of	historic	

buildings	requiring	restoration/conservation	and	related	applications	to	funding	bodies	
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such	as	the	National	Heritage	Memorial	Fund9	(2016).	In	order	for	funding	bodies	to	

manage	finite	resources	in	a	transparent,	equitable	and	financially	responsible	manner,	

parameters	have	been	established	around	access	to,	and	use	of,	funds	for	conservation	of	

built	heritage	(Heritage	Lottery	Fund,	2017).	In	addition	to	detailed	information	on	

projected	project	costs,	funding	requests	for	conserving	built	heritage	must	address	the	

requirement	for	a	clear	strategy	of	upkeep	and	nominated	use	of	the	finished	(restored)	

structure	that	will	ensure	its	ongoing	viability	within	the	community	and	return	on	

funding	investment.	Other	outcomes	given	weight	in	assessing	project	applications	

include	demonstrating	the	conserved	building	will	be	better	managed	with	improved	

interpretation	and	showing	how	identified	and	recorded	historic	points	of	interest	will	be	

clearly	explained	to	audiences.	An	additional	outcome	is	that	people	involved	with	the	

built	heritage	project	will	have	learnt	about	heritage,	developed	relevant	skills,	changed	

their	attitude	or	behaviour	to	heritage,	had	an	enjoyable	experience,	and	possibly	commit	

time	as	a	volunteer.	It	is	desirable	for	communities	associated	with	the	conserved	

building	to	see	a	reduced	environmental	impact	as	a	result	of	the	project	outcome,	and	

that	more	people	and	a	wider	range	of	people	will	have	engaged	with	heritage	and	the	

funded	organisations	will	be	more	resilient,	the	local	economy	will	be	boosted,	the	local	

area	and	community	will	be	a	better	place	to	live,	work	or	visit	(Heritage	Lottery	Fund,	

2013b).	

	

Significance	of	cultural	built	heritage		

	 Heritage	professionals	play	an	important	role	in	determining	what	constitutes	

significance	and	cultural	value	of	historic	buildings.	The	question	arises:	how	do	we	assign	

social	value	and	significance	to	the	historic	environment	and	in	particular	built	heritage?		

	 The	Burra	Charter,	adopted	by	Australia	ICOMOS	in	1979,	defines	cultural	

significance	as	the	‘aesthetic,	historic,	scientific,	social	or	spiritual	value	a	place	has	for	

past,	present	and	future	generations’	(Australia	ICOMOS,	1999).	Cultural	significance	is	

																																																								
9	Under	the	1993	Act	the	National	Heritage	Memorial	Fund	(NHMF)	became	responsible	
for	the	distribution	of	that	proportion	of	National	Lottery	proceeds	allocated	to	heritage.	
NHMF	operates	two	funds:	its	original	grant-in-aid	fund	(NHMF)	and	its	Lottery	
distribution	activities	(previously	the	HLF,	from	January	2019	referred	to	as	the	National	
Heritage	Lottery	Fund	or	NHLF).			



	

	 163	

embodied	in	the	place	itself,	its	fabric,	setting,	use,	associations,	meanings,	records,	

related	places	and	related	objects.	It	is	well	recognised	that	places,	objects	and	buildings	

may	also	have	intangible	aspects	of	cultural	significance	integral	to	their	heritage,	

including	traditions,	events,	rituals	and	practices	(AHRC,	2013,	Appelbaum,	2007,	

Australia	ICOMOS,	1999,	Heritage	Council	of	Victoria,	2010,	xxiii-xxix).		

	 The	Burra	Charter	promotes	understanding	the	importance	and	significance	of	a	

place	before	any	decision	about	its	future	is	taken.	To	achieve	this	The	Burra	Charter	

provides	a	set	of	guiding	principles	to	plan	and	manage	a	place	of	cultural	significance	

advocating	heritage	professionals	‘do	as	much	as	necessary	to	care	for	the	place	to	make	

it	useable,	but	otherwise	change	it	as	little	as	possible	so	that	its	cultural	significance	is	

retained.’	(Australia	ICOMOS,	1999).	The	processes	for	understanding	significance,	

developing	policy	and	associated	management	practices	should	be	applied	to	all	places	of	

cultural	significance	or	potential	cultural	significance	and	is	widely	accepted	as	guiding	

best	practice	in	cultural	heritage	conservation	(Allom,	1984,	14,	Young,	1996,	55-58).	The	

key	steps	of	the	process	are	reproduced	here	(Fig.	6.1):			
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Figure	6.1.	The	Burra	Charter	process	reproduced	from	Australia	ICOMOS	(2013,	10).	
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The	Burra	Charter	and	the	later	developed	Significance	2.0	guide	(Russell,	

Winkworth	and	Collections	Council	of	Australia.,	2009)10	formalise	the	values-based	

approach	to	heritage	and	provide	theory,	background,	guidance	and	practical	applications	

for	heritage	professionals,	and	non-professionals,	to	identify,	assess	and	document	

cultural	significance	associated	with	single	items,	collections	and	broader	heritage	

projects	(Wain,	2011).	Documenting	the	varied	and	meaningful	associations	attributed	to	

heritage	objects	ensures	the	interests	of	different	stakeholders	are	identified	and	the	

rationale	for	any	conservation	intervention	is	made	explicit	(Clark,	2001,	12,	Eastop,	2006,	

529).	Extending	this	to	built	heritage,	by	qualifying	how	and	why	a	particular	building	is	

valued	in	the	particular	societal	context	in	which	it	exists,	stakeholders	better	understand	

its	value	as	“heritage”	and	can	be	involved	in	determining	the	most	appropriate	way	to	

conserve	the	building	(Appelbaum,	2007,	xxiii,	Avrami,	Mason	and	de	la	Torre,	2000,	4).	

Incorporating	assessment	of	significance	and	the	wider	concepts	of	the	social	value	of	

cultural	built	heritage	into	the	decision-making	process,	assists	heritage	professionals	to	

define	and	clarify	what	they	are	seeking	to	achieve	through	the	

preservation/conservation	process	and	how	to	action	it	within	their	relevant	codes	of	

ethics	and	practice.		

	 When	professionals	accept	the	plurality	of	values	associated	with	built	heritage,	

they	actively	consider	its	conservation	from	scientific	and	values-based	perspectives	and	

as	part	of	the	wider	environment	in	which	it	sits	(Nasser,	2003,	468,	Orbaşli,	2017,	162).	

This	change	in	approach	to	the	conservation	of	built	heritage	views	the	physical	integrity	

of	the	building	through	its	tangible	and	intangible	attributes	giving	importance	to	its	

agency	and	social	salience.	The	continuity	and	sustainability	of	use	and	maintenance	of	

the	historic	building	is	therefore	linked	to	the	wider	living	culture	in	which	it	resides,	and	

the	‘spirit	of	place’	that	it	characterises	(Nasser,	2003,	468).		

When	applying	these	considerations	to	built	heritage,	the	conservation	

management	plan	(CMP)	is	a	means	of	articulating	the	significance	of	a	historic	building	

and	defining	the	actions	needed	to	protect	that	significance	(Clark,	2010,	9,	Gard'ner,	

2007,	156-160,	Warr,	1996,	23-26).	The	English	Heritage	conference	and	resultant	

																																																								
10	Collections	Trust	(UK)	released	Assessing	Significance	3.0	in	January	2018,	available	at:	
https://collectionstrust.org.uk/resource/reviewing-significance-3-0/.	
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publication	Conservation	Plans	in	Action	(English	Heritage,	1999)	went	some	way	to	

fostering	understanding	of	the	importance	and	usefulness	of	CMPs	based	on	statements	

of	significance	as	tools	for	cultural	heritage	practice	(Clark,	2014,	67).	Despite	the	benefits	

of	recording	this	information	Clark	maintains	that	good	documentation	and	research	are	

still	rare	in	heritage	practice	(2010,	5).	

The	heritage	profession	and	government	agency	policy	goal	of	supporting	and	

retaining	the	significance	of	built	heritage,	can	sometimes	be	at	odds	with	the	historic	

property’s	users	and	homeowners’	priorities,	because	of	perceived	unreasonable	and	

unwanted	constraints	and	expectations.	Increasingly,	it	is	recognised	that	an	all-

encompassing	CMP	may	be	neither	useful,	useable	or	relevant	to	a	particular	built	

heritage	project	and	flexibility	of	approach	and	ensuring	stakeholders	have	a	sense	of	

ownership	are	more	appropriate	objectives	for	interpreting	the	CMP	(Kerr,	2013,	15,	

Warr,	1996).	Balance	is	required	in	approaching	each	project	and	problems	of	logistics,	

disciplinary	demarcation	and	co-ordination	too	often	make	the	hopefully	all-

encompassing	CMP	overblown	and	unusable.	A	management	process	that	aims	for	

sustainability	of	the	conservation	process	is	achieved	through	consideration	of	the	

content	and	context	of	the	total	project,	which	in	turn	drives	participation	of	all	

stakeholders	and	recognition	of	the	various	conservation	disciplines	(Hankey,	2003,	105-

112).	

	 Perhaps	the	strength	of	the	CMP	lies	in	the	conversation	it	generates	on	what	

constitutes	values-based	management	of	historic	properties.	Multidisciplinary	and	

collaborative	decision-making	allows	heritage	professionals	to	include	data	from	

empirical	analysis	of	the	cultural	material,	and	broader	public	values	generated	through	

identification	of	the	economic,	environmental	and	social	benefits	(Clark,	2014,	66).	

Adopting	values-based	conservation	perspectives	and	developing	CMPs	has	gone	some	

way	to	ameliorating	the	disconnect	between	non-conservation	and	conservation	

professionals	(International	Council	on	Monuments	and	Sites,	1994,	Russell,	Winkworth	

and	Collections	Council	of	Australia.,	2009).		

