











Figure 30: Image of Apostle from Santa Maria Assunta, Mosaic Fragment, Private
Collection, New York. Wikimedia.com.

went to Venice shortly after his wife’s death in 1885 and had already at the time
plans to renovate the Talygarn church in her memory. This project included the
purchase of several pieces of art that were to be placed in the church. While
Cormack believed the mosaic from Torcello was one of these purchases, research of
Clark’s records, conducted at the time of the mosaic’s sale has proved inconclusive
on these results.8”7 Also inconclusive is the identification of the saint represented in

the mosaic, with opinion being that it is either St. Bartholomew or St. James the

87 Robin Cormack, “Viewing the Mosaics of the Monasteries of Hosios Loukas,
Daphni and the Church of Santa Maria Assunta, Torcello,” New Light on Old Glass:
Recent Research on Byzantine Mosaics and Glass. Ed. by Charles Entwistle and Liz
James,. (London: The British Museum, 2013) 250-251.
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in Germany that combined this expression of early Christianity with dynastic and
national history. The nave of the Gedachtniskirche in Berlin contains mosaics that
depict scenes from the life of Wilhelm I and the history of the Hohenzollern dynasty
with neo-Byzantine images of Christ, angels, as well as peacocks and vegetation
representing paradise (Figures 31-32).103 Therefore, the style of art and
architecture chosen in Germany provided a way of defining the present in terms of
the past. The mosaics in the Gedachtniskirche, were not the only example of

monumental mosaic installations by Prussian sovereigns in the nineteenth
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Figure 31: Emperor Wilhelm [ with Queen Luise of Prussia and her entourage,
Mosaic, Gedachtniskirche, Berlin. Wikicommons.org.

103 Rudy Koshar, From Monuments to Traces: Artifacts of German Memory, 1870-1990
(Berkeley: University of California Press, 2000), 113.
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Figure 32: Medallion with image of Christ, Mosaic, Gedachtniskirche, Berlin.
Bolg.sofitet-Berlin-kurfurstendamm.com. Photo by Marie . Bennet.

century. Antonio Salviati’s firm, The Venice and Murano Glass and Mosaic Company,
designed and produced the mosaics for the drum inside the columned tempietto of
the victory column, the Siegessaule.194 It took two years, from 1874-1875, to
manufacture the mosaics in Venice and set them into place on the monumental eight
hundred square foot drum in Berlin. The allegorical and lifelike portraits are not

religious but instead commemorate the defeat of Napoleon and the unification of the

104 Sheldon Barr, Venetian Glass Mosaics, 50-54.
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German Empire (Figure 33). In the Siegessaule, the depiction of the figures was
more realistic than Byzantine imagery, but the extensive application of gold tesserae
for the background clearly expressed a desire by the royal patrons for a connection

to earlier mosaic tradition.

Figure 33: Image of allegorical figure of Germania receiving the crown of the
Empire, Detail of Mosaic, Siegessaule, Berlin. Wikimedia.com

In Britain, the use of Byzantine elements, including mosaics, in church design
was a striking illustration of religious renewal. The decoration of St. Paul’s
Cathedral in London was one of the largest mosaic projects of the nineteenth
century and Salviati’s company was commissioned to produce its first mosaics. In
1836, the mosaics depicting Isaiah and Jeremiah were installed in the spandrels
below the dome and were followed soon by mosaics of St. Michael and later St. John

(Figures 34-35). Unlike Salviati’s other commissions, the mosaics were based on
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Figure 34: The four Evangelists: Matthew, Mark, Luke, and John, Mosaic, Saint Paul’s
Cathedral, London. salviatimosaics.blogspot.com.

