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The invitation to contribute a paper to the 2005 Berlin conference, Im 
Wandel Denkmalpflegerischer Auffassungen (Changing Approaches to the Preservation of 
Cultural Heritage), provided an opportunity to reflect upon the lessons of the 1989 fire at 
Uppark, a property of the National Trust, near Petersfield, West Sussex, in Southern Eng-
land. The fire devastated the building and its remarkably untouched historic interiors.1 This 
is a review, sixteen years afterwards, of the National Trust’s conservation, restoration and 
interpretation of the house and the collection, concentrating on the approach to the repair 
of the principal rooms and their contents.

The National Trust for places of historic interest or natural beauty – to give it its full title 
– was founded by three philanthropists in 1895. It is a charity, protected by Act of Parlia-
ment, with 3.4m members who pay an annual subscription for entry to its properties in 
England, Wales and Northern Ireland. It is independent of government, receiving some 
grants for building repairs, like any private owner, but no financial subsidy. The Trust is one of 
Britain’s largest landowners, preserving 700 miles of coastline, and 248,000 hectares of 
land. Since 1939, the Trust has been most famous for over 200 houses and gardens of out-
standing interest. 149 of the Trust’s most important houses are now accredited museums, 
containing one of the biggest and most significant collections of works of art in the world. 
The Trust is the largest accredited museum body in the UK, with 8% of the country’s accre-
dited museums. 11,000,000 people visited its paying properties in 2004.

The Trust’s collections are displayed in country houses in the historic interiors for which 
they were made or purchased. It is this wonderful fact that distinguishes them from similar 
treasures in purpose-built museums. Accordingly, as Clive of India’s artistic adviser remin-
ded him in 1774, it is important to have an eye to the “tout ensemble” of interiors, so that 
the various components and the contents of a historic room are in keeping. Gesamtkunst-
werk, a pithy German word, describes this precisely. It can be translated less pithily into 
English as “a collective work of art”. Each historic interior should be treated as a Gesamt-
kunstwerk. This is especially important when conservation is in prospect. Every element of 
every room should be thought of as the notes of a symphony. Thus to re-gild in bright new 
gold an eighteenth-century picture frame in a house like Uppark would be as jarring as a 
wrong note in a virtuoso musical performance.2
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Before the fire, Uppark was loved for its faded grandeur, an impression of “time stood 
still” since the mid-nineteenth century. It is in many ways the classic English country house, 
grand but on a domestic scale, set on a hill in parkland within its agricultural estate, with 
glorious views southwards across the South Downs to the Solent and the Isle of Wight. Built 
in the late seventeenth century, Uppark was bought in 1747 by a cultivated baronet and MP, 
Sir Matthew Fetherstonhaugh, Bt., just married to a rich Huguenot banker’s daughter, Sarah 
Lethuillier. The Lethuilliers were also civilised. Sarah’s cousin, Smart Lethuillier, was a well-
known antiquary and collector. The newly-married couple soon left on a Grand Tour – in a 
family entourage of Fetherstonhaughs and Lethuilliers – to go on a shopping expedition in 
Italy. The furnishing of Uppark was uppermost in Sir Matthew and Sarah’s minds. Batoni 
painted the whole family in Rome – Uppark contains the largest single collection of his work 
in England – and they bought views of Venice and Naples from Canaletto and Ruiz, a poetic 
series of ideal landscapes from Vernet, scagliola table tops from the monastery of Vallom-
brosa near Florence, and crimson Genoese silk for festoon curtains. They also acquired Old 
Masters, notably a series of large paintings of the Prodigal Son by Giordano, which were set 
into the plasterwork of the remodelled Saloon, and hung in gilded Italian Maratta frames 
in the two following rooms of the piano nobile. Back in England, they ordered exquisite 
furniture, and in the 1750s and 1770s Uppark was brought up to date in two phases, with 
refined plasterwork and woodwork in both Rococo and neo-Classical style.

