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Manitoba Parliament Building, Winnipeg.

Frank W. Simon, F.R.I.B.A., Architcct.

] N the nature of things it can fall to the lot of very few
architects to build a Parliament louse, and Mr. Frank
Worthington Simon, F.R.ILB.AL is to be congratulated on
finding himscel among the clect. His designs for the Parlia-
ment Building of the Provinee of Manitoba at Winnipeg,
Canada, were  chosen
from among those of
sINty=seven competitors,

It was in December
tg11 that the Provineial
Government of Manitoba
announced the competi-
tion, which was open to
all  architects o the
British Empire, for a new
Provincial  Capitol,  as,
following the lead of the
noble old Romans, and
the more immediate ex-
ample of the people of
the United States, the
Heres of our Domintons
and Colonies hke to term
thetr Partiament Houses,
thus  investing  them
with reminiscent dignity.
My, Leonard  Stokes,
PP RIB.A, was in-
vited to make the fnal
choice of <l(-\igns, and in
1913 tenders  were ob-
tained and  contractors

[

were chosen. Al was
not  plane sailing, how-
cever, for 1t was  not
wholly - because of the
war that in 19135 building
operations abruptly came
to a standstill.  There
were  certain troubles
that led [to the resigna-
tion of the Provincial
Government of the day,
the  new  Government £
calling for fresh tenders

and appointing another

firm of contractors

to undertake the work.

From the accompanying illustrations it will be scen that
the plan of the buildings is aitch-shaped I, the end-arms of
the aitch extending east and west, and comprising corridors
running between the various administrative or clerical offices.
Similar corridors traverse what may be called the stem of the
aitch from north to south, and merge in the cast and west
corridors. Each of these corridors—those in the arms as well
as those in the stem of the aitch—is about 3o ft. long.
According to the official description the aitch is “contained in
a rectangular parallelogram, 337 ft. by 328 ft. Between the
north and south corridors are shorter passages running trans-
versely to them at the centre of the building, and giving
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STAIRCASE HALL,

entrances and exits to the rotunda, above which is the Legis-
lative Chamber, whose several entrances open directly on to
the north and south corridors.  This central space, 604 ft. in
divmeter by 84 ft. bigh, is covered by the dome that is the
most distinetive feature of the exterior, It will be seen from
the plan that only one-
third of this middle arca
of the building is occu-
picd by the rotunda, the
other two-thirds of the
space  heing allotted 1n
cqual parts to the book
store to the south of it,
and to the grand stair-
case approached from the
entrance  hal on the
north. The  public gal-
leries, which contain oo
seats, are reached from
the  statrcases,  or by
meansof thelifts, situated
at the four ends of the
north and south corn-
dors.  Nothing could he
more simple and straight-
forward than the plan-
ning, the  four main
corridors — being  direct
and unintercepted gang-
wavs, and having there-
forec  nothing  of that
maze - like  character
which in manv a public
buillding renders a visit
the indoor cquivalent to
being lost on the York-
shire moors,

Simple  also is the
design  of  the  entire
building, its  almost
austere character follow-
ing the adoption  here
of Tonic and there of
Doric cohimns, for Greek
character has beensonght
throughout. In the ro-
tunda, however, the
CorinthianOrder tempers
the general severity.  The site comprises, approximately,
thirty acres, and is level, save for a gentle slope towards
the Assiniboine River; and the grounds, when completed in
accordance with the architect’s plans, will show a gradual rise
from all four sides to a plateau surrounding the building to a
width of about 70 ft. The cubical contents amount to nearly
7,000,000 cubic ft., and the floor-space, exclusive of halls, is
about 220,000 sq. ft.

