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npHE HOTEL in America has received some 
X criticism, in recent years, from critics, 

some of whom are architects. The charge is 
made that too great stress has been laid 
upon decorative appointments, and that 
architects as planners have failed to achieve 
an ultimate efficiency in the employment of 
floor space. At the same time there exists a 
stereotyped expression of hotel faĉ ade that 
fails to clearly reveal the functional and 
characteristic compartments for the various 
floor levels. 

The existence of "chain hotels," wi th 
establishments in a number of cities, has 
tended to l imit the architect and to stress 
the trend toward stereotyped standardiza
tion. This is true in plan, and also in ex
pression of exterior where a particular style 
is adopted to identify the "hotel chain." 

The Hotel Schroeder, in Milwaukee, by 
Holabird and Roche, is an independent 
hotel that is free of style restrictions. It was 
created wi th fu l l recognition of factors of 
economy. The architects have combined 
possibilities for business use of lower floors 
and a frankly practical layout of reception, 
registration, entertainment, dining and 
guest rooms. I t was because of the location 
of the hotel in the business district that i t 
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was decided to derive revenue by devoting 
the lower street frontages to distinctive 
shops to serve city as well as hotel patronage. 

The exterior of the building is faced with 
pink Minnesota granite, framing the store 
fronts. The divisions of the hotel are so 
arranged as to indicate the nature of the 
public and guest rooms within. 

The lower (ive stories occupy the entire 
site, while above the f i f th floor the spacing 
of the windows indicates a uniformity of 
layout for all of these typical floors. At the 
sixth floor the plan changes to an " H " 
shape to insure the maximum of light and 
ventilation in the bedrooms comprising the 
bulk of the building above this level. 

At the twentieth floor there is another 
set-back where the building changes from 
an " H " to an " I " shaped plan and this 
continues through the twenty-fifth floor. 

There are two entrances from the street 
through arcades which are separated from 
the central rotunda by additional doors, as
suring more than the usual privacy and 
weather protection. 

The arcades open into the rotunda—the 
focal point of the plan from which all parts 
of the hotel are conveniently accessible. 
The floor is of terrazzo in brilliantly colored 
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patterns. The walls are of marble in a warm 
cream color, interspersed wi th purple vein-
ings. To the south of the rotunda are six 
passenger elevators and an entrance to vari
ous shops. 

The main lobby is on the second floor, 
readily reached by two broad stairways of 
black marble, finished wi th bronze hand
rails. The lobby is, of course, a highway to 
most of the activi
ties of the hotel and 
here are located the 
central office, check 
room, telephone 
booths, and tele
graph office; also 
space for a cigar and 
newspaper stand. 

The lobby is hfty-
three feet in width 
by eighty-six feet in 
length. Its floor is 
of marble laid in 
patterns wi th a com
bination of red Le
vant o from Italy, 
black from Belgium 
and gray from Ten
nessee. The w a l l 
wainscot of red Le-
vanto marble is six 
feet high, and it 
continues into all 
promenades and 
other spaces around 
the lobby. The walls of the lobby are 
painted in shades of dusty black and gray 
and the woodwork in ebony conforms wi th 
the many dark colors of the marble. The 
ceiling is in a light neutral color wi th floral 
ornament relieved in gold leaf. The plaster 
ornament is finished in gold leaf, and the 
large columns wi th reeded pilasters are un
usual in that they are treated solidly w i th 
gold leaf from the base to the top. 

H O T E L S C H R O E D E R , M I L W A U K E E , W I S C O N S I N 
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Practically all of the furniture in the 
lobby is placed between the four large col
umns in the center of the room, leaving a 
passage around the columns to be used as 
a circulation space, insuring comfort and 
ease where people are sitting. 

At a level three steps up from the lobby 
is the lounge—a room thirty-five feet wide 
and one hundred and five feet long. The 

walls are faced wi th 
w a l n u t , severely 
plain and carefully 
related to the deco
rative accessories. 

From the north of 
the lobby, crossing 
the promenade from 
the lounge, is a 
broad flight of steps 
which lead to the 
main dining room— 
occupying an entire 
frontage of the sec
ond floor. This room 
has a floor of black 
marble wi th white 
inserts. The walls 
are enriched wi th 
ornamental plaster. 
The general color 
scheme is a warm 
dove gray and gold, 
which is used con
sistently through
out on the walls and 

ceilings, wi th gold leaf picking out the 
ornamental features. 

The guest room floors of the hotel begin 
at the sixth and continue to the twenty-
fourth floor, each containing fifty-four 
rooms wi th bath, in various arrangements 
of connecting suites and separate rooms, 
planned to answer the requirements of a 
modern hotel catering to transients as well 
as residents. 
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ARCHITECTS AND THEIR OFFICES 
I. ROB MALLET-STEVENS 

M . MALLET-STEVENS , one of the most suc
cessful of the more advanced architects of 
France, is, in fact, a Belgian by birth. He 
is well known for his Alfa Romea garage. 
The greater part of his work has been in the 
residential field. If there be at times a slight 
inappropriateness between the large schemes 
of his country chateaux and his city hotels 
partkuliers, i t is due to the fact that his 
clients have demanded more elaboration 
from him than the style in which he works 
easily, provides. In the building of the 
many houses of the Rue Mallet-Stevens, he 
has had a large opportunity. 

The present illustrations show the ample 
new quarters in which he works on the 
ground floor of his house in the Rue Mallet-
Stevens. The rooms are painted in clear 
brilliant colors and the metal furniture is 
of his own design. 

As to his method of work, M . Mallet-
Stevens first makes models of his projects at 
small scale, followed later by large scale 
working drawings. These drawings are 
complete wi th all information bearing upon 
construction and equipment. He personally 
oversees the actual construction, assisted in 
each case by one of his draftsmen, who is 
delegated as especially responsible. 

M . Mallet-Stevens' houses are frequently 
elaborated wi th metal work, colored glass 
windows and other features, always of geo
metrical design, produced from his draw
ings and under his supervision. 

The illustrations show then, not only one 
of the most elaborate and complete of mod
em European architectural offices, but also 
something of M . Mallet-Stevens interior 
architecture as well. 
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COLOR IN EARLY AMERICAN ARCHITECTURE 
W I T H SPECIAL REFERENCE TO THE ORIGIN A N D 

DEVELOPMENT OF HOUSE PAINTING 

A, LAWRENCE KOCHER 

HOUSE painting as practised in the colo
nies consisted in the application of 

artificial pigment, compounded either w i th 
water or oil for the purpose (primarily) of 
checking the action of the atmosphere upon 
wood, plaster and iron. The earliest painting 
was inspired by necessity—as a protection 
against the weather. I t was devoid of any 
artistic intention. The second or decorative 
function of painting appears to have been 
realized early in the eighteenth century in 
attempts to obtain color "effects" and in the 
occasional adoption of colors in imitation 
of stone. Artistic intention is likewise ap
parent in the diversification of painted sur
faces by spatter work and simulation of 
marble. 

Our study w i l l seek to identify some of 
the exact shades and colors as well as proc
esses of painting practised in America up 
to the period of the Greek Revival. 

The evidence given here is the summar
ized result of an investigation which falls 
into four general categories, ( i ) Examina
tion of references to painting and to color 
by contemporary writers of the period un
der discussion. (2.) Examination of existing 
early American buildings wi th a view to 
discover evidences of pigment which by 
carefully considered internal evidence can 
be accepted as original. (3) Examination of 
contemporary handbooks and price-books 
of England and America containing allu
sions to painting. (4) Study of formulas and 
local recipes covering methods of mixing 
paints, and their recommended uses for spe
cific purposes. 

Lists of paints advertised in newspapers 
as for sale in color shops have been noted 
and have served as a check upon pigments 
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found in the locality where advertised. 
"Whitewashing" of walls—the earliest 

manner of painting in America—was a 
survival of a medieval custom of Eng
land. The abbey church of St. Albans, was 
"whitewashed" by order of a Norman ab
bot and was said to have shone like snow; 
Westminster Hall was "whitewashed" for 
Edward I . Gradually the "whitewashing" 
of buildings descended in the social scale, 
until in the nineteenth century only the 
more humble buildings such as cottages 
were so treated.' The first reference to 
"whitewashing" in America and the ear
liest allusion to color is found in a report 
made by Governor John Rising of Jersey to 
the English Government in 1654. He says 
"there is very beautiful clay of every kind 
to be found, white to 'whitewash' houses 
wi th , as good as lime, yellow, blue, etc."-
Limc had been previously discovered in 
1618 on the Island of Manhattan by Jonas 
Michaelius, who informed the Dutch au
thorities of "good material for burning 
lime, namely oyster shells in large quanti
ties."^ 

Oil paints found favor and use at an early 
date for more permanent painting since W i l 
liam Fitzhugh of Virginia imported from 
England in 1686 "a large quantity of color, 
w i th walnut and linseed o i l , brushes and 
^2 doz. painters' suits."' 

New England was backward in the ac
ceptance of painting, either for purposes of 

' C . F . Innoccnr, "The Development of Engl i sh Building C o n 
struction," p. 1. 

^ A . C . Meyers, "Narratives of E a r l y Pennsylvania, West New 
Jersey and Delaware ," p. 165. 

' A . B. Hart , "American History T o l d by Contemporaries," 
vol . I , p. 578. 

* P. A. Bruce, "Economic History of V i r g i n i a , " vol. 1, p. 160. 

78 > 
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1—Interior woodwork, Gadsby's Tavern, Alexandria, Va. (179}). 2—Facsimile of shutter color, Nicholson house, Williamsburg, 
Va. 3—Exterior woodwork, Dr. Joseph Priestley house, Northumberland, Pa. (1796). 4—Interior trim. Mount Pleasant mansion, 
Philadelphia, Pa. (1761); courtesy of Pennsylvania Museum. 5—Eighteenth century shutter. 6—Interior woodwork. Brown's Tavern, 
Haverhill, Mass. (1818); courtesy of Metropolitan Museum. 7—Wall paint and border, Tysen farmhouse, New Dorp, Sfaten Island, 
N. Y., last quarter seventeenth century. 8—Facsimile of "spatter" applied to interior mantel and other woodwork, house at Locust 

Grove, Va. 9—Spanish brown. 
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protecting wood or as an embellishment.^ 
The list of mechanics made out by the Gen
eral Court of Massachusetts in 1670 does 
not contain the name of a painter. Penn
sylvania, however, includes t w o painters 
among the tradesmen of Philadelphia i n 
1698." I n 1705, the coat-of-arms of Queen 
Anne, in the Court House at Salem, Massa
chusetts, was ordered to receive "a colored 
covering." This, says Bishop, is the lirst 
authentic mention of paint ing for New 
England. ' "Painters' Colours, most sorts" 
were advertised as available for sale by 
Zabdiel Boylston of Boston in 1710.^ 
Painters' supplies were continuously adver
tised thereafter in newspapers of Boston 
un t i l the end of the century. 

Specific mention is made of color by the 
Vi rg in i a Council in 1717 w h i c h ordered for 
the Governor's Palace at Wil l iamsburg , 
" tha t the great Din ing Room and Parlor 
thereto adjoining, be new painted, the one 
of pearl colour, the other of cream colour; 
that the w indow frames, outer doors and 
eves be also new painted."" 

The most common color discovered i n 
houses of the seventeenth and early eigh
teenth centuries in America is a dark red 
designated in builders' handbooks of the 
day as Spanish Brown. I t was the usual 
p r im ing coat, a l though in parts of the colo
nies i t had a wide vogue as the sole paint 
applied. I t was defined in contemporary 
terms as "a horseflesh colour or a dark d u l l 
red. . . . " " T h i s , " says Smith, "is a common 
pigment dug out of the ground . . . but 
pleasant enough to the eye . . . ' t is of great 
use among Painters, being generally used as 
a first or p r iming colour, that they lay upon 
any k ind of timber w o r k , being cheap and 
p l e n t i f u l . " '° 

Instances of " t a w n y " or red similar to this 

* Isliam says, "Paine was not used in houses to any extent till 
near middle of the eighteenth century in Connecticut." (Ishani and 
Brown, "Early Connecticut Houses," p. 167 . ) 

•Gabriel Thomas, "Pennsylvania tbc Poor Man's Paradise," 
( 1 6 9 8 ) . C. T. Brady Edition, p. 4 1 . 

' J . L . Bishop, "A History of American Manufacturers," vol. 1, 
p. L 0 9 . 