Sir Matthew died in 1774. His only son, Sir Harry, was a crony of the Prince of Wales (the 
future George IV) and was one of his artistic advisers, buying Sèvres porcelain and French 
furniture on the Prince’s and his own behalf. Much of his collection was sold in 1910, but 
much survives to attest to his discrimination. He also had the distinction of being the first 
“keeper” of Nelson’s future mistress, the teenage Emma Hamilton, who is said to have 
danced naked on the dining table at Uppark. A bachelor until his seventieth year, his eye 
was caught in 1825 by Mary Bullock, a twenty-year-old dairymaid. They were soon married, 
and she was sent off to Paris to learn the social graces. When Sir Harry died in 1846, she and 
her unmarried sister kept Uppark ‘as Sir ‘Arry ‘ad it’ so that it remained largely untouched. 
By a convoluted inheritance, the house came in 1930 to Admiral Sir Herbert Meade-Fethers-
tonhaugh, and his wife, Margaret. They fell under its spell, dedicating themselves to its 
preservation. Lady Meade-Fetherstonhaugh was a pioneering textile conservator, rescuing 
eighteenth- and early nineteenth-century silk curtains and upholstery, by bathing them 
in the herb saponaria and couching down the tattered silk in “tramlines” of silk thread3. 
She worked in several great houses, including Windsor Castle, Syon Park, The Vyne and 
Hardwick. The Trust continued her work of preservation until disaster struck in 1989. On the 
penultimate day of a year’s building repairs, a careless workman set light to the roof timbers 
while burning roofing lead. The fire quickly took hold and – fanned by a strong westerly 
breeze – burned downwards through the house.

After the fire, it was crucial that Uppark’s repair should continue to be regarded as 
conservation, and that as much as possible of its surviving décor should be preserved. This 
was especially important because most of the contents of the rooms on the piano nobile 
– pictures, picture frames, gilded furniture, silk curtains and so on – had been rescued 
heroically before the fire took hold. It would have been not only disastrous, but also risible, 
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to have returned Uppark’s surviving collection to restored interiors “re-decorated in the 
original colours” and looking like an Arab Sheikh’s palace.

The Trust’s success in achieving a seamless repair, and reviving the spirit of the old 
Uppark, surprised the critics. As Hugh Massingberd, prominent heritage writer and journa-
list, wrote in 1995 after the house had re-opened six years after the fire: “I set off fearing 
that I would find dear old Uppark, with its idiosyncratic combination of shabbiness and 
grandeur, all spick and span and sparkling new […] Nothing could better epitomise the 
purpose and point of the National Trust […] than this triumphant restoration”. 

Another reviewer of the finished project concurred: “The National Trust has recreated 
the interior and patina of the house with astounding accuracy. But it has done so under a 
hail of criticism”.

Not everyone agreed with the Trust’s approach, or indeed with its decision to restore 
the house. Soon after the fire, the philistine local Member of Parliament thundered: “DEMO-
LISH IT”, recommending that the hill top of “Up Park” should be returned to nature. Its 
builder in c.1695, the colourful traitor and turncoat, Ford Grey, 1st Earl of Tankerville, would 
never have been granted planning permission today, he argued!4

There is no doubt that the repair of Uppark was not only controversial but also influential. 
Just as the Trust had learnt from the fire at Hampton Court in 1986, its experience at Uppark 
was put at the disposal of the Royal Household when fire struck Windsor Castle, the Queen’s 
favourite residence, in her annus horribilis of 1992. The Trust donated the 3,860 dustbins 
– once containing fire debris – that had been a symbol of the Uppark catastrophe. Promi-
nent members of the Queen’s Household visited Uppark in the course of the repairs at 
Windsor. The approach to the two restorations was different in some respects – there is no 

Picture 1 Uppark, The Saloon, c.1770. The West 
chimneypiece after the fire. The ceiling has col-

lapsed, but the wall plaster and decoration is 
complete and was conserved. The framed plaster 
panel, above Thomas Carter the Elder’s chimney-

piece, contained Nathaniel Dance’s portrait of 
Queen Charlotte, Consort of George III (c.1770); 

see Farbabb. 21. Its removal revealed that the 
room had originally been painted green, with the 

plasterwork picked out in a soft white. The white 
and gold decoration was carried out (c.1815) on 

the instructions of Humphry Repton, who is most 
famous as a landscape gardener
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place for faded grandeur in the royal palaces – but there was an equal perfectionism and a 
determination to achieve the highest standards. Many of the Uppark craftsmen – some of 
them remarkably young – who had learned the lost eighteenth-century art of stucco plaster-
work, went on to work on the elaborate early nineteenth-century ceilings at Windsor. This 
sharing of expertise is fundamental to good curatorship and conservation. The lessons of 
history are also relevant. At Uppark, we were well aware that Russian, Polish and German 
craftsmen had been faced with similar – and even greater – challenges in the past. The 
sheer scale of the restored palaces, museums and public buildings of Warsaw, St. Peters-
burg and Berlin reflect an almost super-human achievement.

