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FIG. 1. PORCH— RESIDENCE OF
JAMES M. WILLCOX, ESQ., RADNOR,
PA. HOWARD SHAW, ARCHITECT.
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Shaw, which are here illustrated,
form an interesting study, because,
while differing greatly from one another,
each having its own individuality, they
exhibit in common certain features of
plan and qualities of design characteris-
tic of Mr. Shaw’s work. Relying for
artistic effect upon a balance of opposite
parts rather than upon symmetry, Mr.
Shaw is in a position to adapt his plan
naturally to the circumstances of the site
and'of the household; and the rational
procedure noted in the case of the plan
1s manifest again in the design, which is
conceived as an expression of function, a
premeditated expression formulated with
the urbanity of art.
Mr. Shaw’s work is further note-
orthy for its sanity with respect to
tylistic tradition. It is evident from the

THE four country houses by Howard

RECENT COVNTRY HOVSE
WORK of HOWARD SHAW

BY
PETER. B WIGHT

houses here illustrated that wherever
historic art forms seemed appropriate for
an American country place there was no
hesitation about using them ; on the other
hand, there is frequent resort to inven-
tion, an invention tempered by cultivated
taste and free from eccentricity.

The houses are those respectively of
James M. Willcox, at Radnor, Pa. (Figs.
1 to 6), of George Pick, at Highland
Park, IIl. (Figs. 7 to 14), of Clayton
Mark, at Lake Forest, Ill. (Figs. 15 to
22) and of Edward L. Ryerson, also at
Lake Forest, Ill. (Figs. 23 to 30).

It is interesting to note at the outset
that the first of these houses, the Willcox
residence at Radnor, Pa., has in its main
entrance Roman Doric columns and pil-
asters, which carry an entablature sur-
mounted by a simple cornice relieved
with rather flat modillions on the under

T 4



500

side, which are not Doric. The cornice
ceases to be classic, even in feeling, as
soon as it departs from the entablature
of the entrance composition and, running
out on both sides, does not end until it
has surrounded the entire building, form-
ing a belt course. Then we discover that
it is an architectural shelf intended to
make the house appear low ; it turns the
second story and the slate roof into an
attic, a contrivance which works in ad-
mirably with the loggias of the first and
upper stories on the garden side.

We reach the house through a fore-
court (Fig. 4), on one side of which 1is
the approach for vehicles and on the
other a footpath. Passing through the
entrance loggia, we are in the “waist”
of the house, marked “vaulted gallery”
on the plan, which leads in every direc-
tion; and, by the way, a central gallery
communicating with all parts of the
building is a feature of many of Mr.
Shaw’s country houses. When you are
in this one and the three south doors are
open, you are practically out of doors.
At the right are doors to the living room,
the library and the stair hall; at the left,
doors to the dining room, the reception
room and the service department.

Nearly every room has windows on
more than one side, the house being one
hundred and sixty feet long from east to
west and only thirty-two feet wide at the
“waist.” Beyond the court is a great
terrace garden one hundred and forty-
four feet long and sixty feet wide. From
the southwest corner of the terrace was
taken the view of the garden side of the
house reproduced in Fig. 3. As will be
seen from this view, the living porch and
the dining porch are two stories high and
furnish sleeping porches for the two
principal bedrooms in the second story,
all within the boundaries of the main
wall of the house.

The building stands on the south slope
of Camp Hill, occupied by an outpost of
Washington’s army when it was en-
camped at Valley Forge. It is reached
by a long drive, which passes the service
building (Fig. 5) at the foot of the hill,
and, almost circling the hill, enters the
high-walled forecourt on the north side.

The gate in the forecourt wall opposite

THE ARCHITECTURAL RECORD.

the drive entrance leads to the tennis
courts and to a tea-house on the crest of
the hill, where there is a wonderful view
toward the west.

The exterior of the house is faced with
gray wire cut brick, and Bedford stone
trimming is used everywhere. The gar-
den front, on the south, looks down
through a broad glade cut through the
woods which surround the house and its
clearing on every side. The terrace, a
few feet lower than the court level, is
bounded by heavily buttressed retaining
walls fifteen to eighteen feet high, which
are surmounted by a stone balustrade.
In the court is a large sunken pool, and
on the terrace are two raised fountains.

The interior of the house is not shown
in the present illustrations. The living
room, marked ‘“‘salon” on the plan, is
wainscoted with French walnut and hung
with - Flemish tapestries, and has a
painted ceiling. The dining room is also
wainscoted, and the library, built with
a vaulted ceiling, is finished in oak.

Our second example of Mr. Shaw’s
recent country house work is the resi-
dence of George Pick, at Highland Park,
Illinois, on Lake Michigan. This sub-
urb of Chicago is twenty-five miles north
of the city. The southern part of High-
land Park was originally an almost im-
penetrable forest, which has been allowed
to remain except where sites have been
cleared for country residences. The
ground is. high above the lake, and its
eastern edge forms a bluff bordering the
beach, which is of sand and adapted for
summer bathing. The land is traversed
by ravines that contain the natural water
courses draining into the lake. The ideal
site for a residence at Highland Park is
a secluded clearing on a ravine.

Mr. Pick’s house stands on the side
of one of the most picturesque of the
ravines. The view as one drives around
the last bend of the private road in ap-
proaching it is very nearly that shown in
Fig. 9. The ground slopes off to the
left, the slope increasing until it becomes
very steep, and the side of the ravine is
traversed by footpaths with stepping
stones down to the brook. The two-
story living porch, seen at the left, is
partly over the ravine, and its founda-



LOHLIHOUY "MVHS AUVMOH 'Vd “MONAavd “0Sd ‘X0 LM
W SHWVI 40 FAONIAISTY—INOYI FAINVEINT 7 'OLI

i c»!-_b;‘_



“IONAaVH TOST XOOTTIM ‘W SHAV.
AINTAISTI—INOEL NIAIVD ¢ "DId




LOFIIIHOYV ‘MVHS JIVMOH 'Vd “dONavy ‘Osd
KOOTHM ‘W STNV[ J0 IINTAISTI—LINOITIOI '+ "OII




504

tions are twenty feet below the first floor.
It commands beautiful vistas through
and across the ravine. There is no gar-
den near the house, aside from the plant-
ings immediately around it and on the
terraces seen in Fig. 11, at the southwest
side of the house.

The main entrance is through a loggia
on the northeast side, where marble col-
umns stand in front of brick piers to sup-
port statues not yet in place.

The walls, where not faced with wire
cut brick, and where stucco finish is seen,
are of hollow building tile. All the win-
dows are arched with a single course of
wire cut brick running through the wall.
The living porch (Fig. 11) is built with
brick piers in the first story and solid oak
timbers, unpainted, in the second story.

Opposite the three arches of the loggia
are corresponding arches giving into the
entrance hall, two of which are filled
with windows. Three polished black
marble arches, each in three pieces, run-
ning through the wall, and three stone
steps give into the garden room (Fig.
14), and three arches opposite to these
lead out onto the garden terrace (Fig.
11). The garden room is also called the
Chinese room, as it contains much Chi-
nese furniture, and there is a suggestion
of Chinese forms in the details of the
architecture and decorations. The en-
trance hall and the garden room have
marble floors.

Thus, it will be seen, one can look
through the house from northeast to
southwest in three places where the open-
ings are “in range.” There is another
vista in the opposite direction through
the dining room, garden room and living
room out through the bay window of the
latter toward the ravine. The living
porch is wonderfully attractive in sum-
mer, and yet the building is equally
adapted for winter as for summer use.

Like all of Mr. Shaw’s work, this
house is remarkable for simplicity in de-
sign, judgment in the choice of mate-
rials and sound workmanship. Every
detail has been carefully designed and
conscientiously executed.

Lake Forest is about five miles north
of Highland Park. It has a similar situ-
ation on Lake Michigan, with a dense
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native forest, picturesque ravines, high
bluff and sandy beach. It is more exclu-
_sive, and nearly all of the forest reserve
is owned by a few wealthy families.— The
wooded part lies between Lake Michi-
gan and the tracks of the Chicago and
Northwestern Railroad and the Chicago
and North Shore Electric Road. Imme-
diately west of the railroads is the busi-
ness section, which has lately been re-
built from designs by Howard Shaw;
west of the business section, and continu-
ing for more than five miles, is a part of
the town which was originally divided off
into farms. These have been gradually
acquired by wealthy persons who desire
large areas for landscape improvement.

The eastern part of Lake Forest be-
tween the tracks and the lake was laid
out as the seat of a university and a
boys’ school, both of which still exist.
They occupy the original clearing in the
woods. The whole woodland is trav-
ersed by curved roads which divide it
into irregular plots of from twenty to
forty acres.

Two of the new residences in the
wooded section of Lake Forest are the
work of Howard Shaw. One of these
Jis the house of Clayton Mark, which
looks out upon the lake from the garden
side. Its plan is in Mr. Shaw’s charac-
teristic manner where a site has com-
manding views in opposite directions. It
is long and narrow and most of the rooms
have windows on two sides. While it
has a length of one hundred and ninety
feet from south to north, excluding open
porches, it is only thirty-two feet wide
at the “waist,” including the entrance
porch, or twenty-one feet through the
enclosed part. There is a near approach
to symmetry on the entrance front, but
there are dimensional variations along
the whole distance. The house faces one
of the north and south roads of Lake
Forest—that which is nearest the lake.
On the other side is a very large terrace
garden extending one hundred and
twenty-four feet from south to north and
as far east as the dining porch. The
stone entrance porch and loggia are in
Mr. Shaw’s favorite Roman Doric style,
and the whole design shows a more clas-
sic feeling than we are accustomed to see
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FIG.' —DINING PORCH—RESIDENCE OF
GEORGE PICK, ESQ., HIGHLAND PARK,
1LL. °~ HOWARD SHAW, ARCHITECT.




ARCHITECTURAL RECORD.

FIG. 13. LIBRARY AND LIVING ROOM—RESIDENCE OF GEORGE PICK, ESQ., HIGHLAND PARK, IL.L.
Howard Shaw, Architect.

