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NEW WORLDS 

0 LD C. Columbus did not finish the job of 
discovering new worlds and spoil the game 
for the rest of us. We can all recall, if 

we will, 1119re than one occasion upon which we 
came suddenly into some new world of knowledge, 
experience or sentiment-when we got a new 
slant that made everything look different. Some
times it is a book, a statue, a picture or a word from 
a chance acquaintance that does the trick. Some
times it is travel and sometimes it is study. Thou
sands of people pass the trees out here in Madison 
Square every day, and it is safe to say that some of 
those people if you should ask them, would not be 
quite sure whether or not there are trees in that 
square and that most of them could not tell you 
what kinds of t rees are there. But let a man begin 
sketching trees and he immediately sees every tree 
he passes and he begins to distinguish one kind of 
tree from another. A whole new world of interest 
has been opened up. He begins to enjoy the play 
of light and shade among the foliage, the expression 
of character in the shape of the tree and the nature 
of its foliage-he begins to experience a new plea
sure. History takes on a new aspect to the man who 
happens to acquire an old Colonial chair. 

The more worlds to which a man has the entree, 
the richer and fuller his life may be. May be, if 
he makes use of his opportunities for development. 
Unfortunately the pleasure derived from new expe
riences may develop a desire for novelty and 
change that keeps one peeping in here and there 
without ever becoming acquainted anywhere. How
ever, most of us probably are too much like the 
fabled frog that lived in a well and believed that 
there was nothing beyond the boundaries of his 
accustomed surroundings. 

The man who joins an atelier and begins the sys
tematic study of design enters a world of which 
he could have had only a very hazy idea. The man 
who sits down quietly before a picture or a statue 
in a museum and lets a work of real artistic merit 
affect him has broadened his view appreciably. 
Using his head alone won't get a man very far in 
that kind of exploring. If he keeps fussing with 
a catalog-ue or an explanation of the meaning of 
a work of art, he won't get the message. Art works 
are meant to affect us by their expressiveness or 

their beauty. An intelligent examination of the 
technique, to discover how the effect is produced 

· may well come after the message of the work has 
been received and a knowledge of the 1ife of the art
ist, and of the circumstances which surrounded the 
creation of the work may well come then. It is 
more important to sense the bitter cold, the cutting 
cruelty of the hard particles of snow driven by the 
wind upon the exhausted, ill-clad, beaten soldiers in 
Verestchagin's painting, "A Resting P lace of Pris
oners," than to know the technique by which the 
effect is produced, without getting the message. 

A critic once wrote that certain nudes in an ex
hibition of paintings looked as though the subjects 
were victims of the Inquisition, for there were 
smears of blood reel on the knees, elbows and 
knuckles. If he had stepped back to the proper 
distance he would have found that those figures had 
the look of living flesh instead of the appearance 
of paint-and the color of the thin threads of pure 
reel mingling in the eye with other colors applied 
in the same way produced the effect. That critic 
in his self-sufficiency missed an opportunity to 
broaden out. 

In a new world there are many things one does 
not get the meaning of at first, things that may not 
appeal to one because of a lack of comprehension
things that are contrary to one's preconceived ideas, 
to one's traditions or fixed standards of excellence. 

It is by learning to comprehend what one does 
not understand at first that one expands. It is well, 
however, to be somewhat circumspect in one's ex
ploring, for it is possible to look at chromatic cata
clysms, wiercl symbolist perversions or dry aca
demic performances until one comes to like them. 

It is not only a good idea to look into new 
worlds, but to get acquain_ted. There are people 
who could visit every country on the globe and 
come back without having developed at all, for they 
would carry the atmosphere of their own particu
lar little world everywhere, it would envelop them 
completely and they would see everything through 
it, dim and distorted. People of that kind can 
mingle with men all their days and never broaden 
a bit-they are hidebound. The man with an open, 
receptive mind and spirit grows clay-by-day and 
finds life keenly interesting. 
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Sketching and en eri1.g R d . ' in P encil. Figure JI. 



SKETCHING AND RENDERING IN PENCIL, PART XII 
BY ARTHUR L. GUPTILL 

Jn this series of illustrated articles the first of which appeared in the Augitst issue of this journal, the tech
nique of pencil sketching and rendering is being take11 iip step by step, carrying the architectural draf tsma1i or 
stfl'dent throttgh a systematic cottrse of study which has been graditally developed and put into practice by Mr. 
Gllptill in his classes at Pratt Institute, Brooklyn, New Yorll City. The illustrations are not merely copy plates, 
but each is drawn to illustrate same principle of composition or some suggestion for teclmiqite given in the 
text. Althoitgh these plates are primm·ily intended to assist the stHdent in freehand work, they will prove help
f1.1l as well to those making pencil renderings of sitbjects Prepared instrumentally.-ED. 

Drawing Trees 

I N THE recent articles of this series special 
attention has been given to the representation 
of minor portions of both exteriors and inte-. 

riors of buildings, and it has been pointed out that · 
these small details really are the draftsman's 
A B C's, which he should learn before attempting 
large or important compositions. 

His alphabet will not be complete, however, until 
he has added to his knowledge of how to draw · 
these elements of a building itself a fund of in
formation concerning the indication of such acces
sories as clouds, water, automobiles and other 
vehicles, animals, people and foliage. 

Foliage is especially important as there are com
paratively few drawings _of architecture which fail 
to show more or less of it, while in many remler
ings it occupies a very large and prominent place. 
(We use a broad meaning of the word here, in
cluding under the one general term "foliage" not 
only masses of leaves but all such forms of pl~t 
li fe as trees, bushes, vines, grass and flowers.) l't 
is, in truth, almost as essential to be able to draw 
the natural setting for a building, as it is to draw 
the building itself, and the student should con
stantly bear in mind; neither should he lose sight 
of the fact that when sketching foliage, especially 
trees, he is acquiring, in addition to a knowledge 
of drawing, certain principles of design directly 
applicable to architectural work, for there is a very 
definite analogy in several ways between trees and 
buildings. As an example of one such similarity, 
suppose we liken a tree to a tall tower. Just as the 
tree starts at the ground with a strong and sturdy 
trunk, and gradually, as it rise~ in height, becomes 
more complex and delicate in its parts, so, the 
tower, springing likewise from a solid base, becomes 
lighter, also, and its smaller parts more numerous, 
until , finally, as it meets the sky it terminates in 
some crowning feature, graceful in proportion and 
fine in detail. Nor should it be forgotten, when 
studying foliage, that the student is assimilating a 
knowledge of plant form which may be of value 
when designing or drawing ornament, for much 
architectural ornament is either copied more or less 
literally from nature or thoroughly conventionalized 
like the lotus of the Egyptians and the acanthus 
and anthmion of the Greeks. Again, aside from 
all cesthetic considerations, the architectural student 
should not overlook the fact that he can acquire 
from the study of trees much valuable knowle(lge 
of va rious building and fini shing woods. 

It is because of these numerous advantages to be 
gained from a study of trees and their foliage, and 

because there is, too, so much pleasure to be de
rived from such a pursuit and especially from the 
outdoor sketching which is so frequently a part of 
it, that we are devoting an entire article to its con
sideration. 

First of all, before discussing actual means of 
representing foliage, it may be well to point out that 
its frequ~nt employment in drawing is natural, not 
only because we are accustomed to see buildings in 
an environment of green, but also because compo
sitions which are otherwise ordinary can be made 
interesting by its use, even "bad" architecture be
coming sometimes so improved in effect as to seem 
attractive, if the surroundi'ng planting is well designed 
and rendered, while the beauty of "good" architec
ture is correspondingly enhanced by a proper setting. 
Then, too, foliage can probably be put to the great
est variety of uses of any of the accessories, and in 
the most ways. Trees, for instance, can be shown 
of any kind and age, thus permitting a wide diver
sity of shapes and sizes. Bushes and shrubs can be 
drawn in almost any place and .of any reasonable 
proportion desired by the artist, while vines can be 
given an equally free treatment without any feel
ing of their being inappropriate or inharmonious. 
Of course in some instances it becomes impossibl e 
or undesirable to exercise such complete freedom, 
for if a site for a building has already been selected, 
having existing foliage worth retaining, it is usually 
advisable to show with considerable accuracy that 
part which falls within the range of vision, but even 
under these or similar conditions many liberties are 
possible. It is within the artist's province, for ex
ample, to decide whether the trees are to be shown 
with or without leaves. Then if he feel s that an 
improvement in the composition can be obtained by 
slightly shifting- the position of a tree or two, or 
by adding a few bushes or flowers, the privilege is 
his. He can vary his effect, also, by his choice of 
the values used in their representation, employing 
either lig-ht or dark tones as he wishes. 

With these facts in mind, consider for a moment 
the common methods of indicating people and ani
mal s and automobiles and note the contrast 1·h ;i t 
such a comparison shows, for though such acces
sories as these last are undeniably important, espe
cially in renderings of city buildings, it is easy to 
see that the artist finds greater restrictions when 
drawing them. To begin with, they must be shown 
with considerable accuracy of form and size. 
\i\Thereas trees may vary a number of feet in any 
dimension, or somewhat in contour, without attract
ing attention to such variations, let a single figure 
be too large or small or poorly drawn, or an auto
mobile out of scale, and the fact is usually appar-
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Sketching and Rendering in Pencil. Figure 33. 
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ent. Foliage is, therefore, often rather less difficult 
to represent than a re these other accessories, yet, 
mainly because of its varied uses it is frequently 
of greater value to the student, especially as a 
means of obtaining satisfactory composition. Warn
ing should be given, however, that in architectural 
renderings one should never make the foliage so 
conspicuous that it detracts from the architecture. 

It is not our intention to give the impression that 
the representation of foliage offers no problem, as 
this is not the case, for to draw it well is, indeed, 
far from being a simple matter,- in fact, many 
draughtsmen who have little trouble in rendering a 
building find foliage a stumbling block. To draw 
it well one should know it well. Too often begin
ners try to sketch from memory, forming masses 
of almost meaningless lines on their paper, trust
ing to chance that the result will be satisfactory. 
Perhaps it will, occasionally, but unless one has 
drawn a great deal from nature or at least from 
good photographs, his memory will probably play 
him false or lead him into the common error of 
drawing all foli age alike, for there are many men 
who have acquired the knack of indicating one or 
two typical forms fairly well and who use them 
over and over again regardless of conditions. Such 
repetition of course produces inexcusable monot
ony. 

Whereas it is from such outdoor sketching and 
drawing from photographs as we have just men
tioned that one is able to acquire most easily a 
knowledge of foliage representation, it is suggested 
that as a valuable preliminary preparation the stu
dent should study his botany, and read, also, some 
of the many excellent books devoted mainly to the 
consideration of trees. (There are plenty such, so 
it seems unnecessary to call attention to any particu
la r ones here, though for a concise volume on the 
subj ect, F. Schuyler Mathews' "Field Book of 
American Trees and Shrubs" is excellent, especially 
from the dra-ughtsman's standpoint, as it is ·fully 
illustrated with pen, crayon and color reproductions. 
Then there are some written entirely from the art
ist's standpoint, among which Rex Vicat Cole's 
" The Artistic Anatomy of Trees" is an excellent 
example, for although it is an English publication 
dealing mainly with trees native to England, it 
nevertheless offers many suggestions applicable to 
the representation of our own trees.) A perusal of 
such volumes will not only familiarize one with the 
names and leading characteristics of the more 
common varieties, and train him in the laws that 
govern their growth, but should, also, strengthen 
his love and appreciation of the beautiful in nature. 
It is by no means necessary to learn all the scientific 
terms employed by the botani st or to mei11orize more 
than a few of the essential facts, but it is advantag
eous to gain enough of a knowledge to enable one to 
answer such questions as the following,-What are 
"evergreen" trees? What are "deciduous" trees? 
Name some characteristics of the Pine family ;
of the Maple family ;- of the Birch ;-of the Beech. 

Do Elms grow in Ohio? Are Hemlocks found in 
Kentucky? Name five trees that are tall and 
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pointed. Name fi ve that are short and wide-spread
ing. Questions like these may seem unrelated to 
pencil sketching, but they really are not, for the 
architectural delineator may be called upon to make 
sketches for a building in Florida or Maine or Cal
ifornia or in some part of the country which he has 
never visited, using trees of an appropriate kind and 
shape. Unless he acquires such a knowledge, there
fore, or knows where he can easily secure the infor
mation when it is needed, he may make absurd errors. 