In 1999, Jean-Pierre Mohen, Conservateur general du Patrimoine and director at the 
Louvre of the scientific laboratories of the Museums of France, wrote that the rescue of 
Uppark bears “witness to the virtuosity of the British genius in the art of craftsmanship”.5 
What I learned from the experience is that anything that was done in the past can be recre-
ated or emulated today (if you can find the right people, if you have enough money, and if 
you insist on perfection). Uppark was certainly a milestone for the National Trust and tested 
its conservation skills to the limit. The project also identifed a huge fund of latent talent. 
young craftsmen and women, while listening to heavy metal rather than Mozart, recreated 
the missing areas of the beautiful 1750s-Rococo plaster ceilings. They were directed by Tre-
vor Proudfoot, the Trust’s Adviser on the Conservation of Plaster and Stone, who was in his 
thirties himself at the time. Without his certainty that broken fragments could be restored 
to the ceilings and that the lost art of freehand lime stucco plasterwork could be recreated 
to fill the gaps, the problems would not have been surmounted.

Returning to Uppark and the importance of recording what was done: a friend and for-
mer colleague, the late Gervase Jackson-Stops, the National Trust’s Architectural Historian, 
concluded soon after the disaster that: “Among the lessons learnt from the tragedy of the 
Uppark fire has been the importance of recording not only the past history of the house 
but what we ourselves have done to it. We may make mistakes – in fact as humans we are 
bound to – but future generations are unlikely to blame us as long as we tell them what 
we did and why.”6

The Trust’s track record in the “interpretation” of Uppark has been reasonably good. 
We undertook – much more thoroughly than at any time since the gift of the house in 1954 
– archival and technical research into the history and conservation of the fabric, interior 
decoration and contents. There is a huge amount of documentation available to scholars. 
Several university students, both in the UK and abroad, have produced graduate theses 
on the restoration. The Trust initially published a booklet about the fire itself, “The Fire 
At Uppark” (1990)7, then a book: “Uppark Restored” (1996)8, as well as a new 96 pp Gui-
debook (1995)9, which includes a chapter about the fire and its aftermath. The Trust also 
set up a museum of the fire that doubles as a reception building for the house. The whole 
project shared the coveted Museum of the year Award in 1996. People still find that the 
museum’s myriad mix of photographs, film, thousands of fragments of burnt materials, 
“how to” exhibits of before and after conservation, and so on, is a moving and informative 
experience. They then walk through a restored eighteenth-century landscape to the house 
itself, having seen for themselves the devastation caused by the fire: a disaster that can 
hardly be appreciated otherwise. Visitor numbers rocketed from 32,000 per annum before 
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the fire, to over 100,000 afterwards, requiring a timed-ticket system for entry. Annual num-
bers have settled back to around 55,000.

One lacuna – which I still hope will be rectified – is the lack of a detailed published 
report on the conservation of the house and contents, ranging from archaeological studies 
of the building to technical reports on the treatment of the fabric, interior decoration and 
the collection. This would require considerable time and funding, but really should be done 
for posterity, and would be fundamental to the Trust’s commitment to the dissemination 
of scholarship.

The Trust’s aim was to restore Uppark and its collection as far as possible to its appea-
rance before the fire. In two rooms in particular: the Dining Room and Saloon, the effect is 
uncanny. It looks as though nothing has been done, that the fire never happened. Achieving 
this was difficult, but it required a clear conservation philosophy, which was articulated 
from the start. It was evident that the walls were intact. The two rooms had always been 
shabby: that was the charm of Uppark. Post-fire the surviving paintwork and gilding looked 
even more faded. This was mainly due to the effects of water from fire hoses, which washed 
away some paint and gilding on the principal doorcase on the North Wall of the Saloon. It 

Picture 2 Uppark, the excavation of 
the Red Drawing Room soon after the 

fire, with a fireman watching out for 
falling debris (lower left). This shows 

how the rooms were gridded by ropes 
suspended above, so that the loca-
tion of finds could be recorded, for 
subsequent examination, by labels 
with a grid reference. Some of the 

canvas-mounted 1850s flock wallpaper 
remains in situ on the window and 

fireplace walls, much of the remainder 
having been torn down from its bat-

tens during the fire 
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was an easy decision to leave this as found, rather than to touch it up, especially as paint 
analysis revealed that, in both the Saloon and the Dining Room, the paint – now faded to 
grey – is the same bright white lead based paint applied by Humphry Repton in c. 1815. The 
gilding is his, too. The survival of an early nineteenth-century decorative scheme is a great 
rarity. It seemed better to accept the fact that Uppark’s decoration would be shabbier after 
the fire, rather than to embark upon wholesale retouching and redecoration. The surviving 
areas of original décor would counterbalance the inevitable areas of restoration.