	 Pendlebury	et	al.	provide	an	example	of	how	heritage	bodies	can	engage	with	

communities	about	the	issues	that	are	important	to	them	as	part	of	a	broader	view	of	

heritage	and	how	it	is	defined	in	areas	designated	for	regeneration	(2004,	27).	Four	

hundred	(400)	nineteenth-century	residences	located	in	Whitefield,	Nelson	in	Lancashire	
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house	large	numbers	of	the	local,	mainly	Asian	community.	The	houses	were	earmarked	

for	demolition	by	the	local	authority;	however,	the	residents	resisted	the	compulsory	

purchase	and	clearance	of	their	houses,	their	decision	supported	by	conservation	

organisations	such	as	English	Heritage	and	Heritage	Trust	for	the	North	West.	The	houses	

did	not	have	designated	conservation	status,	yet	their	retention	was	supported	based	on	

‘the	historic	and	architectural	qualities	of	the	stock	to	be	demolished’	and	the	‘impact	

such	an	intervention	would	have	on	community	coherence’	(Pendlebury,	Townshend	and	

Gilroy,	2004,	27).	The	community	argued	that	revitalisation	of	the	neighbourhood	would	

best	be	achieved	if	accompanied	by	working	with	the	existing	housing	stock	and	

community.	The	campaign	to	save	the	Victorian	terrace	houses	from	demolition	included	

two	Public	Inquiries,	resulting	in	the	Secretary	of	State	ruling	in	favour	of	retaining	the	

houses.	In	2004,	Whitefield	was	designated	a	Conservation	Area	and	its	regeneration	

managed	through	the	Whitefield	Regeneration	Partnership,	formed	in	2005	under	the	

auspices	of	Pendle	Borough	Council	(Lancashire	Telegraph,	2014,	Pendle	Borough	Council,	

2018).	

	 Nasser	argues	a	‘sustainable	approach	to	the	management	and	planning	of	

[historic	properties]	heritage	places’	necessitates	a	‘community	and	culture-led	agenda’	

(2003,	467).	Orbaşli	believes	the	twenty-first	century	‘shift	from	the	conservation	of	truth	

to	the	conservation	of	meaning’	reflects	contemporary	conservation’s	move	to	a	values-

based	approach	to	built	heritage	as	opposed	to	a	purely	science-based	fixed	point	in	time	

approach	(2017,	163).	This	shift	provides	the	basis	for	negotiating	with	those	who	may	be	

affected	by	changes	to	the	built	heritage	through	models	of	consultation	and	

participation	that	are	intended	to	give	them	a	‘voice’	in	the	conservation	project	(Orbaşli,	

2017,	163).	Referring	back	to	the	Burra	Charter,	we	see	these	intentions	were	codified	

some	twenty	years	earlier:		

Conservation,	interpretation	and	management	of	a	place	should	provide	for	the	

participation	of	people	for	whom	the	place	has	special	associations	and	meanings,	

or	who	have	social,	spiritual	or	other	cultural	responsibilities	for	the	place	

(Australia	ICOMOS,	1999,	Article	12	Participation:	5).	
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The	fabric	of	built	heritage		

	 Moving	from	the	contextual	aspects	of	conserving	heritage	to	considerations	of	

the	physical	building,	heritage	professionals	play	an	important	role	in	the	proper	

assessment	and	understanding	of	the	building’s	fabric.	Conservation	decisions	must	

necessarily	take	into	consideration	the	building’s	use	and	placement	within	its	physical	

environment.	Cultural	built	heritage	is:	

fused	with	the	real	property	in	which	it	is	found,	its	conservation	must	be	

necessarily	applied	to	the	real	property	itself,	within	the	constraints	which	have	

regard	to	the	cultural	values.	This	means	that	the	conservation	must	be	tackled	

with	an	understanding	of	the	inevitable	life	cycle	of	real	property.	(ISC	-	

Conservation	Economics,	1993)	

	

The	conservation	ideal	is	for	the	original	building’s	use	to	continue	however;	it	is	

more	likely	that	over	time	the	use	will	change.	While	it	can	be	argued	that	historic	

buildings	should	retain	their	original	fabric,	the	other	side	to	the	argument	is	a	building	

will	remain	empty	unless	there	is	a	demand	for	a	structure	of	that	type.	Where	an	historic	

building’s	original	intended	use	is	no	longer	viable	adaptive	reuse	is	another	way	of	

prolonging	its	life	span	(Nasser,	2003,	471).	Mansfield	argues	that	there	is	‘no	intrinsic	

incompatibility	between	saving	the	old	…	and	…	adapting	and	integrating	the	old	with	the	

new	to	create	vibrant	environments’	(2008,	273).		

Economic	and	environment	sustainability	has	been	discussed	and	additionally	the	

conservation	of	historic	buildings	must	take	into	consideration	the	ongoing	efficient	use	

and	functioning	at	a	reasonable	cost	to	the	consumers	of	the	space.	Making	the	

revitalised	space	accessible	and	convenient	for	the	community	to	use	generates	a	

sustainable	demand	thus	ensuring	the	economic	viability	of	the	building.	‘Efficient	use	of	

a	building	requires	either	a	ready-made	demand	or	a	new	demand	that	should	be	created	

for	it.’	(Nasser,	2003,	471).	These	requirements	may	be	easier	to	meet	in	the	case	of	

historic	buildings	where	an	existing	industrial,	tourist	or	cultural	purpose	is	already	in	

place	generating	the	necessary	income	to	ensure	its	ongoing	maintenance.	In	the	case	of	

parish	churches	located	in	small	villages	in	remote	areas,	or	industrial	buildings	that	are	

no	longer	in	use,	it	can	be	more	difficult	to	establish	a	workable	plan	for	the	long-term	

viability	of	the	building.	
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	 The	case	study	of	Nenthead	Chapel	looks	at	the	restoration	of	an	historic	building	

in	a	remote	location.	The	community	initiated	and	progressed	the	project	to	preserve	the	

chapel	as	a	repurposed	commercial	and	community	space.	From	the	outset,	the	project	

coordinators	had	a	clear	vision	for	the	chapel	based	on	feedback	from	the	community.	

They	actively	engaged	with	heritage	professionals	and	national	organisations	and	

navigated	the	bureaucracy	of	the	necessary	processes	to	secure	enough	funding	to	realise	

their	goal.	APR	was	an	important	step	in	this	project,	mandated	by	the	funding	authority	

to	determine	the	original	interior	decorative	schemes	and	assess	if	this	could	be	

reinstated	in	the	repurposed	community	building.	APR	also	became	a	communication	tool	

to	engage	the	community	by	revealing	the	original	colours	used	in	the	chapel,	see	

Chapter	Three:	APR	as	case	study,	Example	One.	

	 While	still	somewhat	contentious,	heritage	professionals	increasingly	recognise	

that	historical	integrity	includes	changes	in	style	and	structure	over	the	life	of	the	building	

(Araoz,	2008,	36,	Kirby	Talley	Jr,	1991,	10).	The	concept	of	significance	changes	with	the	

passage	of	time,	new	scholarship,	and	a	better	understanding	of	the	need	to	recognise	

historic	places	associated	with	diverse	cultural	groups	(Heritage	Council	of	Victoria,	2010,	

Kerr,	2013,	Lowenthal,	1999,	7-8).	English	Heritage	took	over	administration	of	Kenwood	

House	in	1986.	In	2000	a	programme	of	works	was	commissioned	by	English	Heritage	to	

effect	a	‘radical	colour	change’	to	a	number	of	rooms	holding	the	bulk	of	the	Earl	of	

Iveagh	art	collection	with	the	intention	of	‘making	the	art	work	look	fabulous’	(Kennedy,	

2000).	In	2012-2013	Kenwood	House	underwent	a	further	extensive	programme	of	work	

and	APR	was	used	to	establish	the	original	decorative	scheme	in	a	suite	of	Adam-designed	

rooms	that	were	reinstated	to	their	original	colour	(English	Heritage,	2015b,	Heritage	

Lottery	Fund,	2013a).	The	result	is	that	today	Kenwood	House	has	a	sweep	of	rooms	that	

retain	the	2000	decorative	scheme	consistent	with	their	intent	to	create	a	gentleman’s	

residence,	and	another	suite	of	four	rooms	with	the	reinstated	original	1760s	Adam-

designed	decorative	finishes.	The	decision	to	create	the	resultant	hybrid	interior	

representing	differing	periods	in	the	life	cycle	of	the	property	might	be	open	to	criticism	

and	ethical	questioning.	Conversely,	the	renovations	and	conservation	could	be	viewed	as	

effectively	representing	two	of	the	major	influences	in	the	life	cycle	of	this	historic	

building.	The	first	being	the	interiors	designed	by	Adam	and	instigated	by	the	1st	Earl	of	
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Mansfield	to	reflect	his	taste	and	standing	within	the	community,	the	second	showcasing	

the	outstanding	art	collection	and	philanthropy	of	the	Earl	of	Iveagh.		

	 Various	industry	standards,	guidelines	and	statutory	requirements	demonstrate	

how	APR	is	increasingly	becoming	embedded	within	legislative	and	funding	processes.	In	

England,	conservation	decisions	must	be	based	on	proper	assessment	and	understanding	

of	the	building	as	set	out	in	Section	12	of	the	National	Planning	Policy	Framework	2012	

(Department	for	Communities	and	Local	Government,	2012b)	and	the	relevant	planning	

practice	guidance	document	Conserving	and	enhancing	the	Historic	Environment	2014	

(Ministry	of	Housing	Communities	&	Local	Government,	2014).	These	documents	make	

clear	the	importance	of	understanding	a	building	as	the	basis	for	informing	change	and	

are	consistent	with	heritage	professional	standards.	Understanding	and	interpreting	the	

structure	is	an	essential	first	step	in	any	proposed	repair	or	alteration	of	historic	

properties	as	is	a	record	of	proposed	work	to	be	carried	out.	APR	is	one	professional	

practice	that	provides	evidence	of	alterations	to	the	building’s	interior	and	exterior	

construction	and	a	valuable	tool	for	understanding	the	fabric	of	a	building.	

	 Where	any	works	are	proposed	that	will	alter	the	fabric	of	a	listed	building,	then	

an	application	for	Listed	Building	Consent	is	required.	A	Design	and	Access	Statement	is	

usually	prepared	for	such	applications	detailing	the	design	concepts	and	proposed	works	

and	how	they	take	account	of	the	special	architectural	or	historic	importance	of	the	

building	and	any	physical	features	of	the	building	that	justify	its	designation	as	a	listed	

building11	(Ministry	of	Housing	Communities	&	Local	Government,	2016).	APR	reveals	the	

historic	decorative	schemes	and	can	be	used	by	heritage	architects	and	interior	designers	

to	inform	design	concepts	that	reflect	the	historic	importance	of	the	building’s	decorative	

finishes.	