It is, of course, especially important for the artist 
to be familiar with the foliage in his own vicinity, 
so as soon as he has gained a considerable amount 
of this "book" lore he is ready to visit a park or 
the country, sketchbook in hand, looking for actual 
examples to illustrate the things which he has read. 
Before starting to draw, it is well to take a walk 
among the trees, comparing one with another, ob
serving the shape of the general mass of each, 
analyzing, also, its skeleton of trunk, limbs, branches 
and twigs. Search, meanwhile, for a suitable sub
ject for the first sketch. This may be a whole tree, 
or simply some portion of one, or perhaps a pleas
ing group of several. In any case the view-finder 
will be of help in selecting an interesting compo
sition. 

At this point it may be well to offer a few prac
tical hints, and one is that the best time of day for 
sketching is usually the late afternoon, for the rays 
of the sun are then so slanted as to produce an ex
cellent contrcisl._ of light and shade and shadow. 
Needless to say, however, there is no time between 
dawn and dark when one cannot sketch to advan
tage. The student is wise to sit in the shade, if 
this is possible, or at least to keep the sunlight from 
falling directly on his paper, for a bright glare will 
not only prove trying to the eyes but may prevent 
a correct judgment of the values, especially if one 
is accustomed to spending the greater portion of 
his time indoors. In order to offset to some meas
ure the brilliancy of the outdoor light, some art
ists use gray or straw-colored paper for sketching 
purposes, which, besides having less tendency to 
cause eye strain, also permits a pleasing use of 
white pencil or chalk for picking out some of the 
high lights. More will be said about such tinted 
paper in another article. As to the size of paper, 
anything will do, some of the pocket sketch-books 
being very convenient. The objection to the 
smaller ones is that they prohibit freedom of move
ment of the arm and wrist and thus force one into 
unnecessary difficulties. The notebook proportion 
of 8 in. by 10_0 in., which we have previously 
recommended, seems practical, and some artists 
prefer still larger sheets . As the main obj ects of 
outdoor sketching is to record facts in a direct and 
forceful manner, one should not use many grades 
of pencils, for this is no time to worry over tech
nique. Have several pencils, however, of each 
selected grade for they wear down rather quickly, 
and be sure to bring a knife as they will need fre
quent pointing. 

Now as soon as the subject for a sketch is 
( C ontimied on page 40) 
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FRAGMENTS FOUND AT POMPEII 

RESTORATIONS BYE. PAULIN 

FROM H . D'ESPOUY'S "FRAGMENTS D'ARCHITECTURE ANTIQUE" 



Tli e fragments of diverse character f rom Po111peii slioivn on the other side of this sh ee t from 
resloratio·ns by E. Paulin combine a hvely, interesting q11alit31 w ith refinement of design . Th e cap-ital 
f'articularly shows the combination of these qualities. The figures in the mosaic, though very fr ee in 
drawing, are k ept in the plane of the material by their fiat treatment. 



VOL. II. No. 7 PLATE XXVI 

NORTH-WEST SIDE OF THE REAR COURT, VILLA DI PAPA GIULIO 

FROM STRACK'S, "BAUDENKMAELER ROMS" 



The illitstration on the opposite. side of this page shows a part of the elevation of a semi-circu
lar loggia of the second court of the Villa di Papa Giulio . 

How much of the preliminary design of Vasari is incorporated in this work is not definitely 
known. Vignola was responsible for most of it. Ammanati assisted with some of the detail of the 
garden. Pope Julius took an e.xceediingly great interest in the design and construction of this villa, 
w hich affords many interesting suggestions. 
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DESIGNS FOR CHIMNEY PIECES BY ROBERT ADAM 

FROM "THE DECORATIVE WORK OF ROBERT AND JAMES ADAM" 



The two desig'llS for chimney-pieces shown on the other side of this sheet are admirable exam
ples of the wo rk of Robert Ada111.. The upper dra;ving is the design for a chimney-piece executed 
in the great Saloon of the Queen's House. On the lower part of the plate is shown the chimney-piece 
designed for one of the roo111s in St . James's Palace. 
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FIGURE STUDY BY BARRY FAULKNER, FOR ONE OF HIS MURAL PAINTINGS FOR THE 

CUNARD BUILDING, NEW YORK CITY 



On the other side of tin's sh eet is reproduced the pencil st·udy fro1n life for a fignre in one of 
Mr. Ban;y Faulkner's mural paintings in the new Cunard Btti'.lding, N ew York City, B enjai11:1'.n T,Yistar 
}.!forris, Architect, Ca.rrere & Hast1:ngs, Consulting Architects. Tl11is reprodnction was made through 
the courtes)i of Mr. Morris. to whom lJ,fr. Faulkner presented the drawing, as indicated by the auto
graphed dedication by Mr. Faulkn er in pencil near the bottom of the drawing. It is a remarkably 
fine example of techniq·ue in draw ing from. life. 



THE STUDY OF ARCHITECTURAL DESIGN 
WITH SPECIAL REFERENCE TO THE PROGRAM OF THE BEAUX-ARTS INSTITUTE 

OF DESIGN 

THE "ANALYTIQUE" OR ORDER PROBLEM. PART VI. 

Passing to Ink 

BY JOHN F. HARBESON 

In this series of articles, which began in the January issue, Mr. Harbeson is explaining the 
method of working and how to get the greatest benefit in following the program of The Beaux-Arts 
Instit14te of Design. This series is designed to cover matters of method and leave the time of the 
instructor and of the student free for the individual problem. It is not intended as a substitute for per
sonal instruction and criticism. 

W HEN the studies are completed, there are 
two ways in which the design may be put 
on the final sheet. The work may be drawn 

anew on the sheet, starting with the main axes 
and making use of "ticking-strips" of paper to 
transfer a number of dimensions quickly; or a 
"rubbing study" may be made on tracing paper, 
which is then turned face down on the final sheet, 
and the pencil lines transferred to the latter by 

reasons : the pencil slides more quickly over trac
ing paper; the dimensions having largely been fixed, 
there is necessary no tedious laying off of measure
ments; and studies of different parts may be 
slipped under the rubbing study and drawn there 
in final shape. 

Some parts of the work need be shown only by 
axis-lines on the rubbing study, and drawn directly 
in ink on the final sheet, such as all ornamentation 

of mouldings at small scale, 
dentils, modillions, etc. 

rubbing with a spoon or other 
rounded object through a piece 
of tracing cloth, taking care 
to rub always in the direction 
of the grain of the tracing 
cloth (parallel to the selvage) , 
never against · it, and lifting 
this tracing cloth from place 
to place on the tracing as suc
cessive parts are t ransferred, 
rather than sliding or drag
ging it across the surface . 
Of course both methods may 
be used on the same drawing 
- drawing the details directly 
and rubbing the small scale 
drawings, or vice versa. 

Each method has some ad
vantages. The direct draw
ing is more accurate, ~nd is 
therefore used frequently for 
competition work where care
ful drawing is essential; it is 
often used also by clever men 
in going directly to a · final 
sheet from a very early study 
when time is short. This is 
satisfactory if all real difficul
ties of design have been fore
seen and solved in the first 
sketches, and if the author has 
a good working vocabulary of 
architectural forms. · 

Figure 6ra. 

When transferring, the rub
bing study should not be 
pasted on the final sheet if 
that necessitates putting paste 
where there is later to be 
drawing or rendering, as 
paste rots the paper and usu
ally causes it to crack when 
washes are run over it. The 
rubbing study may be held 
down by pasting on it the ends 
of strips of paper, the other 
ends of which are 12asted at 
the edge of the board, as in 
F igure 61a, or by pasting 
strips of paper, as in Figure 
61b, in which case the rub
bing study may be moistened 
with a sponge and allowed to 
pull itself tight by shrinkage 
before rubbing. The work 
of rubbing shotild be firm 
enough to transfer the lin es 
sharply- not so hard as to 
cause the rubbing study to 
buckle and thus blur the li nes. 

For most projet work, how
ever, the rubbing study is a 
time-saving device, for several Figure 6Ib . 

The actual inking-in may 
be called a mechanical process 
but the manner in which it is 
done may make or unmake a 
problem, other things being 
equal. The use of black ink 
is usually confined to inking 
the section line of plan and 
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section-the outline of 
the constructed form. If 
the plan is at small scale, 
and the points of sup
port srnall, they are usu
all y entirely blackened 
in-if they are large, the 
edge is a black line and 
this is filled in with a 
wash during rendering. 
In an anaiytique black 
ink may also be used to 
outline the several de-
tails, or to separate the 
"frame" of details from 
the small scale elevation 
within. If a rendering 

Pigttr(' 62a. Figure 62b. 

be solid and "fat" enough 
to avoid any appearance 
of wi riness; it should be
gin and encl firmly, and 
the meeting of two lines 
should be neatly made, 
as lines are used in 
a rchitectural drawings 
to bound solid surfaces, 
F igure 62a. Usually the 
so-called "snapping" of 
lines at their intersec
tions as in Figure 62b, 
gives a papery effect, 
and the little useless ends 
of the lines are very 
ugly in a carefully ren-

is not entirely success
ful and the forms are 
confused, and lack of 

Figwre 63. 
dered drawing. This of 
course does not apply to 
sketch problems, where 

time prevents a more complete rendering, this out
lining will clarify the drawing and make it read
able, and if neatly done is not unpleasant. 

For the rest of the inking-in- by far the larger 
part-the ink is diluted with water. Even a slight 
dilution changes the nature of the ink, and though 
it may look fairly black, it can be rubbed clown or 
rubbed out with an "emerald" or "ruby" rubber, 
so that portions of a drawing may be softened, or 
the whole drawing may be softened by a slight 
sponging with plenty of water. T he diluted ink 
line should be fair ly dark, fo r it is always possible 
to rub or sponge it to a lighter tone. If a clra wing 
is made with a too-diluted ink, it is frequently lost 
entirely by a few washes of rendering, and it then 
becomes necessary to redraw portions, or to render 
very carefully, taking great pains at edges and con
tours; unfortunately there usually is not sufficient 
time left to the rendering 
to allow this. 

Different values of di
luted ink may be used to 
advantage : where an or
namented portion is fi ll ed 
with lines, for instance, 
such as an acanthus scro ll 
frieze, it is frequently 
better to use a somewhat 
lighter ink, rather than to 
have to rub it down after 
inking. \ Vhen s t o n e 
joints are inked in-fre
quently they can just as 
well be drawn with a hard 
pencil after the drawing 
has been cleaned down-
a very much more diluted 
ink should be used. This 
may be said also when 
shadows are inked in, for 
shadows should c o u n t 
rather as areas of tone 
than as patterns of line. 

--- - -:-----~-----, ----
. ' 

time is too short to make a careful drawing, and 
the snappiness of lines gives force and vigor to 
work which depends much more on its lines, much 
less on its rendering than a projet problem. 

It is very important for a draftsman to ink in 
freehand lines easily and with assurance : there is 
no trick or difficulty about this- it is simply a 
matter of practice, given a good drawing in pencil. 
In principle, however, it is well to remember that 
a freehand line should be "freehand," and not stiff 
and mechanical, and it is better to train the hand 
to use a wave motion, swinging above and below 
the li ne, crossing at regular intervals. Exaggerated, 
this is shown in F igure 63. As the draftsman 
gains control over his hand the oscillations become 
invisible to the naked eye, but a sense of vibration 
is present which gives freedom and character to 
lines so g rawn. 

T he actual line should Figure 65. 

The less able a drafts
man is to draw freehand 
well to express proj ections 
of rounded mouldings, 
and free ornament, the 
more he should introduce 
such work in his prob
lems. If persistent, he 
cannot fail to lea rn how 
to draw well. T he impor
tant thing is to make the 
eye see the mistakes, the 
faults , in one's drawing; 
if a fault is understood 
it can be conquered. One 
cannot do good architec
ture without these free
hand forms; they are used 
even in t h e simplest 
architecture, f o r the 
moulded profiles of col
umn base, entablature or 
string cou rses. Profiles 
drawn with a compass 
result in hard and cheap 
looking work. 

20 
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Those who find it di f
ficult to draw well a stat
ue, for instance, may use 
the method of "squares": 
Divide the height of the 
statue chosen into an 
equal number of parts-
use any convenient divi
sion on your scale, such 
as Ys , ;;,4 or 0 inch.
and then by means of a 
45 ° diagonal, draw lines 
at right angles, forming 
a se ries of squares, as in 
Figure 64, upper left 
hand corner. Now, by 
dividing the height the 
statue is to have on your 
finished drawing into the 
same number of parts, 
and forming squares in 
the same way, the figure 
may easily be drawn by 
taking each square in 
turn and drawing the 
lines on your drawing 
that occur within this 
square on the document. 
See Figure 65. 