FIG. 14, GARDEN ROOM—RESIDENCE OF GEORGE PICK, ESQ., HIGHLAND PARK, ILL.
Howard Shaw, Architect.
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FIG. 19. GALLERY — RESIDENCE OF
CLAYTON MARK, ESQ., LAKE FOREST,
ILL. HOWARD SHAW, ARCHITECT.
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DINING ROOM—RESIDENCE OF CLAYTON MARK, ESQ., LAKE FOREST, ILL.
Howard Shaw, Architect.
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FIG. 21. BILLIARD ROOM—RESIDENCE OF CLAYTON MARK, ESQ., LAKE FOREST, ILL.
Howard Shaw, Architect.
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FIG. 26. LOGGIA—RESIDENCE OF ED-
WARD L. RYERSON, ESQ., LAKE FOREST,
ILL. EDWARD SHAW, ARCHITECT.
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FIG. 27. GALLERY—RESIDENCE OF EDWARD L. RYERSON, ESQ., LAKE FOREST ILL.
Howard Shaw, Architect.

FIG. 28. LIBRARY—RESIDENCE OF EDWARD L., RYERSON, ESQ., LAKE FOREST, ILL.
Howard Shaw, Architect.
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Howard Shaw, Architect.

in his buildings. The small windows on
each side of the entrance have beautiful
bronze grilles. The Doric cornice, as in
the Willcox house at Radnor, Pa., is con-
tinued around the whole building, giving
a low effect to the design by treating the
second story, in combination with the
slate roof, as an attic.

The main feature of the interior is the
fine “gallery” on the first story, eighty-
eight feet long, which connects all of the
principal rooms. At one end, opposite
the library, is a semicircular bay window,
which forms a charming nook, with the
flower garden for a background.

The residence of Edward L. Ryerson,
near the south end of the woodland sec-
tion of Lake Forest, cannot be seen from
any " great distance, being approached
only by a private road through the for-
est. The road enters the forecourt at

the left or southeast side. The east ter-
race can be used as a private entrance to
the house, through a doorway of the
“gallery.” The gallery is a feature of
the house. It proceeds from the dining
room, passes the main entrance from the
forecourt, the two doors to the salon,
the stairway hall and the library en-
trance, ending at the doorway from the
east terrace. It is lined with sand-
rubbed cut stone, the ceiling is vaulted
and the floor is paved with marble in two
harmonizing colors. All the rooms on
this floor command views across the ter-
races and porches.

The garden is an exquisite piece of
Italian landscape designed by Jens Jen-
sen, and was contrived for the purpose
of displaying four statues of the six-
teenth century, which Mr, Shaw brought
from Italy expressly for Mr. Ryerson.




MAIN ENTRANCE—BEVERLY FARMS
LIBRARY, BEVERLY FARMS, MASS.
LORING & LELAND, ARCHITECTS.
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BEVERLY FARMS LIBRARY
BEVERLY FARMS, MASS.

Loring & Leland Architecls
@' MEYRIC R. ROGERS

HE small branch public library as
an architectural entity is a com-
paratively novel development. Un-

til recently it seemed to be the general
custom among country communities to
house their book collections either in
some converted dwelling or in whatever
unused rooms there happened to be in
an extant public building. Brought about
partly by overcrowding due to increase
in number of volumes, but, perhaps to
a greater degree, by an awakening civic
or group consciousness, a noticeable
change in this attitude has taken place.
The small library has become efficient.
The vitalizing and stimulating influence
of the various state and national library
associations has been felt strongly by
these lesser and heretofore isolated li-
braries. They are kept up to date, both
in management and contents, becoming
ready and responsive media, if mnot
actually sources of initiative, for the ex-
pression of whatever civic pride the
smaller communities may feel.

In this light the branch library at
Beverly Farms, Massachusetts, recently
designed by Loring and Leland, may hold
a really significant position. The particu-
lar conditions which had to be taken into
consideration in the design of this build-
ing also hold in the case of many other
communities of a similar nature; that
is, while likely to see greater use
during the summer months, it also had
to be made convenient and comfortable
for the whole year, at the same time
economy in upkeep being a stern neces-
sity. The successful solution of this
problem hence forms a valuable profes-
sional precedent for future work of this
nature,

The building is Georgian Colonial in
style, consisting of two simple sym-

5

metrical wings linked by a central domi-
nating feature. Behind these wings and
forming in plan the stem of a squat “T"
is an extension holding the working por-
tion of the library. The wings form one
open room, to which the projecting porch
furnishes a weather vestibule. On the
front fagade this room is lit by four large
square-headed windows of twenty-eight
lights each, two windows to each wing.
These features are, however, kept severe-
ly plain, the fagade being dominated by
the central motive. The end ©of each
wing contains a well-designed Palladian
window, which, although admirable in
relation to the end elevations alone, does
not tie in very closely with the fenestra-
tion of the fagade. A very pleasing com-
position is obtained on one end by the
introduction, in an area below grade, of
the entrance of the basement lecture hall.
In itself an excellent bit of detail, it is
treated frankly and simply to express the
function of that particular portion of
the building, while the ship lanterns on
either pilaster are appropriate to the
locality if not to the architectural prece-
dent. The fenestration of the rear is also
effective in its direct expression of the
internal requirements and the relief of
large blank spaces.

In any consideration of the exterior,
however, precedence must be given to
the entrance motive. A broad flight of
eight granite steps gives adequate footing
to the doorway and its frame, and serves
to emphasize the slender dignity of the
order. The doorway itself has evidently
received extreme care and consideration
on the part of the designer. Not only
are the proportions and detail of the
woodwork really fine, but it has all been
crowned by a fanlight with leading
of an unusually handsome design. All
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REAR VIEW—BEVERLY FARMS LIBRARY, BEVERLY FARMS, MASS.
Loring & Leland, Architeects.

this is framed by a frankly applied mo-
tive of coupled pilasters with their corre-
sponding entablature growing out of the
wall cornice. The frieze and architrave,
it is interesting to note, are supplied by
the name plaque, a decidedly ingenious
device for giving the necessary reveal.
Attention should be called to the design
of the pilaster caps, the use of the shell
and book expressing respectively the
seaside locality and the function of the
building. TIn order to give proper relief
to these interesting modifications the bell
of the cap has been tinted with a golden
tone of lower value than the raised sur-
faces.

The trim has been executed in terra-
cotta instead of the usual limestone,
an economical device used throughout
with apparently excellent results. The
pieces are small enough to avoid distor-
tion, and the danger of staining from im-
pure atmosphere is of course negligible.

The brickwork is simple English bond
throughout, relieved by brick quoining

and a moulded water-table at the base.
The cornice is one of the most inter-
esting features of the elevation. The
use of the corbeled bed mould is rather
unusual even in Colonial work, and in
this case gives just about the right
amount of light and shade. The balus-
ters of the attic are of a very satisfactory
design, but one feels that the corners
might have been strengthened by the
continuance of the quoin treatment of
the wall below.

On entering we find that the reading
room is practically divided into two sec-
tions for convenience of use, by book-
cases flanking the entrance and by the
delivery desk opposite. The right-hand
portion is for use by the children, and
the whole is easily controlled from the
central desk.

The entire expression of the room is
one of quiet coolness without being either
cold or formal. The walls are of a soft
low intensity green, fairly high in value,
which harmonizes excellently with the
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FLOOR PLANS—BEVERLY FARMS LIBRARY, BEVERLY FARMS, MASS.
Loring & Leland Architects.
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READING ROOM—BEVERLY FARMS LIBRARY, BEVERLY FARMS, MASS,

Loring & Leland, Architects.

special finish of the oak woodwork. The
latter is treated with a preparation which
lowers it slightly in tone and gives it a
mellow quality exceedingly agreeable to
the eye. To correspond with this scheme,
the lighting fixtures are of a silver finish.
This color problem had to be given spe-
cial attention by the architects, for, as
suggested above, the library, while given
perhaps greater use during the summer,
also had to serve the permanent residents
of the town. This meant the develop-
ment of a scheme which, while remaining
becomingly cool in the summer, would
not become icy in the winter through lack
of sufficient body.

Aside from the propriety of the color,
however, the detail of the wood finish
has been well and conservatively handled.
The interior finish of both the entrance
and the Palladian window is good
in proportion as well as in detail
The furnishings are simple also, but
in accord with the architectural treat-
ment. In connection with this, attention
should be called to an interesting utili-
tarian device, by which the edges of the

book shelves are so profiled that they
serve as a continuous slide rack for cards
indicating the contents of the shelves,
thus avoiding the necessity of expensive
metal holders. Another device worthy of
imitation is in the arrangement of the
grilles under the windows which screen
the radiators of the heating system. Cold
air is admitted through a grille in the
baseboard, heated by contact with the
radiator and allowed to escape through
another grille in the sill. So far this is
commonplace ; but, instead of being hori-
zontal, the sills are sloped inward at an
angle of some twenty-five degrees. This
sends the heated air away from the wall
by means of a reflector on the inside and
prevents both the soiling of the shades
by deposit of dust and the stoppage of
air circulation by the placing of books
and wraps upon the sill.

A simple moulded cornice makes the
transition between the walls and ceiling,
the centre of which is broken by a cir-
cular skylight with an excellent arrange-
ment of radial tracery. This adds not a
little to the lighting of the room and re-
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lieves the central portion from the gloom
which would otherwise result from the
lack of direct wall fenestration at this
point. As it is, the lighting is excellent,
both on account of the ample window
space and the light tones of the walls and
wood finish. Artificial illumination is
given by six direct-indirect electroliers
suspended from the ceiling and by indi-
vidual table lamps. The design of these
fixtures is excellent and makes free use
of distinctively Colonial patterns, as may
be seen in the accompanying illustration.

Behind the attendant’s desk and above
the door leading to the working portion
a special memorial clock has been placed.
The body of the clock could not be sunk
in the thickness of the wall, and the prob-
lem of architecturally tying this “pill
box” form to the wall surface had to be
faced. The result is a credit to the
ingenuity and good taste of the designer.
A series of mouldings takes in about half
the depth of the clock. From there on
the circular form is run out into a square
and back to the plane of the wall by a
frieze in deep relief of “Grinling Gib-
bons” carving, which successfully solves
the problem. A reduction of the full
size drawing of this clock accompanies
this article, and an idea of its relation
to the wall surface can be obtained from
the illustration.