Clark	suggests	the	UK	formally	recognised	the	importance	of	heritage	values	to	

the	conservation	of	built	heritage	in	1994	when	the	newly	established	HLF	asked	

applicants	to	prepare	a	CMP	to	support	their	funding	application	(2014,	65).	Funding	for	

conservation	of	heritage	buildings	increasingly	requires	applicants	to	demonstrate	an	

archaeological	approach	to	understanding	the	building	envelope	and	its	decorative	
																																																								
11	Planning	Practice	Guidance	Paragraph:	012	Reference	ID:	18a-012-20140306	
(Conserving	the	historic	environment);	and	Paragraph:	032	Reference	ID:	14-032-
20140306	(Making	an	application).	
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history	in	conjunction	with	establishing	evidence	of	the	inhabitants,	their	lifestyle	and	

social	constructs	(Historic	England,	2015b,	Historic	England,	2017d).	The	complexity	of	

large	projects	conserving	culturally	significant	buildings	means	the	involvement	of	

multidisciplinary	teams	involving	heritage	architects,	historians	and	conservators	are	

increasingly	becoming	accepted	as	the	norm.	These	projects	are	expected	to	produce	

documentation	which	answers	fundamental	questions	such	as:	what	constitutes	an	

appropriate	understanding	of	an	historic	building,	what	is	an	archaeological	approach	to	

gathering	information,	and	how	can	it	inform	the	conservation,	preservation	or	re-

presentation	of	built	heritage?				

The	English	Heritage	tool	CoBRA	assists	all	stakeholders	to	better	understand	the	

significance	of	a	building	and	its	historical	context,	to	inform	decisions	about	repair,	

alteration,	use	and	management	(Clark,	2001,	32,	Historic	England,	2015b).	CoBRA	is	

intended	to	link	understanding	and	decision-making	to	the	practical	process	of	conserving	

historic	buildings	within	conservation	policies	that	are	socially,	economically	and	

politically	credible.	Conservation	involves	managing	change,	and	in	order	to	manage	

change,	it	is	vital	to	understand	‘…	what	matters,	and	why’	(Clark,	2001,	23).	APR	is	one	

professional	practice	that	interrogates	the	scientific	evidence	of	the	fabric	of	built	

heritage	and	can	be	exploited	to	deliver	added	value	to	the	conservation	of	historic	

buildings,	in	line	with	the	CoBRA	framework.	This	chapter	now	moves	to	discuss	the	

development	of	APR	as	a	research	practice	and	explore	how	it	contributes	to	

understanding	built	heritage.	

	

ARCHITECTURAL	PAINT	RESEARCH	AS	CONSERVATION	DISCIPLINE	

	 Conservation	during	the	eighteenth	century	relied	on	skilled	craftsmen	who	were	

able	to	replicate	and	repair	original	artwork.	By	the	late	nineteenth	century,	objects	were	

still	repaired,	however,	there	was	an	increased	emphasis	on	respecting	the	original	

materials	and	workmanship	(Ashley-Smith,	2009,	18).	The	twentieth	century	saw	a	

movement	toward	the	‘modern	era’	of	scientifically	based	conservation	(Scott,	2015,	3).	

By	the	1980s,	conservation	had	a	firm	base	in	the	discipline	of	science,	reflecting	a	more	

robust,	academic-based	and	objective	approach	to	the	practice	of	conservation	(Scott,	

2015,	6).	This	greater	awareness	of	the	science	of	conservation	fostered	an	

understanding	of	the	properties	of	materials	and	their	process	of	deterioration	to	inform	



	

	 172	

the	practice	of	conservation	(Muñoz	Viñas,	2005,	70).	The	move	to	a	scientific	approach	

to	conservation	was	considered	by	some	as	one	of	the	most	important	factors	in	the	

development	and	shaping	of	the	conservation	profession	(Muñoz	Viñas,	2005,	71).	The	

1984	International	Council	of	Museums	(ICOM)	code	of	ethics	reflects	the	move	to	

include	the	science	of	conservation:	

An	intervention	on	an	historic	or	artistic	object	must	follow	the	sequence	common	

to	all	scientific	methodology:	investigation	of	source,	analysis,	interpretation	and	

synthesis.	…	this	approach	enhances	our	ability	to	decipher	the	object’s	scientific	

message	and	thereby	contribute	new	knowledge	(ICOM	-	Committee	for	

Conservation,	1984).	 	

	

However,	not	everyone	thought	the	drive	to	adopt	a	more	scientific	and	

intellectually	driven	profession	would	enhance	the	practice	of	conservation-restoration	

(Orbaşli,	2017,	162-163,	Scott,	2015,	7).	The	path	taken	by	conservation-restoration	to	

achieve	a	professional	status	has	been	criticised	for	making	its	practitioners	‘intellectually	

more	elaborately	taught,	but	practically	less	competent’	(Ashley-Smith,	2009,	19).	As	

voiced	by	Ashley-Smith	and	Hassard,	the	formalisation	of	conservation-restoration	

training	comes	at	the	expense	of	learning	traditional	practical	(craft)	skills	can	result	in	

intervention	treatments	using	materials	and	skills	not	used	in	the	original	manufacture	

(Ashley-Smith,	2009,	20)	thereby	compromising	the	‘cumulative	“historical”	authenticity	

of	the	object’	(Hassard,	2009,	156).		

	 By	the	1990s	there	was	increasing	recognition	of	the	artifice	of	conservation,	that	all	

conservation	was	a	“construct”	requiring	negotiation,	and	through	the	act	of	conserving	

practitioners	were	actually	altering	the	object.	Eastop	argues	that	‘…	material	culture	is	

questioned,	negotiated	and	reproduced	when	each	object	undergoes	conservation’	based	

on	the	argument	that	each	‘…	decision	to	conserve	an	object	is	an	act	within	material	

culture;	the	decision	about	how	to	conserve	is	based	on	negotiating	the	complexities	of	

an	object’s	physical	and	social	environment.’	(Eastop,	2006,	516).	Even	a	decision	by	the	

conservator	to	do	nothing	was	thought	to	‘constitute[s]	an	interpretation	articulated	

through	presentation	and	display’	(Richmond	and	Bracker,	2009,	xvii).	Some	researchers	

extend	this	argument,	claiming	conservation	intervention	actively	contributes	to	the	

unfolding	life	of	an	object	as	it	introduces	material	change,	or	constitutes	an	intrusion	
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giving	preference	to	a	particular	meaning	for	which	the	object	was	valued	(Appelbaum,	

2007,	xxi,	Muñoz	Viñas,	2009,	52,	Pye,	2009,	136,	Richmond	and	Bracker,	2009,	xvii).	

Muñoz	Viñas	supports	this	view	claiming	that:	

…	in	many	cases,	entirely	new	entities	that	never	existed	before	are	created	in	the	

process…that	they	are	a	blend	of	historical	moments,	features,	and/or	materials	

that	are	different	from	anything	that	actually	existed	at	any	point	of	history	

(Matero,	2011,	8:	citing	Professor	Salvador	Muñoz	Viñas	address	to	the	2011	AIC	

annual	meeting).		

	 	

	 These	comments	support	the	central	argument	of	this	thesis	which	promotes	the	

importance	of	conservation	for	what	it	can	contribute	to	the	investigation	of	heritage	

places	and	objects.	The	views	espoused	by	these	academics	on	how	conservation	is	a	fluid	

practice	underlines	its	ability	to	actively	contribute	to	understanding	material	culture	and	

contribute	to	other	disciplines.		

	 The	realisation	and	acceptance	that	conservation	is	the	management	of	change	is	

at	the	centre	of	contemporary	conservation	process	(Historic	England,	2008,	22,	Muñoz	

Viñas,	2005,	Walter,	2013,	647).	Conservators	are	increasingly	aware	that	managing	

change	may	result	in	‘conservation-induced	alteration’	and	this	realisation	is	important	to	

ensure	a	critical	assessment	of	the	treatments	(Muñoz	Viñas,	2013,	125).	The	

conservator-restorer	is	recognised	as	a	key	contributor	to	the	assessment	and	process	of	

conservation,	their	role	to	‘ensure	that	cultural	significance	and	physical	integrity	are	

revealed	and	preserved	in	a	measured	and	qualitative	way.’	(ECCO,	2011,	29).	

Conservation	is	now	represented	by	professional	bodies	that	support	and	promote	the	

professionalism	of	the	discipline	to	its	practitioners	and	the	public	by	articulating	a	set	of	

guidelines	for	professional	practice,	standards	of	conduct	and	ethics	that	codify	the	

professional	conduct	of	its	members.		

	

Historiography	of	paint	analysis	

	 APR	has	developed	as	a	specialist	practice	in	response	to	the	practical	problem	of	

investigating	decorative	schemes	and	understanding	paint	stratigraphy.	This	thesis	argues	

that	it	is	because	APR	has	emerged	from	practice	that	there	is	a	lack	of	recognition	and	

documentation	within	academia	of	its	value.	The	aim	of	this	section	is	to	further	the	
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understanding	of	the	development	of	APR	as	a	conservation	discipline	and	the	

information	it	reveals	of	the	decorative	schemes.	

Paint	analysis	has	been	practiced	since	the	mid	twentieth	century	as	evidenced	by	

seminal	texts	dating	from	the	1950s	documenting	many	years	of	research,	experience	and	

collaboration	(Plesters,	1956,	Gettens	and	Stout,	1966,	Hamilton	Kerr	Institute,	1988).	

Baty	reports	basic	techniques	of	paint	analysis	originated	in	the	early	1800s	(1995,	30).	