Figure35: Matthew, Based on a design by G.F. Watts, Mosaic, Saint Paul’s Cathedral,
London, 1866. salviatimosaics.blogspot.com.
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renderings provided by artists outside of his studio.1%> Vying opinion about the
decoration of St. Paul’s created a protracted conflict with theological, political and
aesthetic concerns.19¢ The architect of the cathedral, Christopher Wren, had left the
interior undecorated but had suggested mosaics. Funding for the project came from
an appeal based on nationalist sentiment.107 The conflicts that arose in the 1860s
were about the style that the mosaics should follow, with some church leaders
supporting a “Renaissance” with a greater appearance of realism and one point
perspective. Ultimately, a neo-Byzantine design, supported by Salviati, with a
background of gold tesserae was designed and installed. It was decided that the
Byzantine style was preferred because it was the ancient model and the church
officials rejected the Renaissance style as being too closely associated with St.
Peter’s in Rome.

Furthermore, in the nineteenth century there were great shifts in society
from which emerged an idealization of earlier societies and a desire to recreate a set
of ancient values. On the continent, these shifts came in the aftermath of the French
Revolution and Napoleonic Wars. Nationalist sentiment in Germany, a reaction to
the end of Napoleonic occupation, stimulated the search for a style reflecting its
history. The appeal of Gothic architecture had diminished due to its perception as a
French phenomenon. The recovery of a medieval heritage became one of the
cultural means employed to visualize German nationalism. An adherence to an

abstract notion of “nation” became associated with an interest in preservation and

105 J. B. Bullen, Byzantium Rediscovered, 146.
106 [bid., 147.
107 Ibid., 147.
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restoration.198 Mosaics in churches and other public spaces became an important
visual connection to this history, providing an art form that had a direct a link with
Byzantium. Additionally, the establishment of a national past linked with traditions,
such as art, typified many nationalist movements in the nineteenth century.10?
These beliefs were embraced by Kaiser Friedrich Wilhelm IV of Prussia, who came
of age during Napoleonic occupation and the Liberation war. Wilhelm looked to
Constantine and his establishment of a “new Rome” with the founding of
Constantinople as a role model for rebuilding his empire after the period of foreign
occupation. Like Constantine, Wilhelm desired to build a monarchical state
dedicated to strong Christian values.110 In legitimizing his rule of the Prussian state,
Wilhelm looked to the example of the Holy Roman Empire and its holiest and most
sacred traditions.

Architecture held a special interest for Wilhelm and became the most
prominent symbol of his political and social goals. As a distinctly Byzantine art
form, monumental mosaics were installed in new building projects, such as the
Friedenskirche, Potsdam. Such mosaics exemplified these objectives and connected
Prussia to the earlier empire. Because of the city’s civic identity with Constantinople,
Venice served as a logical source for mosaics. According to David Barclay, the
Friedenskirche apse mosaics, purchased from the church of San Cipriano, Murano,

with the depiction of Christos Pantocrator or Christ in Judgment (Figure 19),

108 David Barclay, “Medievalism and Nationalism in Nineteenth-Century Germany.”
Studies in Medievalism: Medievalism in Europe, Vo. 5, ed. Leslie ]. Workman
(Cambridge: D. S. Brewer, 1994), 6.

109 [bid., 18.

110 ], B. Bullen, Byzantium Rediscovered, 24.
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symbolized Wilhelm'’s “vision of the monarchy, the essence of the Prussian state and
himself as Primas of German Protestantism.”111 Wilhelm sought to establish a
Prussian monarchy exemplifying an age of religious commitment, national unity,
and the development of a Christian-German identity.112 His ideal government was
formulated on historic German succession. His rule was meant to legitimize such
succession and closely resembled the Holy Roman Empire more than a modern
nation-state.

Nationalist sentiment driven by religious renewal also spurred interest in
conservation and restoration in Britain. England had not experienced the radical
change in society caused by war and occupation by foreign powers as had Germany.
However, in Britain, a large portion of the population relocated from the
countryside to the cities in the wake of the Industrial revolution.113 As a
consequence, by the 1850s, half the population in urban centers was cut off from its
traditional roots.114 This affected not only the poor, but also every stratum of the
population. In response, the bucolic life of the countryside was idealized and nearly
every medieval structure in the country was restored or altered in some way. The
rural architecture most affected by this interest in preservation were Anglican

churches, where conservation was associated with a desire for religious reform.115

111 David Barclay quoted in Byzantium Rediscovered, 25.

112 David Barclay, Medievalism and Nationalism, 5.

113 Brenda Deen Schildgen, Heritage or Heresy: Preservation and Destruction of
Religious Art and Architecture in Europe (New York: Palgrave Macmillan, 2008), 8.
114 Brenda Deen Schildgen, Heritage or Heresy, 158.