* Boston Ncws-Lctter, Mar. 5, 1710. 
' Fiskc Kimball, "American Domestic Architecture," p. i}6. 

description are found frequently i n New 
England, Pennsylvania and Vi rg in i a . I t 
was this color that the German traveller, 
Schoepf, observed in regions settled by the 
Pennsylvania Germans when he described 
the interior woodwork , "daubed w i t h 
red ." I n the recent restoration of the 
Cooper-Austin House, Cambridge, (1657), 
to its or iginal state, the la th and plaster 
surface was sheared f r o m the south and west 
inside walls , revealing the old sheathing 
boards, w h i c h were found painted w i t h this 
famil iar dark red. Add i t ional instances are 
given under color notes, pages 188-2.90. 

Blues and green were favor i te colors, often 
w i t h the green altered to an olive, or blue 
made gray by a mixture of black. Peter 
Kalm writes of houses in New Y o r k i n 1748 
that "The alcoves, and a l l the woodwork 
were painted w i t h a bluish-grey colour ." " 
Paints i n a variety of colors are described in 
the diary of W i l l i a m Bentley, of Salem, i n 
1816: "Vi s i t ed the Woodbridge house, said 
to be 140 years o ld , to view Holl iman's 
paint ing. He died about 1744. The great 
southeast room is pannelled on the nor th 
side around the fireplace. The ground is 
variegated whi t e and black shaded. The 
pannels brovvTi framed in whi te . Above i n 
the chamber the ground whi t e and red varie
gated shades, frame cS: pannel as below. 
One beam t i l l lately covered by a closet 
exhibits a l l the beauty of this man's col
o u r i n g . " 

'"John Philomath Smith, "The Art of Painting in Oyl ," Lon
don, ( 1 7 1 3 ) , p. I I , First Edition published in 1685 . Last edition 
with minor cnanges published in 1815 . 

" J . D. Schoepf, "Travels in the Confederation," ( 1 7 8 3 - 1 7 8 4 ) , 

vol. I , p. 1 0 4 . 

"Samuel Powel, Jr. , ordered 3 lbs. white lead, >^ lb. Spanish 
brown of David Barclay, London, July 3 0 , 1 7 3 1 . Ms. Coll . , Penn
sylvania Historical Society. 

" Bulletin, S.P.N.E.A., Ser. 17 . p. 10, 14. 
Wm, Leyburn in his "Mirror of Architecture," London, ( 1 7 0 0 ) , 

gives directions for the "laying on of Paint." "Outside painting," 
he says, "for Doors, Shop Windows, Window cases. Pediments, 
Architraves, Friezes, Cornices & all other Timber-works which 
arc exposed to the Weather, ought at hrst setting up to be primed 
with Spanish Broun, Spanish White, and ReJ Ltad (about a 5tn part) 
to make the other two Colours to dry, well grown'd with Lintseed 
Oyl, will make excellent Primer; then afterwards with the same 
Colour (but much more whiter) for second Primer; and lastly, with 
fair white, made of white lead." p. 7 1 . 

'* Peter Kalm, "Travels," vol. i , p. 150. 
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V i v i d colors for woodwork and plastered 

walls of interiors of dwellings are not 
unknown. Pumpkin yel low is found in 
New England and in the South; pea green 
bordering on emerald occurs i n Penn
sylvania. 

The Hart house parlor (c. 1640) now 
reproduced in the Metropol i tan Museum, 
has a decorative band above the fireplace in 
v i v i d carmine red and b l a c k . T h e paneled 
fireplace of the west chamber in the Jacob 
G o o d e l l house, is 
painted in br i l l i an t 
sky blue."* 

The parlor of the 
Lucas House, W i l 
liamsburg, V i rg in i a , 
(1751), has a unique 
c o l o r s c h e m e o f 
king's ye l low, black, 
gray and touches o f 
r e d . T h e p a n e l e d 
w a l l - d a d o t o t he 
height of chair r a i l , 
and also the t r i m are 
of deep ye l low. The 
sk i r t ing at the base 
of the w a l l retains its 
dead black paint. The 
walls of plaster above 
the chair ra i l are of 
gray, w i t h the ceil
ing in wh i t e . The 
yel low doors facing 
on the r o o m are 
enlivened by brush 
strokes in red paint, 
thus g iv ing a suggestion of marble. 

The paneled dado and other woodwork 
in the ad jo in ing dining room were given a 

"Diary," William Bcntlcy, vol. 4, p. 391. 
'* Black occurs as an adjunct to other colors as skirting and trim 

in Pennsylvania and N'irginia. 
Mrs. Papcndick writing in England in 1790, says: "In those days, 

(first half of eighteenth centuryj all doors were black, the panels 
white, except .sometimes a raised pattern painted blue or light 
green. The skirtings also were black." P. Mac Iver, "Old English 
Furniture," p. 148. 

"Handbook of the American Wing, Metropolitan Museum," 
p. 80. 

'» Bulletin, S.P.N.E.A., Ser. 14. p. 1.4. 

P A N E L S A N D B A S E I N B L A C K ; B A S E B O A R D W I T H A P P L I E D 

O R N A M E N T 

T H E H E A D L E Y I N N , N E A R Z A N E S V I L L E , O H I O 

surface of cerulean blue, the walls of plaster 
have a gray water color linish similar to the 
parlor. The black sk i r t ing occurs again in 
the d in ing room and in the stairhal l . The 
balusters and handrail of the stairway were 
stained in Spanish brown w i t h other wood
w o r k in cerulean blue. 

The practice of strewing woodwork ( " h i t 
and miss" or "spat ter") was known to New 
England and the South. A Boston color 
shop advertised "Smalt for s t rewing" in 

1761. " ' A n example of 
spatter in gray shades 
applied to wood t r im 
and mantel was found 
by the wr i te r in a late 
eighteenth century 
house near Locust 
G r o v e , V i r g i n i a . 
J o h n P h i l o m a t h 
Smith in his " A r t o f 
Painting in O y l , " 
published in London, 
(1713), w i t h its sev
eral editions during 
the eighteenth cen
tury, gives f u l l direc
tions for "s t rewing, 
and imi t a t i ng mar
ble. 

Whi le the impor
tance o f w h i t e as the 
dist inctive pigment 
of colonial architec
ture has been over
emphasized, never
theless its vogue late 

in the eighteenth century must be recog
nized. Whi te and l igh t color shades bor
dering on whi t e afforded a pleasing con
trast when used as t r i m w i t h red br ickwork . 

Boston Gazette, M.ar. 9, 1761. 
-'"J. P. Smith, "The Art of Painting in O y l , " London, 171}. 
See Leigh French, Jr.."Colonial Interiors." Plate 12.5 illustrates 

"typical eighteenth century stenciled patterns and coloring for 
floors." Spatter work in red and purple and light gray back
ground." 

See also, J . Stalker and G. Parker, "A Treatise of Japanning and 
X'arnishing," O.xford, (1688), with "rules for counterfeiting Tor
toise shell and Marble. . . . How to lay Spreckles or Strcwings 
. . . on mouldings, &c. . . . lacquering and varnishing." 
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White , gray, pearl color and stone shades 
were favored for meeting houses and 
churches. The plastered interiors of some of 
the lesser Pennsylvania and New Y o r k 
Dutch churches received an annual coating 
of wh i t e l ime. The more formal places of 
worship adopted whi t e for the inside be
cause of its power to reflect l i g h t and for 
reasons of cleanliness and economy. T r i n 
i t y Lutheran Church of Lancaster, Penn
sylvania, is an example, described by 
Thomas Anburey w h o visited i t sometime 
during 1776-1781. The interior is minutely 
visualized w i t h its "al tar piece very ele
gantly ornamented; the whole of the church 
as wel l as the organ, painted whi te w i t h 
g i l t decorations, wh ich has a very neat ap
pearance; i t greatly reminded me of the 
chapel at Greenwich Hospi tal ."-^ Dur ing 
recent restorations of Christ Church, Bos
ton, i t was determined that the original 
paint of t r i m and spire discovered by scrap
ing through the layers of gray was whi te . 

Smyth, a traveller i n America in 1784, 
made the observation that "many buildings 
in Ha l i f ax , V i rg in i a , and v i c in i t y are 
painted w h i t e . " '̂ ^ Wansey, s t i l l another 
eyewitness, gives an account of houses in 
Connecticut w h i c h he observed i n r id ing 
f rom Boston to New Y o r k ; "The houses 
w h i c h we passed in the woods are generally 
bui l t after the f o l l o w i n g mode; a framed 
w o r k of timbers, weatherboarded and 
roofed w i t h shingles, t w o stories h igh . . . 
t w o windows on each side of the door, five 
in the next story, a l l sashed, and the whole 
neatly painted; some of free-stone colour, 
others w h i t e w i t h green doors and w i n d o w 
shutters."-"" A farmhouse w i t h a similar 

" T. Anburey, "Travels," (1776-1781), vol. 1, p. 304. Anburey 
also noted that "outside doors of houses near Quebec are painted 
green . . . these afford a pleasing contrast to the whiteness of 
the house." vol. 1, p. 115. 

- Restorations discussed in Bulletin of Society for the Preserva
tion of New England Antiquities, Scr. 8, p. 5. "that white had been 
the former color was determined in finding white paint under 
gray." It would be impossible to determine with certainty that 
white was the original color, merely by its presence next to wood, 
nor could it be readily proved that paint was applied immediately 
after the completion of the church. 

^ ' J . F. D. Smyth, "A Tour," (1784), London, vol. i , p. 84. 
H. Wansey, "Excursions," p. 55. 

color scheme is mentioned by F. Cumins in 
West Vi rg in ia early in the nineteenth cen
tury.-'-' " A t t w o miles f r o m Wheeling, I 
passed a very handsome house . . . I could 
not help being struck w i t h the difference in 
appearance between this wooden house 
painted whi te , w i t h green jalousie w i n d o w 
shutters and red roof, and the stone and 
brick houses of Ohio and Kentucky: much 
in favor of the former, however better in 
reali ty the latter may be." 

I t is not possible to associate specific 
colors exclusively to the early or to the 
late periods of our native architecture. 
Color fashions changed so s lowly and grad
ual ly that wh i l e new colors were introduced 
the older favori te ones were continued. The 
f o l l o w i n g statements indicate the prevail
ing tendency: 

Stone color, walnut-tree color, cream, 
gray, wainscot color and whi t e are fre
quently mentioned for exterior w o r k during 
the early eighteenth century. 

Interiors, un t i l after the Revolut ion, are 
usually more br i l l i an t w i t h occasional use 
of intense blues, yellows, reds, olive and 
other greens. 

Exteriors of the last half of the eighteenth 
century continue the earlier shades but i n 
clude an increasing use of whi te . Shutters 
and exterior doors were given a finish of 
intense green or of blue-green produced 
w i t h a copper oxide. 

For interiors after the Revolut ion, pale 
shades and whi t e are preferred. Mold ings 
in churches are sometimes picked out in 
g i l t . Ceilings are in whi te , cream and l i g h t 
green. 

* * * * 
" W h i t e w a s h i n g " — t h e 'poor man's 

paint'—deserves fur ther mention because 
of its long and extensive use w h i c h con
tinued down to the nineteenth century. 

The first houses of the settlers and traders 
were given simple washes of wh i t e , pink 
and other colors. On Staten Island walls of 
Dutch houses were given a ruddy tone by 

F. Cumins, "Sketches of a Tour," (1810), p. 105. 
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the admixture of lime and decomposed iron 
ore. Blue and green obtained f rom v i t r i o l 
was recommended for coloring in Penn
sylvania.-'" Whitewashing was done in the 
spring of the year and was considered to 
have a cleansing and sanitary result.-' I t 
was sometimes applied to back walls of 
porches to increase l igh t , and to the i n 
terior of fireplaces to add to the radiation 
of heat. Peter Kalm writes in 1748 that the 
"wa l l s o f New York 
houses were whi te 
washed w i t h i n , " - ' * 
and many other ob
servers allude to the 
practice in houses of 
rural districts. 

Pa in t s and o i l s 
brought f rom Lon
don by sailing ves
sels were advertised 
by druggists and col
or shops in the news
papers of the day. 
These a d v e r t i s e d 
paint lists include an 
extremely wide range 
of br i l l i an t colors and 
softer shades. Reds, 
blues, yellows and 
greens arc f u l l y rep
resented — together 
w i t h w h i t e l ead , 
flake whi te , 
modi fy color 
advertised as 

W I N D O W O F T H E D E T U R C K H O U S E 
N E A R F R l E D E N S f l U R G , P A . , 1767 

Characteristic "Pennsylvania German" ornament on panels 

ivory and lamp black to 
intensity. Some colors arc 
"common." The frequent 

repetition of colors is of interest as ind i 
cating preference or demand. The "com
m o n " and most frequently listed ones 
include: pearl color, vermil ion, king's yel-

*̂ Willich, Domestic Encyclopaedia, Ed. by James Mease, Phila
delphia, (1804), vol. 4, p. 119. Sec also vol. 5, p. 404. 