The external feature that arrests and holds attention,
dominating the building— the tower with its dome— rises about
180 ft. above the main roof, making a total height of approxi-
mately 250 ft. from the ground-level. The building is faced on
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all sides with limestone quarried at Tyndall, Manitoba, thirty
miles east of Winnipeg. The steps at the main entrance are of
grey granite from Ignace, Ontario, and the portico to which
they lead comprises six fluted columns of the Ionic Order, sup-
porting an entablature which terminates in a pediment with
tympanum carved in high relief, from models prepared by the
late Mr. Albert Hodge, who died a few months after completing
them. He here typifies by the central female figure, of heroic
size, the Province of Manitoba; the subsidiary figures repre-
senting Indolence, Industry, European Immigration (the new
family in the new land), the tiller of the soil, a man and woman
laden with the products of the soil, two female figures sym-
bolizing the two great watercourses of Manitoba—the Red
River and the Assiniboine. At the main roof-level, and flank-
ing the pediment, are two Sphinxes, “gazing inscrutably east

THE ARCHITECTURAL REVIEW.

The Ionic Order is, of course, also used at the east and west
entrances. At the east entrance there are figures representing
respectively Lord Selkirk of the Red River Settlement episode
in history, and the Sieur de la Verendrye, who reputedly was
the first white settler in the Manitoba region. At the west
entrance the statues are of General Wolfe and the Marquis of
Dufferin. These figures were modelled and carved by Messrs.
Piceirrilli Brothers, of New York.

At the roof-lével of the cast entrance are heroic figures of
an aboriginal “brave” and of a helmeted European, warriors
botlh, and intended to symbolize War. At the west entrance is
a group typifying Peace. Mr. Hodge modelled all the figures,
which were carved by Messrs. Piceirrilli.

The tower and dome reaches the height of 180 ft. in five
distinct stages. The fourth stage, which constitutes the chief
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and west.”  These also were modelled by Mr. Albert Hodge. feature of the tower, comprises twenty-four columns of
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MANITOBA PARLIAMENT BUILDING, WINNIPEG.
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MANITOBA PARLIAMENT BUILDING, WINNIPEG.
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Plate II.
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MANITOBA PARLIAMENT BUILDING, WINNIPEG. 9
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LIEUTENANT-GOVERNOR’S ROOM,

Composite Order, with entablature. architrave, fricze, and
heavily projecting cornice relieved by a dentil course: whil:
carved urns lend diversity to the surmounting parapet

At the basc-level of the dome are four groups of statuary,
representing respectively Agriculture, Science, Art, and In-
dustry.  These figures were modelled by Mr. Birnte Rhind, of
IZdinburgh, and carved by Mr. 1I°. AL Purdy, of Michigan.

Above these groups of sculpture the cupola of the dome rises
in the form of an irregular octagon, terminating in a smaller
cupola that reaches a height of about 250 ft. from the ground-
level. Copper sheathing covers the dome, surmounting which,
as terminal, is Eternal Youth, a figure in gilt bronze, bearing
in his left arm a sheaf of wheat. M. Georges Gardet, of Paris,
was the sculptor.

Entering the interior it is seen that, on the ground floor,
semicircular arches open a dozen ways between the staircase
hall and the surrounding corridors. M. Georges Gardet, of
Paris, modelled the two huge bronze bisons that stand on
pedestals one on each side of the stairs.

A balustrade of Mazzano marble surrounds the staircase-
well, and the radial marble floor, with its Greck key-border of
Verde Antique, shows a combination of Glenfalls black marble
with various shades of grev and pink Tennessee marbles.

Ifilling the large semicircular arch over the alcove leading
into the Legislative Chamber is the circular-leaded panel
painted by Mr. Frank Brangwyn, R.A., which was described
and illustrated in the REVIEW for \hrch 1921. Its subject is

“Canada’s War Record,” and the painting is admittedly one
of the finest efforts of this master of mural decoration.,

Under the Brangwyn panel is an alcove leading to the Legis-
lative Chamber, which 1s horseshoe-shape on plan, and has a
radius of 34 ft. 6:in. on the civeular portion, while the height
of the chamber is 43 ft. In all there are sixty desks, arranged
in circular tiers, the Speaker’s chair occupying the south end,
while the Press Gallery s situated above it, immediately to
the rear. There are six entrances to the Public Galleries, which
have a seating capacity for 3oo.