The door below leads onto a short bal-
cony, open to the stack well on the right
and giving access to the librarian’s room,
women’s toilet, etc., on the left. The
mezzanine above contains a room intend-
ed for special collections of various na-
tures and contains Lowell’s desk and
other memorials. From the librarian’s
room a small window opens into the
reading room, giving the librarian extra
control without leaving her private of-
fice. The two tiers of metal stacks, to
which will eventually be added a third,
are built up from the basement floor and
give ample space for future growth in
the collection.

At the basement level is a receiving
room with direct access from the outside,
the men’s toilet and a closet with sink
for the caretaker. A few steps below
this level a small door leads to the lecture
hall, to which public admittance is gained
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by the area entrance mentioned above.
The hall can accommodate about 100 to
150 seats, and contains a fair-sized stage
as well as a small vestibule at the en-
trance. Behind the stage there is a good
space for storage or other purposes (at
present used by the loecal Red Cross),
access to which is obtained through a
door on each side of the stage or directly
from the receiving room.

The size of the hall was, of course,
rendered possible only because an indi-
vidual heating plant was not needed, all
the heat being drawn through an under-
ground duct from the fire-engine house
just on the edge of the lot at the rear.
The illumination from the six windows,
owing to their position half below grade,
is somewhat scant in the daytime, but,
as the hall is generally used for affairs
in the evening, this is of small account.

One of the striking features of this
building is the efficient manner in which
every available bit of space has been
utilized, which is a source of miich satis-
faction to those in charge. ; ;

The lot upon which the building stands
is some 165 feet by 235, of which the
building occupies approximately -- 9,000
square feet. Part of the land was orig-
inally given for a public playgroutid, and
it is intended eventually to lay it out for
that purpose, thus affording the building
a better setting than is now given. War
economy having postponed the carrying
out of the planting, the setting of the
structure is not yet satisfactory.

An entertaining view of the little build-
ing is obtained from Hale street, through
a memorial gateway of wrought iron,
showing the upper part of the entrance
to the lecture hall and its relation to the
window above. This gateway designed
by the architects is much more fortunate
in conception than the lamp standards
flanking the entrance steps. The latter
seem rather out of scale and detract from
the dignity of the order behind.

By and large the particular- problem
seems to have been solved with consid-
erable success both from the practical
and artistic standpoints. The building
was completed within the appropriation
of $30,000, a not overlarge amount for a
structure of such finish.




HEN Bishop John Carroll under-
W took to build a cathedral for the

Catholic diocese of the United
States the country afforded no model for
such an edifice. The See of Baltimore,
erected in 1789, coeval with the estab-
lishment of the federal constitution, was
the first religious jurisdiction in America
having a national scope. Pius VI wrote,
in the Bull which created it and made
Carroll bishop: “We commission the said
bishop-elect to erect a church in the said
sity of Baltimore in the form of a Cathe-
dral, inasmuch as the times and circum-
stances may allow.” The national char-
acter and the ambitions of the church
were in striking contrast with its actual
condition and means. St. Peter’s church
in Baltimore, which became Carroll’s
pro-cathedral, was but an aggregation of
small buildings of domestic character,
dictated by the pre-Revolutionary laws
against holding Catholic worship except
in private houses. Poor as this build-
ing was, it was then by far the most
elaborate Catholic house of worship in
the United States, with the possible ex-
ception of St. Mary’s in Philadelphia.

In the churches of the dominant
Protestant sects also there was little
which could furnish inspiration for the
design of a cathedral. The Puritanism
of the New England colonies had proud-
ly renounced every appeal to the senses,
and worshipped in halls of barn-like
asceticism, such as the Old South in Bos-
ton.

The Anglican church of the day, it-
self strongly Protestant, had little elab-
orate ritual or diocesan coherence. Its
best churches, the best of the colonial
- period—St. Philip’s and St. Michael’s in
Charleston, Christ Church in Philadel-
phia, King’s Chapel in Boston, and St.
Paul’s in New York—were modeled on
the London parish churches of Gibbs.

LATROBE'S DESIGNS T

FOR THE CATHEDRAL |*

OF BALTIMORE

BY FISKE KIMBALL
Part 1

They had indeed a basilican nave, but
no development of chancel or transepts,
and nothing in their external aspect sug-
gestive of more than a parochial signifi-
cance. The nave with a single western
tower had always been indissolubly asso-
ciated in England with the parish church.
Classical details and a portico did noth-
ing to shake this association. The ac-
cepted Colonial scheme, taken over bod-
ily from Protestantism, had to suffice for
Bulfinch’s Church of the Holy Cross in
Boston (1800-03), but would never do
for a cathedral for the Catholicism of a
whole nation.

Even foreign cathedrals, in reality,
could offer less direct inspiration than
one might think. The great period of
cathedral building had been the Middle
Ages; the cathedrals of the mother
countries were Gothic, a style little
known to the Americans of 1800, St.
Peter’s and St. Paul’s, the outstanding
examples of cathedrals in Renaissance
forms, were on such a vast scale as to
preclude imitation, and they were al-
ready attacked by the adherents of clas-
sical purism. The classicists, however,
had had no cathedrals to build. Their
nearest approach to one was Soufflot’s
church of St. Geneviéve, the composition
of which well fitted it for a national
Pantheon. In truth the building of
cathedrals had stopped in the old cities
of Europe, and the one now to be built
on the frontier of Christianity and civil-
ization presented a new problem.

To cope with the problem there was
in Carroll, a man of energy and tact, hav-
ing wide FEuropean observation and
eagerness to secure the best professional
advice available. An American of prom-
inent family, he had studied and taught
for twenty years in the Jesuit schools
and colleges of Flanders, and had toured
Europe, England, and Canada. His
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helpers, although loyal, were lacking in
ideals and experience. Building com-
mittee and builders alike were unpre-
pared for the task of erecting a building
of the very character of which they had
scarcely a conception. With the best
intentions they could not succeed with-
out finding an architect of skill and
knowledge transcending the narrow ex-
perience and book-learning of the best
post-Colonial designers.

Although much of the correspondence
relating to the design of the building has
been published as part of the Cathedral
Records, the designs themselves have
hitherto escaped search. The collection
of Mr. F. C. Latrobe of Baltimore, how-
ever, proves to include many drawings
of the cathedral quite equal in interest
to the executed work. Of the seven suc-
cessive designs which were prepared by
his ancestor, the architect, he has draw-
ings representing four, from which, and
other evidences, the provisions of the
intervening designs may also be deduced.
It thus becomes possible for the first
time to understand the architectural his-
tory of the cathedral, and to appreciate
more fully its extreme importance in the
history of American architecture.

The first attempt to produce a design
for the cathedral was apparently a vol-
unteer one. Dr, William Thornton, who
was a friend of the Carroll family, gave
the Bishop a sketch, now, unfortunately,
not to be found in the cathedral archives
or in the various collectiors of Thorn-
ton drawings. This design, like all of
Thornton’s, did not fail to recognize the
importance of the edifice; but it seems
to have had difficulties, like Thornton’s
plan for the Capitol, arising from the
author’s lack of fundamental training in
coordinating the details of a complex
project. Bishop Carroll was evidently
not wholly satisfied, for he had it sub-
mitted to Latrobe for an opinion. To
us such a submission might seem con-
trary to the ethics of the profession, but
as Latrobe was ignorant of the author-
ship of the design and made it a rule to
charge nothing for any services to re-
ligious or educational bodies, it may be
pardoned. The design called for some
fifty-four Corinthian columins thirty
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feet high, with a “tower or dome" rest-
ing on certain of these without either
piers or relieving arches. Latrobe’s
criticism, from which we obtain the
meagre knowledge we have of it, was
that it was too expensive, and incapable
of erection in stone for constructive
reasons.

Latrobe, who was now invited to sub-
mit a design, and who offered his
services freely, was far better equipped
to solve the difficult problem in hand.
The professional pupil of the elder Cock-
erell and of Smeaton, and himself an
architect who had been honored with of-
fers of the highest posts in the gift of
England and America, he had the artistic
ideals and the practical experience of
both hemispheres. He had, moreover,
the gift of keen analysis of a program,
which was here urgently required.

On April 16, 1805, he submitted two
designs, “‘the one in Gothic, the other in
Roman style.” Both conformed in plan
to a report by which Latrobe haped to
educate the building committee as to the
requirements for a cathedral. In this he
laid down as axiomatic a Latin cross
form with side aisles and a large develop-
ment of choir and transepts. Regarding
the question of style he writes: “The
veneration which the Gothic cathedrals
generally excite by their peculiar style,
by the associations belonging particular-
ly to that style, and by the real grandeur
and beauty which it possesses, has in-
duced me to propose the Gothic style of
building in the first design submitted to
you. . I submit the choice to you
entirely, having myself an equal desire
to see the first or the second erected, my
habits rather inclining me to the lafter,
while my reasonings prefer the first.”

A clear-cut choice of style, such as
Latrobe offered, was itself a new thing
on this side of the Atlantic. There had
been, indeed, many crude survivals of
traditional Gothic building in the Colo-
nies during the seventeenth century and
even in certain churches of the eigh-
teenth century. When Trinity Church
in New York, which was one of these,
was first rebuilt after its destruction in
the Revolution, a supposedly Gothic
style had been retained, although “im-
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proved by rules and proportions” after
the manner of Batty Langley. Latrobe,
however, brought for the first time a real
knowledge of Gothic in its great period,
which had been acquired by the pioneers
of the Gothic revival. In England, the
home of this movement, experiments in
building with this style had been pro-
gressing for fifty years with increasing
success, and results already by no means
contemptible. There the principal Gothic
designs had been for country seats, which
Latrobe had emulated in his design for
Sedgeley near Philadelphia. No cathe-
dral in revived Gothic forms had yet
been attempted in England, and outside
of England no Gothic church had yet
been projected in modern times.
Latrobe’s Gothic design (I) for the
Cathedral, although still lacking in the
sympathetic understanding of detail
which came first with Ruskin fifty years
later, is not unacceptable judged even by
present standards of knowledge. It had
a clerestoried nave and aisles vaulted
throughout in masonry, with grouped
vaulting shafts carried to the ground, and
vigorous wall buttresses. The difficulty
produced at the crossing by the narrow-
ness of the aisles, treated merely as pas-
sages, was overcome by a rhythmical bay
motive carried into the choir and tran-
septs. The west front of the nave was
given a deep arched opening like one of
the arches of Peterborough, with the
aisle fronts carried up to the same
height; the transepts had a shallower
great arch, but with the silhouette of
nave and aisles revealed. A low central
lantern dominated and unified the ex-
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terior, which could not have failed to be
very impressive, with its cliff-like walls
and deep shadows.