In the New York Gazette, May 16, (1777), Bcnj. Huggett, No. 
43 Nassau St., advertised: "A small quantity of lime, so necessary 
at the present season for whitewasliing houses." 

The painting contract for Greenwich Hospital, London, (1696), 
by Wren in the Library of the Royal Institute of British Architects, 
specifies "Wainscott colour [natural oak shade] Wallnut Tree col
our or Cedar colour, well and substantially done 3 times in Oylc." 
Ware specifics for the buildings which he illustrates that all the 
woodwork is to be painted a "common or stone colour." 

" Peter Kalm, "Travels," vol. i , p. 149. 

l o w , orpimcnt, wainscot or oak color, 
Spanish brown, stone ye l low, lead color, 
verdigris, chocolate brown, walnut-tree 
color, olixc green, pea green, Indian red, 
umber, ye l low ochre, green and blue ver-
diter, carmine and lake. The " fancy" and 
less usual colors are Dutch pink, apple-
blossom color, ultramarine, Naples ye l low, 
purple red, smalt, indigo and rose-pink. 
Linseed o i l , raw and boiled, nut o i l and 

turpentine were al
ways to be had. Var-
n i s h , " w h i t e and 
b r o w n , " was avai l 
able i n Philadelphia 
as early as 1732.. 

Colors and oils had 
been imported f rom 
London during the 
earlv vears of the col-
onies w i t h very l i t t l e 
effort to produce col
ors by local manu
facture.-"' This a t t i 
tude changed, how
ever, when in 1765 a 
b i l l was introduced 
i n t o P a r l i a m e n t 
w h i c h imposed a 
duty in the colonies 
on painters' colors, 
glass and tea. This 
was the celebrated 

Stamp Act wh ich aroused the citizens of Bos
ton to pass resolutions " t o encourage home 
manufactures." The American Society for 
the Promotion of Useful Knowledge of Phil
adelphia aided the cause of its local color 
industry by publishing information about 
clays and minerals that have suitable prop
erties as dyes and stains. In January, 1768, 
the Society described in its minutes "a clay, 
found near Newcastle on Delaware, wh ich , 
used as a paint, retains its colour fo r years, 
even when exposed to the weather, w i t h 
out any mixture of o i l . In many places,'' the 

^ " J . L . Bishop, "A History of American Manufactures," vol. i , 
p. 102.. 
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report continues, "is found a kind of earth 
which has been used instead of Spanish 
brown, and answered the end. In other 
places there is an ochre w h i c h dyes a wain
scot colour."'" ' In Boston in 1769John Gore 
advertised: "Very good red, black, ye l low 
paints, the produce and manufacture of 
N o r t h America."^* A coal tar paint was 
made in New Y o r k in 1787,^- wh ich i t was 
confidently announced wou ld supersede 
other paints because the new product would 
insure complete protection against the wea
ther. Its use was advocated for roofs, pal
ing, posts and common paint ing. Shortly 
after 1800 Dr. James Mease of Philadelphia 
speaks of "Paints of twenty- two different 
colours, br i l l i an t and durable . . . in com
mon use f rom native materials, the supply 
of which is inexhaustible, including that 
superb yel low colour scarcely equalled by 
any foreign pa in t . " 

COLOR NOTES 

A Kecorcl of individual houses and other build
ings cn which original or early color (jpaint) has 
been established. 
Hart House, Ipswich, Massachusetts, 

(c. 1640) "Above the fireplace opening 
runs a band of decoration, an effective 
use of a double row of dentils cut f r om a 
molded board. On them is introduced the 
use of color—red and black—of which 
traces remained on the original room be
fore i t was renovated some years ago." 
(Handbook of American W i n g , Me t ro 
politan Museum, p. 80.) 

Jacob Goodell House . . . (1669 ) Paneled 
fireplace of west chamber painted b r i l 
l iant sky-blue. (Bul le t in S.P.N.E.A., Ser. 
14, p. 14.) 

Balch House, Beverley, Massachusetts, 
(Seventeenth Century). T r im painted dark 
red. (Old Time New England, vo l . x i i i , 
P- 94)-

•'" Pennsylvania Chronicle, Feb. 19, 1768. 
Boston News-Letter, Dec. 2.1, 1769. 
".\ccount of and Directions for using the different kinds of 

coal tar and varnish," Pamphlet, 1787, New York. 
J . Mease, Picture of Philadelphia, (1811), p. 75. 

Marmion , V i rg in i a . (Late Seventeenth Cen
tu ry ) " I n the drawing-room f rom Mar
mion, Vi rg in ia , now in the Metropoli tan 
Museum, the panels bear designs w i t h 
vases, garlands, and horns of p l en ty" 
(Fiske K i m b a l l , "American Domestic 
Archi tecture ," p. 137). There are traces 
of marbleized wood surfaces. The Siena 
marble fireplace frame w i t h wh i t e mold
ings, is an important part of the color 
scheme. Probably executed early in eigh
teenth century. 

Cooper-Austin House, Cambridge, Massa
chusetts. (Seventeenth Century.) When 
plastering was recently removed f rom 
south and west walls, original sheathing 
and ceil ing revealed. Sheathing painted 
Indian red. Oak joists, summer beams and 
girts and under side of second floor ivhite-
washed. (Bul le t in , S.P.N.E.A., Ser. 17, 
p. 10, 14.) 

Governor's Palace, Wil l iamsburg, V i r g i n i a , 
Vi rg in ia Council ordered. M a y i , 172.7, 
" tha t the great D i n i n g Room and Parlor 
thereto adjo in ing , be new painted, the 
one of -pearl colour^ the other of cream col
our; that the window frames, outer doors 
and eves be also new painted." (Fiske 
Kimba l l , "American Domestic Architec
ture ," p. 136.) 

Graeme Park, Horsham, Pennsylvania, 
(1718). Traces of gray-blue paint visible 
on interior woodwork . 

Woodbridge House, Salem, Massachusetts. 
(Prior to 1744) "Southeast room pan-
nelled on the nor th side around the fire
place. The ground is variegated white and 
black shaded. The panels brown framed in 
white & red variegated shades, frame and 
pannel as below. One beam t i l l lately 
covered by a closet exhibits a l l the beauty 
of this man's co lour ing ." (Dia ry , W i l 
l iam Bentley, vo l . 4, p. 391.) 

New Y o r k Houses described by Peter Kalm, 
"Travels" (1748-1749). "The walls of 
the houses are whitewashed w i t h i n . " 
. . . The alcoves, as wel l as a l l of the 
woodwork . . . painted a bluish-gray 
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colour. (P. Kalm "Travels ," vo l . i , p. 
249, 150.) 

Lucas House, near Wil l iamsburg, V i rg in i a . 
(1750) Woodwork of parlor painted in 
deep yellow, doors marblet^ed w i t h red 
brush strokes, sk i r t ing at base of w a l l in 
black, plaster walls gray. Wood t r i m of 
d in ing room in cerulean blue w i t h walls 
gray, sk i r t ing at base o f w a l l in black. 
Balusters and handrail stained Spanish 
brown, woodwork a cerulean blue-gray, 
sk i r t ing black. (Es
tablished by inves
t iga t ion . ) 

M o u n t P l e a s a n t , 
Fairmount Park, 
P h i l a d e l p h i a , 
(1761). " A t M o u n t 
Pleasant Mansion, 
we found a very 
subtle shade of red 
which M r . K i m 
ball called "ashes 
of roses." I t is a soft 
gray lavender red. 
A l s o a t M o u n t 
Pleasant the use of 
pearl-gray and lav
ender-gray is quite 
frequent. (E r l ing 
H . Pederscn) As
sistant to the Director, Pennsylvania 
Museum. 

T r i n i t y Lutheran Church, Lancaster, Penn
sylvania, observed by Thomas Anburey, 
(1776-1781). " A l t a r piece is very ele
gantly ornamented; the whole of the 
church, as we l l as the organ, painted 
white w i t h gilt decorations . . . i t great
l y reminded me of the chapel at Green
wich Hosp i t a l . " Anburey, Travels, v o l . 
I , p. 304-

Houses near Quebec observed by Thomas 
Anburey, (1776-J781). "outside doors of 
houses near Quebec are painted green . . . 
these afford a pleasing contrast to the 
whiteness o f the house." T. Anburey, 
T rave l s , " vo l . i , p. 115. 

FLOO^^ PATTEI^N-STAIP.WAY LANDING 
C A a r g R . ' S * G B . O V . g . * V 1 R. G t N I A 
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Assembly room in Alexandria, V i rg in i a , 
(Last quarter of eighteenth century). 
Or ig ina l woodwork light gray-green. (Bu l 
le t in of American Wing , Metropol i tan 
Museum, p. 177.) 

Christ Church, Boston, Massachusetts. 
Woodwork of spire and t r i m painted in 
white. (Established by investigation by 
Committee of Restoration.) Bul le t in , 
S.P.N.E.A., Ser. 8, p. 5. 

Houses near Reading, Pennsylvania, ob
served by Schoepf, 
(1783-84). Interior 
woodwork " w i t h 
everything daubed 
with red." ( J . D . 
Schoepf, Travels, 
vo l . I , p. 104.) 

Hal i fax , Vi rg in ia . J. 
F. D . Smyth noted 
in . 1784 " M a n y 
handsome bui ld
ings in Hal i fax , 
[Virginia] . . . con
structed of timber 
and painted white," 
J. F. D . Smyth, " A 
Tour , " vo l . I , p . 84. 

Houses in Maryland 
"are for the most 
part bui l t of wood 

and painted Spanish brown; and in f ront 
there is generally a porch painted white." 
(Weld, "Travels ," (1795-97), vo l . i , p. 
146.) 

Connecticut Houses ( f r o m Boston to New 
Y o r k ) . "Houses w h i c h we passed are 
generally weather boarded . . . painted, 
some of a free-stone colour, others white 
w i t h green doors and w i n d o w shutters." 
(H.Wansey, "Excursions," (1794). p. 55.) 

M o u n t Vernon, V i rg in i a , Visited by Isaac 
Weld, (1795-1797), w h o observed "The 
house . . . is of wood, cut and painted 
so as to resemble hewn stone." ( I . Weld, 
Travels, vo l . r, p. 92..) 

Joseph Priestley House, Northumberland-
Pennsylvania, (1796). Exterior wood, 
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work of stone color. (Established by i n 
vestigation.) 

Laws House, Sharon, New Hampshire, 
(1800). "The Interior could hardly be 
more simple . . . w i t h sheathing of the 
plainest type painted Indian red." (Bul le
t i n , S.P.N.E.A., Ser. 14, p. 4.) 

Houses of Pennsylvania and New England. 
M r . E r l ing H . Pedersen, Assistant to the 
Director of The Pennsylvania Museum, 
Philadelphia, has made a study of color 
and offers the f o l l o w i n g observations: 
" I n the simple farm houses we found 
deep olive greens and deep grey blues. . . . 
The plaster walls when not white washed 
were often of a clear yellow. 

"Colors, natural ly , are paler in shade 
after the Revolution and during the early 
part of the nineteenth century much of 
the wood w o r k was wh i t e . Colors often 
found in these later houses just mentioned 
are f awn , wh ich is a pale tan-gray; a pale 
gray-blue; and a pale gray-green. 

'Spanish brown is probably the red 
ochre w h i c h I found in the ma jo r i ty of the 
very early houses in Nantucket, dated 
about 172.5. I th ink i t was the first use of 
paint on woodwork w h i c h had been left 
unfinished fo r perhaps a generation or 
rwo before. This same red color was often 
used along the baseboard or mop-board, 
as i t is called in New England. Even 
when the rest of the woodwork was not 
painted, in rooms where the wood 
sheathing extended to the floor on the 
fireplace side, this red ochre paint or stain 
was carried across at the floor at the base
board. I t was an extraordinary custom 
also to carry the red base across the bot
tom of the ra i l of the doors the same 
height as the baseboard." 

P A I N T F O R M U L A S 
Directions for mixing and applying oil and 

water paints are given in several publications in 
America of the period discussed. 

"To paint arbours and a l l kinds of garden 
work , give a layer of w h i t e ceruse [wh i t e 

lead] grinded in o i l of walnuts and diluted 
in the same o i l , w i t h the addit ion of a l i t t l e 
l i tharge [ye l low protoxide o f lead], then 
give two layers of green, composed of one 
pound of verdigrease [a br ight very bluish 
green, the green of copper] and t w o pounds 
of w h i t e lead, grinded and di luted in o i l o f 
walnuts . . . this color is of great service 
in the country for doors, w i n d o w shutters, 
arbours, gardens, seats, rails, either of wood 
or i r o n ; . . . " vo l . 13, p . 652., 653. 