In Fig u r e 64 are 
shown a number of stat
ues at small scale, taken 
from the small book of 
Gromort on architectural 
indicati on. "Petit Re
cueil d'Elements Dec
orati fs." Figures 66, 67, 
68 and 69, from t h e 
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book of alphabets, such 
as Brown's "Letters and 
Lettering," for letters 
of the proper size, and 
simply trace over them 
on a piece of tracing 
paper on which have 
been drawn guide lines 
-top and bottom. In 
this tracing the spacing 
of the model should be 
utili zed as· much as the 
forms of the individual 
letters. 

When the drawing is 
completely inked in, it 
should be thoroughly 
cleaned, - first rubbing 
with a soft rubber or art 
gum, lightly, so as not 
to injure the surface of 
the paper, and then with 
a sponge and plenty of 
water, s o p p i n g the 
sponge on the paper 
rather than rubbing it 
across the surface for 
tbe reason just given. 
W hen dry, the shadows 
should be drawn with a 
well pointed pencil, and 
the stone joints drawn 
lightly in pencil if they 
have not been already 
done in ink. Care should 
be taken to avoid dirty
ing the paper, and the 
h a nd s should not be 

same book, show a num
ber of vases, cartouches, 
balust rades and foun

Figure 67. 
allowed to touch it, as 
any body-oil that reaches 
the paper causes streaks 

tains, which the student will find useful in com
pleting his drawing. All the examples are from 
existing work, are exceedingly well drawn, and 
simple enough in indication to be used on small 
scale work. 

If in inking a drawing a blunder has been made, 
a profile is poor, or a piece of fr eehand is not well 
done, do not be afraid to rub it out, using the 
emerald or ruby rubber and an erasing shield , and 
rubbing lightly: it is better to spoil the surface of 
the paper than allow an ugly piece of work to pass 
with you r name on it. 

I might say here something of lettering: good 
lettering improves a problem; if it is not well done 
- which means well spaced, well drawn letters of 
pleasing shape so applied as to aid the general com
position-it is far better omitted. Granted on e can 
judge between good and bad lettering, it is simply 
a problem of patience and usually resolves itself 
into a question of time : lettering should not be con
sidered if there is not time to do it well. For the 
smaller sizes of lettering, perhaps the method which 
gives the best results in least time, is to seek in a 
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and spots in the rendering washes, especially if 
India ink be used. 

The shadows must be drawn correctly, or suffi
ciently so to give the appea rance of correctness. 
Many men fail of "mention" because the shadows 
are wrong, and there is no excuse for thi s when 
such good and inexpensive books as McGoodwin's 
and Millard's may be secured on this subj ect. The 
reason that accurate shadows are considered of 
such importance is that in the geometrical elevation 
it is the shadows that explain the forms. 

The "entourage," trees, bushes, etc. , foregrounds 
and backgrounds, and figures, are frequently drawn 
at this time and left in pencil, studies being fi rst 
made on tracing- paper, with charcoal or soft pencil, 
over the scale drawing. The fir st requisite of these 
accessories is that they be well composed and well 
drawn ; it is better, too, that they be somewhat con
ventional, rather than reali sti c, as the drawing is 
necessarily conventional. If there is not time to 
draw them well , they should be omitted, and a 
simple g raded wash substituted; it is foolish to 
spend several weeks in studying an elevation, and 
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then, a few minutes 
before starting t h e 
rendering, t o sketch 
hastily distorted p e r
spectives, i 11 shaped 
trees and mountains, 
which entirely ruin the 
elevation. It is well 
fo r the beginner to u se 
documents f o r such 
accessories-almost any 
magazine co nt a: i n s 
photographs of good 
examples. In F igure 
70 a r e shown some 
t1·ees and bushes con-

the alphabet of a rchi
tects. H e cl i cl some 
edifices in B o 1 o g n a, 
R ome and various part:; 
of Italy. U pon his re
turn to Rome, - Giorgia 
Vasari presented him 
to Julius III. This 
pont iff, who had known 
V ignola at Bologna, 
w h e n legate to that 
city, m a cl e him his 
a rchitect , gave him the 
plans of construction 
of the aqueduct a n cl 
water ways of Trevi, 

ventionally drawn. 
In using perspective 

fo r fo regrounds t h e 
Figure . 70. 

and ordered him to 
build h i m his villa, 
without the P orta de! 

hori zon should be placed at the height of a man 
d rawn to scale, and the vani shing point found on 
this line as in F igure 71a.. When this is too sharp 
- if paths are a t the extreme side, for instance, it 
is well to use two vanishing points, equidistant from 
th e center, Figure 71 b. 

GIACOMO BAROZZI DA VIGNOLA. 

V IGNOL A, whose real name was Giacomo 
Barozzi , was born October 1, 1507, died in 
1573. A p rofound student of a rchitecture, an 

a rchaeologist and a w riter of note, he has left to 
posterity, besides his writings, a great many archi 
tectural works in various parts of Italy. H e worked 
fi rst in Bologna, later in -Rome, and a fter Michael
;1ngelo , was th e superintendent of construction of 
St. P ete r's . H is "Five O rders,'' p rinted in 1563, 
was fo r some .two hundred years 
the canon on a rchitecture. 

H e was born in the town of 
\~ignola, to which his father, 
Clementi Barozzi, a Milanese 
gentleman, had retired in conse
quence of civil discords at Milan. 
H is mother was German by birth. 
Early as a youth, he studied 
pa inting at Bologna, but not doing 
well, he turnecl hi s attention to 
perspective, and , at length , col-
lected the rules on that subj ect in 

Popolo, which was ca lled after the name of the 
pope, the Villa di P apa Giuli o. This was in 1550. 
The general arrangement is attributed to M ichael
angelo. The building of this palace and the laying 
out of its gardens were daily occupations of P ope 
Julius III. H e took the greatest interest in all that 
was done. 

A t the Villa di Pana Giulio, Ammannati did the 
architectural screen between the grotto and the ga r
dens. E ntering underneath the fine archway, we 
come to an oblong court bounded upon on e side by 
V ignola's cha rming circula r open loggia , painted 
wi th the fre scoes of Zucchern. Thi s v illa, fo rtu
nately, has not been turned into a museum. The 
entrance was originally meant to be through a court. 
A fine open loggia was added, however, and now 
divides the two courts, allowing a vista th rough it 
of a small square pa rterre, where a little fountain 

sends up a silvery jet of spark
ling water. F r o m the second 
courtyard, or far ther court, one 
descends to a semicircular grotto 
enclosed within a well-p ropor
tioned balust rade; here the mur
mur of rippling water is eve r 
present, tiny cascades descend 
over rocks and moss and finall y 
flow into a miniature canal where · 
.e-old and sil ver fi sh dart cease
lessly abo11 t. There a re few so 
who.lly satisfactory examples of 

a treatise. H e stud ied architec
ture at the same time, and seeing 
that making drawings and -
studying Vitruvius w e r e 

F1'.g1trc 7 rn . 
V<i rden architecture in Italy as 
thi s delightful grotto. 

not the only requisites in 
the education of an a rchi
tect . he went to Rome and 
me~sured almost all of the 
valuable remains of antiq
uity in that city. From 
this study he produced that 
treatise of his latter clays 
on the five orders of archi
tecture, which has become Figitre 7rb . 

H a rdly was Juliu s H I 
on the papal throne when 
he put his pet idea into 
execution and the villa site 
was attained. Vasari and 
Michaelangelo were asked 
early. Vasari had troubl e 
with the pope and Michael
;:i ngelo w as very busy. 
Card inal Allesandro and 
perhaps V asari suggested 

( C ont·inued on page 42 ) 
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ANTIQUE FRAGMENTS 

FROM H. D ' ESPOUY'S "FRAGMENTS D 'ARCHITECTURE ANTIQUE" 

Figure 24. "Architectural D etails ." S ee text beginning on page 27. 
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Figure 9. Figure lJ. 

Figure IO. Figure 14. 
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Figure lZ. Figure 19. 

Architectural Detail, S ee T ext on page z7. 



ARCHITECTURAL DETAIL PART III 

BY JOHN VREDENBURGH VAN PELT 

This ·is Ilic third insta/111r·11t of a.ii artfrle in which Mr. John Vredenburgh Van P elt, formerly Professor in 
Charge of the College of Architect1tre, Corne ll University, Architecte Diplome par le Goioverne1!1.ent Franr;ais, and 
attthor of "Essentials of Compositio11," will diswss the designing of good architectural detail and point out the 
1!leans by which the ability to produce good detail can be developed. Reprod11ctio11s of detai l draw ings from some 
of the best architectural offices will accom:pany this article and the P1tblication of this series of draw ings will be 
continttcd after this disc1tssion of the subject has been co·111.pleted-111aking a va11table feature of this jottrnal in
definitely. 

W E HAVE said that contrast is one of the 
important sources of satisfaction in compo
sition. Let us examine thi · in detail. Fig

ures 9 and 10 show similar bits of ornament or 
detail, well proportioned in the forme r, badly in the 
latter. Not only is lack of contrast between th e 
elements disagreeable; but the orn i sion of a domi
nant element makes .each of the mall composition s 
of Figure 10 uninteresting. To put thi s into con
cise terms: " \ Vhen unlike elements are jux taposed 
they should differ markedly." 

F igure 11 shows the juxtaposition o f similar 
elements. In such an event they mu st be exactly 
alike in size. and thi s introduces an ax is of sym
metry. I am not ent irely cotl\'inced by the cancl e
lab rum ( third from left) as the defin itely different 
requirements of base and crowning member . the 
st rong suggestion of verti cali ty, 1m1ke of a hor i
zontal symmetry something fo 1·eign. My obj ection 
comes from an 
assoc iati on of 
in h a r m·o niou s 
ideas, not ft-0111 

the fo rm itself. 
We shall study 
thi s other type 
of fa ul t later. 

1• 
I 

i' 
,J 

Notice that where the successive elements fa il to 
contrast in size. the profile becomes less inte1·esting. 

F urthermore the elements of profile should con
trast in characte r. If all the curves are very fl. at 
or if straight lines are used continuously, the effect 
will be as bad as though very full curves with no 
stoppage between them, were predominant. Fig
ures 13, 14 and 15, showing the same three utensi ls, 
are all di sagreeable; yet satisfactory designs might 
have been obtained by taking an element from each 
figure. 

It is astonishing to find architects of wide reputa
t ion turn ing out work that violates this very simple, 
if ve ry fundamental law. T here is a fl.at-chested , 
JJUtty- like baluster that has had considerable vogue, 
and 1 ecause some of the old Georgian or more 
ignorant Colonial mantel make rs turn ed out en
tahlatures with weak outlines. some of our modern 
Coloniali sts ha \·e shown sufficient lack of clisc rim 

... 

i n a t i o n to do 
likewise. The 
second half of 
Figure 16 will 
recall the latter. 
O ther customary 
mi stakes are the 
crossettes t h a t 
are too large for 
the motive and 
the bord er that 
is too wide for 
its pan el. Fig
ure 17. Figure 

. ] ~ shows F lem
ish iron work 
that presents the 
defect o f to o 
m u c h broken 
line and too v io
lently repeated 
contrast. Th e 
c e n t r a I latch 
pla ted and cor-
11 c 1· straps af 
ford onl y slight 
relief. prO\ ing 
effectively that 
the same amount 
of interest i!l all 
parts of a de-

F igu re 12 ex
plains how dif
ference of cl irec
tion m a y be 
mad e just as in
teresting as dif
ference of : ize. 
If the initial di
rection is to be 
co ntinu e d, it 
shoul d be by a 
tangantial curve 
or by a parallel , 
w h e n a short 
normal g 1 v es 
st rength . as at 
(a) in the pro
fil es shown. If 
the direction of 
two elements is 
changed, at the 
point w h e r e 
they touch, they 
should contrast 
as definitely as 
possible, be at 
right angles one 
to the o t h e r. 

Figure 25. Restoration by D enuelle of P o111f1eiian Painted Decora
tion . From H. D'Espouy's "Fragments d'Arcfritec ture Antiqne." 

No te. - Figures 9. 
10 . 11, 12, 13 . '-I, 15, 

16, 19, 20, 2r , 23. 27, 
a11d 28 are rc/nodnced 
from H. 1"Wa)1eax's 

aLa Co111/'ositiou DCc~ 
orat1>•1e." 



PENCIL POINTS 

sign makes a grey 
of the whole. 

T h e require
ment of contrast 
applies to the suc
cession of sepa
rate bits of detail 
as well as to the 
component parts 
of each bit. Fig
ure 19 is an ex
ample. T h e de
sign might have 
been equally good 
had the or n a
mented p o rt ion 
b e e n wide and 
the flute narrow. 