115 Chris Miele, “Conservation and the Enemies of Progress?,” From William Morris:
Building Conservation and the Arts and Crafts Cult of Authenticity, 1877-1939. Ed.
Chris Miele (New Haven: Yale UP, 2005), 8.
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This nostalgia for a simpler time envisioned by archaic architecture
generated the publication of a profusion of articles and texts by architects,
antiquarians, and historians. These books focused not only on British architecture
but also commented on the conservation of important buildings in other cultures. It
was during this period of time that John Ruskin wrote several of his well-known
publications. An essay entitled The Seven Lamps of Architecture was expanded to the
three-volume text, Stones of Venice. In these works, Ruskin included his opinions on
historic conservation, which were formed in part after visiting the basilica of San
Marco and observing its condition after decades of “systematic and unrestrained”
restoration.!16 His idea, radical for the time, was that the preservation of buildings
should conserve every original detail. Ruskin declared:

“The single principle is that after any operation whatsoever
necessary for the safety of the building, every external stone should be

set back in its actual place; if any are added to strengthen the walls,

the new stones, instead of being made to resemble the old ones,

should be left blank of sculpture, and every one have its date of

insertion engraved upon on it. The future antiquary would then still

be able to study the history of architecture on the authentic

building.”117
Further, Ruskin contended that Byzantine art and architecture was “masculine” in
design because of its power that suggested mystery, majesty and, “undiminished
awe.”118 He extended this argument to include Byzantine mosaics, using San Marco
as his prime example. Ruskin’s vivid descriptions of “small cupolas starred with

gold and chequered with gloomy figures” filled with energy and motion, gave a

different impression of Byzantine mosaics than those from other contemporary

116 J. B. Bullen, Byzantium Rediscovered, 119.
117 John Ruskin, as quoted in Dynamic Splendor, 31.
118 ], B. Bullen, Byzantium Rediscovered, 122.
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accounts, which in Britain were often viewed as static and rigid.11° Ruskin felt that
the mosaics were not “barbarous,” as supporters of Gothic art purported, but rather
authentically Christian.120 Ruskin displays unconcealed derision of persons who
held such views. He says of them that they “must be little capable of receiving a
religious impression of any kind...who to this day, does not acknowledge some
feeling of awe, as he looks up to the pale countenances and ghostly forms...or
remains altogether untouched by the majesty of the colossal images?”121

It is due in large part to the popularity of Ruskin’s texts that the conservation
of the basilica of San Marco became a cause célebre with preservationists in Britain.
However, Ruskin’s views belonged to a more purist tradition of conservation. To
him, it was imperative to maintain the original appearance of the building and its
mosaics without change. Ruskin felt that the nineteenth-century restoration work
performed in San Marco was similar to iconoclasm, because it amounted to the
deliberate destruction of the original art through the substitution of the
reproduction.122 His criticism was directed at the work, both in style and technique,
produced by mosaicists such as Moro. His additional disapproval targeted the work
of Salviati’s workshop in Britain. Ruskin stated that he regretted that the popularity
of his books had inspired many imitations of Byzantine art that he felt were