The alternative “Roman™ design (1)
is equally advanced in relation to the
tendencies of the time. It is on the gen-
eral scheme of the Pantheon in Paris,
but is made even more severely classical
by the substitution of a Roman saucer
dome for the tall Renaissance dome of
its prototype. The plan involves an in-
genious avoidance of the weaknesses of
Soufflot’s, in that the angle piers are
strengthened, and the ports & faur of
Soufflot’s dome are lacking. The narrow
aisles which flank both nave and tran-
sept are carried through the piers diag-
onally, and the adjustment of the Latin
cross within an essentially Greek cross
scheme is managed with great facility.
The lunettes which light the interior are
not masked as in the Pantheon or St.
Paul’s, but expressed on the exterior
with a frankness which is characteris-
tic of Latrobe’s structural purism. The
main cornice outside is placed at the
height of the impost within, thus pro-
ducing an attic.

Although ILatrobe later expressed
his preference for an order the full
height of the building, which had
distinguished Soufflot’s design, he felt
at first that he must adopt “the old and
not very elegant idea of an attic” to de-
crease the scale and expense. Despite
this concession to academic formulae the
design is notable for its grandiose and
monumental classical character. On
either plan the building was sure to be
noble and appropriate.
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ASYictim of the War
‘By Richard” T Bach

retirement of the Germans to the

now historic Hindenburg line—in
the course of which for alleged military
reasons ruthless destruction was visited
upon an untold number of buildings of
varying antiquity and present educational
value—granted only casual notice to the
intentional razing of Coucy-le-Chateau,
the foremost monument of European
military architecture of the so-called age
of chivalry, up to the moment that it
suddenly rose as a cloud before the eyes
of the advancing French army.

Coucy represented one of the most stu-
pendous building undertakings of its
time, both as to actual size and as to
military strength. It was a typical feudal
castle, originally built by Enguerrand 111
in the thirteenth century, and undertaken
as a complete project at the time of
its erection and not, as is so often the
case with medieval buildings, the result
of many scores of years of slow accre-
tions at the hands of successive owners.
It was later bought by lLouis d'Orléans,
builder of that other splendid structure,
Pierrefonds; passed to the French crown
in 1498, and was dismantled by order of
Louis XIVth's crafty Italian minister,
Mazarin, in 1652.

From the standpoint of defense the
position chosen for Coucy was ideal. A
total area of some ten thousand square
vards, favored by very steep approaches,
was chosen at one end of a plateau near
the city of Noyon. A considerable sec-
tion of the area selected was given over
to extensive buildings (see perspective,
Fig. 1) not very strongly fortified, the
purpose of which is not now known
and of which .only an occasional vault
or column remained before the war;
there was here, however, outside the
heavy walls of the castle proper, a chapel
of a date probably much earlier than the
thirteenth century.

RECENT accounts of the strategic

As in the case of all feudal castles, the
main establishment was erected as a de-
pendency of the donjon or keep, an im-
mense masonry tower, amply provided
with all needs of sustenance from well
to cattle stalls, and catering to all human
requirements from simple military protec-
tion to the customary dungeon for the
quick elimination of undesirables. The
donjon of Coucy gave upon the open
plateau area between Noyon and the
castle itself (see plan, Figs. 2 and 3). It
was flanked by two smaller angle towers
connecting with the donjon by means of
curtain walls, of which one was pierced
by the only entrance reached by a bridge
defended by three pairs of double towers
and thrown across a moat which was
itself over sixty feet in width. The en-
trance, which was heavily protected by
portcullis, thick wooden iron-studded
doors, drawbridge and other accessories,
led to a residence building, of which the
ground story was used as a barracks;
through its centre ran a corridor, vaulted
and provided with perforations above
through which missiles might be dropped
or lead or oil poured hot. The corridor
debouched upon the open courtyard of
the castle, while the four-story building
of which it formed part connected with
and used as a side wall the exterior east-
ern wall of the whole enclosure. Along
this wall were constructed service build-
ings three stories in height, providing liv-
ing quarters for help or for retainers.
The northeast and northwest corners
were again carried out in form of circu-
lar towers; while between them, in the
most inaccessible position in the plan,
were built the chief residential quarters,
again vaulted in the lowest story as in
the case of all the other structures thus
far mentioned. Following around to the
western side of the plan, we find the
whole of the available exterior wall space
used as part of an immense storage maga-



FIG. 1. COUCY-LE-CHATEAU. GENERAL PERSPECTIVE.
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zine for every marner of material and
food. provided against an extended siege.
Storage facilities were also accounted for
in a cellar level beneath this enormous
building ; in fact, there were a number of
such possibilities in the understructures
of practically all portions of the plan, ex-
cept the courtyard. Projecting from the
inner side of the storage building was
the castle chapel. Kitchens seem to have
been arranged for in the space adjacent to
the chapel, but separated by a small yard
from it and the donjon which occupies
the centre of the southern elevation. The
four corner towers had an understruc-
ture of three stories—a sort of superpo-
sition of three constructed caves—and
three more stories above ground level.
Their height was slightly over one hun-
dred and fifteen feet and their diameter
about sixty feet. DBeside these dimen-
sions the donjon itself was a mammoth,
measuring over two hundred and ten feet
in height and over one hundred feet in
diameter. Around the base of the don-
jon was built an additional walled en-
closure, set at 'some distance from it and
forming part of the general curtain wall.
In one end of this enveloping arc a small
postern, with the usual protection of
heavy doors, ceiling perforations, etc.,
made possible an exit to the escarpment
on the opposite side of the moat; while
the base was penetrated throughout its
curve by a passage contrived no doubt as
a means of detecting mining operations,
since it was constructed at the level of
of the bottom of the moat. At this level
also was discovered a spring of pure
water which solved a most serious prob-
lem; the location of this essential was
of greatest benefit to the inhabitants,
since it was absolutely inaccessible, ex-
cept through the entire defenses of the
building or, to be sure, through treachery.

Properly to restore the buildings of
Coucy the imagination must recall the
character of the vaulting, the profuse
painting of the vaults, the frequent use
of trussed roofs and the carving of pro-
jecting members, the delicate carving of
capitals and occasional window treat-
ments, not to mention the general archi-
tectural excellence of the chapel itself.
To crown the whole effect we have the

553

general quality of picturesqueness due to
site and, in addition, also to man’s efforts
to circumvent possible attack.

The donjon of Coucy will merit a
more detailed description, for ‘in the
days of its early greatness the donjon
was the proper residence of the feudal
lord or seigneur. This giant structure
was contrived in the form of an exact
circle in plan, accessible from the court-
vard of the castle only by means of a very
narrow door and passageway with acces-
sory protections of portcullis, etc., as
usual, and set off entirely from all other
parts of the general plan by means of a
smaller encircling wall, as indicated
above, between which and the tower it-
self lay a moat slightly over twenty-five
feet in width and about sixteen feet be-
neath the sill of the narrow entrance.
The usual drawbridge was thrown across
the moat to connect with the open court-
yard. From a narrow entry, or postern,
a short corridor or passage leads through
the wall of immense thickness—that is,
one-fourth of the total diameter of the
tower, or a matter of about twenty-five
feet of masonry as measured above its
slanting or battered base—and in the
thickness of this wall were contrived to-
ward the right a spiral stair tower, or
rather stair well, which served all upper
levels of the structure, and toward the
left a short passage leading to conven-
iences, thus placing the latter entirely
out of direct communication with the
central open space for purposes of
sanitation.

A well driven to a depth of one hun-
dred and ten feet was located at the
right immediately on entering the great
vaulted room forming the ground story
of the donjon, occupying one of twelve
rectangular recesses in the thickness of
the wall (see plan, Fig. 5), all of which
are of equal size, excepting that occupied
by the well and that required for the en-
trance. These -twelve niches, oblong in
plan,” correspond to as many vaulting
compartments, the strongly projecting
ribs of the radial vault striking against an
annular oculus above and forming a se-
ries of deep penetrations, in the full
height of which the square-backed niches
were carried up in a double tier, the up-
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FIG. 2. COUCY-LE-CHATEAU. GENERAL PLAN,
MAIN LEVEL.

per level being formed by the level of a
cornice ahove a series of pointed arches.
The great vaulting ribs spring from small
shafts with finely cut capitals set against
the wall spurs projecting between the
niches just mentioned. The only source
of light is found in two small square win-
dows set very high.

In the second story (see plan, Fig. 6)
we have practically a duplicate of
the first. There 1is provision for
meagre lighting in this case, how-
ever, in the form of three small win-
dows. There are again twelve oblong
niches, three occupied by narrowing pas-
sages leading to the windows, one giving
upon a very narrow passage connecting
with a small bridge thrown across to the
enclosing curtain wall, a fourth giving
access to the circular stairway, and a
fifth occupied by a fireplace with chim-
ney (see section, Fig. 4), the latter not by
any means the customary thing at this
stage in architectural history. The vault-
ing ribs in this case again strike against a
circular opening in the crown, the pur-
pose of such openings being to provide

. almost

an easy means of carrying supplies from
floor to floor, especially missiles to the
roof, since a vertical hoist could easily
be contrived to serve all three levels.