Dobson, Thomas, Encyclopaedia or Dic
t ionary of Arts and Sciences, Phila . , 
(1798), ist A m . Edi t ion . 
"For painting ballustrades, and railings, to 

preserve ivainscoting, to paint wainscoting. 
Ib id . p. 653. 

Prussiate of copper diS a pigment was recom
mended by Dr . James Mease of Philadel
phia. . . . " I t was t r i e d , " he says, " b y 
M r . Benjamin West, M r . T rumbul l and Sir 
H . C. Englefield, in o i l and water—who 
agreed that i n beauty and intensity i t sur
passes every brown paint now in use. I t 
forms w i t h white—various shades of lilac 
color, w h i c h do not appear liable to fade." 

P. 2.18, vo l . 4, Domestic Encyclopaedia, 
W i l l i c h , J. Mease, Edi tor , Phila. , 1804. 

Greeii Paint for Inside Walls. The method 
of producing a green water-paint for inside 
walls of plaster was "supplied to W i l l i c h , 
Domestic Encyclopaedia, by S. W . Johnson 
Esq., of 'New Jersey.' . . . " 

V o l . 4, p. 119. W i l l i c h , Domestic Ency
clopaedia, Ed. by J. Mease, Phi la . , 1804. 
The above Encyclopaedia also offers paint 

directions for gates, pales, bams, roofs and 
timber. See under paint. 

Color for Exterior Plaster Walls. Badigeon 
is a pale yel low color applied to plaster to 
give i t the appearance of stone. " I t gives 
to old houses and churches, " says the 
author of the formula (1798), "the exterior 
efl^ect of a new bui ld ing, by assuming the 
color of stones newly cu t . " 

See Dobson, Thomas. Encyclopaedia or 
Dict ionary of Arts and Sciences, Phila. 
is t A m . Edi t ion [1798], v o l . 13, p. 650. 
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ITALIAN STONEWORK 
BY MYRON BEMENT SMITH 

PART II 

THE QUARRIES OF FLORENCE 
The famed pietra forte, the sandstone used 

for practically all of the Florentine work , is 
quarried on the south side of the Arno. The 
P i t t i Palace, for instance, was buil t of this 
stone taken f rom the quarr\- now co\ crcd 
by the Bobol i Gardens. P/errj forte is a 
warm buff, in varying tones, ranging f rom 
a brownstone depth to l i g h t ochre w i t h an 
occasional cold grav t in t on the rare quarry 
seams. The texture is dense, the strata 
peculiarly stirred and twisted, w i t h fine 
dark lines running in different directions, 
(F ig . 31 in Part I I of this series). I t 
is best adapted to rough picked or 
point tooled work though i t may be 
worked down w i t h patience to a fine sur
face. I t weathers darker, intensifying and 
enriching the colors whi l e nev^er becoming 
too dark. A n added charm of this t r i i l v 
beautiful stone is provoked by the heavy 
street dust of Florence which collects on 
the lower stories of the palaces, grading 
out at the cornice to clean stone. The 
effect is that of a rendered drawing on 
w h i c h precipitating washes have been car
ried down to settle near the ground level. 
W i t h possibly no exception the stone palace 
fac^ades of Florence are bui l t of this pietra 
forte, a fact that w i l l make unnecessary 
further mention of color in connection 
w i t h the details. 

Another stone of the local i ty is MJC>//I/O 
Bigio, f r om Fiesole, similar to the above 
but much softer and w i t h a tendency to 
weather very dark. Fiesole also furnishes 
pietra serena, a cold grav sandstone of fine 
grain used mostly in interiors, such as the 
Pazzi Chapel or S. Spirito. 

FLORENTINE PALACES {Continued) 

PALAZZO PITTI is bui l t in three stages. 

i 3 

Central part of fac^ade by Brunelleschi, 
1435. See Plate I on page 133 of the Sep
tember issue of The Architectural Record 
and Figs. 32., 39, 40, 41 , 46, and 47 o f this 
issue. Palace is 660' long and 119' h igh 
w i t h a fou r th story intended. The stone 
was quarried on the spot, which explains 
the huge dimensions. 

Basement sti)r\ ; Rusticated ashlar 
worked w i t h a coarse point. The bosses 
sweep out in irregular curves to a projection 
of 6" to over 2.4". The channel faces are v" 
wide w i t h minute joints midway, averag
ing 's". Courses, reading up, are 10?/^", 
2.1 " etc. One stone is 17' long. Note that 
the astragal over the plain base is missing 
in the original central part. 

Second story: Rustication projects 7" 
to 9 ' 2", radi i more even w i t h an approxi
mately flat face treated w i t h coarse point 
tool ing . Channels i '4" wide w i t h joints 
midway. Typical course heights 10 
and 15". 

Thi rd story: rustication approximates 
5>^" projection w i t h a short radius. Chan
nels and course heights similar to second 
story. See Fig . 31. 

Great Court, added 1568 by Ammanati , 
who also put the windows and lions' heads 
on the fa(^ade arcades. (Figs. 31, 33, 34, 35, 
36, 37 and 38). The court faces the Boboli 
Gardens, wh ich may account for its p layfu l 
treatment. De Brosse is said to have taken 
these rusticated orders as the model for his 
Palais du Luxembourg, f r om which the 
idea became popular in France. The detail 
photographs show the three orders w i t h 
variations in too l ing , a l l interesting in 
themselves though the court as a whole 
seems overburdened w i t h rustication. 

The end pavilions and their supporting 
ramps: added 1763. (Figs. 41, 43, 44 and 

23 } 
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45). The ramps end in colossal walls 
pierced by heavily voussoired arches. The 
typical course is 2.8" h igh . From a •'̂ s" 
draft on either side of a '4 " joint the stones 
project out 18" to 44". The rock-cleft faces 
of the south ramp are interesting. The w a l l 
stones appear to have been roughly dressed 
w i t h Cyclopean hammers though they are 
ly ing in even beds. The stone has weathered 
to very dark color. 

PAVILIONS 
The pavilions were bui l t in a technique 

imi ta t ing the main fagade but as Fig . 45 
shows, they are in a s l ight ly different 
tool ing . 

PALAZZO PAZZI-QUARATESI, by Brunel-
leschi in 1445. See F ig . 10 on page 130 of 
the September issue of The Architectural 
Record and Figs. 57 and 84 of Part I I I of 
this series. The basement is much l ike the 
Riccardi but i n smaller stones to accommo
date its height of 15 feet. The rustication 
projects f rom 2." to y K " f rom channels 1^2" 
wide. The joints are as wide as K " in places. 
Course heights, reading up: 7 J^", 11", 16 J/^", 
15 >2", 13 M " , 18 etc. Masons' marks 
show, some the same as on the Riccardi 
though the finish of the stones is not so 
considered as on that palace. 

PALAZZO RUCELLAI, by A lbe r t i , 1451-55. 
(F ig . 53, and Figs. 74, 75 and 85 of 
Part I I I of this series). The actual con
struction of the palace is believed to have 
been carried out by B. Rossellino. The 
three stories are treated the same. The 
basement p l i n th shows a rare use of opus 
reticulcitum, false jointed, however. Its 
bosses are 9" square and project ^4%'\ %" 
radius at edge, 3^" channels, microscopic 
joints. On the basement story above the 
projection of bosses is i K " , Yi" radius at 
edges, channels i ^ j j " wide w i t h 's" joint 
at bottom of channel. Many bl ind joints 
come across the bosses. The course heights 
begin as 18", io><", 1 1 K " , i 5 > r etc. 
Pilasters project f r om channel face 

and are 2.1 /̂x" wide w i t h a H " draft at 
joints and edges, the balance of the surface 

line point tooled. Wal l bosses are point 
tooled but coarser. Moldings are point 
and chisel worked. M a i n cornice reaches 
63' f r om ground. 

PALAZZO GUADAGNI , attributed to Simone 
del Pallajuolo, called I I Cronaca, 1490. 
Plate I I on page 315 and Figs. 3 and. 
13 (September issue of The Architectural 
Record). The h igh basement story is of flat 
faced ashlar i n i i " courses w i t h the door
ways and angles set off by rustication. The 
upper stories are decorated w i t h sgraffito. 
The rustication of the doors, ( F i g . 3), is i n 
a style different f r om that of the angle, (F ig . 
13), as may be seen f rom the drawing, Plate 
I I . The angles are drafted w i t h a ^ H " chisel, 
the field lef t s l ight ly coarser w i t h point 
tool ing . The rustication is worked w i t h a 
finer point than the walls, though the 
difference is hardly appreciable. 

PALAZZO STROZZI, begun by Benedetto da 
Maiano in 1489 and carried to the cornice 
wh ich , w i t h the court, was added by Sim-
one del Pallajuolo, ( I I Cronaca), c. 1500. 
See Plate I and Fig. 5 (September issue 
of The Architectural Record); Figs. 50 
and 51 of the current issue and Figs. 
58, 71 and 80 of Part I I I of this scries. 
The diminished rustication carries up the 
three stories in a manner w h i c h appears 
monotonous when compared w i t h the Ric
cardi, Pazzi or Gondi palaces. Nevertheless 
this palace is generally reputed the best in 
Florence. The stone, pietra forte, is point 
tooled on the bulging bosses and worked 
w i t h a fine point on the molded parts. 
The contrast in texture, however, is hardly 
sufficient. At ten t ion is called to the pro
files of the bosses w h i c h are segments of 
ellipses, this even in the upper story. The 
intersection o f the curved planes at the 
angles is accommodated w i t h a slight 
radius, sufficient to prevent a hard angle. 
The architect apparently had in mind an 
expression, by means o f these bulging 
bosses, of the weight of the stone above, 
w h i c h increases as i t progresses downward, 
bulging the stones out as cheeses in a press. 
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f 
FIG. 3 1 . P I L A S T E R B A S E A T S E C O N D F L O O R . 
G R E A T C O U R T O F P I T T I P A L A C E . F L O R E N C E 

AMMANATI, ARCHITECT. 15'68 

FIG. 32. R E V E A L O F W I N D O W . T H I R D F L O O R , 
F A Q A D E O F P I T T I P A L A C E , F L O R E N C E 

BRUNELLESCHI. ARCHITnCT. CIRCA 143? 

I 

FIG. 33. P I L A S T E R B A S E A T T H I R D F L O O R , FIG. 34. P I L A S T E R B A S E A T G R O U N D F L O O R . 
G R E A T C O U R T O F P I T T I P A L A C E . F L O R E N C E G R E A T C O U R T O F P I T T I P A L A C E . F L O R E N C E 

AMMANATI, ARCHITECT. 1568 AMMANATI, ARCHITECT, 1568 

I T A L I A N STONEWORK. PART I I 
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FIG. Sf. O R D E R A T S E C O N D F L O O R . G R E A T 
C O U R T O F P I T T I P A L A C E , F L O R E N C E 

AMMANATI, ARCHITECT, 1568 

FIG. 36. O R D E R A T T H I R D F L O O R . G R E A T 
C O U R T O F P I T T I P A L A C E , F L O R E N C E 

AMMANATI, ARCHITECT, 1568 

FIG. 37. O R D E R A T G R O U N D F L O O R . G R E A T FIG. 38. V I E W . S H O W I N G T H R E E O R D E R S , G R E A T 
C O U R T O F P I T T I P A L A C E . F L O R E N C E C O U R T O F P I T T I P A L A C E . F L O R E N C E 

AMMANATI, ARCHITECT. 1568 AMMANATI, ARCHITECT, 1568 

I T A L I A N STONEWORK. PART I I 
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FIG. 59, M A I N FAQADE, PITTl PALACE 
WALL BY B R U N E L L E S C H I , 1440 
WINDOWS BY AMMANATI, 1 5'68 

FIG. 40. DETAIL OF M A I N FAQADE. PITTl PALACE 
WALL BY BRl NELLE.SCHI, 1440 

WINDOW BY AMMANATI. 1568 

FIG. 41. M A I N FAg.^DE. SHOWING TWENTY-SEVEN FOOT STONE, 
PITTl PALACE, FLORENCE 

BRUNELLESCHI, ARCHITECT, 1440 

I T A L I A N STONEWORK. PART I I 
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FIG. 42. S O U T H R A M P O F T H E P I T T I P A L A C E , 
F L O R E N C E 

FIG. 43. N O R T H R A M P . S I D E . P I T T I P A L A C E , 
F L O R E N C E 

FIG. 44. N O R T H R A M P , F R O N T . P I T T I P A L A C E , F L O R E N C E 

I T A L I A N STONEWORK. PART I I 
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FIG. 45. A N G L E O F W I N G , 1 7 6 3 , P I T T I P A L A C E F I G . 4 7 . C R O W N O F A R C H , T H I R D F L O O R 

Fic. 46. S P R I N G O F A R C H . 
T H I R D F L O O R O F P I T T I 

P A L A C E , F L O R E N C E 
BRUNELLESCHI , ARCHITECT, 1440 

iy'iiriyaritfiri 

FIG. 48. D E T A I L O F F A Q A D E . 
N E R O N I P A L A C E . 