As soon as the fire brigade allowed it – three days after the fire – the process of sifting 
through the debris began. In a quasi-archaeological “dig”, every fragment of the structure 
or remnant of destroyed works of art was scrutinised and preserved for future reference 
and potential re-use. The location of each of the 12,000 finds was recorded by a label, and 
subsequently transferred to a computer record. The building was surveyed and the evidence 
recorded electronically in CAD drawings. Once each room had been thoroughly sifted, the 
remaining rubble was transferred to 3,860 labelled dustbins to be sifted again via a convey-
or belt. The residue of sludge, ash and debris could only then be disposed of.

Everyone who has experienced a similar disaster will agree that in the face of adversity 
there is an enhanced team spirit and a determination to succeed. This was certainly so at 
Uppark, which was certainly a “house that was loved”. For my friend and former colleague 
Martin Drury, then the Trust’s Historic Buildings Secretary and Adviser on Furniture (subse-
quently Director General), whose country house is nearby, the fire was a devastating expe-
rience. As its Curator for very many years, and as a near neighbour, he had adored Uppark, 
a house that was famous for being an “untouched” survival from 1846 and before. This was 
not quite true, as certain improvements were made in the later nineteenth century, but the 
fable was evident in the patina of its beautiful rooms.

There was a determination from the beginning – almost as the house still burned – that 
Uppark would rise again, and that its restoration would be explained to visitors, who had 
access to the site within three months. It was on 4 October, just over a month after the fire, 
that Sir Angus Stirling, the Trust’s Director General, officially announced that Uppark would 
indeed rise phoenix-like from the ashes, but those of us on the ground had long been pre-
paring for its renaissance. We were determined that Uppark would be conserved as far as 
possible, and that restoration would be kept to a minimum. This approach would embrace 
all aspects of the house from the elaborate plaster ceilings to the most fragile contents. 
Most importantly, from the visual point of view, it would even include the preservation 
of damaged paint surfaces, gilding and wallpaper. The new structure would be authentic 
too, so that the destroyed roof and upper floor timbers would be oak (rather than steel 
girders) and that new plaster ceilings would be supported on chestnut laths rather than on 
steel mesh. The Trust insisted that traditional materials would be used throughout in the 
reconstruction. “Like-for-like” insurance was taken literally.

For the curators and conservators this was especially important. None of us wanted to 
see the care that had been taken to preserve every fragment in the aftermath of the fire, 
nullified by a cavalier approach to the rebuilding. This seems obvious now, but it was not 
very easy to achieve at the time. Although the Trust was fully insured, and liability for the 
fire had been admitted by the negligent contractor, there were protracted negotiations with 
loss adjusters, whose job is to minimise the liabilities of insurers, and there was a legal 
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case in the High Court of Justice. So the reconstruction of Uppark and the conservation of 
its collection were not quite as straightforward as it may appear in retrospect. The overall 
cost was £25,000,000, so there was much to play for. A special advisory panel, the Uppark 
Panel, was set up, chaired by Julian Prideaux, the Trust’s Chief Agent. Its members were cho-
sen from the Trust’s voluntary Advisory Panels for Archaeology, Architecture, Arts, Finance, 
and Gardens. This – and a staff working group, also chaired by Mr. Prideaux – ensured 
that policy making was streamlined throughout a very complex project, and that the overall 
philosophy and policy implications were clear to everyone involved.

I should now revert to the timetable of events on 30 August 1989. The fire began on the 
penultimate day of a year’s structural repair. The house was fully scaffolded. A workman 
who was burning lead on the roof, failed to observe the inspection period to allow for dam-
ping down, and before anything could be done the roof timbers were alight. It was a sunny 
but windy day. The house was open to visitors. The scenes of the burning house, captured 
by a visiting photographer, are reminiscent of an opera set for “Götterdämmerung”.10 The 
fire brigade appeared quickly, and in force. The firemen conducted a heroic campaign, but 
sadly the first floor had to be evacuated and the privately-owned contents of the family’s 
upstairs private apartment were entirely lost. This was the major disaster of the fire. They 
were beautiful rooms, many untouched since the late seventeenth century, with their orig-
inal Flemish tapestries fitted into the panelling, and filled with treasures. By a strange quirk 
of fate, only the famous mid-eighteenth-century Print Room survives, as the prints and their 
backing papers were being conserved by the Trust at the time of the fire in a London paper 
conservation studio.