In the third story (see plan, Fig. 7)
interior we have a splendid example
of medieval design, a conception of
terrible dignity and as good
an illustration of the decorative treat-
ment of distinctly military buildings
as can anywhere be found in feudal
times. The great hall, a twelve-sided
polygon in plan, is vaulted radially, the
ribs again springing from carved capitals
set on slender shafts, the latter placed
against deep piers disposed on the radii
of the dodecagon of the plan, but each
pier is pierced at the main tloor level and
also at the level of a gallery raised about
ten feet above it. By this means large
accommodations were afforded, and it has
been estimated that no less than one
thousand retainers could be grouped to-
gether in this hall and its galleries, so
that all might hear simultaneously some
general pronouncement as to law or mu-
tual defense of the castle. At this level
the wall has been decreased in thickness
about two-thirds, and in the space thus

g_a. 25 % .\‘,
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FIG. 3. COUCY-LE:CHATEAU. GENERAL PLAN,

SECOND STORY LEVEL.
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FIG 4. COUCY-LE-CHATEAU. SECTION OF DONJON OR KEEP.
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FIG. 5. COUCY-LE-CHATEAU. GROUND PLAN OF DONJON OR

KEEP.

gained deep recesses give
additional floor area. Since
the chief source of light
was the central opening in
the roof, but two windows
were built into this story.
The stair well was itself
lighted by slit windows
throughout its height.

The roof (see plan, Fig.
8) of the donjon served,
as was the case in all sim-
ilar constructions, as a sort
of fighting top. The roof
proper was lead covered
and the wall of the tower
was carried up to a consid-
erable height bevond its
level. This wall space was
perforated by slit windows
alternating with larger
openings with pointed
heads; although of the size
of doors, these were filled
in through half their thick-
ness to such height as to
make them appear as win-

FIG. 6.

RECORD.

dows from without. By this
means defenders placed in
them could operate at iree-
dom and without interfer-
ence from the activity of
those furnishing supplies
and missiles on the roof
area. On the exterior wall
at the roof level were built
a number of brackets in
stone ; these served as sup-
ports for an additional
wooden gallery (see sec-
tion, Fig. 4), which, pro-
jecting from the wall face,
could command a full view
of the base of the tower
without exposing the de-
fenders. Between the stone
brackets supporting this
wooden gallery were left a
series of openings to assist
in the construction of the
gallery, as sockets for
beams, and also to serve
as convenient points from
which to drop missiles.

COUCY-LE-CHATEAU.
DONJON

SECOND STORY
OR KEEP.

PLAN OF
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The heavy wall or battle-
ment terminated in a cor-
nice, projecting both in-
ward and outward, and
covered with a gable roof.
Four pinnacles, with finials
and crockets, lent a gratify-
ing decorative touch to the
heavy exterior.

To visualize the effective-
ness of the donjon in its
pristine structural integrity,
it will be necessary to re-
store also the interior dec-
orations, carried out in
fresco on a thin coat of
plaster which covered ma-
sonry walls left quite rough
in expectation of such cov-
ering and painting. We
must also visualize the
paintings of chivalric scenes
to serve not only as re-
minders of the glory of
the owner’s crest, but also
as a means of impregnat-
ing the minds of youths
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FIG. 8. COUCY-LE-CHATEAU. ROOF PLAN OF DONJON OR

KEEP.

PECARD Se.

COUCY-LE-CHATEAU. THIRD STORY
PLAN OF DONJON OR KEEP,

and squires with an ade-
quate sense of the impor-
tance of certain military
and other feudal virtues.
Add to this the glint and
rattle of armor and the fine
color and movement of
loose garments of women,
and restore heavy hang-
ings and crude oaken fur-
niture, and we have but a
very dim picture of such
quality and grandeur as
was not attained in any
other castle in France. It
is not at all difficult to un-
derstand the source of in-
spiration from which the
Romanticist draws so con-
tinuously and with such
gratifying results when we
recall but a small fraction
of the charm of Coucy.

Note: Illustrations in the
foregoing are from Viollet
le Duc’s Dictionnaire de
P Architecture.
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LANS of a number of archite ts’
P offices have been published; but it

is not often that a firm of archi-
tects is in a position to design an office
building for its exclusive use on land of
its own near the business centre of a
great city. Tower Court is the name re-
cently given to a short street, in the
North Division of Chicago, which passes
the west side of the now unused stand-
pipe tower of the first water works built
to supply the whole city. The tower
was erected about 1835 and is preserved
as a monument to the Chicago water sys-
tem. The building of Perkins, Fellows &
Hamilton, at 814 Tower Court, stands
opposite the end of another short street
about one hundred feet north of the
tower. It can be seen from the Lake
Shore Drive, which lies between the
tower and the reconstructed pumping sta-
tion still in use; and as its street number
indicates, it is eight standard blocks from
Madison street, the official east and west
central street of Chicago, from which all
street numbers north and south are regu-
lated. Chicago avenue, next south of
the building, 1s half a mile north of Madi-
son street.

The neighborhood was once the best
built residence district in Chicago, north
of the centre; it is now gradually being
taken up for buildings of a semi-public
nature, and the fine old dwellings are dis-
appearing.

The three members composing the firm
are all noted for their artistic attain-
ments; and while the sign over the door
announces that they are engineers as well
as architects, this announcement is to be
understood as meaning that they are
competent to do the necessary engineer-
ing work connected with the ordinary
practice of architecture. They are li-
censed both as structural engineers and
as architects under the laws of Illinois.
The building is an illustration of the best

s @ NEW_OFFICE BVILDING of ool
PERKINS, FELLOWS & HAMILTON. Chicaro 7

engineering practice—it is fireproof and
gives evidence of much original con-
struction.

The recent work of the firm has shown
a leaning toward the use of Gothic de-
tails, a leaning evident also in the present
example, which, however, exhibits no
direct copying of specific Gothic forms.
The ornamental features were not
wrought after carefully detailed draw-
ings. On the contrary, they were rather
suggested than designed by the archi-
tects; they were “‘controlled” very much
as were the carvings of the medieval
buildings of the thirteenth century.
Everything on the front wall above the
base water table and steps is terra cotta,
without enamel or even smooth surface.
Rough sketches were made by the archi-
tects indicating the general size, propor-
tions and projections of the ornaments,
and these were all modeled by Emil Zeit-
ler, who had spent several years studying
the medieval sculpture at Chartres and
other famous works in Europe. Every
piece in the front of the building is an
original model as it came from the sculp-
tor’s hands. Incidentally, the panel over
the fireplace 1s the plaster model made by
Mr. Zeitler for a carved oak panel in a
country house designed by the same archi-
tects. The model is surfaced with dull
bronze and relieved with backgrounds of
blue and red. 1t gives the artist’'s im-
pressions, from memory, of traceries and
panel ornaments seen abroad in old work.

The tendencies of the modern use of
medieval Gothic are better shown in a
building of this kind than in a church,
the details of which are usually minutely
copied. There is much work being done

now in the Middle West which is not

Gothic but which is clearly influenced by
it. Such work may frequently be seen in
the crowning members of apartment
houses and manufacturing plants, where
projecting cornices are objectionable for
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ENTRANCE—OFFICE BUILDING OF PER-
KINS, FELLOWS & HAMILTON, CHICAGO.




OFFICE BUILDING OF PERKINS,
FELLOWS & HAMILTON, CHICAGO,
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THE ARCHITECTURAL RECORD.

economic reasons. The present building
is a good example of what is being done
under Gothic influence.

The plan of the building is quite as
interesting as is the design. The con-
tractors’ room, with a telephone booth
and with a clerk in charge offers every
facility for contractors who are figuring
on work. The waiting room and the
public office on the first floor are not par-
titioned off. The reception room on the
main floor is two stories high. On either
side of this room and facing the street
are the private offices of the members of
the firm. On the mezzanine floor are the
library and a private drafting room. The
library is well adapted for conferences
on new designs, which are prepared in
the private drafting room. The general
drafting room, which occupies the whole
upper (second) floor, is a model of light-
ing arrangement.

The arrangement of the ground floor
is very original. The contractors’ room
is two steps above the sidewalk and there
is no excavation below it. The heater
room and coal room are nine steps be-
low the entrance hall and five steps below

567

the courtyard and garage, which are
slightly lower than the front sidewalk.
The paved court provides surface drain-
age for the driveway and garage and is
deep enough to turn a motor car around.
The garage has room for two cars, and
another may stand under the shelter of
the terrace in the rear of the first story.
Two dead brick walls of other buildings
bound the court on the south and west,
and in due time will be covered with
climbing vines. That on the west pro-
tects the windows from the afternoon
sun. The terrace is reached by an out-
side iron stairway, which is part of the
fire escape system on the rear. It is
surrounded by a brick parapet wall with
flat coping for flower boxes. The waiting
room is provided with glass doors giving
onto the terrace. Thus every possible
provision has been made for convenience
and pleasing surroundings. The front
windows are all made with steel sashes
filled with leaded glass and opening out-
ward. The inside trimming, where wood
is used, is of polished oak, with flat
finish. Most of the floors are covered
with large burned clay tiles.
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LOGGIA—HOUSE OF MRS. HUNTER
P. COOPER, ATLANTA, GA. HENTZ,
REID & ADLER, ARCHITECTS.
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PORTICO—HOUSE OF JAMES L.
DICKEY, JR., ESQ., ATLANTA, GA.
HENTZ, REID & ADLER, ARCHITECTS.

(The entrance and garden fronts of this
house were published as Figs. 31 and 32
in the October issue.)
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VIEW INTO LIVING ROOM—HOUSE OF
JAMES L. DICKEY JR, ESQ., ATLANTA,
GA. HENTZ, REID & ADLER, ARCHITECTS.



MANTEL IN LIVING ROOM-HOUSE OF
JAMES L. DICKEY, JR., ESQ., ATLANTA,
GA. HENTZ, REID & ADLER, ARCHITECTS.
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ENTRANCE PORCH—HOUSE OF MRS,
J. W. SHINHOLSER MACON, GA.
HENTZ, REID & ADLER, ARCHITECTS.
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OLMSTED MEMORIAL, HARRISBURG, PA. ALBERT KELSEY, ARCHITECT.

“Terraced upon a steep hill, the monument does not explain itself
very well in photographs, and until the reaching bronze figure of
‘Grief’ is added to the base it will not be complete.”



OLMSTED MEMORIAL, HARRISBURG, PA. ALBERT KELSEY, ARCHITECT.

I perspective and seen from the lower level. One can well imagine ,
how a figure with outstretched arms laying a wreath on the shelf |
below the line of ornament will satisfy the mind and eye.