Avoid the com
bin ed use of mo
tives of di fferent 
express ion t h a t 
do not cont rast in 
line. In the left 
ha nd portion of 
F i g u r c 20 the 
lin es of cornu
copias in the first 
panel a re exactly 
repea.ted by dol
phins in the sec
ond a n cl thi s is 
true of the other 
elements. E ither 
the e 1 c 111 e n t s 
should repeat or 

hori zontal axi s of 
symmetry ; that 
on th e rie-ht is de
finit ely -symmet
r ical about t w o 
axes and as a de
s ign is good, al
though the slight 
shock of vertica l
ity not met woul d 
be a p o s s i b 1 e 
so ur ce of un
pleasantness if it 
we re hung on a 
wall. 

the lines of the 
co mp os i t io n o[ Fir;nrc I8. 
each panel should Hinges. 
be different . A t 

Cabinet S hutters of Oak I!a-u i11 .r; 0 1"1rn111 1'11Jal iron 
XVI Ccn'nrv. Fra in "Dor nments de !'Art da11s 

It is not suffi
cient that the sil
houettes of sculp
tured m o t i v e s 
contrast in direc
tion, s i z c and 
kind , they must 
also contrast in 
relief a nd in the 
shadow they cast. 
Notice how e1· i
cl ent thi s 1s 111 

F igure 23. Ital
ian Renaissance 
ornament is Yast
ly superior to 
that of the F rench 
Renaissance be- · 
cause of the beau
tiful play of light 
a nd s h a d e be
tween a delicate 
stem hal f sunk in 
th e background 
and the dark spots 

the right of th is 
!es Pa.w-Bns.d 1t X au XVIII S ·iecle," bv 

. J. J. V an Ysendyck . - of the projecting 
flower an cl leaf figure the cunre 

of the shield and head in the panel are repeated un
pleasantly by the garland and cluste r immediately 
below it. In Figure 21 th e repetition between the 
similarly curving outer and inner border motives at 
the lef t is less interesting than the contrast between 
the same curves of the ou ter bo rder and the straight 
lines of the fret shmrn on the right. Had the fret 
been rectangular it might have been more pleasing. 

If the elements cont rast, so also should the co rre-
sponding lines of the main composition. The 

fo rms, a lways to be fo und in the former and lack
ing in the jig-saw detail of the latte r. T he same 
difference of expression 111ay be seen between Greek 
a nd Ro111an work of the better period , F igure 24, 
page 25, and the decadence of Rome. 

A n extension of the law of contrast may be made 
with advantage in the t reatment of backgrounds. It 
is evident that the surface alottcd to the backgrouwl 
of an ornament or figure may be greater than that 
alotted to the subj ect itself. a s in Greek vases, the 

· deli cate Pompeiian fres-mirror shown on the left 
of Figure 22 is agree
ably composed on only 
one. a vertical, axis and 
top a nd bottom are dis
similar in detail; that in 
the middle of the figure 
is bad because the de
tails are unlike at top 
a n cl bottom while the 
general outline and mass 
composition suggests a Figiwe I7. 

coes , the a rabesques of 
the Itali an Renaissance, 
ancl some of the refined 
moti1·es of Loui s XVI, 
Em pi re and A cl a m. 
F igure 25. It may also 
be less extensive than 
the subject, the latter 
filling almost the entire 
space, as in many of the 
I .ouis X IV examples, 

28 
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Figure 26, where the effort to produce an impres
sion of richness and brilliancy must stop short of 
heaviness and confusion. It is better to follow one 
of these courses unless the subj ect and background 
a re identical, Figure 27, or unless the pattern it
self is to be a background, such as the diaper of a 
brocade, damask or inconspicuous wallpaper. In 
the Boulle inlays the extent of the background 
usually predominated in the section of the design 
where it retained its role, Figure 28. 

The value of "contrast" is deri ved from two 
things: a, relief experienced by the human organ
ism when, for the sufficient exercise of some part 
of the perceptive faculty, 1s 
substituted the exercise of 
some other part; exercise of 

like to repeat the experiment with your watch." It 
is credited that the stud~nt had a watch but told a 
li e about it, and it is also credited that this pro
fessor believed him. 

Lack of properly developed perception doubtless 
explains why certain designers, good artists from 
some points of view, find it possible to repeat sizes, 
directions, planes of reli ef , values, in successive 
motives, apparently without distress to themselves. 
They might at least make a mental note of the fact 
that such transgressions are as painful to others of 
acute perception as are the di sco rd s that a child 
with an undeyelopecl ear makes by banging on the 

a different kind ; some change 
that develops activity in a 
new direction and permits 
rest in the original one; b, the 
fact that in man, each im
press ion is intensified when 
there is a closely associated 
impression of opposite kind. 
These are purely physiologi
cal fact s, and although they 
vary in degree in different in
dividuals they exist markedly 
for all normal persons. 

Figure 20. 

piano. Even though it be im
possible for a cl e s i g n e r 
through intuition to avoid the 
disastrous effects resulting 
f r om lack of contrast, he 
could reason out the matter 
ancl succeed by sheer mental 
effort . He could remember 
as a definite rule that two suc
cessive stories of a building 
marked in the design, not 
replicas one of the other ancl 
not parts of a repeating suite. 
will be unpleasant if treated 
as motives of the same height 
or character. There are hun
dreds of buildings in New 
York with just that fault, and 
many of them are by men of 

There are those whose per
ceptions are sub-normal, and 
some who have practically no 
perception of the kind need-
ful f o r arti stic reaction. 
Again there are those who A 

react to art and beauty in 
certain directions; but seem 
undeveloped or atrophied in 
others . They are like an 
absent minded professor of L 
Cornell University who se 
mental operations had be
come so limited to mathe
matics that a student is said 
to have fo und him leaning 
o v e r the parapet of the 

Fig-nrr 21. 

I'ig'ltre 23 . 

reputation. 
I am persuaded that some 

of t h e failures to devise 
contrasting elements c o m e 
from a perverted point of 
view, and this is the danger 
run by the "Adapters" we 
described month before last. 
Many very beautiful Italian 
Renaissance buildings fail in 
mass composition. They are 
beaut_iful in spite of it be
cause of their charming and 
subtle detail, their scholarli-

ness, their simplicity. bridge above Casca
dilla Gorge gazing re
gret fully at a round 
stone in hi s hand. He 
turned to the young 
man, di stress depicted 
0 11 his us ua lly plilcid 
co u n t e n a n c e. "I 
wished to measure the 
height of this bridge." 
he said , "by timing 
the fall of a pebble; 
but I , un fortunately, 
released my watch in
stead of my hold up
on the stone - and 
the latter has no sec
ond hand. I should 

Fignre 22. Fro111 "Essentials of Co 111position," b)' I. 

T he t h o u g h t 1 e s s 
"Adapter." carried 
away by beauty radi
ating from a special 
source, is seduced in
to copying fau lts that 
do not contribute to 
this beauty,-that mar 
it. He forgets t h e 
original author was a 
mortal like unto the 
rest of us and not in
fallible just b€cause 
he lived in a century 
that is past . Com
pare the buildings of V. Van Pelt. Copyright by Th e Mac111illan 

Co., 1902 a'lld 1913. the period. Turn over 
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the plates of L etarouill y and note how much more 
sati sfy ing are the groupings of the Palaces o f th e 
Nari , p. 37, and Mattei-Paganica, p. 314, or th e 
V illa di Papa Giulio, pp. 205, 214, than those o [ 
the houses on the Via del Governo Vecchio, p . 13, 
and Piazza della Pace, p. 23, the Curia Innocentiana, 
p. 57, the Palazzo Ossole, p. 61, or even the Can
cellaria itself, p. 79. 

Difference of story heights is only one point 
among .a countless number of possible pitfalls that 
a designer must avoid. In the smaller details they 
crop up continually. To know the fact is not 
enough in this age of failure to practice what we 
preach. Tawney has desc ribed the "S ickn ess of a 11 
Acqui siti ve Society." The real "sickness" is th e 
perpetration of what each indi vidual knows to be 
wrong. 

If these articles are to have any constructive 
value, that general tendency must be checked when 
it comes to desig n. W e must agree with ourselves 
that hereafter we will keep a strict 
watch upon our pencil points, and 
never aga in let ca relessness or a 
confusing "crib" lead us into v iola
tion of the simple laws o E compo
sition. Not the least of these laws 
is the law of "Contrast." 

A MERICAN ACADEMY IN 
ROME. 

T H E monthly news letter from 
Mr. Gorham P. Stevens, Di
rector of the American 

Academy in R ome to Mr. C. Grant 
LaFarge, Secretary of the Acad
emy, is printed below. 

" I have waited a clay or two be
fore writing this News Letter, so 
tha t the visit of His Majesty the 
King to our annual exhibition 
might be included. Professor Fair
banks a rranged a very attractive 
exhibiti on of over 190 exhibits in 
four of otu- rooms on the g round 
fl oor. O n May 4th all was in reacli 
ness - plants, fl owers, casts, 
catalogues of exhibits, etc., 
and I must say that the whole 
looked most attractive. Am
bassador Johnson a nd his en
tire staff, together with those 
members of th e Academic 
Staff who were not in Greece, , 
were on hand at half past 
nine. The King with three 
offi ce rs arri ved at eight min 
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studen ts since last spring. When we came to the 
"Project to House the American Ambassador in 
Ro me," Hi s Majesty remar.ked to Mr. J ohnson that 
he understood the A mericans had $650,000 to buy 
a permanent Embassy in Rome. Mr. Johnson was 
forced to reply that only $ 150,000 had been appro
pria ted by Congress for permanent Embassies in 
each of the big capitals of Europe. $150,000 will 
hardly buy an embassy worthy of a great and 
powerf ul nation, I am sorry to say. As the Am
bassador left us, hi s remark was that he was proud 
of the A merican Academy and that hi s interest in 
it would not cease when he sa il ed into the harbor 
of New York. T he King signed our book, and we 
secured a number of good photog raphs of him, and 
the A mbassador . I will send yo u these photo-
graphs later on. 

"Professor i\IIagoffin and Professor Van Buren 
have gone to Greece with a party of twenty-five. 
They are clue back about the 24th o f this month , 

and we a re planning to have an 
official opening of the exhibition 
on the 26th. It is r<ither late in the 
season to have such an opening, 
but we feel tha t as la rge a repre
sentation as possible fro 111 th -~ 
Academy should be present. 'vVe 
have received enthusiastic letters 
from mern\;iers of the Greek party. 
They are having a wonderful time. 
except that prices have increased 
tremendously recently, due to the 
Constantinian regime and the war 
in Asia M inor; also difficulties have 
arisen because a number of boats 
have been taken over for transpo rt 
se rvice. Everyone is agreed that 
it is about time E urope settled 
clown to work. 

"Landscape A rchitect Gri swold 
is now the proud father of a girl 
baby. She was born on the anni
versary of the founding of Rome. 
and as a consequence she has been 
given the middle name of R omola. 
Gri swold is hard at work upon a 

fine set of drawings of the 
upper garden of the V illa 
·Caprarola. Painter Ciampag
lia has p ractically finished an 
interesting painting of A ndro
meda. Painter Lascari has 
sta rted a new, big canvas, like
wi se a fair-sized mosaic com
position. Sculptor Cecere is 
at work upon a g roup suitable 
for a fountain. T he visiting 
students are a busy lot of 
men. Sternfeld, the Paris 
pri ze man, has a fine drawing 
o E the Cathedral of Ci vita 
Castellana under way. Blouckc 
of "Tech." and Knowlton of 

utes to t e n , eight minute~ 
ahead of time. but we were 
readx for him. The King 
spent forty minutes at th e 
Academy and showed much 
interest in the work whi ch had 
b ee n accomplished by our Figure 27. Harvard a re drawing out the 
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Figure 26. Details of Vault, Gallery of Apollo, The Louvre. Exernted in Stucco by Girardon Under 
Lowis XIV arid R estored by Duban Under the Presidency of Lowis Napoleon. From 

"L' Architecture et la Decoration aux Palais du Louvre et des Tuileries." 

early Renaissance Loggia of the Church of St. 
Marco, Rome. K each of "Tech." is at work upon 
a drawing of a famous Renaissance balcony in the 
Church of S . Giacomo <lei Spagnoli. Hendrick of 
Harvard has made a complete set of drawings of 
the Palazzo Linotti . Rubin of the University of 
Pennsylvania and Skinner of Harvard are working 
np the Piazza de! Campidoglio. Sculptor Gordon 
of the Pennsylvania Academy of Fine A rts has fin
ish ed a group entitled "Dawn of Man" and a bas
relief of Professor McDaniel. I received a letter 
not long ago from fo rmer Landscape Architect 
Lawson stating that he is travelling in France and 
E ngland with three Visiting Students who left us 
about three months ago. They bought a second
hand Ford at Menton and travelled through F rance 
and a re planning to take the machine to England 
where they in tend to sell it just before sailing for 
America. They have found this an inexpensive 
way of travelling and decidedly advantageous as 
they have been able to visit many villas in out of 
the way places. Former V isiting Student Rosen
berg wri tes me that he is making a complete set of 
drawings of the Palazzo Davanzati at Florence. 
T his palace is almost uniqu e in Italy; it has been 
resto red and furni shed in the spirit of the century 
in which it was originally built . I beg to report 
that Blanchard, L andscape A rchitect from Harvard, 
bas left the Academy and that we have a new a rr ival 

in Mr. Baker, a Stewardson fellow in A rchitecture 
from the University of Pennsylvania. A rchitect 
O'Connor has returned from Greece and left us en 
route for France, England and America. I hope 
that you will induce Mr. O'Connor to try again for 
the prize of Rome, for he is a splendid fellow in 
every respect . 