In niches right and left of the Speaker’s chair are two
heroic-sized seated figures, in old-gold bronze, of Moses and
Solon.  They were modelled by M. Georges Gardet,

The ceiling and wall decoration of the chamber is by
Mr. Angustus Vineent Tack, of New York, and is an elaborate
allegory of ancient law-giving, beginning with Babylon and cul-
minating with Runnymede. Only in the Brangwyn panel, in
Mr. Tack's comprehensive allegory, and in the ceiling of the
Library, is colour employed at all in the decoration, the
panelled and coffered ceiling in the Library being painted in
Pompeian colours which find a response in the crimson-leather
upholstery.

The total cost of the work was 8,075,865 dollars. It is of
interest to note that the architect of the building, Mr. F. W,
Simon, F.R.I.B.A., was in 1887 awarded the Tite Prize for a
Classical design for a cathedral, and that he studied under
M. Pascal at the Paris Beaux-Arts.
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M. A. Pergolesi and Robert Adam.

By Walter Shaw Sparrow.

(Concluded.)

N 1892 the late Aldam Heaton published two immense vol-
I umes on English furniture and decoration of the eighteenth
century. In weight avoirdupois they are almost as heavy as
early Victorian chairs; but their facsimile reproductions are
very good, and Heaton’s notes are brisk and roving. He says,
for example, that Pergolesi, bevond doubt, was the acknowledged
author of most of the beautiful details of Adam’s books. He gives
no authority for this affirmation. A little later he modifies his
choice of words, saying that Pergolesi ““is known to have been
the draughtsman, if not the actual designer, of the ornament
contained in ‘ The Works in Architecture of Robert and James
Adam.”” Either Heaton had some authority, perhaps in
manuscript, or he repeated what he had heard during his youth.
But when a positive and striking statement is printed and cir-
culated, its adventures afterwards are likely to be many and
various. I find, for instance, in R. S. Clouston’s ““English
Furniture and Furniture Makers of the Eighteenth Century ”
(p. 252) a conviction very similar to Heaton's: “ Pergolesi
must have been immensely useful to Robert Adam as a
draughtsman, for it is evident that he had the whole work of
the school from which Adam took his ornament at his finger-
ends, and where he restrained his too exuberant curves and
flourishes it 1= difficult to discriminate between tliem, more
particularly as a large number of Adam’s acknowledged designs
were probably by him 'i.e., Pergolesi’.”
Let us turn to another book. It is “The Chippendale
Period,” by K. Warren Clouston.  Here we are told (p.123)
not only that James Adam is very far behind his brother, but

also “almost as far behind Michael Angelo Pergolesi, to whom
a considerable portion of the fame of the brothers is due.”
The author adds : “Pergolesi rendered Robert Adam immense
assistance, both in external architecture and in his books.
Many of the drawings and beautiful designs in these were his
li.e. Pergolesi’s], and the execution of much that he [Pergolesi]
did not originate was frequently entrusted to him. It is now
difficult to estimate the amount of his influence on Adam, though
it is evident that it must have been great, as some of the work
generally known by his employer’s name can be definitely traced
to his brain and hand.”

No authorities are named ! More surprising is the fact that
even the ““ Encyclop:edia Britannica’ takes almost the same un-
charted course; and as the little article on Pergolesi in this
encyclopadia 1s unsigned, it carries with it the full weight of
a national work of reference. Consider a few extracts.

“Pergolesi, like Cipriani, was brought, or attracted, to
England by Robert Adam. He worked so extensively
for the Adams, and his designs are so closely typical of much
upon which their reputation rests, that it is impossible to doubt
his influence on their style. His range, like tleirs, was catholic.
He designed furniture, mantelpieces, ceilings, chandeliers,
doors, and mural ornaments with equal felicity, and as an artist
in plasterwork in low relief he was unapproached in his day. . .
His satinwood table-tops, china cabinets, and side-tables are
the last words in daintiness which here and there perhaps is
mere prettiness. Pergolesi likewise designed silver plate, and
many of his patterns are almost instinctively attributed to the

PERGOLESI CHAIRS.