OLMSTED MEMORIAL, HARRISBURG, PA. ALBERT KELSEY, ARCHITECT.

“The turf-covered ramps gently sweeping down to the level
of the burial plot are restful and quiet. Each step is marked
by an inconspicuous bronze symbol.”
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DETAIL OF THE OLMSTED MEMORIAL, HARRISBURG, PA. ALBERT KELSEY, ARCHITECT.

“A comparison of the two plaster studies reveals a totally different treatment of the
same motive. The swag has lost its listlessness and the wings have been gradually

In the executed work the ribbon has been carried under the

conventionalized. =cU { =
festoon, giving unity to the whole design.”




THREE BOOKS FOR DRAFTSMEN

By RICHARD F. BACH
Gurator, School of Architecture, Golumbia University

SSURED that architectural drafts-

manship has fallen from the high

place it formerly graced, Mr.
Reginald Blomfield, well known to us
as a gifted writer upon architectural sub-
jects, has prepared under the title, Archi-
tectural Drawing and Draughtsmen
(large octavo; pp. xii + 96, and 97 pl.,
unnumbered, printed on both sides of
page, Cassell, London; Funk and Wag-
nalls, N, Y. 1912, $3.60), an all
too brief treatise having the aim of
encouraging students in the direction of
fine draftsmanship chiefly by offering
them a comprehensive purview of the
finest examples produced by this art in
the past. The past, in this case obvi-
ously must chiefly be the Renaissance.
The author, being an English architect
and past president of the Royal Institute
of British Architects, has also endeav-
ored to broaden the horizon in particular
of the English draftsman who, he finds,
has been too prone to ignore the excellent
work of Frenchmen and Italians in this
province; and if he did grant the great
continental draftsmen more than passing
attention, he has not seen fit to include in
his survey men active in allied fields of

design and drawing as were those of the
name of Lepautre, of Marot, and others
of like calibre. These shortcomings Mr.
Blomfield has sought to counteract by a
most comprehensive examination of the
chosen field as manifested in its conti-
nental products.

To be sure, the basis of good drafts-
manship must be the study of form and
the technical mastery thereof; and the
final expression of good draftmanship
must be fine drawing, with a modicum of
inspiration contributed to the agency of
individual character or personal tempera-
ment, The author has ably carried
through his inspirational purpose, using
as a vehicle an excellent and thoroughly
readable accompaniment to an extended
series of illustrations, themselves repre-
senting an admirable selection from the
best sources. He offers no technical dis-
quisitions on geometrical drawings, iso-
metric projections, perspective and skiag-
raphy, but rather attempts in a general
way to enlarge the modern (that is to
say, in this case, the more specifically
English) conception of architectural
drawing by tracing its development in the
past and by reviewing the workmanship
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of great hands, of men who have risen
above the ranks of the mere technician
not only by their manual dexterity, but by
the rarer qualities of selection and in-

sight, and in exalted power of imagina-

tion.

In this connection the author indulges
his dislike of purely ephemeral aspects
of draftsmanship, and his words in this
regard should be interesting to all in any
way affected by the processes and results
of modern architectural drawing: “Fash-
ion has so much to do with current repu-
tation that the only safe standard to
judge by is that set by men who have
long been recognized by competent judges
as past masters of their art. For that,
after all, is the only working test. In-
genious writers may find transcendent
merit in the work of some long-forgot-
ten artist, and in some rare instances the
merit is genuine, particularly in the case
of architects whose work is difficult to
trace, and whom not only the public
but artists themselves are slow to
recognize. But the wverdict of time
is seldom wholly wrong, and stu-
dents, at any rate in their period
of training, will be wise to take as their
masters only those artists whose reputa-
tion has stood the test of time, and to
regard with an open mind, and even sus-
pend judgment on, methods and models
that are still in the melting-pot. It is
always a difficult problem to assess con-
temporary progress. There is the danger
of mistaking the fancy of the time for a
genuine movement, and the scorn with
which one may be tempted to regard the
work of two or three generations back
may recoil on one’s own head. . . . A
hundred years ago and earlier there were
fashions, too; but they were fashions of
considerable solidity, changing not year
by year, but generation by generation, and
the student in mastering the fashion of
his generation at any rate mastered one
manner fairly completely. Nowadays he
is apt to dash from one manner to an-
other, and never arrives at anything. It
is essential that the student, in selecting
his models for imitation, should fortify
his judgment by the study of history and
the analysis of old work.”

Obviously the object of architectural

drawing is the representation of architec-
ture ; but this definition must be taken to
include a wide field of draftsmanship
ranging from the plainest and most prac-
tical working drawing made for the pur-
pose of facilitating actual construction to
the opposite extreme of such extraordi-
nary visions as Piranesi produced in his
memorable Carcere de Invenzione. Archi-
tectural drawings must differ of course as
to the intention that prompts their mak-
ing. According to Mr. Blomfield this in-
tention may be either objective or sub-
jective—*‘that is, the intention of the
draftsman may be either to make
drawings which can be carried out in the
building by other hands exactly as drawn,
or, on the other hand, he may wish to
produce in somebody else’s mind the im-
pression of the building as a whole as he
conceives it, or he may employ architec-
tural forms as the symbols and embodi-
ments of some abstract idea, the imagery
of a world which never has existed in
fact, and never can. Some of the French
draftsmen so used them in the seven-
teenth century, and, in a far more notable
manner, Piranesi in the eighteenth. In
the first place he will proceed by geo-
metrical drawings; in the second and
third by perspective representation, with
such accessories as skiagraphy, figure or
landscape drawing, and the like, as may
be necessary to drive home his ideas.”
Geometrical drawings, that is, the prac-
tical plans, sections and elevations worked
out to scale, have only two essential con-
ditions, namely, accuracy and clarity : the
former a matter of knowledge and care,
so that the translation of the drawing
into materials by a builder, who except
for the drawings and the supplementary
specifications is entirely ignorant of the
designer’s intentions, may be correctly
effected ; the latter which follows logic-
ally from the first, so that the drawing
may leave no doubt in the spectator’s
mind as to what it is intended to repre-
sent, all tricks and devices being
eschewed in the interest of legibility.
On the other hand, the situation is al-
most reversed when we consider the other
function of architectural drawing, name-
ly, that of producing in the mind of an-
other the impression of an architectural
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idea. To quote the author: “We are not
concerned here with a bare and literal
statement of facts. The impression aimed
at is a complex one; that is, the drafts-
man aims at producing the impression
not only of certain abstract forms of
architecture, but of those forms as a
whole, and as a whole considered in
relation to its placing on the site, its
environment of sky and landscape, and
even the intention of the building. All
these matters have an important bearing
on the value of the design, and their
presentation is scarcely less essential than
the data given by the working drawings,
in the building up of the total impression
to be conveyed to another mind. The
line that in the geometrical drawing had
to be hard and precise now becomes sen-
sitive, even tentative, feeling its way and
clinging on to the idea, as it were, in or-
der to suggest it in all its multifarious
complexity. Absolute and exhaustive ac-
curacy in detail is less important here
than accuracy in the statement as a whole.
It may be found, in setting up a perspec-
tive of a building according to the strict
rules of the art, that the result is dis-
appointing; somehow the building looks
different from what had been expected,
and if it has been carried out, from what
it looks like in fact. The explanation is
that it is not only that the eye sees the
buildings in perspective, but the brain
takes its share in the process. Impres-
sions are formed with lightning rapidity.
Knowledge previously acquired comes
into play; and unconsciously, because it
is done so instantaneously, the mind
jumps from what it sees to much that
it does not see. The net result left in
the mind by the observation of a building
is its perspective modified by several
other considerations. A draftsman is
justified, therefore, in taking these other
considerations into account, emphasizing
part of the building in one place, modi-
fying it in another; availing himself, in
fact, of those principles of selection and
restraint and suggestion which every art-
ist has to employ in the statement of his
impression. . . The limits of the
architectural draftsman are more close-
ly set than those of the free artist.
But within those limits it is more im-
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portant to convey the main idea than to
give a literal and laborious transcript
which, in fact, misrepresents the build-
ing.”

Then we have in addition the use of
architectural forms for the expression of
abstract ideas. Here we are, of course, on
the debatable ground which lies between
architectural drawing and the quality of
suggestion that falls within the province
of the painter. Here again Piranesi re-
mains the most remarkable historic ex-
ample of an artist who expressed ideas
by means of architectural forms,

Mr. Blomfield's book contains but
five chapters, so that there are more than
nineteen plate illustrations for each. The
first section which covers the nature and
purpose of architectural drawing and of
which we have endeavored to give some
suggestion in the preceding, includes also
a study of the few medieval drawings
which have come down to us; drawings,
by the way, inspired by a real conviction
which makes them fundamentally true
and valuable. The author seems to con-
sider it a matter of good portent for me-
dieval architecture that the great com-
plexity of coérdinated office drawings did
not exist to hamper its spontaneous
growth. He says: “It might be an in-
teresting speculation to consider how far
some of the qualities of medieval archi-
tecture were due to the absence of or-
ganized working drawings; its informal-
ity, its habit of improvisation in detail,
its irregularities and neglect of sym-
metry in design. The implicit reliance
on drawings in modern practice would
certainly account for much of the me-
chanical quality in modern Gothic. For
Gothic architecture was essentially a
builders’ art: that is to say, its whole
scheme and conduct were local, initiated
and practiced on the spot, not adminis-
tered from a distance; and this had one
immense advantage: that the designers
worked in the concrete, not in the ab-
stract—they saw what they were doing,
and could test and alter their programme
as the work went along. Our modern
Gothic architects have been trained, not
in the workshop and on scaffolding, but
in architects’ offices and schools. They
have no means of conveying their ideas
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to the builder but through a system of
drawing which came into existence for
the purpose of a quite different method
of design.”