\ ' I A G I N O R I 7. F L O R E N C E 
After the munner of BmneUeschi 

I T A L I A N STONEWORK. PART I I 
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F I G . 50. W I N D O W S A N D W A L L A T T H I R D F L O O R . S T R 0 2 Z I P A L A C E , F L O R E N C E 

B. DA MAIANO, A R C H I T E C T , 1 4 8 9 

_ J 

MiJ riiiiMitrr 1 

JJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJJX 
F I G . 51 . W I N D O W S A N D W A L L A T S E C O N D F L O O R . S T R 0 Z 2 I P A L A C E , F L O R E N C E 

H. DA .MAIANO, A R C H I T E C T , 1 4 8 9 

I T A L I A N STONEWORK. PART I I 
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F I G . 5 3 . W A L L S Y S T E M A T S E C O N D F L O O R . R U C E L L A I P A L A C E , F L O R E N C E 

A L B E R T I , A R C H I T E C T , 1451 

F I G . 5 2 . W A L L A N G L E A T S E C O N D F L O O R . R I C C A R D I P A L A C E , F L O R E N C E 

M I C H E L 0 2 2 I , A R C H I T E C T , 1 4 3 0 

I T A L I A N STONEWORK. PART I I 
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F I G . 5 5 . M A I N F A C A D E , O F 

G. DA SAN G A L L O , A R C H I T E C T . 

The implied elasticity of this material 
intrigued the critic Gevmuller. The lengths 
of the stones are studied to a nicety. Some 
of them are pieced, wi th blind joints, to 
give the required length. 

Basement story: coursed rusticated ash
lar, bosses projecting 6" from channel face 
which is 1*4" to l " wide, the 's" joint 
falling along its center. The courses ap
proaching the string are slightly less in 
projection. Heights of courses, reading up: 
15 M " , 2.33^"' i7><". 2.3 18 ctc^ 

Second story: as basement, but with 
bosses projecting 3" from a channel 
wide. Course heights, reading up 13 ", 11 ", 
1 9 e t c . Joint at bottom of channel. 

Third story: like other stories save that 
the bosses project but 1*4" from a 1" 
channel face, the joint falling at the bot
tom of the channel. Heights, reading up: 

19X", 19X", 'L-Ly2" etc. 

P A L A Z Z O G O N D I , by Guiliano da San 
Gallo, 1490, restored 1874. Plate I and 

CONDI PALACE, FLORENCE 
CIRCA 1490 r Restored m 1874; 

Fig. 1 (September issue of The Architec
tural Record); Fig. 55 on page 331 of the 
current issue and Figs. 59 and 77 of Part 
111 of this series. One faĉ ade was never 
extended its fu l l length. 

Basement story: elliptical bosses project 
7" to 8" with a lug on the top of each stone 
to form a channel i " wide, bringing the 
's" joint at the bottom of the boss. Inter

section of the curved planes is left sharp. 
Tooling is coarse pointed on bosses, chan
nels and mouldings are worked hne wi th a 
point or chisel. Course heights, from base: 
2.1 K" , 2.1", 2.i >2 " etc. Blocks up to 
9' Jon̂ -̂

Second story: flat rusticated ashlar in 
courses that begin at 17'4 '' but become 
narrower at window voussoirs. The faces 
project 134'' wi th a i ' 4 " radius at edges. 
The channels are i '4" wide. The face of the 
stone is fine tooled. 

Third story: flat faced coursed ashlar, 
tooled as second story. 



IN THE CAUSE OF ARCHITECTURE 
BY FRANK LLOYD WRIGHT 

Vin. SHEET METAL AND A MODERN INSTANCE 

r-pHE M a c h i n e is at its best when rolling, 
X cutting, stamping or folding whatever 

may be fed into i t . 
Mechanical movements are narrowly lim

ited unless built up like the timer of a 
(orliss engine or like a linotype. 

The movements easiest of all are rotary, 
next, the press or hammer, and the l i f t and 
slide works together w i th either or both. 
In these we have pretty much the powers of 
the 'Brute." But infinite are the combi
nations and divisions of these powers until 
we have something very like a brain in 
action—the Robot itself, a relevant dra
matic conception. 

The consequences may well be terrifying 
when man's volition is added to these 
brute powers. This volition of man's, de
prived of soul, may drive these powers to 
the l imit of human endurance, yes—to the 
ultimate extinction of the humanity of the 
race. 

* * * * 
Commerce, as we have reason to know, 

has no soul. 
Commercial interests left to themselves 

would soon write their own doom in the 
exploitation of their own social life. They 
would soon cease to reproduce. They would 
fail to reproduce because the elements of 
commerce are those of the machine—they 
lack the divine spark necessary for giving 
life. The margin of proiit, piling up into 
residue, is inert, inept, impotent. 

The Machine itself represents this margin 
of proiit in the physical body of our modern 
world: a proiit, inept, inert, impotent. 

The question propounded in these papers 
and the continual haunting reference in all 
of them—"What is this interpreter of life, 
the Architect, going to do about i t ,"—is 

again insistent here. For in sheet metal 
there is opportunity to give life to some
thing the Architect seems to despise while 
forced to use it because i t is cheap. He 
avails himself of it as a degraded material. 
In the building trade, we find cornices, 
gutters, downspouts, water-sheds, in lead, 
zinc and t in, iron and copper, everywhere. 
Imitations too in these materials, of every 
other material, are everywhere. 

But where may sheet metal be seen used 
as a fine material for its own sake? 

Oh yes, occasionally. But why not 
"everywhere." I t is the one "best thing" 
in modern economy of materials brought by 
the Machine. Building trades aside, we 
now make anything at all of sheet metal— 
kitchen utensils, furniture, automobiles and 
Pullman coaches. And in flashings and 
counter flashings or roofing it is keeping 
nearly all the citizens of America dry in 
their homes at the present moment. 

Copper is easily king of this field and 
what is true of copper w i l l be true also of 
the other metals in some degree, wi th cer
tain special aptitudes and properties added 
or subtracted in the case of each. 

Back of this sheet metal tribe, literally, 
we have the light rolled steel section for 
stiffening any particular sheet metal area in 
all particular cases whatsoever. A l l "spread" 
materials need reinforcement. Metal sheets 
no less than concrete slabs. 

In the building trades we have had re
course to these metal fabrics in the cheapest 
and most insulting fashion, in buildings 
where the architect has either never been 
seen, or has been set aside. Sheet metal is 
prime makeshift to his highness the Ameri
can jerry-builder. 

Roofs seem to be the building problem 

{ 3 3 4 } 
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naturally solved by sheet metal, as it may 
be stamped into any desired form, lock 
seamed, and made into a light, decorative 
and permanent water-shed. It is possible 
to double the thicknesses in long panels or 
channels, sliding non-conducting material 
between them and lock-seaming together 
the continuous slabs thus made so that they 
lie together like planks on the roof framing, 
finished from below as from above. Each 
slab is a natural water channel. 

The machinery at work in the sheet metal 
trades easily crimps, folds, trims and stamps 
sheets of metal as an ingenious child might 
his sheets of paper. The finished product 
may have the color brought up in surface 
treatment, or be enameled wi th other dur
able substances as in enamel color glazing 
or plating, or by galvanizing the finished 
work may be dipped and coated entire. But 
copper is the only sheet metal that has yet 
entered into architecture as a beautiful, 
permanent material. Its verdigris is always 
a great beauty in connection wi th stone or 
brick or wood, and copper is more nearly 
permanent than anything we have at hand 
as an architect's medium. 

But now^ that all metals may be rolJed 
into sheets and manipulated so cheaply— 
combinations of various metals may be 
made as any other combination of materials 
may be. And w i l l be. 

The Japanese sword-guard shows how 
delightful these properties of metal become 
when contrasted and harmonized in the 
hands of a master-artist. A collection of 
these mighty little things in art and craft 
should be the vade-mecum of every metal 
student or worker. In fact i t seems that 
upon metals the Japanese, and before them 
the Chinese, have lavished much of their 
genius and have excelled from the making 
of a keen cutting-blade that would hold its 
edge against blows on steel to inventing 
subtle texture-treatments in iron for all 
decorative purposes. 

Leaving the precious metals in a category 
by themselves, these sympathetic treat

ments of various humble metals are most 
significant for us who, as masters of metal 
production, are committed to it in our 
industries, though we have developed the 
beauty of i t in use not at al l . 

In previous ages, beyond the roofer's use 
of lead in roofing and water-leads and the 
blacksmith's wrought-iron as seen in gates 
and lanterns, there has been li t t le use made 
of metal by architects excepting such 
occasional use of bronze as Ghiberti made 
in his famous doors. But Ghiberti was a 
sculptor, not an architect, or his doors 
would, probably, have been wood elabo
rately ironed in the mode. 

I believe the time is ready for a building 
of sheet copper wherein the copper may be 
appropriate carriage for glass only. What 
would such a building be good for and 
what would it be like? 

Why should we have such buildings? 
This architect w i l l try to answer in his 
own fashion. 

Since first meeting, thir ty years ago, 
James A. Miller , a sheet-metal worker of 
Chicago, who had intelligent pride in his 
material and a sentiment concerning i t 
(designing a house for himself at one time 
he demanded a tin-floored balcony outside 
his bedroom window in order that he might 
hear the rain patter upon i t ) , I have had 
respect for his sheet-metal medium. 

At that time I designed some sheet 
copper bowls, slender flower holders and 
such things, for him, and fell in love wi th 
sheet copper as a building material. I had 
always liked lead, despised t in, wondered 
about zinc, and revolted against galvanized 
iron as i t was then used in Chicago quite 
generally as a substitute for granite. 

Miller Brothers in addition to other 
offices of that factory were then interested 
in sheet metal window-sash and frames— 
especially in skylights and metal doors. 

We had contempt for them because they 
were made to imitate wooden sash. The 
doors too were made up in wood and cov
ered wi th metal, the result being an imita-
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tion in metal of a wood paneled door. I t 
was usually "grained'' to complete the ruse. 

No one thought much about i t one way 
or another. The city demanded these 
mongrels as hre-stops in certain places 
under certain conditions and that was that. 

They were not cheap enough in those 
davs—forcing the material as i t was forced 
in this imitation work—to offer much 
incentive to bother wi th the problem. 

But see how the matter has since grown 
up! We need no statistics to add to the 
evidence of our eyes wherever we go, which 
mav see that what is left of the architectural 
framework of the modern world after 
concrete and steel have done wi th i t w i l l 
be in some form or other, sheet metal. 

Twenty-seven years ago, under the aus
pices of Jane Addams, at Hull House, 
Chicago, an arts and crafts society was 
formed, and I then wanted to make a study 
of the Machine as a tool at work in modern 
materials. 1 invited Mr . Miller , Mr . 
Bagley, Mr. Wagner to come to the tenta
tive meeting to represent respectively sheet 
metal, machined marble work and terra 
cotta. I wanted them there w i th us to tell 
us what we as artists might do to help 
them. At that time, to put the matter 
before the proposed society, I wrote (and 
read) the " A r t and Craft of the Machine" 
since translated into many languages. 

I t was useless. As I look back upon i t , 
I smile, because the society was made up of 
cultured, artistic people, encouraged by 
University of Chicago professors who were 
ardent disciples of Ruskin and Morris. 
What would they want to see, if they could 
see i t in such a programme as mine? 

It all came to nothing—then—although 
next day's Tribune, in an editorial, spoke 
of "the hrst word said, by an artist, for the 
Machine." I suspect Miss Addams of 
writing i t herself. Ever since my stand 
taken there, however, the matter has grown 
for me, and, if not for them, i t is all 
about them now in nearly everything they 
use or touch or see, still needing interpre

tation to-day as much as i t was needed then. 
But to get back from this reflection to 

this sheet-copper and glass building which 
has eventually resulted from i t . 

I have designed such a building. 
I t is properly a tall building. 
I t is a practical solution of the sky

scraper problem because the advantages 
offered by the material and method add up 
most heavily in their own favor where they 
can go farthest—cither up or crosswise. 

Standardization here may come com
pletely into its own, for standardization is 
in the nature of both sheet-metal process 
and material. It may be again seen that 
the life of the imagination awakens its 
very limitations to life. 