PERGOLESI AND ROBERT ADAM. k|

PERGOLESI

brothers Adam by the makers and purchasers of modern repro-
ductions. There 15, moreover, reason to believe that he aided
the Adam firm in purely architectural work. .

The whole question is one of historie truth; and surely it is
astonishing that Pergolesi, after many years of unmerited
neglect, should be acclaimed by ardent supporters who circulate
statements requiring proof, vet do not think it worth while to
say where their convictions may be verified.  Not one of these
supporters draws attention to the facts which my resecareh has
discovered, and which we will consider at once.

’

’

From ‘““Notes and Queries,” 16 December 1882, p. 490, |
take some interesting matter :

““Pergolesi.— I have a large folio volume of coloured draw-
ings lettered on the back, ‘ Pergolesi’s Drawings from Montfau-
con,’ all of them signed ‘Pergolesi del. et pinx. 1776 (or 1777).’
Can any of your readers give me any particulars concerning this
artist ?—T.S.”

No reader of “Notes and Qheries” answered this question;
but the large folio volume may be still in the British Isles, and
the present owner may see this article. "It would be useful to
see what he chooses from Montfaucon’s volumes, and whether
his brushwork has the swiftness of his engraved work.

Again in Quaritch’s General Catalogue for 1883, vol. ii,
p. 1084, there is a book which, so I learnt recently, was pur-
chased by Quaritch at Christie’s in 1878-79 :

‘“Pergolesi.—Ninety-six Original Drawings of Arabesque
Ornament by this talented artist, mounted on drawing paper,
in a large folio vol., morocco extra, with borders of gold, gilt
edges, £105. 1770.”

If the date 1770 is correct, and Quaritch catalogues in the
eighteen-eighties were not always correct in dates, it may mean
that Pergolesi was then in England, and that one of his clients

’
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bought the drawings and bound them riclidy.  This folio also
may not have been sold to a foreign collector.  1ts present
owner is unknown, but a little advertisement (as in this article)
may discover him.

In 1883, moreover, Quaritch had on sale for £30 sixty-six
plates thirteen numbers| of Pergolesi’s designs, 2 vols., half-
russia, and bound up with them were the original proposals for
printing the Pergolesi ornaments, and ninety architeetural
designs by two of Pergolesi’s contemporaries, W. Thomas and
James Lewis.  Here is another folio to be found, for the original
prospectus has important value,

A copy of the original prospectus and a small fragment of
an original are preserved in the Vietoria and Albert Museum,
vet they are not referred to by Pergolesi’s ardent friends. The
fragment is casy to date, for it speaks of the twelfth number,
which was published in 1791; but the copy belongs partly to
this year, partly to 1777, 1 believe.  In other words, the pros-
pectus of 1777 was altered by Pergolesi in 1791, but not suffi-
ciently to hide the whole of its date. Certain words belong to
a time when the publication was still a project, while others
belong to a later date, as in a reference to the death of Cipriani,
for example.

These documents have the value of point-blank firing.
They bring us into such close touch with Pergolesi himself that
we hear him speak, and watch the movement of his mind, and
see that his character has a smiling patience and a suave per-
sistence. He is determined to settle in London, like Cipriani,
Carlini, and Bartolozzi; and though his tact is supple and very
polite, he feels that mock-modesty will be a hindrance rather
than a help to him, so he shows plainly that he is conscious of
his easy and swift skill. Pergolesi, too, is a thrifty man; he
decides that he will do-all of the work himself, apart from some
friendly “star” assistance which he will receive from Cipriani
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and Bartolozzi, and which will enrich his publication with four
very dainty and popular centrepieces. Cipriani. di.ed in 1785,
just six years after Pergolesi started his long pubhshmg venture,
but the centrepieces from his tender and sweet designs were
published in engravings by Bartolozzi, who lived on to the. year
of Waterloo. Pergolesi is very proud of his friends’ centrepieces,
but does not say in which capacity he is proud, for he appears as
publisher as well as designer and engraver. _