In the second section the author deals
with architectural draftsmen of the six-
teenth century, with due emphasis on
Bramante and the San Gallo in Italy, the
Du Cerceau and Philibert De L'Orme in
France. This is folowed by a chapter on
French draftsmen of the seventeenth cen-
tury such as Le Muet, Jean Lepautre and
Daniel Marot and their followers, Le-
Blond, Bérain and others. The next sec-
tion deals with a selected number of Ital-
jan draftsmen of the seventeenth and
eighteenth centuries, among them Fon-
tana, Bernini, Pierino del Vaga, Algardi,
Vasari, and Bibiena, and gives consider-
able space to the master of them all, the
inimitable Piranesi. The concluding
chapter deals with English architectural
draftsmen, with due attention to Inigo
Jones, Sir Christopher Wren, Colin,
Campbell, Gandon, Gibbs, Girtin, Nes-
field, Waterhouse and others.

There is much in the volume under
consideration that will be of value to the
practitioner; there is, above all, the in-
spiration of a great past which has set
high the standard of performance in this
fascinating field. We can only hope that
a “subsequent edition will prompt the
search for a different paper stock for the
plate reproductions. The uniform pres-
entation of all plates upon paper with
glazed surface, regardless of the original
surface upon which the drawings were
made by the artists or designers, tends
to limit the effectiveness of what the
technician in ink and color calls the
values of his drawing.

II.

In his excellent analytical study en-
titled : Indication in Architectural Design
(Quarto; pp. 48 and 50 plates. New
York: The William T. Comstock Co.
1916. $5), Mr. David Varon has con-
tributed to the drafting room library a
volume that may be considered the first
really useful text book or practical
treafise in the theory of architecture
which has seen the light on this side of
the Atlantic.

THE ARCHITECTURAL RECORD.

The author’s purpose as expressed on
the title page of the present work was to
reproduce in this book the essentials of a
material method of studying architectural
design with the help of indication as a
means of analysis. To attain this ob-
ject he has presented within the limit of
ten chapters and fifty plates, the latter
all reproductions of his own sketches, a
graded sequence of lessons from the sim-
plest elements entering into design,
through interpretation of mass, silhouette
and comprehensive composition, to the
solution of the complex problem. The
method adopted is fundamentally peda-
gogical and therefore carries home its
point from chapter to chapter in telling
manner. By way of example, we will
find a section entitled: Design of Eleva-
tions Involving Salient Features. This
discusses in detail the various methods
of treatment of a single dominant feature
as the sole accent or as abetted by other
flanking motives. In illustration of the
discussion in this chapter sketches on no
less than four plates are referred to the
latter, presenting in each case a series of
historic examples boldly but very expres-
sively indicated. This chapter and these
plates are but steps in the progress of
text and illustration material, each of
which is carefully constructed as an or-
ganic series development,

The spirit of the title of the book has
been carefully maintained throughout;
each plate is itself built up organically
whether dealing with elevation or plan or
perspective. There is no lack of tech-
nical achievement, for, as has been ably
said, such achievement in indication is
tantamount to an exact appreciation of
just how much may be left out of a
drawing. The plates as a series are so
instructive that with the meagre accom-
paniment of explanatory text, which for
each illustration appears on the back of
the preceding one, the series of illustra-
tions could themselves be used as an ef-
fective text book. In fact we can picture
the usefulness of Mr. Varon’s plates as
the basis of a series of lectures which
might be delivered by the patron to his
students or by the architect to his drafts-
men., It might be a thoroughly available
suggestion that certain of these plates
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be hung up in the drafting room by way
of suggestion to learners so that the lat-
ter may establish in their own minds the
reasonably analytic mode of approach
which has been the success of Mr. Va-
ron’s volume. In fact the man long in

practice will find in these pages system- .

atically set down those guiding truths
which he has discovered for himself by
dint of much study and experiment, but
which can be firmly fixed in the mind
and given an illuminating focus by the
logical presentation of ideas for which
architectural indication is a thoroughly
available means; what is more, Mr. Va-
ron has been especially qualified, through
having had the advantage of the inesti-
mably valuable instruction of Guadet and
Paulin. Wherever there are ambitious
draftsmen this volume will find a haven,
for it has long been wanted and it will
promptly constitute itself a most valu-
able vade mecum for students of archi-
tecture everywhere.

ITL

An eminently efficient and handy vol-
ume for the busy drafting table is Dewitt
Clinton Pond’s Engineering for Archi-
tects (Crown Octavo, pp. viii 4 104.
New York: The Columbia University
Press, 1915. $2). It is well known
that architects regularly encounter prob-
lems in structural engineering that lend
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themselves to solution with no greater
aid than that of simple mathematics and
the type of hand book published by one
of the leading steel manufacturing plants;
but nevertheless occasional problems pre-
sent themselves for which there is no
generally known method of attack and,
as a result, reliance must be placed upon
a qualified engineer or else the risk of
possible failure of the structure must be
faced.

Not infrequently ignorance of the
supporting strength of structural mem-
bers is the reason for unnecessary
cost. Mr. Pond aims to obviate these
various difficulties by providing the nec-
essary and useful information in his brief
discussion, with no pretence at the intro-
duction of any new methods of calcula-
tion and with no suggestion that there are
no other methods beyond those he cites.
The information given will facilitate the
design of floor beams, girders, column
sections, grillage beams, and simple roof
trusses. The subject matter is covered
in twelve terse chapters with ample dia-
grams, calculations, tables, etc.

Not the least important office which
this handy volume will accomplish is that
of reducing the mystery which for many
a_practitioner enshrouds such essentially
plain subjects as the sizes of beams and
the column sections necessary for struc-
tural purposes under stated conditions.



When
Langford Warren died
last July at the age of
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sixty years, American
Langford architectural education
Warren. lost one of its finest
personalities. Professor
Woarren’s lifework was

twofold. He was the founder and organ-
izer of the School of Architecture of
Harvard University, which he developed
into one of our chief schools and of which
he was the head for twenty years. But
perhaps an even greater achievement was
his brilliant teachmg of the history of
architecture, It is not exaggerating to
say that nothing surpassed it in any school
in the world. At the Ecole des Beaux-
Arts, where the ablest teaching in archi-
tecture is to be found, the history of archi-
tecture excites no profound interest in
either teachers or students. The reason
for the perfunctory attitude at Paris Pro-
fessor Warren himself understood per-
fectly when he pointed out in an Institute
debate that modern French architecture,
with all its faults and limitations, is the
only living style of architecture in the
world today (though since he made this
statement certain phases of German mod-
ernism may claim recognition). There-
fore, since they have a style of their own,
Frenchmen do not have to search history
to borrow and to assimilate. They may
pick up their art forms as they learn to de-
sign. But for other peoples, especially
for Americans who are condemned to work
in an eclectic method, the thorough study
of the history of architecture is a neces-
sity. This necessity Professor Warren
knew profoundly how to provide.

In his teaching, the experience of a prac-
tising architect made real and mellowed
the research of the scholar. Indeed, it
might be said of him that he was an archi-
tect who at the same time happened to be
a scholar. He is to be counted among the

few pioneers who lifted art-criticism out of
the bog of archeology and literary snob-
bery where it floundered during the nine-
teenth century.

Like many men who come to distinction
in the United States, Professor Warren
had the benefit of a wide experience that
helped him greatly when he finally found
his lifework. He was born March 29, 1857,
in Manchester, England, where he spent his
early boyhood. Later his father lived
in Germany during 1869-71, and the
son gained part of his education in
the gymnasia of Gotha and of Dresden.
Afterward he returned to England to at-
tend Manchester College for three years.
After drafting in a Manchester office, he
moved with his family to this country,
where he came under the influence of
Charles Eliot Norton. In 1877-78-79, young
Warren studied at the Massachusetts In-
stitute of Technology; then h2 spent sev-
eral years in the office of H. H. Richard-
son at a time when it was a training school
for a band of exceptional young archi-
tects—among them Stanford White—who
became leaders in the profession. There-
after Mr. Warren practised, principally in
Boston, in a partnership which he con-
tinued throughout most of his life.

It will be readily understood that when,
in 1893, the architect Warren was called to
Harvard he brought to the professor’s
chair (he became a full professor six years
later) a ripened judgment, an imaginative
insight into the problems of design and of
construction that practice in the profession
best gives to a critic of architecture.

Professor Warren’s work at Harvard
was in a sense a struggle. He began to es-
tablish his school when French influence—
French influence so-called—was sweeping
over the profession, spread by a stream of
returning enthusiasts from Paris. That
took place twenty years ago and the re-
sults are to be seen in the buildings of that
time. The Paris missionaries would brook
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no compromise; they wanted America to
adopt not only French teaching but French
art-forms as well. Some practising archi-
tects resisted the movement, among them
Mr. McKim, already well on his career as
the greatest architect of the English-speak-
ing race, the greatest at any rate since
Christopher Wren; Mr. Platt in New York,
some architects of houses in Philadelphia
like Mr. Eyre and Mr. Day, and in Boston
like Mr. Bigelow. The work of such men
could be tolerated, for it was too important
to be decried successfully, but the Paris
faction thought it presumptuous for any
school to teach anything but the style of
the Beaux-Arts. This all seems trivial to-
day, but the public hardly realizes that only
fifteen years ago it required great courage
to hold out for the principles that are com-
monplace now. We may be thankful that
Professor Warren lived to see the vindica-
tion of many of his ideas. Think of it!
In some quarters he was chided not only
for appreciating Colonial architecture, but
for teaching it in design problems.

For a time Professor Warren went al-
most too far in opposition to the French
propaganda. He was not primarily a
teacher of design, and in his anxiety to in-
still appreciation of fine taste in the stu-
dents, he sometimes discouraged initiative
and imagination in planning by insisting
on conscientious care in details of motive
and ornament. But as his opponents grew
less fervent in their worship of French
taste, Professor Warren became broader
in his attitude toward the design policy of
the Harvard school. At the same time the
work of McKim and of the others noted
above was beginning to tell. Almost sud-
denly the attitude of the architectural world
shifted over. It was agreed that America
should adopt the sound and inspiring meth-
ods of Parisian teaching, but that she must
develop her own traditions of good taste
in architecture. Then Professor Warren
made a brilliant move. He succeeded in
bringing to the United States Professor
Armand Duquesne, one of the soundest
teachers of the Ecole des Beaux-Arts in
theory and one of the ablest in planning,
whose mind works almost mathematically
in the solution of architectural problems.
He was the first winner of the Grand Prix
de Rome to come over to the United States
to teach, Unfortunately, after two years
here the war called him back to France.
By this time the school had won the back-
ing of some of the ablest members of the
profession, and Professor Warren felt that
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even McKim himself would have come
to Cambridge to teach if it had been more
accessible from New York.