unsuited to English architecture.123

119 Tbid., 127.

120 Tbid., 127.

121 John Ruskin, as quoted in Byzantium Rediscovered, 129.
122 Brenda Deen Schildgen, Heritage or Heresy, 161.

123 Tbid., 162.
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In addition, members of the Arts and Crafts Movement in England were
influenced by mosaics as an art form, but from a different perspective. As aleader in
Arts and Crafts ideology, William Morris was crucial in promoting Byzantine art,
placing it on equal footing with other historical styles. However, Morris’s interest
was focused on the social aspect of mosaic decoration. In the labor of the Byzantine
artist he discerned a contrast to modern industrialized production methods, which
separated the artist from the final product.12# He idealized mosaic art and the guild
workshops of the artisans, whose efforts he perceived as consistent with archaic
methods, compared to the laborers in factories, who were separated from the end
product of their efforts. The labor-intensive craftsmanship of mosaic production
appealed to Morris, and he pointed out Byzantine art as illustration of his
philosophy.125 Mosaics required the time and labor of skillful artisans. However,
there was a perception among members of the Arts and Crafts Movement, that as an
art form, mosaics represent permanence because of their physical attachment to
architecture. The idea of permanence can be traced back to eighteenth-century
historians who believed that the value of a historic building was associated with its
sheer age and the continuity of material over time. Morris felt that this patina
created by age was important for both architecture and the fine arts and should be
maintained. In his Manifesto, Morris was critical of then current restoration
practices, in which “the partly-perished work of the ancient craftsmaster (was)

made neat and smooth by the tricky hand of some unoriginal and thoughtless hack

1241 B. Bullen, Byzantium Rediscovered, 131.
125 Tbid., 132.
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of today.”126 William Morris, as a leader in the Arts and Crafts movement, believed
that restoration practices should be centered on solid conservation methods that
protected the original art and architecture instead of creating an idealized
renovation.

The practice of art restoration has remained a controversial topic. Debates
continue to arise concerning the value of returning a work of art to its original
appearance, real or imagined, as well as the extent of the work that should be
undertaken. But the complex nature of mosaics provides distinctive challenges for a
wide range of reasons. While the initial visual impact of the mosaics discussed
herein is one of solid, monumental, and two-dimensional works of art;
contradictorily, the images are composed of thousands of glass and stone fragments.
This dichotomy illustrates one of many challenges for the restorers who must focus
on reestablishing the placement of these small, individual three-dimensional
tesserae within a larger iconographic schema. As discussed before, a wide spectrum
of materials was, and today is still, used in the production of mosaics ranging from
marble and other stone, to ceramic tiles, and specialty glass. However, the ability to
access or duplicate damaged or lost pieces becomes more difficult over time.
Natural stone varies dramatically when quarried centuries apart, even if it is
possible to identify the original site. Glass, as a man-made object, is not only difficult
to precisely reproduce, but due to the chemical composition, its color may have been

transformed by the temperature and moisture fluctuations within the architectural

126 William Morris, as quoted in “Morris and Conservation,” From William Morris:
Building Conservation and the Arts and Crafts Cult of Authenticity, 1877-1939. Ed.
Chris Miele (New Haven: Yale UP, 2005), 52.
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space.127 Alteration in color over time, degeneration of the material, even mold,
makes both the restoration of existing, and the replacement of missing tesserae
challenging.

Identification of original mosaic images and later restorations is
accomplished by verification from written sources, when available, but more
importantly, by close inspection on scaffolding. This visual examination of the
materials, which involves identifying old or new tesserae, and looking out for
irregular or uniform cuts, extends to scientific analysis. All of these contribute as
critical elements of current mosaic restoration. It has been noted from the study of
the mosaics in the church of San Vitale that most of the tesserae were of regular size
and shape and were likely cut by workers at ground level. However, the artists on
the scaffolding were more likely to cut specialty pieces made for highly detailed
areas, such as faces.128 The distribution of materials also varied with more valuable
or exactly cut materials reserved for the most important images in the most
significant sites.129 Additionally, specialists consider mosaic restoration to include
the plaster or concrete substructure, referred to as the setting bed. Variables of
color and texture are recognized, which are dependent on the content of the

material used at the time and the location of the production or restoration of the

127 Cesare Fiori, “Mosaic Tesserae from the Basilica of San Severo and Glass
Production in Classe, Ravenna, Italy,” New Light On Old Glass: Recent Research on
Byzantine Mosaics and Glass, 40.

128 Cetty Muscolino, “The Observation and Conservation of Mosaic in Ravenna in the
Fifth and Sixth Centuries” New Light On Old Glass: Recent Research on Byzantine
Mosaics and Glass, 43.