Did he act also as his own editor ? Sometimes, I think, and
not without queer results. The engraved words under the
plates vary a little, but they are always curious. Example :
“Pergolesi Invt. Sculpt. Published According to Act of
Parliament, August 30, 1792, No. 16 Broad Street, Golden
Square.”  When he dedicates the first twelve numbers to the
memory of that Duke of Northumberland who used to be Sir
Hugh Smithson, who was one of Robert Adam’s clients, and who
died in 1786, Pergolesi describes a sometime patron as “The
Late Most High and Puissant Prince.” Prince! Also, cleven
plates are misnumbered—a high percentage. But Pergolesi’s
aim is to put his publication before his subscribers at a low
price. Constant expert editing would cost a good deal, and I
prefer good paper (to which he draws attention). The 12th
Number, he says, will be delivered to subscribers at 6s., a low
price indeed for five large plates of engraved art ; and “ subscrip-
tions and orders are received at the author’s, 16 Broad Street,
Golden Square, where specimens of his work may be seen, and
nowhere else.””  No discounts to middlemen, clearly !

“Mr. Pergolesi continues to teach Ladies and Gentlemen
every branch of Ancient and Modern Ornaments, Designs,
Paintings, etc., on very reasonable terms, in a manner which,
for its character and expeditious method, and novelty of execu-
tion, has gained him the patronage of many of the Nobility
and Gentry of England*. Mr. Pergolesi, if required,
will wait on any Lady, Nobleman, or Gentleman, with speci-
mens of his work.”

There is also another interesting statcment, namely, *“ that he
has long applied his attention to the ornaments of the Ancients,
and has had the honour of designing and painting rooms, ceil-
ings, staircases and ornaments for the Nobility and Gentry of
England, and other countries.”” Note the words ‘‘other coun-
tries,” for they prove that Pergolesi came to England with the
style he followed, and is not a copyist of Adam, as a good many
persons have suggested to me. No copyist ever gains control
over his materials equal and similar to the confident facility
shown by Pergolesi; and we shall see later that he wants to
keep in touch with his clients abroad by publishing in the final
number of his work certain information given in four languages.

Speaking next as publisher he “flatters himself that these
designs will give pleasure to the Noblemen and Gentlemen, and
be of great utility to the Architect, Painter, Sculptor, Modeller,
Carver, etc., or any person concerned in those branches of the
polite Arts where taste and ornament are required.” And he
appeals again to technical workers by saying that he has
chosen “superfine Imperial Paper fit for colouring.” He him-
self', then, while publishing a work in black and white, keeps
design and colour before his mind as married affinities ; and he
doe§ so, rerpember, when drawing in colour from Montfaucon’s
“L {Xnthmté Expliquée.” Is it for this reason that he speaks
of his designs as being in ‘‘ the Etruscan and Grotesque Style”” ?
A few are grotesque, but the Etruscan style is regarded as
prert Adam’s original composition. Pergolesi has a different
view, placing his own designs united to colour among the pro-
ductions of that style.

Now, the infc_)rmation given by Pergolesi is a thing to be
.trusted unless ev1der}ce can be brought against it. A foreigner
in London, who_ receives help from Cipriani and Bartolozzi, and

* Note these words. N N
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who is eager to win subscribers in a time of grave national
crisis, would be a fool, not an astute impresario, if he tried to
attract financial support from art patrons and from architects
and craftsmen by putting falsehoods into his prospectus. If
he has nof designed and painted rooms and staircases for English
nobles and gentlemen, the comparatively little London of his
time will be aware of this fact, for the whole art movement
circulates from a small west and west-central portion. As for
the pressure of national anxieties on all artists, we must remem-
ber that in 1776, on 4 July, the British Colonies in America
declared their independence, and that immense reactions
followed, in the midst of which our country had to fight against
increasing foes till 1783, when the Treaty of Versailles gives a
few years of peace to lier and to Europe.