" I am glad to inform you that we have had two 
donations. The first was a sum of 3,000 lire from 
Miss Agnes M. Carpenter which was given for the 
specific purpose of placing about 190 inscriptions 
and architectural fragments on the walls of the Cor
tile. Professor Fairbanks took charge of the work, 
and the result is most attractive. We likewise 
brought up two dozen casts from the basement and 
have placed them about the cortile, so that now one 
is enticed to walk in the arcades around the fountain. 

"The second donation came from Miss I sabel A. 
Ballantine, who gave $1,000 for the purchase of 
books for the libra ry. This sum will help to fi ll 
many gaps. 

"It may interest you to know that the exhibiti on 
of Italian Industrial Art, which it was planned to 
exhibit last winter in America under the auspices of 
the American Federation of A rts, is finally going 
ahead, but the material will not reach America be
fore next November first . The Italians have finally 
gathered 400,000 li re, a sum which represents their 
portion of the expenses." 
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T H- E - - P H 0 T -0 - PER 8 PE C TI V E PLAN 

BY RICHMOND K. FLETCHER 

In this ar ticle Mr. F letcher, of the firm of E. J\!I. Parsons & .Company, Architects, Boston, describes a process 
that he has 11sed for a number of years and fou.iid of prnctica.l value as a time and la.bar saver. . 

I T FREQUENTLY happens that complex 
groups of buildings, park systems, or stretches 
of irregular country must be drawn in perspec

tive, the mechanical work involved representing a 
large outlay of time and money. The method 
here described eliminates from such problems the 
most tedious branch of the work - that of throw
ing the ground plan into perspective, and being 
automatic also eliminates a ll possibility of error 
within its own province. Its us e requires some 
knowledge of perspective drawing, both in secur
ing the proper photograph and in finishing the 
work from the photographic perspective plan. 

Very briefly the process consists of (1) photo
graphing a p lan, with plan and camera hori
zontal ; (2) enlarging from the negative so ob
tained to the s ize of the finished drawing.; (3) 
building up the perspective view by working on 
tracing paper over the perspective plan. The 
photographic work should be done by a professional 
photographer in a properly top-lighted studio. 

In order to explain how the scale of the plan 
is translated into perspective and how the horizon 
line, vanishing points, etc., may be accurately ob
tained in the enlargem()'.nt the accompanying dia
grams are shown and steps in the work given in 
detail. 

The plan to be photographed should be 
stretched or mounted flat and must be portable. 
It should be d rawn in black line on a white sur-

. face and preferably should be without color or 
rendering. Figure 1 is a plan of the apparatus in 
place. The camera should have a wide-angle 
lens, focusing screen, artd should be fitt ed with 
an 8 x 10 plate holder or larger. The plan is 
placed perfectly level or horizontal on a firm sup
port. The camera should not be pointed down 
at the plan, if the finished drawing is to be 
done at scale, but should aim horizontally across 
the plan as in Figure 2. The height Ii of the 
lens above the plane of the plan depends either 
upon the judg ment of the operator or upon a 
mandatory height of the actual vi.ew point which 
may be called for, as in the case of a competitive 
drawing. If a view-point is called for, fi ve hun
dred feet above the ground, "Ii" should be meas
ured with a yard stick, and line level so that it 
$ball be five hundred feet at the scale of the plan, 
i. e., if the plan is drawn at fifty feet to the inch , 
"h" will be 10 inches by actual measurement. 
The horizontal distance from the station poin t 
to any given point on the plai1 ·may be similarly 
establi shed . Of course there are physical limita
tions to these operations, depending upon the 
camera u sed . 

Having the camera and plan in · position and 

with the camera aimed across the center of the 
plan, use the focusin g screen to determine the 
final pos!tion of the plan. The image of the plan 
appears mverted on the upper part of the screen. 
It is easy to obtain the most advanrngeous posi
tion of the plan by having an assistant revolve it 
until a desired direction of view is obtained. Ex-
3:mine the in:age and note whether all important 
Imes and pomts are clearly visible. If any are 
not, they may be temporarily strengthened on the 
plan or certain points may be_ marked by means 
of black pins. A fter the final position of the 
plan has been established, the plan must not be 
moved until after the photographic exposure has 
been made. 

In Figure 1, lines AB, CD and E F are next 
to be drawn with soft_ pencil just black enough 

. t o -~e visible on the focusing screen. Lay a 
straight edge across the center of the plan 
pointed toward the center of the lens. Th~ 
straight edge will appear nearly vertica l on the 
focusing screen. Adjust the straight edge until 
its image is exactly vertical. Draw A B against 
the straight edge so placed. This line becomes 
the center line of the perspective. Remove the 
straight edge and draw C D and E F parallel 
to A B and near the edges of the plan. C D 
and E F will appear on the perspective plan con
verging toward the top. Their intersection will 
loca te the horizon line as will appear later. 

The scale of the drawing is to be graphically 
shown in perspective by the following met!tod: 

Take a sheet of thin, white bristol board and 
cut it up into a number of pieces about 1/4-in . 
by 2-in . in s ize. On these cards mark off g raphi c 
scales at the same scale as the plan , usin g inter
vals of any convenient number of feet. th e inter
vals to be spaced so th at they will be distinguish
able in the final enlargement. These scales are 
to be laid on the surface of the plan at important 
points such as corners of buildings, intersection;;: 
of axes, contour lines where these are shown (as 
they should be on a plan showing irregular 
terrain) or any other leading lines. In placing 
each scale, be ,sure that it is approximately per
pendicular to the sight-line between the lens ancl 
the point where the scale is placed (Figure 1-S). 
This is important because the scales must photo
?Taph with out foreshortening. In the photograph 
each graphic scale will show the scale of the 
plan in perspective at the particular point where 
the scale is placed. Time will be saved in the 
end if plenty of these small scales are used, tak
ing care, however, that they are so placed as not 
to confuse the lines of the plan. 

( Continited on page 37) 
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PERSPECTIVE DRAWING, PART XIV 
BY PAUL VALENTI 

W E SHALL proceed to find diagramatically, 
in Figure 37, an interior under certain de
fined conditions of plan and elevation, also 

locating a unit within this area. The principles 
here shown, naturally, may be applied to more com
plicated problems of the same nature. The interi\lr 
under consideration (see Figure 38) is 15'-0"x 
24' -0", and the central axis or central line of vision, 
where the observer is stationed, is located 10' -0" 
to the right of the left-hand wall (or 5' -0" to the 
left of the right-hand wall). In order to arrive at 
the actual physical condition which allows us to 
embrace this picture, under the restrictions governed 
by the law of optics as already mentioned in Part I 
of a previous issue, we must first determine the 
limits of the visual cone. 

As was pointed out in Part I of this series of 
articles U une, 1920, issue) , it has been discovered 
that we see things within a "cone" or "visual cone," 
so called, having its apex at the pupil of the eye, 
at which point it forms an angle of approximately 
forty-five degrees, the cone expanding into space 
indefinitely. 

It is not physically possible, of course, to see 
objects outside the "angle of vision" by widening 
this angle to more than forty-five degrees, but we 
can decrease this angle for our convenience and 
still embrace the object to be represented. (See 
Figure 3.) Therefore hereafter we will bear in 
mind that in each case, unless otherwise specified , 
we will place the observer one and one-half times 
the height or width of the "transparent plane," dis
tant or away from this plane. 

It will be noticed that the distance between the 
central axis and the wall farthest away from it is 
10'-0". This means that we shall have an equal 
distance of 10' -0" on the other side of this central 
axis, making a total of 20' -0", which represents the 
limits of our picture and at the same time is the 
base of our visual cone. Since the interior in ques
tion extends only 5' -0" to the right of the central 
axis, the remaining 5'0" of the visual cone is un
used. Recall ing Figure 3, of Part I , which is 
reprinted on page 34 for convenient reference, we 
shall find the location of the observer or distance 
point 3 X Yz the base of the visual cone or in this 
case 3 X 1 O' -0"=30' -0". 

At a scale which is convenient, trace a perfect 
square measuring 20' -0" per side. Af the point 
of. intersection of the diagonals, trace a perpendicular 
representing the central axis and a_ horizongtl repre
senting the horizon line, and at the intersection of 
these, place the letter V or vision point. Place the 
ground line at 6' -0" from the horizon line and 
4' -0" from the bottom of the picture plane (Fig
ure 37), leaving 6' -0" to the horizon line. The 
shaded portions of the visual cone Figure 38a in
dicate the sections of this visual cone omitted in this 
particular case. Since the elevation in Figure 39 
fixes the total height of the interior at 14' -0", we 
have 8' -0" more to add to the 6' -0" previously 
found, acquiring the full height required at 14'-0''. 
in all, 6' -0" being below the horizon and 8' -0" 
above it (See Figure 37). Proceeding, we shall 
mark off 5' -0" to the right of the central axis, and 
erect a perpendicular, thus sub-dividing the picture 
10' -0" to the left of central axis and 5' -0" to the 
right, as required in Figure 38. From points 
A, B, C, D (corresponding exactly to the elevation 
of the interior at the plane of the picture), draw 
straight lines to vision point V these respectively 
forming the four corners of the interior. To 
find the required depth as indicated in the plan at 
Figures 38 and 40, mark off in Figure 37 ( 1/3) 
one-third of 24' -0" (representing the total depth) 
which is equal to 8' -0", on the ground line CD at 
point E, and uniting this point with the reduced 
distance point D+3 on the horizon line at left-hand 
limit of picture, we will find at the intersection of 
this line ED+3 and line CV the depth of 24' -0" 
as required and that we have kept our operation 
within the limits of the picture plane. Tracing 
verticals and horizontals at this depth as shown in 
Figure 37, corresponding to the elevation A, B, C, D, 
in A', B', C', D' we shall find the back wall of the 
interior exactly 14'-0" X 15'-0" at a depth of 
24'-0". Now to locate the three units in the picture 
consisting of these vertical members or lines 4' -0" 
high and at 3' -0" to the right of the left-hand mar
gin of the picture, one directly against the trans
parent plane, the second 9' -0" away from this plane, 
and the third on the back wall, proceed as indicated 
in Figure 37. From point e on the ground line, 

(which is 3' -0" to the 
right of point C on 
t h e lower left-hand 
corner of the picture) 

Consequently the dis
tance point is 30' -0" 
away from the picture 
plane. Taking there
fore in consideration 
the plan and elevation 
of an interior dia
gramatically shown in 
Figures 39 and 40, 
let us proceed with 
the working out of 
this simple perspective 

----- co nduct a straight 
line to the vision point 
V. Erect also from 
p o i n t e a vertical 
4' -0" high in the scale 
of the picture as in
dicated. Th i s will 
give us the first unit 

form as shown in 
Figure 37. 

----

G~ OUNO . l:./Nf:. 

Figitre 38a. 

directly against the 
transparent p 1 a n e. 
(Continued on p. 40) 
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THE B.A. IN ARCHITECTURE; 
From "The Chare tte," th e mon thly j ottnial of the Pittsburg/1 

Architectnral Clnb. -

HE I S a d- n nui sance in an office says th e architect. 
Th e graduate is not in a position to say anything but 

since he demands a salary he says in effect, "I am not." 
The debate is interesting. 
That he is, to some extent, is well known in every 

office. He is i_nexperienced in practical building and 
therefo re in practical design- the two are inseparable; he 
carries frequently more side than the office can stomach ; 
he is rarely an accomplished draftsman to whose hands 
anything that turns up can be satisfactory entrusted, for 
his training has not been perfectly balanced and hi s sphere 
of act ivity is th erefor e somewhat limited ; and last but 
far from least he expects compensation out of proportion 
to his actt1al e.conomic value. 

An arch itect's offi ce must primarily be profitable in 
c rder to continu e to be an architect's office- an impor
tant point- and ea.ch unit of the organization mu st con
tribute to th at profit . In so far as the B.A. cannot fit 
in to this inescapable scheme of things he is a nuisance, 
but a broader view fo rces one to question the justice of 
stressing the charge. 