129 [bid., 44.
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mosaic.130 Even the placement of the tesserae is examined in current restoration.
Earlier work can be distinguished not only by the use of new tesserae, but also by
the compact placement of the same, compared with the gaps and the poor fit often
seen in restored sections.131 Though mosaic art is most often viewed from a great
distance, the artists of the fifth and sixth centuries were exceedingly concerned with
precision and accuracy when setting the tesserae to an extent not understood or
characterized by the work of later restorers.

Not only the methods, but also the attitude concerning restoration practices
as discussed in the previous case studies, significantly altered, or in some cases even
fabricated, the appearance of original mosaics. During the middle of the nineteenth
century, restoration was defined as “returning a building to its original condition,
which could entail remedying a false earlier restoration or repairing mutilated
features of the building.”132 This philosophy has led to the profound transformation
of the images of mosaics already mentioned. The intervention work done by
mosaicists such as Giovanni Moro and Antonio Salviati, which involved the removal
of original mosaics and their replacement using a reverse copy method and new
material, was common practice. Moreover, in 1860, a report created by the
influential conservation organization, Accademia di Belle Arti di Venezia, indicated

concerns not for the loss of the original mosaics, but for whether the mosaicists had

130 Ann Terry and Henry Maguire, Dynamic Splendor: The Wall Mosaics in the
Catherdral of Eufrasius at Porec, 34-35.

131 Cetty Muscolino, “The Observation and Conservation of Mosaic in Ravenna in the
Fifth and Sixth Centuries,” 47.

132 Brenda Deen Schildgen, Heritage or Heresy, 146.
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gone far enough to rehabilitate the images.133 The debate centered on whether
perceived defects in earlier mosaics should be preserved or corrected to the then
current standards of practice. The Accademia Commission endorsed two
viewpoints that they deemed acceptable concerning recent mosaic restoration. One
was to create a duplicate of the original mosaic with all of its positives and
negatives. The other was to “remove in the new work all those characteristics that
are not encompassed by the diversity of one or another style, but are essential
defects in all styles, in all generations, for whatever time and region.”134 As their
example for this requirement, the commission pointed out the restoration work
performed by Giovanni Moro on the angels in the top register in Santa Maria
Assunta. They asserted that Moro should have corrected flaws in the original
mosaic. They referenced specifically the Archangel seen on the right side, whose
one shoulder is noticeably wider than the other shoulder. The commission stated in
their report that a new copy should correct glaring defects, adding “one does not
have a new work that has all the errors of the antique without having the merit of
age.”135

Mosaic restoration in nineteenth-century Europe had significance beyond the
need for conservation of the archaic art. Byzantine mosaics became symbols tied to
political and theological ideologies during periods of political, religious, and social

turmoil in Germany and England. The perception of Byzantine mosaics as

133 Irena Andreescu-Treadgold, “Torcello. I. Le Christ Inconnu. II. Anastasis et
Jugement

Denier: Tetes Vraies, Tetes Fausses,” 212-213.

134 Tbid., 212.

135 Ibid., 213.
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representations of higher ideals established a new category for collection of this art
form. This impression had the effect of an expanded market for mosaic acquisitions
from both public institutions, such as newly founded museums, and private
collectors. While a market existed for reproductions designed in a fanciful neo-
Byzantine style, original mosaic fragments originating from historically important
sites, such as Venice and Ravenna, were highly prized. Individuals involved in
mosaic restoration work, such as Giovanni Moro and Antonio Salviati, had direct
access to these ancient works of art. Whether their intentions were nefarious or not,
the mosaicists employed methods that, at the time, created a quantity of original
fragments. Some of these pieces were sold, but others were given as inducements to
garner contracts for restoring existing or producing new mosaics. The method of
reverse image mosaic production, identified by the artists as either “a rovescio sua
carta” or as “prefabrication,” was an acceptable technique of restoration that later
came under scrutiny. The controversy following Moro’s trial and a new inclination,
both inside Italy and abroad, for preservation of art in its authentic character halted
work on San Marco in 1879.136 Reformed practices for conservation of mosaics
were instituted that overturned the previous practice of substituting large areas of

fragile or missing mosaics with entirely new work.