Professor Warren performed a further
valuable work, though one not so well
known. This was his teaching of the ab-
stract theory of architecture as distinct
both from history and design by specific
problems. His history was replete, in a
vital way, with criticism and with illustra-
tions of principles of architectural design,
but he felt the need of a short series of
lectures on the philosophy of beauty in
architecture. Professor Warren had be-
come impressed with the remarkable pres-
entation of the principles of design in the
arts formulated by Dr. Denman W. Ross
in the Department of Fine Arts in Har-
vard College, whose brilliant analysis of
the subject is only just being accepted.
These general principles of design in the
decorative arts Professor Warren applied
specifically to architecture, with additional
exposition of the kind of beauty which is
a function of utility in architecture. Or, in
other words, architecture is a useful art,
and in addition to the beauty that may lie
in its forms, it may have a further beauty
that comes from the expression artistically
of use and of construction. These lectures
were extraordinary for insight, sympathy
and clarity. They are to be compared to
the hest French expositions of theory. In-
deed, students who went to Paris for fur-
ther study in architecture found that they
were grounded in the same principles that
the art-teaching there set forth, if allow-
ance be only made for differences in indi-
vidual personality and for the more imagi-
native French ideal.

The’ above fragmentary account of his
organization of the school will aid in
understanding Professor Warren’s greatest
work—the teaching of the history of archi-
tecture. His course ran through three
years, though later it was shortened to two
years, and covered the architecture of an-
tiquity, of the Middle Ages beginning with
Christian Roman architecture, and also
Renaissance and modern architecture. In
these lectures the viewpoint was somewhat
different from his other method of almost
mathematical analysis—the forms and con-
struction of architecture were presented as
the expression of the civilizations that pro-
duced and developed them. From these
lectures the student went away impressed
with the profound truth that architecture,
and indeed any art, is an exact symbol, a
perfect mirror of the life of the people cre-
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ating it. Misled by literary sentimentalismy
until recently art has been considered rather
as the effort of exotic individuals. I sup-
pose that law school students issue from
the instruction in the case system holding
much the same attitude toward law. It is
not to be supposed, however, that Professor
Warren consciously tried to introduce legal
methods of instruction into the teaching of
art. If anything, he probably felt he was
only making use of the laboratory methods
of pedagogy. At any rate, so thorough was
his scholarship that one derived as clear an
idea of the history of man in political,
economic and intellectual fields as he might
gain from much instruction in “pure” his-
tory; and with perhaps a clearer con-
ception of the personality of the great
peoples of the world as visualized in their
art than he might derive from any source
‘whatever, Under such inspiration archi-
tectural criticism became almost a science,
so unerring were the judgments—judg-
ments not forced on the class, but which
the class seemed to form of its own ac-
cord, so surely and inevitably was the
progress from facts to conclusions. Never-
theless, neither the pedantic nor the book-
ish were present in this method. Here, no
doubt, the artist and the practising archi-
tect in the teacher saved the situation.
There was nothing of the archeologist—
art-dissector—about Professor Warren. He
understood the value of archeology in re-
search, but he felt it to be a different field
from art criticism.

Unlike most critics, Professor Warren
had no antipathies toward any one style of
architecture. Although he was one of a
few among his contemporaries who under-
stood Gothic, and ene of a handful who
could teach it, he was not blind to merits
of classic or of Renaissance architecture.
He comprehended fully the charges that
are brought against these styles, and was
unsparing -in pointing out defects; but his
logical and sympathetic mind knew ex-
actly where to stop. 1In the bitter contro-
versy between the classic and the medieval
his position was this: the early Renaissance
work in Florence and other cities of North
Italy—the product of the creative art-
guilds—was entirely to be admired; and in
the “High” Renaissance the work of
Raphael in the sketches for St. Peter’s,
especially in the uncompleted Villa Ma-
dama, and, to an even greater extent, the
creations of Baldassare Peruzzi, promised
achievements as noble as any of the other
architectural styles; but that the spirit of

ostentation and of the grandiose developed
in Renaissance Rome crystallized the im-
pulse into mechanical and arbitrary forms.
Architecture degenerated into formulae that
first deadened, then debased the style into
Rococo extravagances.

Towards Roman architecture Prof. War-
ren’s attitude was equally discriminating.
1{e appreciated the worth of Roman dis-
coveries of construction, especially the con-
struction of vaults, and of the¢ Roman ca-
pacity to plan on an immense scale; but
he also demonstrated that the Fomans bor-
rowed most of their art-forms from Hel-
lenic Greece. Thus he accomplished the
paradox of taking away from the Romans
what little credit some of their hostile
critics allowed them, yet of leaving them
with more credit than most of their ad-
mirers claimed for them. Hence his epi-
gram in the same Institute debate alluded
to above, in which he summed up a large
part of the architecture we use. Speaking
of the worst aspects of Renaissance archi-
tecture, he called it “the reflection of a re-

flection of a reflection” — Kenaissance
Rome, ancient Rome, Hellenic Greece,
Greece. And he might have added another

“reflection” for some of the architecture of
twentieth century America.

His powers of literary expression were
unusual. At the end of the year he wound
up his lecture course on antiquity with- a
description of Rome in the zenith of its
architectural glory that was so dramatic,
so imaginative, and so sound architectur-
ally, that his class of lecture-toughened Har-
vard undergraduates burst into long spon-
taneous applause. - It was a tribute also to
the man himself, to his fervid, tireless effort
to advance his school in the cause of fine
architecture. It was a tribute besides to
a gentleman of the noblest impulses, hold-
ing the most generous feeling towards his
students with whom he put himself into
intimate contact. Professor Warren was
one of that brilliant galaxy of Harvard
teachers which has been so dimmed by
death recently. It was his work to found
at Harvard in company with Norton,
Moore and Ross a really great tradition of
art-study and appreciation, a tradition not
without influence in civilizing the instincts
of American life. Charles Eliot Norton
founded the tradition on a literary basis
and Dr. Denman Ross and Professor War-
ren transferred it to an artistic basis where
it properly belongs. Each according to his
time; if Norton had not held the viewpoint
of a literary man it is doubtful whether he
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could have made art respectable to the
puritan-victorian intellectualism of America.
It is to be regretted that, alone of the
four, Professor Warren did not live to
combine his extraordinary lectures into
books, for he could have produced, in sev-
eral volumes, an architectural history of
the various styles that should have been
the standard for both architects and
scholars. Jorx Tavror Bovp, Jr.

Had Don Quixote rid-

den abroad to battle

Old Windmills with windmills during
of the South the later part of the
Side of Long Colonial period of
Island. American architecture,

he would have been chal-
lenged by many wind
revolving arms as he urged his steed along
the country road that skirts the sea on the
south side of Long Island. The pictur-
esque wheels and broad fans are at rest
now and have no call either to grind the
grain of the countryside or to challenge
the chance knight-errant, but they do chal-
lenge the attention of every lover of the
picturesque and unusual in the art of build-
ing.
Beginning as the traveler crosses the
bridged canal that would rightfully make

MILL AT HAMPTON, L. L

MILL AT HAMPTON, L. L

the old name of Canoe Place obsolete, and
journeys among the rolling Shinnecock
Hills, the first of a series of these novel

structures appears. Through beautifully
developed Southampton, Bridgehampton
and Easthampton, the road {requently

passes in view of one of these odd struc-
tures; and even at Water Mill, where there
is water power enough to turn the mill-
stones, sufficient of a departure from the
ordinary to give the wvillage its name, a

"sturdy wooden fan gives the wind a chance

to aid or compete with its sister element,
the water.

These early windmills are in most every
case free standing structures, octagonal or
circular in plan, of modest diameters but
of sufficient height to afford the clear
sweep of the oftentimes thirty-foot fans,
and also to reach an elevation that has an
unbroken breeze. In order further to facil-
itate plenty of wind for motive power, the
mills were usually placed on high ground,
on the knoll of a hill or beside a clear
sweep of water, sites that naturally add
to the picturesqueness of any building and
render it a®conspicuous landmark.

As to the construction of these mills,
frameworks of roughly hewn, oaken tim-
bers are found to be fastened together by
tenon and mortise and wooden pegs, in
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OLD WIND MILLS ON THE SOL"i"H‘SHORE OF LONG ISLAND,

the use of which the early builders were
most adept. Great hand-whittled shingles,
often some ten inches to the weather, form
a covering of softest grays. The openings
are small and but to lighten the tiny stair-
way or close relative to a ladder that
turns and twines up to the top. The roofs
of these old mills must have offered a
specially difficult problem for the early
carpenter, but the problem was solved by
him in the most direct manner, and noth-
ing could be more effective than the grace-
ful lines of the shingled caps that crown
the structures.

The mills being operated by the power
of the wind acting upon oblique vanes or
sails which radiate from a horizontal shaft,
their four great arms are the most promi-
nent feature of a prominent figure, and
give a certain jauntiness of character like
the gay waving feather stuck in the cap
of an otherwise sombrely garbed peasant
of most prosaic mien. The weight of
these extending arms would have threat-
ened the stability of the structure if the
builders had not sought for equilibrium by
inclining the upright timbers of the build-

ing ‘proper, giving it the form of a much
elongated truncated cone or pyramid. This
purely structural precaution produced an
eéffect most subtle, even though perhaps
only by chance was the refinement and
nicety of line obtained.

Time and nature have been charmingly
artistic decorators of these old buildings.
The shingles are stained by many bleak
storms right off the raging Atlantic. The
dull green moss and clinging ivy and
clambering woodbine have each added their
touches of embellishment. No wonder that
the charm and picturesqueness of these old
mills have claimed their exemption from
destruction and made them favorite haunts
as studios and craft shops. They also may
have served as a suggestion for that rather
common towerlike motive that is often
seen in the many pretentious summer man-
sions that crowd these lovély seashore
towns. It may safely be assumed that they
have inspired many perspective builders in
this section and never fail to be a source of
pleasure to all seekers of the quaintly beau-
tiful in building.
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