But	it	is	Whitehead’s	1939	presentation	to	the	Oil	and	Colour	Chemists’	Association	

(established	in	1918)	that	is	noted	as	one	of	the	earliest	to	extol	the	benefits	of	the	

microscope	to	examine	fragments	of	painted	surfaces	to	better	understand	the	reasons	

for	the	failure	of	a	modern	paint	finish	(1939).	Whitehead	argued	the	complete	life	

history	of	a	paint	fragment	can	only	be	gained	by	preparing	a	transverse	section	and	goes	

on	to	describe	the	preparation,	embedding	the	paint	sample	in	paraffin	or	other	suitable	

wax,	grinding	and	polishing	the	surface	prior	to	cutting	sections	by	microtome	‘following	

well	known	biological	methods’	(1939,	140).	Various	micro-chemical	analyses	are	also	

documented	and	explained	for	determining	the	corresponding	pigments	present	in	each	

paint	layer	as	well	as	the	use	of	incident	ultraviolet	light.	The	visual	examination	of	the	

cross-section	is	documented	in	a	graphical	representation,	which	is	an	early	example	of	

paint	sample	stratigraphy.		

	 During	the	1960s	and	1970s	research	focussed	on	furthering	the	scientific	status	

of	paint	analysis,	gathering	information	about	pigments,	binding	media	and	varnishes	for	

the	primary	purpose	of	conserving	easel	paintings	(Taubert	and	GCI,	2015).	The	use	of	

thin-section	microscopy	developed	for	the	analysis	of	easel	paintings	was	adopted	and	

used	for	investigation	of	historic	decorative	finishes	(Thomas,	1997,	25).	From	the	1960s	

references	and	technical	guidance	documents	were	being	produced	to	inform	the	

research	and	analysis	of	paint	samples	related	to	the	broader	field	of	material	culture	

studies	(Batcheler,	1963,	Perrault,	1978,	Welsh,	1982,	Graham,	2008,	Taubert	and	GCI,	

2015).	The	earliest	reference	to	the	scientific	investigation	of	paint	by	‘emission	

spectrograph	and	X-ray	diffraction’	is	purported	to	have	been	carried	out	by	Dr	R.	Feller	in	

the	1970s	to	identify	pigments	present	in	the	original	decorative	finishes	in	an	

eighteenth-century	property	in	Boston,	U.S.A.	(Phillips,	1971).	

	 Research	from	America	traces	the	earliest	attempts	to	systematically	record	and	

reproduce	architectural	paint	colours	to	Susan	Higginson	Nash,	an	interior	designer,	who	
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in	1929	researched	colonial-era	paint	colours	of	early	Virginia	and	Maryland	houses	in	

America	(Graham,	2008,	3).	Around	the	same	period	Nash	was	responsible	for	

determining	the	paints,	furniture	and	furnishings	associated	with	the	restoration	of	

Colonial	Williamsburg	in	the	U.S.A.	(Bossom,	1942,	638).	Despite	Whitehead’s	1939	

presentation,	formal	documentation	of	the	paint	analysis	of	historic	interiors	in	the	

United	Kingdom	doesn’t	start	until	the	1980s	(Thomas,	1997,	20,	Bristow,	1982,	29,	

Bristow,	1986,	180-181).		

	 The	maturing	of	conservation	to	a	more	science-based	profession	combined	with	

the	rise	in	interest	and	funding	for	conserving	built	heritage,	provided	paint	analysts	with	

an	opportunity	to	diversify	and	contribute	to	the	research	agenda.	The	1990s	and	2000s	

brought	a	more	comprehensive	and	balanced	approach	to	paint	analysis	incorporating	

scientific	information	with	outcomes	of	documentary	research	to	produce	accurate	

records	of	extant	historic	decorative	schemes	(Baty,	1995,	Thomas,	1997,	Hughes,	2000b,	

Hughes,	2014,	5).	Research	into	original	painted	finishes	of	decorative	elements	can	

reveal	information	on	the	paint’s	origins,	its	original	composition	and	base	materials	and	

the	technology	used	in	its	manufacture	(Oestreicher,	2006,	Standeven,	2011).		

	

Architectural	paint	research	practice	

	 The	genesis	of	APR	practice	can	be	traced	to	combining	archaeological	practices,	

which	facilitate	sequencing	technical	information	and	positioning	that	information	within	

a	broader	relational	context,	with	scientific	information	gained	from	materials-based	

analysis	of	specific	paint	samples	(Davies,	1987).	The	UK	has	a	tradition	of	‘stratigraphic	

rigour’,	developed	through	a	long	practice	of	detailed	archaeological	and	stratigraphic	

analysis	of	complex,	urban	archaeological	sites	often	with	many	layers	of	building	

evidence	(Clark,	2010,	8).	Archival	research	is	combined	with	an	understanding	of	the	

building’s	construction	and	with	scientific	analysis	of	minute	evidence	of	alterations	

found	in	masonry,	timber	and	paint	to	provide	detailed	primary	source	data.	The	

combined	effect	of	this	archaeological	and	stratigraphic	approach	to	scientific	

investigation	of	standing	buildings,	is	a	practice	that	enables	the	heritage	professional	‘	…	

to	“read”	complex	physical	evidence	in	a	critical	manner,	[much]	as	a	historian	reads	a	

historical	document.’	(Clark,	2000,	4).		
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	 APR	combines	practical	and	scientific	processes	to	provide	objective	information	

on	the	decorative	schemes	and	their	application	in	historic	buildings.	Initially	APR	was	

used	to	understand	how	decorative	finishes	were	produced	and	why	they	failed.	The	

practice	further	developed	from	an	historical	and	artistic	requirement	to	understand	the	

creative	practices	of	designers	and	craftsmen	who	produced	these	decorative	finishes.	All	

these	reasons	directly	relate	to	and	inform	the	central	argument	of	this	research:	the	

value	of	conservation	to	contribute	to	the	broader	research	of	heritage	places	and	objects	

as	exemplified	by	APR	for	the	objective	information	it	contributes	to	the	study	of	material	

culture.		

	 APR	has	been	defined	a	number	of	ways	over	the	last	20	years	in	an	effort	to	elicit	a	

baseline	understanding	from	which	to	build	standards	and	guidelines	for	this	new	

discipline.	The	definitions	vary	in	their	focus,	intent,	and	outcome	expectations.	One	

definition	advocates	combining	documentary	research	with	evidence	from	physical	

material,	and	has	a	strong	focus	on	documented	outcomes:	

An	architectural	paint	research	investigation	aims	to	establish	the	structural	and	

decorative	development	of	an	architectural	element,	interior,	building	or	structure.	

It	is	based	on	the	study	of	existing	records	(historical	and	archaeological)	coupled	

with	an	examination	of	the	building	and	paint	samples	(and	other	decorative	

finishes)	removed	from	it.	The	research	will	use	appropriate	methods	and	practices	

and	will	result	in	a	suitable	documentation	record.	(Hughes,	2000a,	48)	

	

	 Another	definition	supports	an	evidence-based	approach	that	emphasises	the	

reproducibility	of	results:	

Architectural	paint	research	[as	part	of	a	conservation/restoration	project]	is	to	

survey,	document	and	report	the	historic	development	(i.e.	colours,	materials,	

decorations,	wallpapers,	textures,	structure,	etc.),	defined	within	specific	historic	

periods,	of	parts	of,	or	a	complete	building	or	object,	by	use	of	appropriate	

examination	methods.	It	shall	be	possible	to	verify	and	re-examine	the	results.	

(Brænne,	2014,	70)	

	 	

	 These	definitions	show	the	variation	in	emphasis	placed	on	paint	analysis	of	

architectural	elements.	They	also	demonstrate	how	APR	extends	the	remit	of	historic	
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paint	analysis	from	the	scientific	analysis	of	architectural	finishes	to	primarily	determine	

the	colour	of	the	finish	used	at	a	particular	time	in	the	building’s	history	to	also	include	

and	acknowledge	the	importance	of	documentary	sources	and	the	relationship	between	

these	resources.	APR	is	an	example	of	conservation-based	object-centred	research	that	

generates	data	from	the	material	evidence	of	decorative	schemes,	which	can	be	exploited	

to	better	understand	the	design	and	construction	of	historic	buildings.	

	 APR	combines	empirical	information	derived	from	scientific	analysis	of	the	source	

material	(paint)	with	archival	evidence	to	investigate	built	heritage.	As	an	archaeological	

tool,	APR	identifies	the	components	of	extant	decorative	schemes	and	can	provide	

information	on	design,	execution	and	decoration	of	architectural	elements	of	historic	

building	within	their	heritage	context.	Architectural	paint	analysis	is	valuable	from	a	

number	of	perspectives.	It	establishes	an	archaeology	of	the	decorative	schemes,	which	

in	turn	can	be	referenced	and	contextualised	to	wider	architecture	and	varying	periods	of	

the	built	heritage.	The	resultant	stratigraphic	chart	of	decorative	schemes	contributes	to	

understanding	the	significance	of	the	built	heritage	and	itself	becomes	a	unique	archival	

resource.	Where	samples	have	been	taken	and	analysed	using	non-destructive	methods,	

original	material	can	be	archived	and	made	available	for	future	research.	

	

APR	and	professional	standards		

	 This	thesis	has	outlined	some	of	the	major	shifts	that	occurred	in	the	late	twentieth	

century	in	the	approach	to	managing	and	conserving	material	culture.	Concurrently	there	

has	been	development	of	ethical	standards	and	codes	of	practice	by	the	respective	

professional	bodies,	which	reflect	the	change	in	attitude	of	conservation	practitioners	

toward	the	objects	they	conserve.12	These	changes	promote	a	materials-based	approach	

to	conservation,	broaden	the	conservator’s	remit	to	include	identification	and	

understanding	of	the	significance	of	the	object,	while	upholding	the	ethics	of	the	

profession	which	requires	minimal	intervention,	reversibility	of	treatment	and	decisions	

based	on	the	intrinsic	value	as	opposed	to	financial	worth	of	the	object.	The	development	

of	the	practice	of	APR	in	many	ways	reflects	and	responds	to	the	maturation	of	the	
																																																								
12	From	the	1960s	in	North	America	AIC	(1994),	the	1980s	in	Europe	ECCO	(2002),	
Australia	AICCM	(2002),	New	Zealand	NZCCM	(2006),	and	by	the	1990s	in	the	U.K.	ICON	
(2014).	
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conservation	profession	as	a	whole	(Hughes,	2014).		