The exterior walls, as such, disappear-
instead are suspended, standardized sheet-
copper screens. The walls themselves cease 
to exist as either weight or thickness. 
Windows become in this fabrication a 
matter of a unit in the screen fabric, opening 
singly or in groups at the w i l l of the occu
pant. A l l windows may be cleaned from 
the inside w i th neither bother nor risk. 
The vertical mullions (copper shells filled 
wi th non-conducting material), are large 
and strong enough, only to carry from 
floor to floor and project much or l i t t le as 
shadow on the glass may or may not be 
wanted. Much projection enriches the 
shadow. Less projection dispels the shad
ows and brightens the interior. These 
protecting blades of copper act in the sun 
like the blades of a blind. 

The unit of two feet both ways is, in this 
instance, emphasized on every alternate 
vertical wi th additional emphasis on every 
f i f th . There is no emphasis on the hori
zontal units. The edge of the various 
floors being beveled to the same section as 
is used between the windows, i t appears 
in the screen as such horizontal division 
occurring naturally on the two-foot unit 
lines. The floors themselves, however, do 
appear, at intervals, in the recessions of 
the screen in order to bring the concrete 
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structure itself into relief in relation to the Thus the outer building surfaces become 
screen as well as in connection wi th i t . opalescent, iridescent copper-bound glass. 
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To avoid all interference wi th the fabrica
tion of the light-giving exterior screen the 
supporting pylons are set back from the lot 
line, the floors carried by them thus be
coming cantilever slabs. The extent of the 
cantilever is determined by the use for 
which the building is designed. These 
pylons are continuous through all floors 
and in this instance exposed as pylons at 
the top. They are enlarged to carry elec
trical, plumbing, and heating conduits, 
which branch from the shafts, not in the 
floor slabs, but into piping designed into 
visible fixtures extending beneath each 
ceiling to where the outlets are needed in 
the office arrangement. A l l electrical or 
plumbing appliances may thus be discon
nected and relocated at short notice wi th 
no waste at all in time or material. 

Being likewise fabricated on a perfect 
unit system, the interior partitions may all 
be made up in sections, complete with 
doors, ready to set in place and designed 
to match the general style of the outer 
wall screen. 

These interior partition-units thus fabri
cated may be stored ready to use, and any 
changes to suit tenants made over night 
wi th no waste of time and material. 

The increase of glass area over the usual 
skyscraper fenestration is only about ten 
per cent (the margin could be increased or 
diminished by expanding or contracting 
the copper members in which i t is set), so 
the expense of heating is not materially 
increased. Inasmuch as the copper mullions 
are hi led with insulating material and the 
window openings are tight, being mechani
cal units in a mechanical screen, this excess 
of glass is compensated. 

The radiators are cast as a railing set in 
front of the lower glass unit of this outer 
screen wall, free enough to make cleaning 
easy. 

The walls of the first two stories, or 
more, may be unobstructed glass—the 
dreams of the shop-keeper in this connec
tion fully realized. 

The connecting stairways necessary 
between floors are here arranged as a 
practical fire-escape forming the central 
feature, as may be seen at the front and 
rear of each section of the whole mass, 
and though cut off by fire-proof doors at 
each floor, the continuous stairway thus 
made discharges upon the sidewalk below 
without obstruction. 

The construction of such a building as 
this would be at least one-third lighter 
than anything in the way of a tall building 
yet built—and three times stronger in any 
disturbance, the construction being bal
anced as the body on the legs, the walls 
hanging as the arms from the shoulders, 
the whole, heavy where weight insures 
stability. 

But of chief value as I see it is the fact 
that the scheme as a whole would legiti
mately eliminate the matter of "architec
ture," that now vexes all such buildings, 
from field construction, all such elements 
of architecture "exterior" or interior be
coming a complete shop-fabrication—as
sembled only in the field. 

The shop in our mechanical era is ten to 
one, economically efficient over the field, 
and w i l l always increase over the field in 
economy and craftsmanship. 

The mere physical concrete construction 
of pylons and floors is here non-involved 
wi th any interior or exterior, is easily 
rendered indestructible, and is made entirely 
independent of anything hitherto mixed 
up wi th i t in our country as" Architecture." 
In the skyscraper as practised at present 
the "Architecture" is expensively involved 
but is entirely irrelevant. But here it is 
entirely relevant but uninvolved. 

Also the piping and conduits of all 
appurtenance-systems may be cut in the 
shop, the labor in the field reduced to 
assembling only, " f i t t i n g " or screwing up 
the joints being all that is necessary. 

Thus we have, literally, a shop-made 
building all but the interior support
ing posts and floors, which may be rein-
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forced concrete or concrete-masked steel. 
In this design, architecture has been 

frankly, profitably and artistically taken 
from the field to the factory—standardized 
as might be any mechanical thing what
soever, from a penny-whistle to a piano. 

There is no unsalable floor space in this 
building created "for effect," as may be 
observed. 

There are no "features" manufactured 
"for effect." 

There is nothing added to the whole 
merely for this desired "effect." 

To gratify the landlord, his lot area is 
now salable to the very lot-line and on 
every floor, where ordinances do not inter
fere and demand that they be reduced in 
area as the building soars. 

What architecture there is in evidence 
here is a light, tr im, practical commercial 
fabric—every inch and pound of which is 
" i n service." There is every reason why i t 
should be beautiful. But i t is best to say 
nothing about that, as things are now. 

The present design was worked out for 
a lot three hundred feet by one hundred 
feet, the courts being open to the south. 

There is nothing of importance to men
tion in the general disposition of the other 
necessary parts of the plan. A l l may be 
quite as customary. 

My aim in this fabrication employing 
the cantilever svstem of construction which 
proved so effective in preserving the Im
perial Hotel at Tokyo, was to achieve 
absolute scientific ut i l i ty by means of the 
Machine—to accomplish—first of all—a 
true standardization which would not 
only serve as a basis for keeping the life 
of the building true as architecture, but 
enable me to project the whole, as an ex
pression of a valuable principle involved, 
into a genuine living-architecture of the 
present. 

I began work upon this study in Los 
Angeles in the winter of 192.3 having had 
the main features of i t in mind for many 
\ cars. I had the good fortune to explain 
it in detail to "lieber-meister" Louis H . 
Sullivan, some months before he died. 

Gratefully I remember—and proudly too 
— " I have had fai th that it would come," 
he said. "This Architecture of Democracy— 
I see i t in this building of yours, a genuine, 
beautiful thing. I knew what I was talking 
about all these years—you see. I never 
could have done this building myself, but 
I believe that, but for me, you could never 
have done i t . " 

I am sure I should never have reached i t , 
but for what he was and what he did. 

This design is dedicated to him. 



A PRIVATE GARAGE IN NEW YORK CITY 
HOWARD & T FRENAYE, ARCHITECTS 
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Pages 343 and 344 illustrate a privately-
owned garage. The first floor is arranged 
to accommodate four automobiles. On the 
second floor are two apartments for the 
chauffeurs, each of which contains a small 
lobby, a l iving room, a bed room, bath 
and kitchen. 

Thegarage,of fireproof construction, cost, 
approximately sixty cents per cubic foot to 

build. Whitewashed brick was used for 
the fagade. Over the front doorway, super
imposed on the fireproofed lintel, are orna
ments depicting New York scenes. These 
were formed from lead sheets and cut out 
w i th a pen-knife. Doors and the window 
trim are painted a bright vermilion—a gay 
touch among drab surroundings. The col
umns on the doors are white. 



NOTES AND COMMENTS 
SPANISH? 

r - p o D A Y architectural art finds itself in the unprece-
X. dented and paralyzing posture of being self-

conscious. If there is any human activity which 
demands spontaneity and naturalness, it is artistic 
creation. By this I do not mean to deny intellectual 
effort in art, which is quite another thing. As to a de
sirable ratio between head and heart there can be no 
agreement, because temperaments differ widely, along 
with the ends they seek. But in normal art ttie me
dium of expression should be a matter of common 
consent rather than ca
price. Whenever func
tions which should be 
involuntary arc made 
objects of attention the 
result is awkward. As 
children we have proba- ^ 
bly all been admonished 
by elders to walk with 
toes out or chest back. 
The result, however hy
gienic, was surely ridic
ulous. Now an architect 
who has to pick his 
style, verify it and jus
tify it, is as unfortu
nately placed as a walker 
who has to consider the 
position of his toes or 
chest. The style should 
just Ix; there, uncon
sciously accepted, except 
in so far as new condi
tions and the personality 
of the artist effect modi
fications. This is the 
only fruitful basis of Style with a capita 
true interplay of tradition and evolution. 

Toward the close of the last century American 
civilization in California, which had dominated the 
country for something over half a century and miti
gated its thirst for wealth and power, became aware 
of its aesthetic sterility. For architecture there was 
no possible salvation in the natural process of evolu
tion. The art had literally to be born again. This is 
a religious act, which calls for faith. There stood 
the examples of the regime supplanted a generation 
and more before. They were beautiful, and physically 
appropriate (but all that is another story). What 
more natural than that designers in search of a foot
hold should turn their way? 

Now if this could have taken place without saying 

anything about it, some subsequent trouble would 
have been avoided. From a reasonable starting point 
we might have set out on an orderly journe\ . But 
of course there was no censor empowered to pro
scribe the use of that word "Spanish." Inevitably 
it was pointed out that the starting point was Span
ish. Whereupon discussion of Spanish ensued. It 
only takes a moderate use of an attractive word to 
start a cult. In this case the point of departure 
became canonized as the end in view, and the word 
was made lath and plaster and dwelt among us. 

At their best the re
sults have been both 
fruitful and delightful; 
at their worst, frankly 
appalling. Many design
ers who might be crea
tive in their efforts, fre
quently seem constrained 
merely to be Spanish. 

So it is understood 
that, largely for the ad
vantage of being on com
mon ground, "Spanish" 
is admitted into the dis
cussion. What must not 
be forgotten is that, es
sentially, the real prob
lem of architecture in 
California now is to get 
out from under the word. 

I R V I N G F . M O R R O W 

R O Y A L H O R T I C U L T U R A L S O C I E T Y ' S N E W H A L L 
I N L O N D O N 

M . E A S T O N A N D H O W A R D M . R O B E R T S O N , A R C l i r r U C T S J-

ll "S"- t : 

N E W H A L L O F R O Y 
A L H O R T I C U L 

T U R A L S O C I E T Y , 
I N L O N D O N 

H E FORM taken by new buildings arises from an 
attempt to fulfil in the most direct and expressive 

wav the special requirements of the case. A rela
tively small site demanded economy in planning. 
This has been met by keeping the entrance hall low 
enough to enable a dais, some 1,000 square feet in 
extent, to be added to the main hall, while by raising 
the latter several feet above the pavement, areas are 
dispensed with and light admitted to the basement. 

The hall itself is 150 feet long by 115 feet wide, 
the total area being about twice that of the old hall. 
It is lit by four stepjxd tiers of clerestory windows 
carried on elliptical arches 58 feet high and 69 feet 
in span—19 feet wider and z j feet lower than the 
nave of St. Paul's. The thrust of these arches is 
taken bv the flat roof of the aisles which act as vast 

{ 3 4 5 } 
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horizontal girders and are tied in at both ends. The 
whole structure is of reinforced concrete and has ab
sorbed 5,000 tons of Portland cement and <;oo tons 
of steel rods. This form and construction arose from 
the desire to obtain lighting that would closely ap-
prt)ximate outdoor conditions and which would yet 
lend itself to a satisfactory architectural expression, 
iiiiil he of such a permanent nature as to require very 
little upkeep. 

Heatmg is chiefly by means of panels in the con
crete ceilings and cleaned and warmed air is intro
duced at aisle roof level. The electric lighting can 
be varied from the usual color to a whiter light 
nearer to daylight, and ample provision is made for 
special lighting, power, gas, water, and telephones 
all over the hall . 

In the basement a restaurant to seat 2.00 people is 
provided and the kitchens are so arranged that ban
quets can be served in the main hall. Cloak-rooms, 
lavatories, heating chambers and a large storage 
space are also located in the basement. The upper 
pan 1)1 the Greycoat Street block is devoted cliicllv 

to lecture and committee rooms. The first mentioned 
is equipped for use as a cinema and it can be parti
tioned off into three rooms. The second and third 
floors have each three large rooms, those on the 
third floor which floral committees wi l l use having 
north light. There are in all three electric lifts, one 
large hoist and three hand lifts. 

The irearment of the elevations and the detail 
throughout does not arise from the adaption of 
any "period" stvle. Neither is it a denial of tradition 
but rather an attempt to allow the general concep
tion to make itself felt in, and be furthered by, every 
part. 