A baby is a nui sance. H e r equires much of sacrifice 
and causeo; much disturba nce and in convenience for his 
guiding spirits. H e has very disturbing ideas and distinc
tive points of view on many things and he is inexorable 
in hi s demands. But the weary pa rent was once just 
such another- nui sanc~ an d another gu iding spirit served 
hi s need and led him up to manhood and the world' s 
work, a service for which h e can pay only in kind. 

And so in common justice the architect must stand 
"in loco parenti s" and help the architectural baby in hi s 
tender beginnings and rn etc.pho1·i cally wipe hi s little 
a·rchi rectural ngse· a nd · teacl1 him to say "that" instead 
of "that there" and not to split hi s infinitives. 

Th e architect w.as also once a "young beginner" and 
though he has fo rgotten, even he was. not launched forth 
in hi s profession eq uipped with all knowledge and per
fec tly balanced judgment. He, too, swaggered without 
just cause. blundered d oriously, did had work an d was 
generally an unprofi tabl e un it ; but he learned by expe
riet)Ce and gr ew witl.1 hi s wqrk until he became the marvel 
of im agination. th e paragon of efficiency and the main 
stay. of th e· profession he esteems him self. in hi s maturity. 

·Even thus will th e novice of t oday develop under sym
pathetic guidance -and in th e process more than reward 
the tolerant and understanding "chi ef," for whatever 
sacri fice of tim e and treasure he may lay upon the Altar 
of Youth. 

And th e office th at can not find a place for nor make 
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good use of the joyous enthusiasm, the debonair freedom 
from tradition and the fresh imagination o f Youth to 
its own profit is one from which little can be expected 
architecturally; its work perpetually dedicated to th e safe 
and sane, revealing no trace of that vital element of 
originali ty upon which the ult ima te salvati on of the prac
tice of architecture as a fin e a rt inevitably depends. 

GET A GREEN CARD.- A dv . 

THE CINCINNATI ARCHITECTURAL SOCIETY. 

T HE Cincinnati Architectural Society brought its 
year's class work to a close in May with a design 

competition for a proposed club house for the Avon 
Hills Golf Club, of Cincinnati, which is an organization 
open to the public and under the auspices of th e Board 
of Park Commissioners. The Park Commission ass isted 
in preparing the program and judging the drawings, and 
the golf club joined in th e donation of the pri zes. Th e 
first pri ze of $30.00 was won by E arl H . Carlton, the sec
ond prize o f $20.00 by Lawrence J. Lefkin. and third prize. 
$10.00, by Oscar E. Friedhof . Menti ons wer e awarded 
to George F . Frankenberger, H . E . Henthorn, and J oseph 
Hautman. 

Recent meetings of the society have been addressed by 
Mr. Rich a rd E . Grant, land scape ar chitect, on "The 
Cloisters of France," and by Mr. E dward Kruckemeyer, 
architect, on r ecent travels through Spai n, Italy, F rance 
and England. 

It is planned to have a series of outdoor sketching 
classes dur ing th e summ er months and a continuance o f 
the Beaux-Arts program in the fa ll. 

GET A GREEN CARD.-Adv. 

PERSONALS 
v,r1LLIAM ALBERT SWASEY, Architect, has removed hi s 
c1ffice s to the Gotham Bank Building, Columbus Circle, 
New York City. · 

WILLIAM L AWREKCE BoTTOMI.EY AND ARTHUR P AUL HEs s, 
Architects, have removed th eir offi ce to 112 East SSth 
Street , New York Ci ty. 

LEE WILKINSON has opened an office in vVashington, 
D. C., and will specialize in hospitals and schools. Mr. 
' '\lilkinson resigned recently from the Construction Sec
tion of Public H ealth Service. During the war Mr. 
vVilkin son was Specification vVriter und er Mr. McNeille, 
in th e Hospital Division of th e General E ngineer Depot 
and also instruct or of Mechanical and T opographical 
Drafting in evening classes at vVashington Barr acks, fo r 
th e First E ng ineer Training Regim ent, having enlisted 
from New York where he received his architectural 
tra ining. 

RAYMOND W. ]EWELL AND M. BEEMAN STOUT have formed 
a partnership for the practice of architecture und er the 
firm ·name of J ewell & Stout, with offices at 1108 Press 
Building, Binghamton, N . Y. Mr. J ewell has been estab
lished at that address for a number of years as an a rchi
tect, specializing in school houses. Mr. S tout has been 
conn ected with a rchitectural offices in New York City 
fo r six teen years and fo r th e last six year s has served 
as Patron for Syrac1Jse University, with the Beaux-Arts 
Institute of Design. 

] AMES M. GAGEN, Electri cal Engineer, ANO ELVI N ] . 

BECKER. Civil Eng ineer, have join ed in establi shing the 
firm of Gagen & Becke_r, electrical contractors and engi
neers, with offices at 750 \!Ves t 18l st Str eet, New York 
City. Mr. Gagen was founder and president of Gagen & 
Butler, Inc., from which position he recently r esigned, 
whi le Mr. Becker has been engaged fo r fifteen years on 
large engineering and construct ion operations. 

] . W. LEIGH, Architect, lias removed hi s office to Suite 
2090, Rai lway Exchange, S t. Louis, Mo. 
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EUGENE F. S 1\ V AGE. 

EUGENE F. SA V r\ GE, who won the M edal of H onor 
in Pa intin g at the recent Exhibiti on of Th e Archi

tectura l League of New Yo rk, was born in Covington, 
Ind iana, in 1883. H e began hi s studi es a t the Corcoran 
Art Gall ery, \ V"ashing ton, D . C., and continued them at 
the A r t In stitute of Chicago. He also attended th e Acad
e111y of F in e A rts in Chicago. He won a Fellowship in 
the A 111 eri can Academy in Rome for 1912-15. 

D uring his t ravels abroad he studi ed a t Munich. A sid e 
from the g reat in flue nce of the hi storic work of Ita ly 
a nd of hin a. Mr. Savage counts as th e most important 
fact o r in hi s a rti st ic development the contact with men 
w ho had studi ed under George De F orest Brush. It was 
th rough the inAu ence of Mr. B rush tha t h e ca111e to real
ize the relat ion of form to a t wo- dim ensional, patterned 
su rface- to und erstand just what being limited to two 
dim ensions mea ns to a painter. 

M r . Savage devotes h imself to mural pa in! ing. He is 
a 111 \'! 111 be r of the N ati ona l Society of Mural Painters and 
li \·es at Ossi ning, N. Y. A figure study by Mr. Savage 
was reproduced on a plate page of th e issue of this jour
nal fo r Jun e. 

THI~ P HOTO-PER SPECTIVE PLAN. 
(Co11t i1111 ed fr o111 page 33) 

Now make the expo sure, avoid ing vibra tion of th e 
camera and plan so as to prevent blurring of the lines. 
T he negative should show cl ea rly the deta il s of th e plan. 
Next ha,·e the ph otogra ph er make a bromide enlargement. 
th e width o f whi ch will be determined by the desired 
w id th o f the fin ished perspect ive. It is sometim es de
sirab le to have 111 o re than one tri a l negat iYe in order to 
fina ll y deter111in e th e m ost advantageous d irection of th e 
view. 

H av ing obtained th e enl aJ"<>ed print, stretch i t a long 
1·he lower edge of a drawi ng table w i•h the cen te r line 
perpendicul a r to th e edge of the table. and ove r it stretch 
transpa rent t1·acing paper o r cloth. F igure 3 rep res2nts 
the enlarge111ent in place on the draw in g tah!P. To locate 
th e ho r izon li ne, prolong li nes CD and E F (3) and draw 
th e hori zon line through th eir inte rsecti on and perpen
dicul a r to th e cente r lin e . ..J 8 . You can n '.) w establi sh 
yani shing points fo r each sys te111 o f para llels hy prol on'{
ing one line of each system until i t intersects th e hori zon 
lin e. P roceed to e rect elevati ons by using your horizon-

ta! g raphic scales. T h e verti cal di stance at any poin t wi ll 
be equal to a like h ori zontal di stance as shown by g raphi c 
scale at th ;:i t point. After determining a ve rtical height 
at any scale point, it may be ca rri ed to any part of th e 
drawing by mean s of vani shing lines. The smoothness 
with which this part of the work goes on wi ll depend nat
ura lly upo n the knowledge and ingenuity of the dra ftsman, 
but with the plan completely visi bl e in perspective and a ll 
necessary vani shing poi nts obtained, it should be a compar
ative ly si mple matter to complete the work. 

If it should be desired to use thi s meth od to lay out a 
perspecti ve hav ing a view poin t nea r the g round level, it 
wi ll be necessary to obtain a "submerged" perspecti ve plan, 
as fo r a bird seye, and th en to erect a ll points to thei 1· r e
quired elevations. If th e camera should be used at a 
level too cl ose to that of th e plan, th e lines of the plan 
would themselves fo resh orten so th at a ll cross lines woul d 
nearly or entirely di sa ppear on the photogTaph. 

Wh en this process is once understood by the draftsman 
and th e photogra ph er knows what he is expected to do, 
it should not require more th an half an hour of the draf ts
man's tim e i11 th e studi o fo r one operation. It requires 
a clay o r so to obta in th e enlargement afte r th e negati ve 
is made, but thi s delay and the small expense of th e 
photography a re quite neg lig ible as compa red with th e 
t ime required to reach the same result by the usual com
plicated geometrical process. 

T he process has been in use by th e a utho r for a num 
( Co11tim1 ed 011 page 42) 

B elow is shown at reduced si.~e the a1111 01111 ceme11t of 
the recent anting of Th e Cinci1111ati A rchit cc /111ra.l Soc irty. 
B /11e-pri11t, 10%x6Ys in. 
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Ii QUERIES ii 
111 this department PE N<.. IL POINTS will endeavor to answer questions of general interest pertaining to A rchitec
ture and allied arts, giving the best available information f rom au thor·itative sources. We desire that yo1i f eel 
free at all times to ma/le use of this service, inviting .'V01ff co-operation in making the department both interest
iuq aud valuable. S hould you desire an answer by m ail, euclose stamp f or reply. A ddress queries to, P ENCIL 

POINTS , ( At tention of E . M. Urband ) , M etropo litan T ower, New York City. 

Q11c~ t i o 11- I would be · pleased to know th e publishers 
o i Pond's '' E ngineering f or A rchitects" a nd Burt's "Steel 
Constructi on." J . F. B ., Albuquerque, N. M. A 11 swer
We fi nd that P ond's "Engi neering fo r A rchi tects," by 
DeWitt Cl inton Pond, was publi shed by the Columbi;i 
University Press, 1915, and a copy can be obtained by 
direct inquiry to th em. Burt's "Steel Const ruct ion" books 
are reference books covering the design of steel frame
work and buildings, and wer e published by th e American 
Engineering -Society, 1914. 

Question-Would you kindly in fo rm me of publications 
(books, magazines or pamphl ets, etc.) dealing with 
rein forced concrete as applied to church architecture? 
A. \ii/. B., New Yo rk City. Answer- "v\Te fi nd th at there 
a re fragmenta ry allusions to rein force d concrete fo r 
church buildings, whi ch t reat the subj ect in a general way. 
Much in fo rmation can be obtained from booklets fur 
nished by the va rious cement manufact urers. 

Question-Can you furn ish me with the ti tles a nd names 
of publishers o f a fe w o f th e bes t known and most 
th orough texts in E nglish on linear perspective ? Also is 
there an E ngli sh tra nslat ion of the "Manuel de Perspec
ti ve et Trace des O mbres," by P. P lanat ? / / ns·wer- "v\Te 
herewith submit some ti tles of text books in English 
on perspective: "Per specti ve Drawing," Ben J. L upschez _; 
"Archi tectural P erspecti ve," by F . 0. Ferguson, 1903, 
C. Lock wood & Son, L ondon, publishers; "P erspective 
for Beginner s," by George Pyne, 1906, C. Lockwood & 
Son, London, publi shers; "Modern P erspective," by 
"vV. R. "v\l'are, Macmillan Co., 1905; "The P ri nciples and 
Practice of L inea1· P erspective," publi shed by N . W . 
Henley & Co., 1901 ; "Li.near Perspecti ve fo r th e Use of 
Schools," by R ichard Burchet te, Ch apman & H all , pub
li shers, 1878. We are unable to fi nd a t ranslation of the 
"Manuel de Perspecti ve et Trace des Ombres," by P. 
P lanat. 