Most of the contents of the principal floor and basement were rescued, thanks to the 
determined efforts of the staff and volunteer room stewards who were manning the rooms. 
One could spend a great deal of time in describing the dramatic events of the next twelve 
hours, but I want to concentrate on what we were left with and how it was conserved. Suffice 
to say that when my colleagues and I arrived on the scene at about 6 pm, three hours after 
the fire had started, the movable contents had been evacuated, but there was still much 
inside. We were advised by the Chief Fire Officer of the West Sussex Fire Brigade that the 
whole house would be consumed, and that the fire would burn downwards. He fought the 
fire to buy time for the evacuation of whatever could be saved. We could already see the 
flames in the first floor rooms. It would then be the turn of the state rooms below.

Quickly, the decision was taken to ask the firemen to tear down original wallpapers, fragile 
eighteenth-century crimson damask curtains and anything still movable and accessible. 
The c.1750-carved giltwood pier glasses, attributed to Matthias Lock, were prised from the 
walls. Sadly, the pair of parcel gilt tables with rare Florentine scagliola tops (1751) had to be 
left in the Stone Hall, which was already too dangerous to enter, and was soon an inferno. 
Another much larger marble-topped table (one of a pair) and also attributed to John Blad-
well, was completely lost in the holocaust of the Staircase (not a trace of it was ever found). 
It was completely incinerated.

The morning after the fire, it was possible to take stock. The fire was smouldering, and 
for three days was officially still “burning”, and it was too dangerous to enter the house. 
Amazingly, Uppark’s crimson embroidered 1750s state bed – the favourite bed of the future 
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George IV, who often stayed with his friend Sir Harry Fetherstonhaugh – was still intact 
in the ground floor State Bedroom. John Hart, one of the Trust’s Furniture Conservators, 
directed the firemen through the window, and it was swiftly dismantled and rescued. Soon 
afterwards, the ceiling collapsed. The devastation elsewhere was variable. In places, all 
three floors had fallen into the basement. In the centre of the house two floors had fallen 
into the Saloon, the largest room, but the carved woodwork and the decorative plaster of 
the walls were intact, and the same was true of most of the other important ground floor 
rooms and the Staircase.

All night, conservators had been arriving on the scene, both from within and outside 
the Trust. National Trust and Royal Collection paintings conservators, under the direction 
of Sarah Staniforth, then the Trust’s Adviser on Paintings Conservation, and Viola Pember-
ton-Pigott, her Royal Collection colleague, dealt with the effects of heat and water damage. 
Access to the ruins of the house was not possible for three days.

At this critical juncture, Jane Mathews, then the Trust’s Adviser on Textile Conservation, 
probably had the most difficult decision to make. How to deal with eighteenth- and early 
nineteenth-century curtains, a 1750s state bed, and other textiles, many of which had been 
covered in debris and water from the fire hoses? She conceived the brilliant notion of laying 
them out in airy marquees so that they would dry slowly, thus minimising the risk of per-
manent staining. These tents soon assumed the aspect of a clearing station on a battlefield, 
where conservators in white coats moved quietly among the wounded, delicately brushing 
away ash and debris as the sodden textiles gradually dried. The most amazing survival was 
a c.1800 Axminster carpet in the Red Drawing Room. Impossible to move, one end of it had 
been thrown over a grand piano in an attempt to protect the much less important 1850s 
instrument. All that remained of the piano was its metal innards, but the carpet was rescued 
and was returned to the room after wet cleaning and extensive conservation. The hole, where 
the piano had been, was filled with a section of newly woven carpet in the faded colours of 
the original. The pile was trimmed to match, and the join is only barely perceptible.

Gradually order was restored from chaos. Elements of plaster and woodwork from the 
damaged interiors were gathered together, and laid out so that their locations could be 
identified. After basic conservation, detailed briefs were drawn up so that the work could 
be put out to tender. Obviously, the names on each tender list – for repairs to the building, 
interior decorations and contents – were carefully researched and rigorously selected.