	 U.K.	U.S.A.	and	European	conservation	professionals	have	committed	their	time,	

energy,	experience	and	expertise	over	a	number	of	years	to	raise	the	professional	profile	

of	APR	and	its	practitioners.	The	background	information	presented	in	this	section	draws	

heavily	from	proceedings	published	from	the	five	International	APR	conferences	held	in	

London	2000	(Hughes,	2002),	Copenhagen	2005	(Bregnhøi	et	al.,	2006),	New	York	2008	

(Jablonski	and	Matsen,	2009),	Lincoln	2010	(Faulding	and	Thomas,	2014),	and	Stockholm	

2014	(Nilsen	and	Degerblad,	2014).	

	 Post-prints	of	each	of	the	five	conferences	have	been	published	and	provide	a	

comprehensive	overview	of	the	development	of	APR	as	a	discipline	and	the	many	and	

varied	challenges	it	has	faced,	and	is	still	facing,	as	seen	through	the	eyes	of	some	of	its	

most	experienced	practitioners.	One	theme	in	particular	runs	through	all	conferences	and	

that	is	the	need	to	establish	standards	related	to	practitioner	skills	and	training,	working	

practices	and	procedures.	The	expectations	associated	with	this	theme	have	changed	

over	time	from	the	inaugural	conference	in	2000,	which	sought	to	define	the	current	

state	of	APR	practice,	proposed	a	set	of	standards	and	guidelines	and	invited	delegates	to	

shape	the	advancement	of	the	new	discipline.	The	second	conference	in	2005	appeared	

to	backpedal	somewhat,	suggesting	a	moderated	approach	to	establish	a	‘…looser,	more	

general	code	of	practice	…’	rather	than	a	rigid	set	of	standards	(Bregnhøi	et	al.,	2006).		

	 The	third	conference	in	2008,	opened	with	a	call	‘to	establish	a	baseline	of	

proficiency’	to	protect	practitioner	and	client	alike	and	suggested	a	change	of	name	to	

‘architectural	finishes	research’	to	reflect	the	expansion	of	the	research	boundaries	of	this	

discipline	within	the	field	of	building	conservation	(Jablonski	and	Matsen,	2009,	vii).	The	

fourth	conference	held	in	2010	focussed	on	reflecting	the	confidence	and	maturity	of	the	

discipline	within	the	heritage	sector	and	relegated	the	discussion	and	progression	of	

formalised	professional	standards	to	informal	group	discussions.	At	the	fifth	conference	

in	2014	the	discussion	on	practice	standards	included	terms	such	as	‘minimum	range	of	

skills’	and	basic	equipment	required	for	‘good	enough’	research,	specifically	targeting	the	

novice	researchers,	with	the	expectation	that	more	experienced	practitioners	would	

surpass	these	expectations,	employing	more	advanced	skills	as	part	of	their	standard	

practice	(Hughes,	2014).		

	 While	a	full	discussion	on	the	pros	and	cons	of	establishing	professional	standards	
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versus	minimum	skills	is	not	within	the	remit	of	this	research,	reference	is	included	to	

illustrate	the	changing	face	of	APR,	the	complexity	of	the	practice,	and	indicate	the	

unique	challenges	that	conservation	of	each	object	presents	to	the	heritage	professional.	

Perhaps	that	is	why	the	standards	are	so	difficult	to	agree	or	establish,	as	each	project	is	

different	and	each	practitioner	has	their	own	strengths,	weaknesses,	contractual	

constraints	and	agendas.	This	view	is	upheld	in	a	paper	presented	by	Ian	Bristow	at	the	

2010	conference	where	he	stated:	

	…	every	project	is	different,	and	flexibility	is	needed	in	its	approach…	[practitioners]	

need	the	ability	to	select	the	most	appropriate	methods,	and	…	it	would	be	fatal	if	

bureaucrats	(or,	indeed,	we	ourselves)	were	to	become	too	prescriptive…	bound	

into	a	rigid	framework	unable	to	respond	to	developments	either	of	technique	or	

insight	(2010,	3).	

	

	 Interestingly	Bristow’s	argument	echoes	those	of	Johannes	Taubert,	an	art	historian	

and	restorer	who	started	his	career	in	the	1950s,	and	began	implementing	systematic,	

microscopic	analysis	of	paint	layers	associated	with	wood	sculpture	as	an	integral	part	of	

his	work	to	identify	and	reveal	original	decorative	schemes.	Taubert	recognised	that	the	

study	and	restoration	of	polychrome	sculpture	was	not	as	advanced	as	paintings	

conservation,	due	to	the	narrow	focus	of	sculpture	as	‘exclusively	concerned	with	plastic	

form’	and	any	coloured	decorative	elements	were	considered	extraneous	and	not	

important	to	the	conservation	of	the	whole	(Taubert	and	GCI,	2015,	xiii).	Taubert’s	1978	

publication	titled	Farbige	Skupturen:	Bedeutung,	Fassung,	Restaurierung,	is	credited	with	

providing	a	‘snapshot	of	an	important	period’	(1960s	and	1970s)	of	transition	for	the	

practice	of	conservation-restoration,	when	focus	shifted	to	the	materials	and	techniques	

of	manufacture,	the	gathering	of	scientific	data	about	the	paint	as	well	as	the	sculpture	

and	practitioners	employing	the	totality	of	the	information	from	the	material	culture	to	

interpret	the	function	and	aesthetics	of	pre-modern	sculpture	in	northern	Europe	

(Marincola,	2015).	Taubert’s	reluctance	to	write	and	publish	a	definitive	handbook	on	the	

restoration	of	polychrome	sculpture	provides	a	valuable	insight	into	professional	working	

practices	in	the	field	of	conservation.	Taubert	stressed	the	importance	of	practitioners	

continuing	their	own	personal	development,	staying	open	and	receptive	to	new	technical	

developments,	preserving	their	own	intuition	(feel),	accepting	that	there	will	be	continual	
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challenges	in	their	work	and	the	associated	need	to	adapt	and	extend	personal	

knowledge,	skills	and	approach.	Taubert	remarked	that	‘It	is	impossible	to	draw	up	a	

general	list	of	conservation	measures;	each	piece	calls	for	individualized	treatment.’	

(Taubert	and	GCI,	2015,	135).	His	peers	state	Taubert	was	aware	that:	

the	systematic	formulation	of	his	methods	could	give	rise	to	ossification,	to	a	

formalized	routine	that	lost	sight	of	what	really	mattered:	the	enthusiasm	for	a	

reality	that	consistently	surpasses	our	intellectual	and	practical	schemata	(Philippot,	

2015,	4).	

	 	

	 In	July	2018,	a	draft	of	the	proposed	British	Standard	BS	EN	17259:	Conservation	of	

Cultural	Heritage	-	Architectural	finishes	-	Procedure	for	investigating	and	documenting	

was	made	available	for	comment.	The	general	consensus	of	APR	practitioners	who	

attended	a	teleconference	hosted	by	the	Traditional	Paint	Forum	on	27	July	2018	was	

that	the	proposed	British	Standards	were	strongly	process	driven	and	did	not	promote	an	

appropriately	robust	research	enquiry	structure.	The	draft	standard	states	it	intentionally	

limits	its	content	to	the	description	of	‘some	advantages	and	limitations	of	basic	

investigation	techniques’	and	consequently	does	not	reflect	the	complexity	of	APR,	the	

importance	of	cross-sectional	analysis	or	advanced	instrumental	investigations	(British	

Standards	Institution,	2018).13	Particularly	telling	and	pertinent	to	this	research	was	the	

opinion	voiced	by	the	teleconference	attendees	that	there	is	no	research	being	done	on	

APR	within	the	wider	conservation	profession	to	raise	the	profile	of	the	practice.	These	

comments	demonstrate	the	currency	and	context	for	this	body	of	research	to	portray	APR	

as	an	intellectual	activity	within	academic	discourse	and	elevate	the	practice	and	benefit	

of	APR	to	policy	makers.	

	 Regardless	of	the	final	version	of	the	British	Standard,	APR	practitioners	can	and	

should	draw	on	their	respective	representative	body’s	Code	of	Conduct,	Standards	of	

Practice	and	Ethics	to	guide	their	work	practice.	The	various	conservation	standards	

articulate	that	conservators	are	expected	to	work	within	their	skill	set	and	to	know	and	

acknowledge	their	professional	limitations,	vis-a-vis	understanding	and	ability	14.	

																																																								
13	As	at	December	2019,	BS	EN	17259	is	listed	as	In	Progress	and	for	public	comment.	
14		AIC	(1994),	AICCM	(2002),	ECCO	(2002),	ICON	(2014),	NZCCM	(2006).			
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APR	as	heritage	practice		

	 The	emerging	opinions	and	discussions	on	the	intent,	validity	and	justification	for	

conservation	interventions,	has	real	and	potential	impact	for	all	heritage	professionals	

and	the	wider	cohort	of	stakeholders	involved	in	built	heritage	conservation	projects.	A	

growing	awareness	of	these	issues	fuelled	discussions	in	the	public	domain	and	among	

professionals	about	the	need	to	define	the	ethics	of	conservation	and	the	importance	of	

understanding	and	respecting	the	material	of	the	object	(vis-a-vis	historic	building),	as	

well	as	establishing	the	intrinsic	value	or	significance	of	the	cultural	material	from	

tangible	and	intangible	perspectives.	Since	the	original	Principles	of	the	Society	for	the	

Protection	of	Ancient	Buildings	set	out	in	1877	(The	SPAB	Manifesto)	a	large	number	of	

charters,	conventions	and	recommendations	have	been	developed	to	identify	key	issues	

and	enunciate	policies	and	legislation	to	support	conservation	of	built	heritage	(SPAB,	

2018).	The	Getty	Conservation	Institute	has	compiled	a	list	of	the	key	documents	related	

to	the	conservation	of	cultural	heritage15	(2015).	 	

	 Heritage	professionals	and	organisations	can	establish	a	better	understanding	of	an	

architectural	element,	interior,	building	or	structure	by	using	the	information	made	

available	through	APR	(Hughes,	2000a,	48).	APR	informs	the	conservation,	alteration,	

demolition,	repair	and	management	of	historic	buildings:	its	importance	evidenced	by	its	

inclusion	as	one	of	the	forensic	approaches	promoted	by	Historic	England	and	

implemented	through	CoBRA	(Clark,	2001,	32).		