136 Ann Terry and Henry Maguire, Dynamic Splendor: The Wall Mosaics in the
Catherdral of Eufrasius at Porec¢ (University Park: The Pensylvannia State University
Press, 2007), 30.
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CONCLUSION

The history of the sixth century church of San Michele in Africisco presents
an important example for understanding the methods and the cultural context base
of restoration practices in the nineteenth century. Although there was an interval of
twelve hundred years without written testimonies on the church, it can be assumed
that the church continued to serve the Christian community of Ravenna. The
interest lies in the foundation of San Michele as a comparatively small, but
important, ecclesiastical building primarily endowed by the same patron associated
with San Vitale and Sant’Apollinare in Classe. Although there are few records about
this influential citizen, Julian argentarius, his connections with these particular
churches, invites us to examine these important monuments. In the nineteenth
century these churches’ mosaics were not only perceived as beautiful and exotic, but
they were also coveted for their political influence and capitalized upon as historical
symbols visually linking the empires of Europe to the glory of Byzantium. The
divergent directions taken for the maintenance and restoration of San Michele in
contrast to that of its sibling churches, reflects the cultural and political
understanding of mosaic art at that time.

[taly during this period was not a unified country, but broken into politically
separate regions. The Veneto had been governed by Austria, Napoleon, and then
Austria again. There was not a central authority of persons from the region for
oversight of important cultural monuments, even as large as San Marco in Venice,

much less a small building in provincial Ravenna that was in use as a fish market.
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This allowed the historically significant mosaics from the apse of San Michele to be
sold, removed and restored, and shipped to the Kaiser in Prussia.

The mosaics were further harmed when they were stored in “baskets” and
fell victim to natural and man-made disasters in Venice preventing their ultimate
repair. There is only speculation what their path may have been if the first artist
hired for the contract had not died and the baskets turned over to the head
mosaicist for San Marco, Giovanni Moro.

Here, the history of the San Michele in Africisco mosaics becomes obscure.
Six years after they were removed from the building in Ravenna, Moro was given the
contract to restore them with substantial payment if he completed the work within
a six-month period. Even among his contemporaries, Moro’s reputation was not
admirable. His restoration of mosaics in San Marco was criticized both on their
artistic and technical merit. Moro proudly claimed to have invented the a rovescio
sua carta method he used to restore mosaics, but this seems unlikely. It was
certainly not the method in which he had been trained. Even though this new
technique made the process faster and easier for the artist, the end product was a
perfectly flat surface without the play of light found in traditional mosaics. When
Giovanni Moro “restored” the San Michele mosaics, this method allowed him to
fulfill the contract within the allotted timeframe and send the mosaics to Germany.

With no plans for the instillation of the San Michele mosaics upon their
arrival in Berlin, the mosaics were stored in the museum’s basement and remained
unopened in the crates sent by Moro. They were discovered there in 1875 during a

reorganization of the museum and experts called in from Italy determined that they
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were not, in fact, restorations of the original mosaics, but a complete substitution
with no original tesserae from the sixth century. There was still no interest or space
to display the large work and it was not until 1904, long after the major players in
the drama had died, that the crates with the San Michele mosaics were again opened
and installed in the Kaiser-Friedrich-Museum, now the Bode Museum in Berlin.

The question that arises concerns the fate of the fragments from the sixth-
century San Michele mosaic. Several mosaic fragments have come to the attention
of scholars. A specific example is the mosaic depicting the face of Christ, which was
substantially reworked. It includes the extensive addition of nineteenth-century
gold tesserae for the background. This fragment is housed in the Victoria and Albert
Museum in London, which also owns a second fragment acquired by the museum
close to the same time and possibly identified with Moro’s workshop: the mosaic
face of Saint Catherine from San Marco.