Question- Can you g ive me some information as to 
where books on bungalows a nd bungalow constructi on 
can be obtained? Answer-The Arch:itecturnl Record has 
run a ser ies of a rticl es by J . T . Boyd on some principles 
o f small house design. with illu st rations and text . Vol. 
47, p. 58-75, 132-153, 232-264, 290-322, 436-455, 482-500; 
Vol. 48, p. 242-256. Th e Builde rs' Journal, publi shed by 
th e Rogers and Manson Co., 132 Berkeley St ., Boston, 
Mass.. shows complete plans of small houses and con
st ruction deta il s. "vVe also submi t "Bungalows, Camps, 
and Mountain H ouses," published by Wf. T . Comstock, 
23 vVarren St., New York City. 

Question-Kindly ma il me pri ces and descri ptions of 
any books you haQdle on church architecture. Answer
"vVe do not handle any books on church a rch itecture, but 
our classifi ed catalogue of avai lable early issues of T he 
Architectural Review contains refer ences to church work, 
un der th e t itl es "Amer ican Churches" and "Modern E ng
li sh Church es." K idder's "H andbook of A rchitecture
Churches and Chapels," publi shed by W . T. Comstock , 
1906; "Ameri can Churches," publi shed by The A merican 
Architect, 1915, 2 Vols. with introduction by R. A. Cram; 
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"Church P lanning in th e U nited States, Its Growth and 
Present Needs," by R. F . Bach, Th e Architectura l R ecord, 
1916, Vol. 40, p. 15-29, 145- 162, 223-243, 455-477 ; "The 
New Country Church Building," by Brunner, Library of 
Chri stian Progress. 

Q 11 estiou-Please in fo rm me if you have a collection of 
pictures of med ium sized Chri stian Science Churches, or 
if same can be had, a nd approximate price ? F. T. ]., 
Dallas, Texas. .411swer-Th e material ava ilab le does not 
affo rd pictures, but we submit herewith th e fo llowing 
references th at will prove useful in the planning and 
designing of such churches : Vol. 41 of T hi! Architectural 
R ecord, p. 195-209, gives in fo rmat ion concerning the F irst 
Church of Chri st Scienti st, a t Rochester; V ol. 46, "Some 
P rinciples of D esign and Constructi on in Church Build
ing," p. 115-132; Vol. 47, Church Plans, p. 85-1 83-185; 
\ To\. 40, p. 15-29, 145-162, 223-243, 455-478, 529-540, 
"Church Plann ing in the U nited States," by R ichard F. 
Bach. 

Quest ion-Do you know o f a suitable text fo r archi
tectural students on the H isto ry of A rt ? A lso a begin
ners' book on Pen-and-Ink that is not out of print, and 
one fo r water color rend ering? M. L. F ., Agricul tural 
College, Mi ss. Answer-For text fo r a rchitectural stu
dents on the Hi story of A rt, we refe1· you to "Ancient 
A rt" and th e "History of Mediaeval A rt" by F ra nz Von 
Reber, th e first cost ing $3.50 and the second $5.00. Both 
a re PL!bl ished by the \V. T . Comstock Co., 23 \.Varren St ., 
New York City. F or render ings in pen-and-ink, we would 
suggest F rank Alli sion H ays' "Rendering in P en-and
Jnk." price $2.40, publi shed by the A rchi tectu ral Book 
P ubli shing Co., 31 East 12th S t., N ew York City. "P en 
Drawing," by McGinni s, is also an excellent book, and 
can be obtained from above book publi shers. There a.re 
not many b0oks on rendering. "The "vVash Meth od of 
Handling \Vate1· Colors" by F1·ederick can be obtaind 
from th e 'v\I . T. Comstock Co. 1fr. H . Van Buren 
Magoni gle, a rchitect, is now publishing a book on "Archi
t ec tu ral Rend er ing" which is still on th e press. 

Question- Do you know of any work treating the 
a rchi tecture of the Synagogue? M. P . H., Columbus. 
Ohio. A nswer- Vie submit the fo llowing li st of refer
ences .. which we hope will be use ful to you: "v\lirth, 
Zdneulk, "La J:3. ichesse cl ' A rt de la Boheme," P rague, 1913, 
1 vol!11n e; Builder, Vol. 35, 1878, p. 512, text SW ; Vol. 
37, page 859, Vol. 50, year 1886, Vol. 38, page 638-639, 
633 -634, Vol. 40. p. 276-278. 

Q11cstion-- "v\l ill you k indly inform me of a fir st-class 
a rchi tectural school in Cleveland, Ohio. One that will 
teach Pe rspective, F ree H a nd, Ink R endering, Shadows. 
etc., Structural E ngineering, and a ny other subj ect that 
a ppertain s to architectural work ? J. F . B., "vVoodlawn, 
P a. Answer- T he only reference we have of a school 
o f a rchitecture in Cleveland, Ohio, that teach es these suh
j ects is th e J ohn Huntington P olytechnic In stitute, 2032 
E ucli d Avenue, Cleveland, Ohi o. This has five instruc
t ors, the tuition is free and the enrollm ent is approxi
mate ly 104. 
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SKETCHING AN D RENDERING IN PENCIL 
( Cont inued fr om page 10) 

selected a nd the materi als prepared, make yourself as 
c mfortabl e as circumstances permit, in order to have 
your a ttention free fo r the task at hand . In thi s con
nection another suggesti on may prove worth mentioning 
and this is that a newspaper or magazine makes a faidy 
comfortable seat on the ground or on some stone or log 
or wall , if no better one is ava il ab le. 

When all is in readiness, proceed with your sketch, 
blocki ng in the main proportion slightly, indi cating also 
th e lines of the trunk a nd principal branches. Observati on 
will prove that the contour of a tree is seldom as round 
as we sometim es imagine, in fac t, th e genera l mass of 
most trees can be bounded by an out'. in e made up largely 
or wholly of st raight strokes. vVh cn starti ng a sketch 
remember this fact. Th en, once this out li ne and the main 
subdivisions have been qu ite definitely established . begin 

· the shading, considering carefully th e direction of th e 
light, tudying th e subj ect through pa rtl y cl osed eyes in 
order to eliminate th e less essenti al values, remembering 
the imposs ibility of drawing every leaf and twig. Some 
foliage masses seem very sharp and clean-cut against th e 
sky while others sof ten g radually into the surroundings, 
so it is necessary to choose th e type of line best suited 
to th e con ditions at hand. This ch oice depend s partly 
on the individuality of the arti st and the time available 
but mai nly on th e characteristics of th e fo liage itself. 
T he line whi ch would nicely suggest th e leafage o f th e 
willow migh t fa il, for instance, to Tep resent the indi vidual
ity of the pine. The sketches at "1" at the top o f Figure 
31 show a .number of ways of bui lding up fo liage tone, 
while at "S" sketches "B," "C," "D" and "E" show dif. 
fe rent methods of r epresenting simila r masses. Thi s 
variety of strokes should make it plain to the student 
that there is no set manner of working. Consequently 
sketch the objects befo re you in what seems the most 
natural way, and if the results are not sati sfactory try 
again ustng some oth er kind of strokes. The -type of 
line employed is of less importa nce than a re the values 
th emselves .. for if these a re carefu lly worked out the tree 
will seem proper ly modell ed to give a sense of depth and 
project ion. Use care, too, in suggest ing the r oundness 
of th e branches and trunk, noting th e g 1·eat difference in 
the tone of the bark in sun shine and in shade. T he 
shadows cast by the various branches on one anoth er a n' 
worthy of special attention as are also th ose cas t by each 
tree on the ground and on surrounding trees or build
ings, in fact, so fa 1· as a rchitectura l purposes are con
cerned, it is most essential to be familiar with tree shadows 
~. s th ey appear when falling on the walls or roofs of 
buildings and o.n the lawns and sidewalks. 

Because of th e -many difficu lties encountered when 
draw ing entire trees it is of ten well to sketch fi r st of all 
certa in portions only, making studies somewhat similar 
to "2," "3" and "SA," FiguTe 31. Af ter a 1fumber of these 
have been clone it is time to attempt complete single trees 
such as th ose on F igu 1·e 32, adding a bit o f the surround
ings if you choose. Later try g roups o f two or more 
trees, as indicated a t " ! ," Figu_re 33. This sort of work 
is most important, but neith er should hedges and bushes 
and __ grass be neglected . so make some studies s imilar to 
''2A," Figure 33, and even some of rocks and ledges such 
as those at "2" and "S F ," Figure 31, and "2B." Figure 33, 
for though these cannot be class ifi ed under the term 
"fo li age" th ey can be studied to advantage a t thi s time. 
It is not enough to sketch nearby trees, but those in th e 
di stance should be done as well. Sketch 3, Figure 33, 

_ sho\vi ng the simplicity whi ch is ofte n found in far away 
foliage. It is sometimes advisable to c:lraw the same 
tree from both near at hand and from th e di stance. a nd 
it is also benefi cial to sketch it at different seasons of 
the year, for it is in the winter when th e leaves are gone 
that th e best opportunity is presented for studying th e 
tree "skeleton ." If the winter proves too cold fo r out
door work several photographs might be taken to be 
sketched late1-,- the fir st when th e limbs a re bare a nd 
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oth ers in the spring, show ing the leafage a t various stages 
in its deve lopment. During all of thi s study and sketch
ing try to memorize the leading cha racter istics, for by so 
doing you will build a firm fo undation fo r future mem
ory w9rk. It might be well, in closing, -to point out the 
des irabi lity of preserving a ll such sketches, for no matter 
how incomplete or imperfect they may seem, when foli
age is required in later renderings th ey will offer many 
sugges tions o f g reat va lue, fo r the only real difference 
between the work from nature and th at done in archi
tectural render i11g is that in the case of the latter th e 
fo liage is made rather inconspicuous and is a lso i.n many 
cases given a more con ventional hand ling. 

At "4," Figure 33, are shown six "thumb nai l" sketche > 
of th e same house done from the imagination, each with 
a disti nct ive fo li age treatment. These show only a few 
of num erous possible schemes which could be devised 
by th e stud ent to meet simila r conditi ons, but in order to 
successfu lly develop any of them at la rge scale the kind 
of 'knowledge gain ed from outcloo1· work would be of 
g reat help. It is suggested, th en, that the student make 
the most of hi s opportuniti es during these summer 
months to store up thi s knowledge which will then be hi s 
to draw upon as it is needed in the future. 

PERSPECTIVE DRAWING 
( C ou t imied from page 3S) 

W ishing to find the second unit at a depth of 9'-0", pro
ceed as usual , mark off 3' -CY' to the right of point e on 
the ground line and from thi s point f conduct a straight 
line to the reduced di stance point D ---';---3 in the opposite 
direction as shown (Figure 37) and at the inter section of 
this line fD ---';---3 and line CV we will find exactly a depth 
of 3' X 3' or 9'-0". From th e top of th e first unit or lin2 
C4' conduct a straight line to the vision point V and 
rai si ng a vert ical from the foot o f the unit just found 
at a depth of 9'-0" we shall find point 4", thus complet
ing the second unit . The find ing of th e third unit is a 
very sim ple matter and is · clearly shown in th e diagram 
Figure 37). 

GET A GREEN CARD .-.rldv. 

THE ARCHITECTURAL LEAGUE OF I N DIAN
APOLIS. 

T HE Architectural League of Indianapoli s has voted 
to transfer its strength and e fforts to the Indiana 

A rtists' Club, thereby consolidating two organizations 
having simila r aims and ideals. 

The address of thi s organization has been changed to 
412 Traction Terminal Building, Indianapoli s, Ind. 

Th rough this new affi lia ti on they will be prepared to 
continue the work of the old organizatiun . 

CORNELL ARCHITECTS' BOAT RIDE. 

T HE Corn ell University Architects' boat-ride thi s year 
was to Taughannock Falls. It took place on May 

31st. Facnlty members and underg raduates turned out 
enthu siastica lly. . The seni ors had the !:Jighest percentage 
of attendance. A Ii vely ball game was a feature of the 
event. 

T HE Metropolitan Museum of Art has recent ly put 
on view a number of interest ing examples o f i:netal 

work, consisting o f grates, andirons, knockers, door hard
wa1·e, fan and side lights, etc. This metal work i"s in 
Gallery H-22. Also three notable tapestries r epresenting 
History of the Sabines have been put on view. Th ese 
tapestries are in th e north end of the A rmour Gallery. 



THE SPECIFICATION DESK 
A Departmen t for Specificati on Wri ters 

WHAT THE SPECIFICATION WRITER WANTS 
TO KNOW. 

Bv Lours R. HoLSKE. 