	 Analysis	of	paint	samples	and	decorative	schemes	provides	important	information	

about	the	historic	uses	of	a	room,	the	designer’s	intent,	economic	status	of	the	residents,	

and	the	physicality	of	construction	of	the	building	(Dockery,	2005,	Laurence,	2009,	115,	

Oestreicher,	2006).	APR	has	historically	been	performed	for	two	principal	reasons:	firstly,	

to	establish	how	a	room	might	have	looked	at	an	earlier	stage	of	its	existence;	and	

																																																								
15	Some	worth	noting	for	their	relevance	to	conservation	of	built	heritage	include:	The	
Venice	Charter:	International	Charter	for	the	Conservation	and	Restoration	of	Monuments	
and	Sites	(1964);	the	Convention	Concerning	the	Protection	of	the	World	Cultural	and	
Natural	Heritage	(1972);	The	Nara	Document	on	Authenticity	(1994);	The	Burra	Charter:	
The	Australia	ICOMOS	Charter	for	the	Conservation	of	Places	of	Cultural	Significance	
(1999);	Convention	for	the	Safeguarding	of	Intangible	Cultural	Heritage	(2003);	and	
ICOMOS	Charter	on	the	Interpretation	and	Presentation	of	Cultural	Heritage	Sites	(2008).		



	

	 182	

secondly	to	elicit	information	on	the	archaeology	and	dating	of	the	underlying	physical	

structure,	as	paint	analysis	can	be	used	to	determine	where,	and	possibly	when,	changes	

were	made	to	the	building	itself,	(Baty,	1995,	Brænne,	2005,	145,	Brænne,	2014,	70,	

Clark,	2000).		

	 A	third	reason	for	performing	APR	in	historic	buildings	gaining	importance	and	

credibility	over	the	last	decade	is	to	use	information	from	the	physical	material	to	inform	

the	social	history	of	the	building	and	its	inhabitants:		

…	buildings	are	constructed	and	altered	by	people	and	an	awareness	of	their	

motivations,	tastes,	aspiration	and	changing	fortunes	can	be	critical	in	achieving	an	

understanding	of	a	building’s	development	(Hughes,	2000a,	47).		

	

	 The	social	history	of	an	historic	building	can	be	explored	through	its	connection	to	a	

particular	person,	event	or	date	where	the	aim	is	to	represent	the	original	decorative	

scheme	as	it	was	during	the	period	of	habitation	by	a	well-known	person,	or	significant	

events.	The	building’s	association	with	a	particular	owner	from	an	economic	context	can	

be	investigated	through	the	fabric	and	domestic	interior	of	the	building,	the	pigments	and	

binders	present	in	historic	paints	for	the	information	it	reveals	about	the	wealth	of	its	

residents.	The	social	history	of	the	building	can	be	explored	through	its	agency	as	a	

physical	record	of	the	skill	of	the	craftsmen	involved	in	its	construction	and	decoration,	

yielding	unique	evidence	associated	with	the	techniques	and	materials	they	used.	The	

historic	building	has	potential	to	provide	information	about	peripheral	areas	of	interest	

such	as	trends	and	trade	routes	for	commodities	and	raw	materials,	the	use	of	new	

technology	and	materials	related	to	the	installation	of	electric	power,	running	water,	

ventilation,	air	conditioning	and	central	heating	(Brænne,	2014,	70,	Brænne,	2005,	145).	

	 Principle	2	of	the	ICOMOS	Charter	on	the	Interpretation	and	Presentation	of	Cultural	

Heritage	Sites	supports	the	use	of	multiple	information	sources	that	provide	evidence	

‘gathered	through	accepted	scientific	and	scholarly	methods	as	well	as	from	living	cultural	

traditions’	(ICOMOS,	2008).	Traditional	oral	and	written	accounts	are	strengthened	by	the	

inclusion	of	empirical	information	derived	from	material	sources.	

	 APR	provides	the	means	for	conservators	and	heritage	professionals	to	investigate	

and	interact	with	the	materiality	of	buildings	on	a	more	comprehensive	level.	While	the	

primary	aim	of	any	APR	investigation	may	be	to	sequence	the	decorative	schemes	and	
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situate	that	information	within	the	chronological	development	of	the	building	(Davies,	

1987,	54),	the	historic	building	and	its	constituent	information	becomes	the	basis	of	an	

object-centred	material	culture	study	(Harvey,	2009,	3).	Building	on	the	arguments	of	this	

thesis,	APR	is	important	for	the	empirical	information	it	makes	available	to	investigations	

of	the	agency	of	objects,	to	recognise	their	social	salience	and	the	effect	of	social	context	

of	decorative	schemes.	

	 With	the	maturing	of	the	discipline	of	APR	and	the	greater	acceptance	and	

recognition	of	its	place	in	contributing	to	the	conservation	and	re-presentation	of	cultural	

built	heritage,	APR	has	an	additional	reason	to	be	used	and	that	is	to	contribute	to	the	

narrative	of	buildings	through	revelation	and	explanation	of	its	material	history	(Harvey,	

2008).		

	 There	is	a	significant	body	of	literature	describing	the	process	of	APR,	period-based	

colour	schemes	have	been	researched	and	published	for	understanding	and	interpreting	

decorative	schemes	within	their	associated	period	of	architectural	style	(Baty,	1995,	

Bregnhøi	et	al.,	2006,	Bristow,	1986,	Bristow,	1996,	Faulding	and	Thomas,	2014,	Hughes,	

2002,	Jablonski	and	Matsen,	2009,	Perrault,	1978,	Plesters,	1956).	However,	the	literature	

falls	short	in	establishing	linkages	between	material	culture	and	APR	to	investigate	and	

establish	the	agency	of	objects	through	their	materiality.	Within	the	current	environment	

of	history,	heritage	and	art	historical	studies	there	is	increasing	interest	in	conservation	as	

an	interdisciplinary	discipline	for	the	empirical	information	it	can	provide,	and	the	links	

that	can	be	made	between	material	culture	and	a	particular	social	context	(Marincola,	

2015,	ix).	In	the	wider	setting	of	museums	and	collections	APR	can	be	exploited	for	the	

objective	factual	data	it	contributes	to	material	culture	studies	more	generally	associated	

with	movable	objects.	

	

APR	as	interdisciplinary	practice	

	 Some	proponents	consider	APR	should	be	a	separate	profession	within	

conservation,	its	practitioners	ideally	recruited	from	easel	paintings	conservation	

(Brænne,	2014,	73).	However,	the	majority	of	heritage	professionals	recognise	that	APR	is	

a	discipline	within	cultural	heritage,	requiring	experienced	and	professional	practitioners	

who	often	come	from	different	professional	backgrounds,	able	to	practice	with	an	

interdisciplinary	mind	set	and	increasingly	within	a	multidisciplinary	work	structure	
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(Hughes,	2000a,	Hughes,	2014,	3,	Nissani,	1997).		

	 A	review	of	heritage	projects	where	APR	has	been	successfully	utilised	emphasises	

the	necessity	to	engage	a	multidisciplinary	approach	to	the	research	underpinning	the	

conservation	of	cultural	built	heritage	(Brænne,	2014,	Clark,	2010,	8,	Hughes,	2014,	5,	

ICOMOS,	2004,	172,	Jardin,	2000,	29).	The	benefit	of	adopting	a	multidisciplinary	

approach	is	the	interdisciplinarity	it	generates.	Interdisciplinarity	involves	‘bringing	

together	distinctive	components	of	two	or	more	disciplines’	with	the	purpose	of	

searching	for	or	creating	‘new	knowledge,	operations	or	artistic	expressions’	(Nissani,	

1997,	202).	When	different	discipline	specialists	collaborate,	their	individual	expertise	can	

contribute	new	insights,	methodologies,	expand	practical	skills,	improve	communication,	

and	minimise	the	risk	of	tunnel	vision.	Information	from	disciplines	of	scientific	

investigation,	archaeological	analysis,	historical	research,	architectural	history,	and	paint	

analysis	can	challenge	assumptions	about	a	building’s	past	life	and	alter	judgements	

about	conservation.	The	interdisciplinarity	of	scientific,	analytical	and	graphic	techniques	

complement	historical	research	and	visual	inspection	resulting	in	a	‘more	nuanced	and	

deeper	understanding	of	historic	buildings	and	their	development’	(Clark,	2010,	7).	The	

interdisciplinary	research	outcomes	are	used	to	‘inform	decisions	about	repair,	alteration,	

and	demolition’	facilitating	the	best	use	of	grant	money	(Clark,	2010,	8).	Conservators	in	

general,	and	APR	practitioners	in	particular,	develop	their	skills	in	the	disciplines	of	art,	

science	and	history	as	well	as	understanding	aspects	of	architecture,	construction	and	

human	behaviour.	However,	central	to	this	interdisciplinarity	is	the	requirement	for	the	

APR	practitioner	to	actively	seek	out	practitioners	in	the	fields	represented	in	the	project,	

to	ensure	subject-specific	information	is	appropriately	accessed,	and	used	to	validate	or	

complement	the	existing	research.	

	

APR	–	Bringing	it	all	together	

	 Historic	buildings	are	one	of	the	most	accessible	of	historic	assets	and	a	rich	

cultural	resource	for	the	general	public	and	material	culture	study.	Their	conservation,	

care,	maintenance	and	interpretation	pose	significant	challenges	for	heritage	

professionals	faced	with	increasing	demands	on	limited	resources.		

	 This	chapter	has	discussed	how	APR	as	a	heritage	discipline	has	matured	over	

recent	years	resulting	in	a	corresponding	greater	acceptance	and	recognition	of	APR	
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within	the	heritage	sector	for	its	capacity	to	contribute	to	the	conservation	and	re-

presentation	of	cultural	built	heritage.	APR	is	an	important	conservation-based	research	

tool	used	to	access	and	interpret	primary	information	of	decorative	schemes	and	

contribute	to	the	armamentaria	of	information	sources	available	to	heritage	

professionals.	APR	is	also	a	practice-informed	research	tool	that	enables	the	practitioner	

to	engage	with	the	physical	and	haptic	qualities	of	the	building	to	construct	a	broader	

understanding	of	the	material	culture.		