As the rooms gradually came together again, it became possible to assess the visual 
impact of the conserved materials, and to judge how best to tie them together. In the Saloon 
and Dining Room, where there were large areas of preserved c.1815 paintwork and gilding, 
it was a matter of decorating the new to match the old. One element of a Saloon doorcase 
was left to show how this process began. In the Red Drawing Room, the 1850s crimson 
flock wallpaper, mounted on a canvas backing and torn down from its battens during the 
fire, was conserved; the lost elements being replaced with new silk flock made in exactly 
the same way by hand blocking. It was dyed to match the varying degrees of fading of the 
original. The toning was then finished by hand in situ. Fortunately, the firemen had retrieved 
large sections of the original paper, so that the positions of the pictures were still evident 
as faded rectangular patches. Once the paper had been rehung in the finished room, the 
pictures were returned to their original positions once again.
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Some of the more dramatic transformations 
included.11

Despite being smashed to pieces, the c.1770–1774 chandelier in the Little 
Parlour, attributed to the German immigrant, Christopher Haedy, still incorporates much of 
its original glass. The fragments were retrieved from the basement of the house following 
the collapse of the whole room when the chimney-stack above crashed through its delicate 
neo-Classical ceiling. The 1836 red silk suspension ropes and tassels, supplied by Edward 
Bailey of Mount Street, London W1, were rescued, conserved and replaced.

The magnificent, floridly carved giltwood c.1750 pier glasses in the style of Matthias 
Lock in the Red Drawing Room were prised off the wall by the firemen, and one was burning 
as it came out of the window at about 9 pm. New sections of carving had to be added. As 
much as possible of the original water gilding was preserved and the beautifully carved new 
elements were gilded and toned to match.

The scagliola-topped tables in the Stone Hall, in the centre of the East Front, were too 
heavy to move in the initial rescue, and the room was too dangerous to enter later, so they 
were left in situ. The rare Florentine scagliola tops, signed and dated 1751 by Dom Petro Bel-
loni, were severely damaged, and one of the English 1750s wooden bases by the interesting 
and accomplished cabinetmaker, John Bladwell, was largely destroyed. None the less, their 
conservation was a triumph and they can still be appreciated as outstanding works of art.

So many similar rescues and repairs attest to the skills of the conservators who put 
Uppark back on its feet. Visitors today see tell-tale signs of the fire. Blackened floorboards 
were left in situ rather than replaced, and the fire can still be smelled in the State Bedroom, 
as the eighteenth-century crimson hangings of the State Bed, slept in by the Prince Regent, 
still retain a whiff of smoke. On the whole though, one would never have thought there 
had been a fire. This is why the introductory museum, the photographs, the film, the remi-
niscences are so important. Disasters happen. It is the rescue and the restoration after-
wards, which are indicative of great skill and determination in adversity. Explaining what 
happened and how things were done is crucial. This is why I hope – despite the cost – that 
the museum-cum-reception building, next to the newly enlarged and landscaped carpark 
at Uppark can be replaced. The original hangar – used to lay out the plaster ceilings – is 
nearing the end of its life, and will have to be dismantled by the end of 2007, according to 
the terms of its temporary planning permission. It is also hideous. The ideal solution would 
be to replace it with a discrete structure landscaped into the site. But this will cost a great 
deal of money.

At Uppark the work is still not finished. For example, the sculpture brackets fixed to the 
walls of the Staircase Hall remain empty. Cheere’s plaster busts after the Antique were lost, 
but sufficient fragments still remain to repair some, and potential models have been found 
to replace others. I hope that this will be achieved soon. The Staircase Hall and Repton’s 
adjoining North Entrance Hall had to be completely redecorated after the fire. The oppor-
tunity was taken to redecorate in the original stone colours devised by Repton rather than 
John Fowler’s 1970s pink, which was in any case done for the National Trust (rather than 
the family). This was contrary to the overall philosophy of returning to Uppark’s appearance 
just before the fire, but was justified on historical grounds.
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The last word can be given to one of the members of the Meade-Fetherstonhaugh family 
who had suffered most as a result of the fire. Jean, Lady Babington-Smith, who had helped 
her mother, Lady Meade-Fetherstonhaugh, repair the ragged eighteenth-century festoon 
curtains as a girl in the 1930s, wrote after her visit in 1992 when the house still had three 
more years of repairs to come: “I had been in such trepidation before my visit, expecting a 
parody […] I went for a walk down the West Drive and looked back. The house seemed the 
same as ever: still my old friend.”12

(Farbabb. 21 bis 23)
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