Yet Pergolesi does not hesitate to put money and much
time into a very ambitious publishing adventure which will
need for a long time steady support from enough subscribers.
His aim in 1777 is to publish by subscription two big volumes,
with 24 numbers in each volume, and 5 plates in each number ;
120 plates in a volume. This very large scheme, with its 240
full-page engravings in all, shows that Pergolesi begins his work
in what he deems to be a secure position; and also as a facile
and versatile ornamentist who believes that he will travel
rapidly and well over his metal plates. His enterprise could
not be undertaken by any foreigner who had not worked for
some years and with much success for English clients. But his
confidence, in times of Gordon riots, Impressment Bills, defeats
in America, and increasing war elsewhere, is thwarted by
experience. It takes the good man fourteen years to bring out
a dozen numbers. The plates in each number are dated, so it
will be easy for you to learn approximately when the numbers
are published. Gaps of time separate them, the widest one,
between the eleventh and twelfth numbers, extending from
20 March 1785 to 26 July 1791.

Note the patience and persistence. A serial publication is
harmed as a rule by irregular instalments; and yet, if Pergolesi
has lost money without recompense, why does he not give up
his venture ? T am inclined to think that William Pitt’s period
of social reform, between 1784 and 1792, when war against
France becomes necessary again, is friendly to Pergolesi; that
he obtains more and more work, and by doing it well he wins
new subscribers for the continuation of his book.

After the twelfth number is published, he makes a change in
his arrangements, for paper has gone up in price, and he is
anxious.  Artist like, he fears to put business bluntly, and
taxes himself before he announces that he must ask more for the
coming numbers :

“Mr. Pergolesi most respectfully begs leave to acquaint his
Subscribers, as well as the Public in general, that the next
Number, being the 13th, as well as all succeeding Numbers to
No. xxiv, the whole Numbers of the first Volume, will have one
Plate each additional. The price will be 7s. 6d. each Number,
including a Dedication (by permission), and a Portrait of the
Nobleman or Gentleman to whom the Number is dedicated.

“Mr. Pergolesi trusts, at the same time, it will not be thought
an Overcharge, if he is compelled, by new Duties being laid
upon the principal Article of his Work [paper], since the year
1777, when he began his Publication, to raise the Price of the
above Numbers, which will just indemnify him for the new
Duties he must now pay.

““No. xii will be delivered to subscribers at 6s.”

Pergolesi promises also that “a list of the subscribers’
names will be engraved and delivered with the last number,
with the Title, Dedication, and Index of the Work, in English,
French, Italian, and German.” Unluckily, he does not live to
fulfil this promise; and his successor makes no attempt to com-
pile a list of the subscribers. The thirteenth number is
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published in August 1792, the memorable vear in which Robert
Adam died and Britain’s long struggle with  Napoleonized
France began. IFrom this date to the vear 1801, Pergolesi
disappears from my rescarch; then the fourteenth number s
issucd by his successor, whose name 1s spelt variously: Dulau-
chiamp, bPulouchamp, Dulonchamp, and who speaks of “the
Late Signor Pergolest.”

Mr. Lenygon has said that Pergolesi works on into the nine-
teenth century,  If so, and Dulauchamp’s evidence neither
confirms nor refutes this view, he manages somchow to live
through cight years of bad times, and without any desire to
complete his publication.  Only four new plates are added by
Dulauchamp, raising the total to seventy; and [ learn from a
Quaritch Catalogue that a reissue of the fourteen numbers
dating from 1801 is printed on a bluish paper very poor i sub-
stance, and that the dates on some of the carly plates are
altered, as from 1777 to 1778.  Dulauchamp, acting as a man
of business, tried to earn shillings by harming a dead artist’s
handicraft.