	 Previous	chapters	have	discussed	the	richness	and	complexity	of	material	culture	

and	researchers	recognise	that	its	study	flourishes	through	multidisciplinary	perspectives	

and	methodologies	that	cross-pollinate	approaches	and	questions.	The	study	and	analysis	

of	built	heritage	recognises	the	importance	of	the	building’s	exterior	and	interior	

structure,	the	design	and	decoration	of	the	interior	spaces,	the	objects	and	their	

arrangement	within	the	room.		Place	matters,	as	does	the	time	period	and	social	context	

of	object	production,	use,	display	or	transfer,	conserving	or	discarding.	Understanding	

these	stages	in	an	object’s	biography	is	possible	when	a	multidisciplinary	approach	is	

adopted	to	understand	the	material	and	cultural	aspects	of	material	culture.	
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Conclusion	

	

	 Conservation	is	about	the	management	of	change	of	a	range	of	cultural	materials	

to	retain	their	cultural	significance	(Australia	ICOMOS,	2013,	Clark,	2001,	23).	

Conservation	today	increasingly	engages	with	a	variety	of	stakeholders	adopting	multiple	

approaches	to	successfully	meet	the	divergent	needs	of	this	pluralistic	practice	

(Henderson	and	Nakamoto,	2016,	68).	

Having	access	to	their	authentic	cultural	record	provides	even	the	most	

disadvantaged	communities	with	the	ability	to	engage	future	generations	in	

meaningful	education,	to	argue	for	their	rights,	to	understand	their	past	and	to	

fight	for	their	future	(Sloggett,	2014,	7).	

	

	 Conservation-based	research	and	analysis	provides	material	evidence	to	inform	

the	investigation	of	heritage	places	and	objects	in	new	and	significant	ways.	APR	has	

developed	as	a	specialist	conservation	practice	in	response	to	a	growing	awareness	and	

imperative	to	understand	the	authenticity	of	decorative	schemes	through	their	paint	

stratigraphy.	However,	it	is	because	APR	like	other	conservation	methodologies	has	

emerged	from	practice	that	there	is	a	lack	of	recognition	and	documentation	within	

academia	on	its	value,	making	APR	an	excellent	case	study.	This	thesis	advances	a	new	

way	of	thinking	about	and	including	APR	in	the	academic	discourse,	providing	the	

necessary	academic	rigour	to	support	the	use	of	APR	in	heritage	and	material	culture	

studies.		

	 The	thesis	addresses	the	gap	in	academic	recognition	of	conservation-based	

research	using	APR	to	demonstrate	the	value	of	combining	empirical	data	generated	from	

material	analysis	with	practice-informed	learning	to	the	study	and	understanding	of	

material	culture.	This	thesis	contributes	new	knowledge	by	establishing	the	value	of	APR	

as	a	middle-range	interpretive	methodology	that	successfully	bridges	the	science-culture	

divide	utilising	the	object	and	agency-based	aspects	of	built	heritage	to	inform	the	

conservation	process.		
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	 A	critical	review	of	selected	literature	in	Chapter	Two	laid	the	foundation	for	

understanding	how	this	research	ascribes	the	importance	and	meaning	of	material	

culture	and	reasons	why	historians	should	include	decorative	schemes	in	their	studies.	

The	literature	was	drawn	from	a	wide	range	of	disciplines	reflecting	the	increased	

recognition	and	importance	of	physical	matter	as	integral	to	study	of	the	object.	The	

‘material	turn’	within	heritage	studies	promotes	object-centred	research	to	interrogate	

material	culture	and	this	is	examined	through	a	variety	of	examples	including	decorative	

elements	that	make	up	the	interiors	of	buildings.	The	thesis	demonstrates	the	importance	

of	APR	as	one	object-centred	research	methodology	that	contributes	empirical	and	

practice-informed	information	to	understand	the	decorative	schemes.	

	 Focussing	on	the	doing	of	APR	has	shaped	the	structure	of	the	thesis.	Exploring	

the	tensions	and	connections,	overlap	and	interchange	between	the	theory	and	practice	

of	APR	articulates	the	rationale	for	why	this	practice	works	in	research	of	decorative	

schemes.	A	central	tenet	of	the	doctoral	research	was	the	belief	that	reflecting	on	live	

projects	would	constitute	a	unique	research	opportunity	to	discuss	theory	in	the	context	

of	practice.	The	research	accomplished	this	aim	by	adopting	a	case	study	approach	using	

selected	examples	of	built	heritage	to	document	the	experiential	interaction	and	

reflective	practice	of	the	conservator	with	the	paint.	Immersing	the	reader	in	the	practice	

and	experience	of	APR	serves	three	purposes:	it	elevates	the	status	of	reflective	practice	

by	including	it	in	the	academic	discussion;	it	elucidates	the	multiple	research	practices	

used	by	the	reflective	practitioner	thereby	confirming	the	duality	of	the	practitioner	as	

researcher	and	the	researcher	as	practitioner;	and	it	brings	the	practice	of	APR	to	life	by	

describing	the	theoretical	implications	that	underpin	the	intellectual	processes	of	

practice.	Conservators	are	skilled	at	examining,	analysing	and	explaining	the	evidential	

value	of	objects,	contributing	material-based	information	to	the	cultural	record	by	

effectively	encompassing	both	culture	and	materials	in	their	practice.	

	 The	Discussion	chapter	brings	together	the	strands	of	the	preceding	chapters	to	

answer	the	research	questions	thematically:	How	APR	enhances	research	and	informs	

treatment	decisions	through	analysis	of	physical	matter.	Identifying	strategies	that	can	

improve	engagement	with,	and	uptake	of,	APR	within	the	CoBRA	framework.	How	APR	

can	effectively	engage	the	public	in	the	conservation	of	cultural	built	heritage.	Describing	
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how	the	power	structure	within	the	multidisciplinary	team	can	limit	or	enhance	the	APR	

practitioner’s	contribution	to	decision-making	process.	

A	more	detailed	discussion	followed	on	the	theoretical	and	philosophical	

approaches	of	conservation	to	validate	a	new	way	of	looking	at	APR	proposed	by	this	

research,	namely	as	a	middle-range	interpretive	methodology.	The	thesis	describes	APR	

as	a	methodological	process	that	facilitates	the	interplay	between	reflective	practice,	

scientific	investigation,	and	agency-generated	affordances	that	contribute	to	the	

generation	of	new	knowledge	about	the	material	culture	it	investigates.		

	 The	thesis	uses	APR	as	case	study	to	interrogate	the	information	held	within	the	

decorative	schemes	through	analysis	of	paint	stratigraphy.	The	conservation	projects	

exemplify	and	support	a	central	argument	of	this	thesis:	increased	recognition	and	

analysis	of	the	fittings,	ornament	and	decorative	schemes	of	built	heritage	provides	a	

better	understanding	of	the	social	and	historical	contexts	of	buildings	and	are	essential	

information	for	effective	historic	preservation,	city	planning,	and	community	

development.	A	cross	comparison	overview	of	the	three	historic	building	projects	is	

presented	here	against	each	of	the	research	themes.	

	

How	does	APR	enhance	research	and	inform	treatment	decisions	through	analysis	of	

physical	matter?		

	 All	three	conservation	projects	generated	material-based	information	that	

informed	treatment	decisions	to	varying	degrees.	In	the	case	of	Nenthead	Chapel,	APR	

confirmed	the	absence	of	original	painted	finishes	on	the	walls,	identified	the	original	

painted	finishes	for	the	cast-iron	fittings	and	established	a	material	link	with	nearby	

Westgate	Chapel.	Material	analysis	provided	sufficient	evidence	to	recreate	decorative	

schemes	suitable	for	the	proposed	use	of	the	redeveloped	Chapel	and	at	the	same	time	

reference	its	decorative	history.	APR	of	the	decorative	schemes	in	the	Adam	Library	

proved	the	earliest	paint	scheme	differed	significantly	from	the	current	gilded	finish.	

Through	material	evidence,	APR	proved	decisive	in	providing	the	correct	interpretation	

and	re-presentation	of	the	first	complete	example	of	Adam’s	mature	style.	In	the	chapel	

at	St	Anne’s	Bedehouses,	APR	informed	the	treatment	to	remove	the	overpaint	from	the	

original	tiles.	More	importantly,	material	analysis	revealed	a	previously	unknown	

decorative	scheme	and	informed	the	research	in	new	ways	and	contributed	to	the	next	
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thematic	heading	addressing	how	APR	contributes	and	supports	conservation-based	

research	of	historic	buildings.	

	

What	strategies	can	be	used	to	improve	engagement	with,	and	uptake	of,	APR	within	the	

CoBRA	framework?		

	 In	addition	to	revealing	the	extant	decorative	schemes	at	Nenthead	Chapel,	APR	

findings	add	to	the	knowledge	and	history	of	this	Nonconformist	chapel	by	facilitating	

research	into	the	significance	of	its	interior	design	and	decorative	history.	The	

information	revealed	by	APR	links	materials	and	culture	and	provides	evidence	to	inform	

studies	of	Methodist	belief	and	worship	and	the	collective	biographies	of	the	Methodist	

churches	in	the	North	Pennines	mining	communities.	APR	of	the	Adam	Library	at	

Kenwood	provided	objective	information	about	the	original	decorative	scheme	and	

facilitated	a	critical	review	of	the	documentary	and	physical	evidence	making	it	possible	

to	fully	understand	Adam’s	original	design	for	the	Library’s	interior	spaces.	The	Adam	

Library	strengthens	the	rationale	for	including	APR	as	part	of	an	overarching	

conservation-based	research	strategy	for	the	scientific	and	agency-based	evidence	it	

makes	explicit	and	the	interdisciplinarity	of	material	analysis.	The	Chapel	at	St	Anne’s	

Bedehouses	exemplifies	the	importance	of	including	APR	to	interrogate	material	culture.	

APR	of	the	earliest	decorative	scheme	applied	to	obscure	the	original	polychrome	tiles	

revealed	a	complex	stencil	pattern	dating	from	the	early	twentieth	century.	This	rich	

material	data	can	be	exploited	to	understand	the	connection	between	the	material	world	

of	the	chapel’s	decorative	scheme,	changes	in	ecclesiastical	interior	design	and	the	social	

context	of	the	Bedehouse	residents.		

	

How	can	APR	be	used	to	engage	the	public	in	the	conservation	of	cultural	built	heritage?	