In 1858, Giovanni Moro was fired from his position as head mosaicist at San
Marco, which spared the art in the basilica from further of Moro’s questionable
restoration practices, divergent in both method and style from its historical models.
The details of the lengthy trial and subsequent incarceration resulting in his
removal have never been published but like any gossip and hearsay reported, there
are many theories about the events. During the time that he was jailed, fragments of
mosaics not made by Moro were discovered in his workshop, which may have
originated from San Marco, Santa Maria Assunta, on Torcello, and San Michele in

Africisco.
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However, Giovanni Moro was not the only artist working on mosaics in
Venice at this time. Antonio Salviati, a lawyer by trade, teamed up with glass artist
Lorenzo Radi from the island of Murano and started a company for the production
of new mosaic installations and also the restoration of existing works. As a lawyer,
Salviati had more business acumen than Moro and he also launched his endeavor at
a different moment in time. There was an increased interest in Venice and
Byzantine art, particularly mosaics. International exhibitions and competitions
introduced artists to a wider market and, in particular, to persons of authority and
prestige who could help them gain access to important commissions. For Salviati,
this was his entrée into to the court of Queen Victoria with the commission to install
mosaics at the Royal Mausoleum in Frogmore. These designs owed their inspiration
from the fifth and sixth century mosaics still in the churches of Ravenna. These
British investors were also Salviati’s contacts for restoration work in San Marco, and
Santa Maria Assunta on Torcello.

Salviati also claimed to be the creator of the reverse paper method of mosaic
reconstruction that Moro had “invented” and used in mosaic restoration. Salviati’s
“prefabrication” was hailed as a nineteenth century improvement on the ancient
hand-set method which was also more expensive and time consuming. For both
workshops, it was faster and easier to use these reverse image cartoons in order to
make a section of new mosaic. One difficulty was in fitting these sections into the
original mosaic. Additionally, the new smooth surface contrasted sharply with the

hand-set tesserae. Bits of original tesserae were often missing, so that it became
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expedient to replace entire sections of original mosaics with the new materials at
hand.

The restoration work by Salviati’'s workshop also gave him access to
fragments of original mosaics, particularly faces, which were valued by museums
and private collectors. Several of these works associated with Salviati’'s restoration
on the Last Judgment in Santa Maria Assunta have been identified, including a face of
an angel in the Louvre. Interestingly, a fragment was put up for auction at
Sotheby’s, London in 1987. It had been discovered in a church in Talygarn, Wales,
where it had been installed in the small chapel in 1887. Byzantine specialist, Robin
Cormack identified the fragment as the face of one of the apostles from the Torcello
mosaic and declared the original sale of the piece to be the work of the
unscrupulous restorer Giovanni Moro. Later investigations of the fragment led
specialists to revise that opinion. The face in Talygarn came from a larger section of
the Last Judgment mosaic that was not the work of Giovanni Moro, but the workshop
of Antonio Salviati. Therefore the reputation of Moro, while not stellar by any
account, was further tainted in the twentieth century, but this time th acusations
were unfounded. Salviati was not implicated until much later in this mosaic theft.
He not only avoided charges of larceny against him, but on the contrary, his
contemporaries acclaimed him for his acumen and skill.

The market of collectors of mosaic art in nineteenth-century Europe that led
to the dissemination of these fragments emerged from several political and social
factors. Nationalist sentiment driven by nostalgia for an earlier age in Britain

inspired a renewed interest in Byzantine art and architecture. The popularity of
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publications, such as John Ruskin’s Stones of Venice, made the basilica of San Marco a
cause célebre among preservationists. Ruskins’s view was that archaic buildings
should be preserved in their original state and not restored to appeal to modern
taste. This course of action was taken up by his successor, William Morris, as a
leader of the Arts and Crafts Movement. In Prussia, Kaiser Wilhelm IV desired to
legitimatize his rule by building a monarchical state dedicated to strong Christian
values. He looked to the example of Constantine and the Holy Roman Empire and
the installation of Byzantine-style mosaics in his imperial church in Potsdam were
an unmistakable statement of this connection. Wilhelm’s purchase of the apse
mosaics from San Michele in Africisco was a further example of his interest in
Byzantine art and architecture, and under different circumstances, would have
resulted in their preservation. However, the history of the mosaic cycle from San
Michele in Africisco is an important illustration of invasive and detrimental

restorations that were standard practice in the nineteenth-century.
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