Finishi11g Hardware-In considering the finishing hard
ware for any building, the architect will naturally approach 
it from the a:s theti c side. He will decide whether the 
trim of the door hard ware is to be the sect iona l type, 
i.e., as a separate rose and escutcheon, or the combined 
rose and escutcheon type, i.e., a plate having on it both 
rose and escutcheon. H e will decide a lso the metal to be 
used in the trim, which in good work should always be 
bronze, the finish to be given the met al, and the size and 
fo rm of knob and other trim . vVith the above items 
sett led he will consider the hardware in detail. First 
.·scussing th e butts, will they be American or French 

form, fast or loose-pin, steel-bushed or ball-bearing, of 
bronze metal or merely bronze plated, or of cast or 
malleable iron , with steel washers, for painting. He will 
ins ist, of course, that butts for exterior work be of 
bronze metal a nd that those fo r casement and transom 
sash be fast-pin type. H e may perm it butts for interior 
work to be steel, bronze plated, but he will insist tha t they 
be ball -bearing. Considering the hardware for exterior 
featur es _he wi ll want to see th e proposed equipment for 
double-hung wind ows. The type of sash-Ii ft, whether 
flu sh or bar, th e type of sash- fas t and socket for control 
of th e upper sash, if a socket is to be used. He will 
want to see the equipment fo r casement and pivot win
dows a nd transom sash. vVhat type of adj uster is pro
posed for casements and what lock, a mortise bolt or 
turnbuckle applied in the face of the sash? For pivotted 
sash, points to be examined are th e construction of the 
pivot and the type of catch or lock and the adjuster. 
F or transom sash, the catch and lift, o r if operation is 
to be by pole, the size of the chain used for the stay 
a re to be looked into. For ex terior doors, what is the 
type of lock proposed to be used ? A morti se cylinder 
lock having spring and dead bolts for main entrance 
doors should be insisted upon, but a three ( 3) tumbler 
bit key lock may be accepted for other doors, provid ed 
th ey are eq uipped in addi tion with an independent mor
ti se bolt. In the selection of th e type of lock for inte
rior doors, either cylinder of bit key, the architect will 
usually be gove rned by cost, which will indicate a bit
key lock. the cylin der being- more expensive. Be ma v. 
however, in sist on certain door s being equipped with 
cylind er locks for the added secu ri ty. The market afford s 
quite a vari ety of locks and latches with var ious func
tions. Ca re should he exercised in selecting fo r each 
door the lock or latch wh ich wi ll best g ive the control 
of th at part icula r door. The lock or latch should be 
carefully examined. T he case should be of cast iron. sub
stanti a l in chai-acte r, and the strike, fr ont, bolts and hub 
of bronze. The hub should have a hearing on the case 
to preyent rocking of the spin dle. F or the same reason 
th e rose should be wh at is kn own in the trade as "bracke t 
bearing," i.e., the stem of the knob is shouldered, the main 
stem entering th e rose, the shoulder resting on the t op 
o f th e r ose. The case shoulrl he opened and the mech
a nism of th e lock examin ed a nd the decision gove rned by 
the character of th e workman ship displayed. If the parts 
a re fou nrl to be care fully made and well fini shed, the 
lock may be selected. but if the parts are fo und to be 
very rough a nd poorly finished , giving evidence of care
less manufacture. it should be 1·ejectecL As a gene ral 
principl e one shoul d expect to find in th e case as little 
cast iron or steel as is possible to do with. It should be 
limi tecl to tu 1i1hlers with actuat ing spring and to levers 
contro lling th e spring bolt : A ll spiral springs should be 
of ph osphor bronze or brass. The architect wi ll examine 
with equal car e all oth er hardware items proposed to be 
used such as bolts, door stops, checks and closers, sash 
adjusters, t ransom operators, etc. 

PUBLICATIONS OF INTEREST TO THE SPECIFI
CATION WRITERS. 

Any publication m entioned 1111der this heading w ill be 
sent fr ee, upon request, to readers of PENCIL POINTS by 
the firm isrning the publication. 

The Complete Line-A complete handbook for the 
specification writer a nd the man on the job is thi s book
let issued by The United States R adiator Co., Detroit , 
Mich. It contains illustrations of various heating units, 
and a lso gives by tables and drawings information regard
ing them, which is of practical use to th e a rchitectural 
office. This handbook measures 40 x 7)1,i inches and con
tains 258 -pages. 

American Tlf/al1mt- Th e Choice of the Master Crafts
man- A brochure containing excellent illustrat ions of 
early carved wodc in walnut, with an outline of its use 
by craftsmen, and offers info rmation r egarding veneers. 
The illust rations show types of figured panel surfaces 
that are obtainable, in the wood, and the text tells of wal
nut types, natural formations, and loggi ng processes, all 
interest ing and valuable info rmation. The brochure con
tains forty-e ight pages a.nd measures 7 x 9 inches. It is 
publi sh ed hy The American vValnut Manufacturers' Asso
ciation, 616 South Michigan Blvd., Chicago, Ill. 

Koll's Patent-In order to place before the field an 
adequate description of their lock-j oint wood column, thi s 
forty-eight page booklet has been publi shed by the Hart
mann-Sanders Company. The photographic illustrations 
show m any classic types of columns and pilasters, which 
are available for use. The size of the booklet is 7)1,i x lO Ys 
inch es. Published by the Hartmann-Sanders Co., Elston 
and Webster Ave., Chicago, Ill. 

Fireproof Construction-In a booklet, illustrated and 
with text on metal lath, the Northwestern Expanded 
Metal Co., 37 \!Vest Van Buren St., Chicago, Ill ., explains 
the vari ous types of construct ion into which Knoburn can 
be built as fireproof construction. The illustrations and 
scale drawings show sections through construction of 
exterior walls, floors and suspended cei lings. 

Sargent Booll of Designs-To assis t the a rchi tect in 
carrying out the scheme of des ign in hardware for his 
building, Sargent & Company, New H aven, Conn., have 
issued this little 76-page booklet, size 5).l,ix9y,( inches. It 
contains illustrat ions of locks, knobs and escutcheons and 
one illustrati on of the interior of the cylin der showing 
operati on of the lock. 

T apestry Briclz Wark-Artistic Brickwork, its ach ieve
ments and poss ibi liti es, is an interesting a rticl e concern
ing thi s building material, and the photographic illustra
tions show a fe w o f th e monuments left th rough the ages 
to show the possibility of bri ckwork as a decorat ive build
ing ma terial. Bonds and jointing are treated in another 
art icle with text and illustration, and some specification 
notes with tables of brick dimensi ons and fo rmulae for 
mortar mix ing fo r tapestry brick-work. Th is booklet, 
8x10Y, inches, conta ining 48 pages, is published by Fiske 
& Company, .10 F r anklin St., Boston, Mass. 

Letters on Woo d-Fin ishing-The Architectural Service 
Departm ent of Pratt & Lambert have printed a ser ies of 
letters setti ng forth in simple language wood-finishing 
lore. They are bound in a book, 8Ji:,xll inches, contain
ing 18 pages. The series describes the characteristics of 
the stains, sponging e_ffects, fini sh, fillers, harmony, etc. 
Published by th e Pratt & L ambert Co., Buffalo, N . Y. 

M ea-Suring Ta pes and Rnles of Every Description
Catalog N umber Ten, issued by Th e Lufk in Ru le Co .. 
Saginaw, Mich ., contai ns illustrations and descriptions of 
tapes and rules showing various types for architects, engi
neers, surveyors. Measuring tools for mechanics such as 
gages, protractors, etc. The booklet measures 6x9 inches 
and contains 122 pages. 
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GIACOMO BAROZZI DA VIGNOLA. 

(Continued from page 24) 
Vignola. The main building was built in three years; the 
landscape work was done between 1553 and 1555. 

The Caprarolo Palace is the most beautiful and stately 
work of Vignola. Cardinal Allesandro Farnese selected 
a solitary situation about thirty miles from Rome, in a 
mountainous and desolate place. The edifice stands on 
the ridge of a hall, surrounded by rocks and in a. kind 
of defile it for111s an amphitheatre which presents 1.tself 
most ag~eeably to those who approach a nd it commands 
a fine view. 

Vignola died at the age of sixty-six and was buried 
in the Pantheon with great pomp by th e 111e111bers of the 
Academy of Drawing. An10ng hi s works a re the Cap
rarolo of Viterbo, the J esuit Church ( Il }esu ) in Rome, 
begun in 1568, a, Baroque type of church., two ~lea r cup.olas 
of St. Peter's, alteration of th e Portico d1 Banch1 at 
Bologna, Casa Bocchi-Piella. 1545, the Palazzo Isolani 
at Minervio, Casa Tarugi in M onte-Pulc1ano, Palazzo 
Farnese in P iacenza and many others, in addition to his 
work at the Villas Papa Giulio, L ante and Farnese. 

THE PHOTO-PERSPECTIVE PLAN 
( C ontin11ed from pa.ge 37) 

ber of years and has been of great value as a ti111e and 
labor savei-. I ts value as such naturally increases with 
th e complexity and ir regularities of the ground plan. It 
is a practical method-not a theory-and a ny draftsman 
of average skill in perspective should be able to handle 
it, prov ided the proper facilities a re at hand. 

THE AMERICAN ACADEMY I N ROME, \i\1INNERS 
I N THE COMPETITION FOR FELLOWSHIP 

T H E winners have just been selected in the annual 
competition instituted by the A111erican Acade111y in 

Ro111e. Three fell owships ·were awarded, one in a rch itec
ture one in painting and one in sculpture. Each is of 
the 'value of $1,000 a year, for three yeaq;, during which 
period the recipi ent resides at the Academy in Rome, with 
certain liberal allowances o f ti111e fo r travel. 

The fellowship in architecture this year has been 
awarded to V. L. S. H afner, of New York, a student 
of the Boston Architecttu-al Club and the Massachusetts 
Institu te of T echnology. As a further qualification he 
presented hi111self as the winner of the second prize in 
the Rotch Travelling Scholarship competition in 1920 and 
1921. H e entered the Academy's competition at Colu111bia 
University. It involves always a preliminary and a final 
competiti on . The subject for the fir st was a country 
school fo r boys, nea r an old fashioned New England 
village. The final problem was a group of btiildings for 
a university of the first class . 

Frank H. Schwa rz, of New York City, who has studied 
in the ar t schools of Chicago a nd entered the competition 
at th e Nati onal Academy of D esign here, has won the 
fellow ship in painting. His subj ect was a tribute to hero
ism. The same subj ect was set fo r the fellowship in 
sculptu re, awarded to Edmond R. A mateis. Born in Ro111e 
but now an A 111eri can citizen, li ving in New York, thi s 
arti st entered the competition at the National Acade111y 
of Design. H e has been a student there, at the Academie 
Juli en , at the League and at th e Beaux-Arts Institute of 
Design. 

THE ARCHITECTURAL CLUB OF NEW HA VEN 

T H E Architectural Club of N ew Haven (Connecticut) 
held an important m eeting at its clubrooms on 

Chapel Street on Tuesday evening. President Theodore 
0 . Appel presided. There was a large attendance of the 
officers and member s. A revision of the by-laws was 
thoroughly discussed and some changes were made in 
order to make provision for th e rap id growth and future 
welfa re of the club. An article was included in the by
laws providing for admission to acti ve membership o f 
non-resid ent a rchitects. This wil l, no doubt, bring into 
the club representatives from other Connecticut citi es. 
especia lly fro m Bridgeport and \!Vaterbury. H artfo rd 
a lready has r epresentatives on the membership and will 
probably cont r ibute more. Th e subject of the club's 
outings was considered. Provision was made fo r the 
recreati on of the members for the summer month s. Plans 
fo r next yea rs ex hibi tion were formulated and an addi
tional co111 mittee was provided, of which Mr. A. 'vV. Boy
len is chairman. 

Turner 
Chose 

Whatman 
Turner - 111asterful in hi s 
co lor cont rol, careful indeed 
in his selection of materials, 
was only one of the great 
water-colori sts who found the 
des ired respon se to their 
genius in 

Gen uine hand-made 

DRAWING PAPERS 
Because these papers possess 
great s trength and durability, 
they a re un ive rsally used to
day by foremost Architects. 
T hey wi ll help you bring out 
the best featu res of your 
work. 

\ i\f ri te fo r sample book 

H . R EEVE ANGEL & CO. 
IN COR PORATED 

7-11 Spruce Street, N ew York 

Sole Alfill Rcj;rcsc11talivcs f or t!ie 
Co11 tiuc11t of 1\lort/1 Amer ica 

FERAL UN 
Anti-Slip Treads 

In many existing s tructures the owner or janitor 
co111pletes the architect 's unfinished work b y 
putting Feralun anti-slip treads on marbl e steps 
to make them safe. 
For new work the architec t assures safety and 
completeness by specifyin g F E R AL U N , 
BRONZALUN, and VULCALUN. 

AMERICAN ABRA S IV E M E TALS CO 
50 C h u r ch Street New York, N. Y. 