	 Public	engagement	describes	a	range	of	strategies	from	the	involvement	of	

otherwise	passive	stakeholders	to	individuals	and	communities	fully	engaged	in	the	

decision-making	process	(Henderson	and	Nakamoto,	2016).	While	each	of	the	three	

examples	of	built	heritage	had	some	level	of	engagement	with	the	public,	this	research	

does	not	include	a	fully	integrated	and	participatory	arrangement	with	stakeholders.	The	

project	to	repurpose	Nenthead	Chapel	was	driven	by	the	local	community	and	an	

information	leaflet	that	explained	the	decorative	history	of	the	Chapel	was	created	to	
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engage	the	community.	The	Caring	for	Kenwood	project	engaged	with	the	public	early	in	

the	development	phase	to	determine	the	expectations	of	the	people	who	visit,	volunteer	

and	care	for	these	stately	homes.	The	rationale	for	the	dramatic	change	in	decorative	

scheme	in	the	Adam	Library	is	explained	through	storyboards	and	a	variety	of	texts	that	

summarise	the	conservation	outcome	visually	rather	than	textually.	The	Chapel	at	St	

Anne’s	Bedehouse	presents	a	very	different	and	intimate	engagement	with	the	residents,	

warden	and	Trustees	to	explain	the	process	to	remove	the	overpaint	and	raise	awareness	

of	the	conservation	process.	APR	photomicrographs	provided	a	visual	narrative	through	

which	the	public	could	see	the	historic	layers	of	paint	connecting	them	to	the	material	

evidence	that	asks	why	were	these	decorative	schemes	applied?	

	 	

How	does	the	power	structure	within	the	multidisciplinary	team	limit	or	enhance	the	APR	

practitioner’s	contribution	to	decision-making	processes?		

	 The	project	structure	of	each	of	the	three	examples	varies	widely,	confirming	the	

varying	ability	of	the	APR	practitioner	to	contribute	to	the	decision-making	processes.	At	

Nenthead	Chapel	APR	was	a	small	part	of	the	overall	commercial	project	and	limited	by	

contractual	constraints.	APR	provided	recommendations	on	the	decorative	schemes	that	

could	reasonably	be	introduced	in	the	repurposed	building;	however,	the	final	decision	

was	at	the	discretion	of	the	architect	and	the	heritage	funding	body.	The	Adam	Library	at	

Kenwood	demonstrates	the	dramatic	results	of	material	analysis	enabling	the	APR	

practitioners	to	be	key	contributors	in	the	deliberations	of	the	project	team.	As	a	result,	

the	project	team	committed	to	reinstatement	of	the	original	Adam	decorative	scheme,	

the	material	evidence	having	a	direct	correlation	to	the	interpretation	of	the	Library.	The	

interdisciplinary	nature	of	the	project	team	recognised	and	embraced	the	expertise	of	the	

conservators	to	discuss	ethical	issues,	technical	and	operational	options,	and	visualise	the	

expected	outcome.	At	the	Chapel	at	St	Anne’s	Bedehouses,	the	researcher	instigated	and	

progressed	all	aspects	of	the	project	and	assumed	a	position	of	influence	over	what	was	

structured	to	be	a	researcher-practitioner	project.		

	

Summary	

	 The	thesis	has	critically	reviewed	the	examples	used	in	the	case	study	and	

substantiated	the	value	of	APR	for	the	objective	empirical	information	it	derives	from	



	

	 191	

physical	material	and	its	importance	to	inform	treatment	decisions.	APR	is	a	practice-

informed	process	combining	scientific	analysis	with	experiential	information	from	

reflective	practice	to	generate	a	unique	data	set	that	adds	to	the	historic	narrative	of	the	

building.	The	thesis	establishes	the	academic	potential	of	APR	to	contribute	new	

empirical	information,	which	can	be	used	as	an	interdisciplinary	resource	to	research	

material	culture	in	new	ways.		

	 The	case	study	successfully	meets	the	doctoral	research	objective	showing	the	

broader	value	conservation	has	to	the	study	of	heritage	and	demonstrating	the	value	of	

APR	in	historic	buildings	conservation.	The	case	study	demonstrates	how	APR	combines	

observation	with	technical	examination,	scientific	analysis	and	archival	research	to	

generate	empirical	information	and	situate	it	within	historic	and	social	contexts.	The	

thesis	explains	how	conservation’s	forensic	approach	builds	on	empirical	information	

generated	by	APR	and	contextual	use	of	archival	evidence	to	establish	the	agency	of	the	

historic	building.	This	expanded	and	collaborative	approach	generates	a	scientifically	

rigorous	understanding	of	extant	decorative	schemes,	informs	decisions	on	conservation	

of	buildings	and	facilitates	further	research	and	it	is	these	opportunities	that	support	and	

inform	strategies	to	validate	and	engage	APR	and	its	practitioners	in	heritage	projects	

from	their	initiation.	

	 The	case	study	demonstrates	how	APR	can	be	used	to	successfully	engage	the	

public	and	stakeholders	by	exploiting	the	narrative	it	generates	to	provide	a	visual	and	

textual	insight	into	the	story	of	the	historic	building.	The	thesis	affirms	APR’s	contribution	

to	the	social	context	of	the	historic	building,	fostering	cultural	identity	and	community	

connectedness	and	facilitating	research	of	the	social	salience	of	material	culture	and	how	

it	informs	consideration	of	conservation	and	restoration	within	communities.	This	thesis	

shows	how	APR	is	a	unique	tool	that	conservation	practitioners	should	be	aware	of	and	

use	to	exploit	opportunities	to	engage	with	stakeholders.	

	 The	thesis	reviewed	the	role	of	the	conservator	in	built	heritage	projects	and	the	

facilitators	and	barriers	to	their	involvement	within	multidisciplinary	project	teams.	The	

case	studies	confirm	the	significant	impact	the	social	and	political	structures	of	heritage	

projects	exert	on	the	contribution	of	the	APR	practitioner.	When	the	conservator	is	in	a	

position	of	influence	within	the	multidisciplinary	team,	the	profile	and	significance	of	APR	

is	elevated.	Building	on	this	research,	APR	practitioners	can	develop	strategies	to	engage	
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earlier	in	built	heritage	projects	through	broadening	their	professional	networks	and	

actively	seeking	opportunities	to	engage	with	stakeholders.	

	 The	researcher	invites	scholars	of	related	disciplines	to	bring	their	own	

perspective	to	the	research	topic	in	order	to	broaden	the	research	agenda	and	contribute	

to	the	interdisciplinarity	of	material	culture	studies	through	conservation	of	objects	using	

APR.	The	doctoral	research	highlights	the	interconnectedness	of	practice	and	theory	in	

the	doing	of	conservation	(through	the	experiential	aspects	of	APR),	which	traditionally	

sits	outside	the	Arts	and	Design	disciplines,	making	Conservation	another	interesting	

discipline	for	practice-based	research.	

	 The	initial	premise	of	this	doctoral	research	was	to	acknowledge	the	importance	

of	APR	as	a	practice-based	discipline	and	situate	it	within	the	academic	discourse.	Now	at	

its	conclusion,	the	thesis	has	delivered	against	the	research	questions	and	objectives	by	

exploring	the	experiential	and	multidisciplinary	theoretical	underpinnings	to	explicate	

how	APR	as	a	research	methodology	contributes	to	and	informs	conservation,	heritage	

and	material	culture	studies.	
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APPENDIX	B:	SUMMARY	OF	ANALYTICAL	RESULTS	FROM	THE	CHAPEL	AT	ST	ANNE’S	

BEDEHOUSES	

Description:		

A	summary	of	the	combined	baseline	and	advanced	instrumental	analysis	results	from	

paint	samples	SABC1.0	and	SABC1.2	taken	from	the	William	Butterfield	Chapel	at	St	

Anne’s	Bedehouses	is	presented	in	table	format.	
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APPENDIX	C:	NENTHEAD	CHAPEL	REVEALS	IT	TRUE	COLOURS	

Description:		

Nenthead	Chapel	reveals	it	true	colours	is	an	A4	bi-fold	information	leaflet	produced	by	

the	researcher	and	provided	to	the	Nenthead	Chapel	Project	Group	to	raise	awareness	of	

APR	and	engage	the	various	stakeholders.	

	

	

	

	

	



	

	 205	

	

	



	

	 206	

	

	



	

	 207	

	

	

APPENDIX	D:	QUESTIONNAIRE	FOR	ST	ANNE’S	BEDEHOUSES	RESIDENTS	

Description:		

The	questionnaire	was	developed	to	ascertain	the	views	and	expectations	of	the	St	

Anne’s	Bedehouses	residents	on	the	scheduled	conservation	work	in	the	Chapel.	All	

answers	were	anonymous.	
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APPENDIX	D	(continued)	
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APPENDIX	E:	PLAIN	LANGUAGE	STATEMENT	

Description:		

A	Plain	Language	Statement	was	developed	and	provided	at	the	same	time	as	the	

Questionnaire	to	the	residents	at	St	Anne’s	Bedehouses.	The	Plain	Language	Statement	

explains	the	aims	of	the	overarching	doctoral	research,	asks	the	residents	to	voluntarily	--

participate	in	the	research	and	informs	them	of	the	conditions	associated	with	their	

participation.	
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APPENDIX	F:	COMPLETED	QUESTIONNAIRES	

Description:		

Questionnaires	were	disseminated	to	24	participants	drawn	from	the	wider	community.	

Completed	questionnaires	were	received	from	15	respondents	and	are	reproduced	here.	
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APPENDIX	G:	MEET	THE	CONSERVATORS	EVENT	FLYER	

Description:		

Seven	(7)	questionnaire	respondents	indicated	they	were	interested	in	attending	an	event	

to	meet	the	conservators	and	view	the	progress	of	work	in	the	Chapel.	The	attached	Meet	

the	conservators	event	flyer	was	distributed	to	the	residents	and	Trustees	of	St	Anne’s	

Bedehouses.	
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APPENDIX	H:	WILLIAM	BUTTERFIELD	CHAPEL	-	CONFERENCE	POSTER	

Description:	

The	attached	poster	titled:	Architectural	paint	research	of	overpainted	polychromatic	tiles	

in	a	William	Butterfield	chapel-	revelation	and	narrative	was	produced	to	disseminate	the	

research	outcomes	associated	with	the	project	at	the	Chapel	at	St	Anne’s	Bedehouses.	
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