B. S. Tow \ K O I 

H O U S I N G 

DH T K R E N T pcriods of history have found their best 
architectural expression in different types of 

building. Religious monuments have not been by 
an\ means alwa\ s the liekl in w hich great sf\ les have 
found their most adequate fulfillment. Neither, to 
choose \ er\- wideh , in the age of Sargon I I or of 
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Louis X \ ' I were the temples comparable to the pal
aces. The architectural hierarchy varies in each style 
and period. In our own day in America there is a 
general feeling that the commercial structures, which 
have developed into skyscrapers, provide the type 
expression par excellence; yet on account of the tradi
tion of earlier hierarchies this affects hardly at all 
the design of other sorts of buildings which continue 
to be largely uninfluenced by the skyscraper. 

In Europe there arc, from the American point of 
view, no skyscrapers. The present period of archi
tecture produces its best work in the field of factory 
design and of housing development. Indeed, these 
two types of building are having an increasingly 
marked effect on all other building and are thercb\ 
assisting powerfully in the integration of a modern 
style—as the skyscraper has not done with us. But 
neither factories nor housing developments arc re
stricted to Europe. It may be asked therefore if in 
America the general acceptance of a modern style 
might not be better brought about if architecturally 
we gave to these types of building, surely as charac
teristic of our age as the skyscraper, more attention 
and importance. 

America has, of course, many magnificent fac
tories. Nevertheless, they are distinctly less the crea
tion of architects than of engineers. It too often ap
pears that where architects have worked on them 
they have less respect for the essential aesthetic pos
sibilities of the type than engineers. With regard to 
this, there is at the present time little to be said. 
The difficulties are in large part technical and func
tional. When architects work on factories they are 
expected, not to build better factories, but to em
bellish factories already built by engineers. 

In regard to the question of housing, universally 
accepted as within the domain of architecture, there 
is more to be done. The reports on the situation in 
New York and elsewhere presented in the magazine 
Hous/fig indicate most clearly the very great need 
of development in this field of building in America. 
These reports also indicate that the problem here, 
for legal and financial reasons, is far more compli
cated than in Europe. At the same time various tech
nical proposals arc made which should, if adopted, 
lead to great improvements. As a prime example of 
how little dilTcrent the problem ideally ought to be 
here from what it is in Europe, the new recommenda
tions of the Housing Division of the New York City 
Planning Commission for universal height restriction 
to six stories, if streets are to be the present width of 
those in New York, is of very great significance. 
However great the present development of the sky
scraper, sociologically it is condemned for the future 
unless—as is little likelv^—radical changes in the lay
out of our cities make it possible to create about it 

the necessary open spaces. In this field then, the 
problem for American architects mav become in 
cities the same as in Europe. In suburban and rural 
districts it has never been essentially different. 

Comparing such of our housing schemes in sub
urban and rural districts as have had serious archi
tectural treatment with similar schemes abroad, the 
first point of importance to note is that the problem 
here has generally been exaggerated by the popular 
insistence upon individual houses. I t is to be hoped 
that in the future the specious individualism which 
demands separate and distinct units—almost im
possible to group successfully in large numbers— 
may give way, as already in the very successful town 
of Sunnyside, Long Island City, to the rows and 
groupings which in Europe permit dignity of scale 
and integration of treatment. 

A further and related difficulty has been the general 
desire, even at the expense of the very technical 
conveniences on which Americans are supposed to 
be most insistent, for too great individualization of 
design by means of "'architectural'" features so 
cheaph' provided as to have no value and so multi
plied as to destroy the actual scale of the small 
houses. Too many low cost houses have been de
signed as reduced copies of mansions. In the future, 
it may be hoped, American architects wi l l be freer 
and more wil l ing to treat small hou.ses for them
selves, as is being done in Europe, and to depend on 
the larger virtues of mass and proportion for effect-— 
as can be done by grouping—rather than on applied 
features of ornament, almost necessarily meretricious 
w hen cheaply provided. 

But it may be hoped that as these extraneous mat
ters of function are better cared for, with the in
creased consciousness of the problems which Hous
ing illustrates, our architects may be ready to pro
vide, in those matters of design which are their 
province, for the establishment of a great and mod
ern style which , unlike the skyscraper, may prove 
to have permanent and universal validity. 

H E N R Y - R U S S E L L H I T C H C O C K , J R . 

A C O M M E R C I A L B U I L D I N G 

EL S E W H E R E in this issue Frank Lloyd Wright de
scribes a building of his design which he ad

vances with arguments as a solution for skyscraper 
construction and expression. It is an organic archi
tecture involving the use of the cantilever principle 
of steel and reinforced concrete construction. It com
prehends, in its conception, the engineer's aesthetic, 
contemporary building products—the materials of 
the mine, the forge and the factory and, needless to 
say, it has nothing to do wi th various styles. It is 
dedicated to the memorv of his associate in experi
mentation, Louis Sullivan. 
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I N D U S T R I A L A R T A N D T H E M U S E U M 
R I C H A R D S , C H A R L E S R . 

Industrial A r t and the Museum. I l lus . M a c m i l l a n , 1917. 
$1.50. 

MR. R I C H A R D S understands industrial art to be 
the production of objects both of use and of 

industrial beauty. A Chippendale chair is industrial 
art; a \\'histler etching is not, because, in an economic 
sense, it is not useful; and a motor cycle is not be
cause, whether beautiful or not, it is not beautiful 
intentionally. The meaning is plain though the ap
plication may frequently be uncertain. At any rate 
Mr. Richards' test would be purpose and not 
method. Handwork and machine work are often so 
interwoven to-day that no line of demarcation 
there is possible. 

Science museums and fine arts museums began to 
appear in Europe in the 18th century; the fine arts 
collections generally contained examples of indus
trial art, tapestries, goldsmith work and so on; but 
the industrial art museum per se is a late arrival. 
There was little demand for it because craftsmanship 
was traditional. But with the coming of the ma
chine and its quantity production the requirements 
of the new methods upset all tradition, manufactur
ing wandered aimlessly for a time seeking plausible 
forms for its products, and at length the need was 
felt for studying the fine things of other times. The 
Romantic Revival turned men's minds to the past, 
and [xople began to collect odds and ends of Gothic 
art. The movement never worked out complete deco
rative schemes nor influenced production to any ex
tent, but it did result in the amassing of collections. 

The iirst distinctive museum of industrial art was 
the Victoria and Albert, 1851, a direct outcome of 
the Crystal Palace Exposition of 1851; but the type 
had its largest development in Germany until prac
tically every large German city had its distinctive 
museum or important department of industrial art. 
The collections were arranged—on the basis of Sem-
per's Report on the Crystal Palace Exposition— 
according to material purpose and technique rather 
than on any historic basis, although chronological 
within the technical group. This point of view was 
generally adopted by museum authorities in Central 
Europe up to recent years. With the closing years of 
the century, however, the idea grew up of the educa
tion of public taste as the proper function of a 
museum rather than the collection of models for the 
use of designers and workers in the crafts. Out of 
this came the new arrangement, namely, period 

grouping with appropriate settings, intended to re
flect the history of human culture. The Bayerische 
National Museum represents this system in its most 
complete form, a series of rooms representing periods 
from the Romans down. The system has been criti
cized on the ground that part of the exhibition is 
genuine, and part of it imitation and restoration, 
which is apt to be misleading. "The vital necessity 
for the historical imagination is the genuineness of 
the facts on which it builds " and the theory leads 
to many compromises. It is not in all respects satis
factory, and many kinds of modification have been 
introduced. 

All the French art museums are in Paris, and the 
two most important for applied art are the Musi^e 
des Arts Decoratijs and the Musee Galliera. The col
lections are mainly arranged in period rooms. 

The great English example is the Victoria and 
Albert. It is an enormous collection both in size and 
variety, and the arrangement is still on the older 
plan, to assist craftsmen and students rather than to 
stimulate the popular imagination. 

Industrial Art Museums are numerous in other 
European countries, large ones in \'ienna, Buda[Test 
and Prague; in Switzerland five at least that are im
portant; in Belgium the chief one is the Musa- Koyale 
in Brussels; in Holland, at Amsterdam, the indus
trial art department of the Ri jks Museum, and the 
Sophia Augusta Collection at the Stedelijk are no
table. The Danish Industrial Art Museum at Copcn-
liat^en is not large but is well selected; in Sweden 
arc the Northern Museum at Stockholm and at 
Gothenburg one called the Kohsska Konstxlojdrnuseet. 
"There are seventy-eight separate industrial art mu
seums in western Europe, besides manv important 
collections in museums that are regional or contain
ing also some other branch of art or science." Mr. 
Richards gives excellent and concise descriptions not 
only of their general character and contents but also 
of their arrangement, administration and purpose. 
He devotes a special chapter to certain special mu-
.seums, such as the Historic Textile at Lyons; and 
in Germany, the Art in Commerce and Industry at 
Hagen, the Wall Paper Museum at Casscl, the East 
Asiatic Art Museum at Cologne, and the Textile 
School Museum at Crefeld. 

For over fifty years industrial art has been recog
nized in Europe, but in America until recently our 
art museums have given it scant consideration. Mu
seum authorities are becoming roused to it, however, 
and the questions are: what should be the scope of 
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the collections, under what arrangement should they 
be displayed, how should they be housed, and what 
educational activities should be associated with 
them? It seems probable that the development wi l l 
be within the general art museums rather than as 
separate institutions, and on the whole it seems more 
advisable. Extensive collections already exist there. 
American museums discharge a peculiarly important 
function. We lack the background of endless exam
ples of tine and applied art so general in Europe. We 
are dependent on museums for artistic education to 
a far greater degree. It is the general agreement in 
Europe now that the 
first purpose is the edu
cation of public taste, 
and while the line be
tween fine art and ap
plied art is definable 
enough their functions 
in the education of taste 
are inseparable. 

The Metropolitan has 
been the leader in experi
ments. The American 
Wing attracted wide at
tention. The Museums 
of Art at Boston and 
Philadelphia are taking 
up the problem exten
sively. 

The questions which 
Mr. Richards discusses 
so intelligently and i l 
lustrates from the prac
tice of many museums 
are too many even to be 
mentioned here. Prom
inent among these ques
tions is the relation of 
the museum to public education, to the artist crafts
man. America is weak in artist craftsmen. "In the 
severer conditions of competition in the older coun
tries, individuals of exceptional energy, intelligence 
and artistic talent are often found working alone as 
craftsmen." Such men are needed in the industrial 
arts, and whether the conditions of American eco
nomic life wi l l allow the support of such workers is 
a question.—Recent developments suggest the possi
bility that our great industrial establishments may 
gradually absorb a number of superior craftsmen and 
so bring them into direct relation with our industrial 
system." No progress on the part of museum authori
ties is more important than in the comprehension of 
the significance of quantity production. It may be 
that in quantity production art can only enter in 
matters of design, but whatever it can do there is of 

far-reaching importance. Mr. Richards' book seems 
to be for architects one of the most useful among 
recent issues. 

A R T H U R W . C O L T O N 

A N O P E N A I R M U S E U M I N S T O C K H O L M 
From Indu.strial Art and thcr Museum 

T H E A N A L Y S I S O F A R T 
D E W I T T H . P A R K E R 

TJje Atiulysis of Art. Y a l e University Press, i^xS. S4.00. 

GE N I A L I T Y , urbanity and restraint these are the 
qualities that make so attractive this little 

book by one of our leading students of the philos
ophy of art. The book is the expression of a mind 

that is finely tempered, 
of a mind for which 
sanity of [udgment is the 
first condition for ade
quacy in the analysis of 
art. There is in it none 
of the rabid egoism of 
the doctrinaire. More
over, it is pleasant to 
note an absence of aca
demic lifelessness in an 
anah sis of art by a pro
fessor of philosophy— 
especially since one finds 
so much of it in the dis
cussions of art by those 
to whom academic art 
is the product of an 
academic mind and to 
whom both are anath
ema. Professor Parker, 
it is clear, views with 
urbane sympathy the 
movements in art and 
discussions of art that 
are marked by antago
nism to the academic 

tradition. Philosophical theories, including those 
dealing with art, never receive a final refutation. 
They have their day in court, and are found want
ing—but they return in every generation to demand 
another trial. The movements called new and 
the doctrines they express have a way of turning 
out to be old theories, reorganized and restated, 
claiming a new hearing, or old creative tend
encies that are novel primarily because they 
express today's mind and not yesterday's. Good 
humor, when the doctrinaire and his doctrine are to 
be appraised, is a valuable quality— and the reader 
surmises that Professor Parker does not lack it. His 
good humor, indeed, prevails even in the statement 
of his own definition of art. The result is a truly 
serviceable book—a work that wil l stimulate the 
special student of the philosophy of art and never-



3 5 0 > T H E A R C H I T E C T U R A L R E C O R D 

theless effectively enlarge the appreciative powers of 
those whose interests lie with art rather than with 
its philosophical interpretation. 

"What is art?" asks Professor Parker. An old 
question, and like that asked by Pontius Pilate, it 
can be intelligibly treated only when the search for 
finality is abandoned in favor of many-sided satis-
factoriness. Even the most extravagant theories 
concerning art are advanced only because the living 
wealth of aesthetic creation has suggested them. 
Unless the arts themselves have given grounds for 
the doctrine, the ancient definitions of art as con
cerned wi th imitation could never have come into 
being. The facts and the doctrine, however unsatis
factory the latter may be, abide as indications that 
more satisfactory definitions can be attained only 
by covering the facts that suggested the theory of 
imitation. In the same sense, the doctrine of signifi
cant form, so militantly championed by Cl ivc Bell, 
is equally rooted in the creations and experience of 
art. The experiments of the artist, particularly in the 
vociferous modern world, get reflected in the extrav
agancies of the doctrinaire, and the doctrinaire in turn 
intensifies the impatient experimentation of the 
artist. But human nature and the structure of the 
world about us stubbornly persist as checks upon all 
extravagancies, whether of creative impulse or 
partisan formulation. Professor Parker, who knows 
all this, and knows moreover that Clive Bell was 
long ago refuted by Aristotelean metaphysics, quite 
realizes that Clive Bell must be reckoned wi th . 
But he realizes just as keenly that recent advances 
in psychology cannot be neglected. And so Parker 
is led to insist upon certain factors which no defini
tion of art dare omit. Art is expression, both for 
the artist as creative and for those who, in the 
appreciation of art, are led by the artist to re-creative 
expression. To assert this is to assume that art is a 
bridge whose piers arc the constitutive traits of 
human nature. Again, art is a satisfaction of desire— 
a definition of art that omits reference to desire and 
feeling would forget the humanity of artist and 
spectator. Were all our desires appeased at the very 
moment that they emerged—or, what would be in 
effect the same thing, were man that imaginary 
monster, an intellect without desire—art could 
never exist. The recent advances in the psychology 
of dream have thrown light upon the nature of art 
and also upon its source. A mind that is intellect 
and nothing more could never dream. Because men 
desire, and because desire hopelessly outstrips the 
possibilities of satisfaction, men dream the dreams 
of art. Nevertheless a dream cannot be art unless 
it conveys a certain convincing feeling of reality. 
The world of art is one of imagination—yet it must 
be somehow a veritable extension of the world in 

which practical affairs go on rather than something 
merely imaginary. For Parker it is evident that the 
basis of analysis lies in this, that art "provides an 
imaginative mode of expression for the unbounded 
excess" of the human capacity of desire. 

With these points fixed as the basis of investi
gation, it is possible rightly to appraise imitation 
and representation, distortion and significant form. 
From desire come both form and content in the 
work of art, and their inseparability follows from 
their common source. "Art , like the dream and 
many forms of play, is a mode of the imaginative 
realization of desire. This is the primary source of 
its value and the initial motive to creation. But in 
art this impulse is connected wi th the impulse to 
express and communicate, so that art mav also be 
regarded as a mode of expression or language. It is 
expression for the sake of expression because in the 
process of expression a dream is embodied, a wish 
satisfied. Moreover, when expression becomes .m 
end in itself, it tends to assume a harmonious delight
ful form-design. Final ly , through expression, the 
dream is clarified and socialized, and instead of 
remaining a private possession, becomes the dream of 
all men and the surcease of superabundant desire." 

The difficulty of an expressionist theory is to keep 
from explaining too much. There is the ever-present 
danger that the dictum, "art is expression," may slip 
into the form,' 'expression is art.'' Perhaps there is a 
profound sense in which this conversion is legitimate. 
But before that can be affirmed, the factor called 
"desire" must be integrated with the totality of 
human nature. There are imaginative satisfactions 
of desire (unless analysis carry the matter far 
deeper), that are not aesthetic satisfactions. There is 
a difficulty here that Parker faces in the special 
form of the paradox of the painful in art. Can it be 
that Rodin's "Old Courtesan" is an imaginative 
satisfaction of desire? What are the wishes expressed 
in painful art? How are they satisfied in imagination? 
He answers these questions by asserting the presence 
in human nature of just such desires and in art of just 
such satisfactions. The horrors of Rodin's "Old 
Courtesan" can be viewed as springing from desire 
and furnishing its appeasement. In this special prob
lem, and in Professor Parker's analysis as a whole, 
there remain difficulties enough. The doctrine, how
ever, rests upon the conviction that the function of 
art is the harmonization of human nature and its 
world. Such a proposition is highly abstract and 
empty—but at bottom it is irresistible. We can onl\' 
be grateful to Professor Parker for so fine an effort 
to give the proposition a meaning that is sound in 
principle even though it docs not fathom all the 
mysteries of art. 

A L B E R T G . A . B A L Z 
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A discussion of the relation of art and religion, with 
many translations from documentary sources. T h e cata
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117 p. front., plates. 8°. $1.50. 749 
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the beginning of the i^th century: with an introduction 
by Ernst Flemming. London: E . Benn L t d . , 1918. 
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1918. 79 p. front., 44 plates, f ° . $6.00. 740 
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lighting. A group of 111 plates illustrate examples of 
the movement both here and abro.id. 

H A R A D A , J I R O . 

The gardens of Japan. London: 1918. vi i i , 180 p., 
incl. plates (part coFd) . 4°. (The Studio. Special 
number, 1918.) los. 6d. 710 

The author brielly outlines ihc history of the garden 
art of Japan, its styles and its accessories. T h e il lustra
tions are drawn from Japanese art and from photographs 
of modern gardens. Indexed by the designer and owner. 

J A M B O N , J . 
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Kenncs. Rennes: Plihon et Hommay, 1917. 100 p. 
incl. map, geneal. table. 64 pi. sq. 4". 75 fr. 
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Roberts î c Newton, 1917. 314 p. coFd front., illus. 
First ed. 4°. 41s. 719 

T h e record of memorials is alphabetical by the name of 
the school. Illustrations in half-tone show many types 
of memorial, including buildings, crosses, panelling, 
iiihlcts, windows, screens, gateways, and chapel 
details. 
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Fruehgriechische BiLdhauerschulen. Nuernberg: E . 
Frommann & Sohn, 1917. z vol. plates. 8° . 75 
marks. 733 

A comf letc record of early Greek sculpture, and of in
dividual works of this period. There is a list of museums 
in which examples arc to be found. 

R A N D A L L - M A C I V E R , D A V I D . 

The Etruscans. Oxford: Clarendon Press, 1917. 
151 p. front., illus., map, plates, table. 11°. 6s. 

709.3 
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FOREIGN PERIODICALS 
Reviewed by Henry-Ru.?sell Hitchcock, Jr. 

IT I S P E R H A P S desirable to mention especially the 
French quarterly, L'Architecture Virante, which 

is remarkable for the quality of its plates and the 
completeness with which it presents those architects 
in whose work it interests itself. It has been notable 
in the last five years for its publication, far more ade
quately than his own books have done, of the work 
of Le Corbusier. It has also devoted much space to 
the correspondingly important work of J . J . P. Oud. 
The Stuttgart work of the.se men, already reproduced 
here from other periodicals, is in the present number 
more fully covered than elsewhere. There is also the 
work of Mart Stam of Rotterdam and Mies van der 
Rohe of Berlin which alone, except for that of Gro-
pius, compared at Stuttgart with that of Le Corbusier 
and Oud. 

D R A W I N G A N D F L O O R P L A N 
O F T H E H E L S I N G F O R S 

C R E M A T O R Y 

I N T E R I O R O F T H E 
H E L S I N G F O R S . 

B E R T L L L I L J E Q U I S T , 

From Arl^/^i 

The French and English periodicals this month 
make it evident that definitely modern work is ex-
pandmg beyond Paris and London, and that France 
and England wi l l shortly have as general a modern 
style as Germany already has. This provincial work 
is less interesting than that of the capitals but it is 
doubtless historically of greater significance. 
C Z E C H O S L O V A K I A : 

Architekt Sia. June, 192.8. Comparison of wooden 
and concrete skeleton construction. A garage by M . 
Vanecek. 
E N G L A N D : 

The Architect and Building News. June 19. The New 
Roval Horticultural Hall by Easton and Robertson. 
The End House, East Sheen, by Basil Oliver. Inte
riors at the Paris Salon des Artistes-Decorateurs. 

The New Croydon Air Station. 
The Journal of the Royal Institute 

of Brit/sh Architects. June 13. The 
work of E . Guy Dawber. 

The Architect's Journal. June 17. 
House at Bay 1 ins, Beaconsfield, by 
Edward Maufe.* 

July 4. Hampstead Garden 
Suburb. 
F I N L A N D : 

Arkk/tehti. June, 192.8. The 
Helsingfors Crematory by Bertel 
Liljcquist.* 
F R A N C E : 

L'Architecture Vivante. Spring, 
1918. The Stuttgart Housing E x 
position of 19x7. The work of 
Le Corbusier, Mart Stam, Oud, 
and Mies van der Rohe well pre
sented in plans, photographs, and 
construction details. 

La Construction Moderne. July 8. 
Creche at Nomexcv, Vosees, bv 

C R E M A T O R Y t Bour-^on 
F I N L . A N D J - f O U ' ^ ^ O " - „ ^ , , 

A R C H I T E C T L Architectc. June, 1918. Church 
lehli *lllustrattJ iii these pages. 
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N E W C H A M B E R O F C O M M E R C E 
P A R I S 

J . R U H L M A N N , D E C O R A T O R 

From L"Arc-hitectc, June, 1928 

S T . A N T H O N Y ' S C H U R C H 
B A S L E 

K A R L M O S t R , A R C H I T I i C T 

From L'Architecte. June, 1928 

H O U S E A T B A Y L I N S , B E A C O N S -
F I E L D , E N G L A N D 

EDWARD M A I I F E , A R C H I T E C T 
From The Architects' journal. June 27, 1928 

at Basle bv Karl Moscr.* New Paris Chamber of 
Commerce bv Ruhlmann.* 
G E R M A N Y : 

Wasmuths Monatshefte fur Baukunst. June, 192.8. 
Skyscraper factory in Berlin by Hans Hcrtlcin. 
Apartments in Cologne by Riphahm and Grod. Josef 
Rings' Essen Exposition Buildings by night. New 
Hamburg Shopfronts. New Build
ing in Prague. 

July, 1918. New Hamburg build
ings bv the Brothers Gcrson. Eng
lish Contemporary Architecture. 
Buckhardt and Anker's new build
ing in the Potsdamcr Platz, Berlin. 

Die Bau^ilde. July 10. Competi
tion for the Thyssen Building in 
Diisseldorf. 

August 10. .Modern Steel struc
tures -halls, garages, factories. 
Project for a row of houses of cir
cular construction. Addition to the 
buildini; of Rudolph Mosse, pub
lisher, Cologne. 

Die Kunst. June, 1918. Well-
illustrated articles on the Spring E x 
hibition of the Prussian Academy of 
Art, Berlin; the Diisseldorf Exhibi 
tion of Interior Architecture; the 
Craft School in ZwiescI (glass 
ware). 
*llliistratiil III these pages. 

W A L L R A D I A T O R S 
From DasWerk. June, 1928 

Bauu elt. June 18. The work of Richard Doecker, 
Stuttgart. 

July 5 . Home for Students at the Sportforum by 
Werner March, Berlin. 

July 11. Further work of Richard Doecker, Stutt
gart. 

August 9. Stadium in a Wood, Aix-la-Chapelle. 
A n eight-story office building in 
Berlin. Winning designs in recent 
competitions. 

August 16. Work of Bruno Taut, 
architect, including Haus Berthold 
in Leipzig-Gautsch and suburban 
developments. 

Moderne Bauformen. June, 1918. 
Work by Ernst Wiesner, Brno. Work 
by Josef Berger and Martin Ziegler in 
Vienna. Modern Austrian furniture. 

July, 1918. Apartments by RudoU 
Friinkel, Berlin. Restaurants in 
Stuttgart and Hanover. 
S P A I N : 

Arquitectura. July, 1918. Three de
signs by the Rococo architect Pedro 
de Ribera. Modern Dutch Architec
ture; text by Theo van Docsburg. 
Goya Gallery, Saragossa. 
S W I T Z E R L A N D : 

Das Werk. June, 1918. New Radia
tors.* Swiss Exhibi t , Cologne Press 
Fair. 
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