There are two dedications, with engraved portraits, in the
tourteen numbers, and both are addressed to nobles who are
found among Robert Adam’s clients and friends. I do not yet
know in what way Pergolesi was helped by the Duke of North-
umberland who died in 1786 ; and as for the second dedication,
it appears in the thirteenth number, with a portrait of Elizabeth
Duchess of Buccleuch (spelt Buccleugh by Pergolesi), whose
husband was one of the pall-bearers at Robert Adam’s
funeral.

For the rest, what is our attitude to be towards Pergolesi's
furniture ? It is a topic full of pitfalls. Patterns for inlaid
and painted tabletops are found among his designs; and a few
picces of wooden furniture, just roughly suggested, are placed
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against the walls in three schemes for room decoration. It is a
pity that the seventy plates have no wooden furniture  no
chatrs, tables, cabinets, stools by which we can judge him
closely, as we <1u in his designs for silver plate. But books on
wooden furniture were so common in Pergolest’s time that it is
casy to understand why he preferred to linger over another
vogue.  In Cescinsky's book, vol. 11, p. 353, it 1s said that Robert
Adam “was certainly indebted to Pergolesi for many of his
furniture designs, and this seems probable, but absolute proof
15 wanting,

Some of the furniture attributed to Pergolesi belongs, 1
believe, to Sheraton’s last phase, that introduced into furniture
a comical varied show of wild creatures, ranging from camels
and dromedaries to “a grifhn's head, neck and wings united by
a transverse tic of wood, over which is laid a drapery, thrown
casily over and tacked to behind.”  Sheraton might have
remembered  Bottom the Weaver’s friend -~ a more homely
amimal with fair long cars.  He speaks of chairs “whose {ront
is composed of a dog's head and leg, with shaggy mane joined
by a reeded rail " ; and recently 1 examined two chairs belonging
to this musewm of zoological atrocities, but attributed to poor
Pergolesi.  They were painted white and red ; their arms were
formed by dolphins, carved and painted ; lion heads appeared
in the top-rail; and in the splat portion was some twisted wood-
work that resembled crinkled tape.  Yet those chairs, absurd
in their details, had poise and style in their general appearance,
and, though worn by long use, remained apart from the brief
scasons of our perishable days.

In this article are several illustrations of a suite of Pergolesi
which used to be in the late James Orrock’s coliection, and
which can be accepted as genuinely typical. Lord Leverhulme
has another suite, in his wonderful treasures at Hampstead;
it has two large settees and six armchairs.



Alterations to Thame Park, Oxfordshire.
G. Berkeley Wills, A.R.LB.A,, Architect.

WRITER in describing Thame Park some years ago
A says : “Within the limits of natural style it is difficult
to find examples of architectural contrast more complete
than that presented by the south and west facades of Thame
Park. The south front is a most excellent and little altered
specimen of the late phases of domestic Gothic, and was built
at the moment when Renaissance influence had reached our
shores, but, except very occasionally and generally in matters
of internal detail, had not pierced the conservative shield of
the English builder of Henry VIIT’s time. The western front
was built two centuries later, after many generations of
English architects had steeped themselves in Italian forms
and principles, and the last trace of medizeval survival had
vanished under the tyranny of triumphant classicalism.”
The junction of the Tudor and Classic at the south-west
corner is not so startling to-day as it sounds, owing to the

This Tudor wing, and also the older kitchen wing, have
passed through many phases. The former was originally
roofed with stone slabs, and the junction with the west front
shows signs of nineteenth-century Gothic work, though pos-
sibly it may be of earlier origin.

About 1745 “Mr. Smith, an architect of Coventry,” built
the western front for the sixth Lord Wenman, to whose family
Thame had passed about the time of the Commonwealth.
Not very much is known of this architect, but he isreputed
to have been connected with Gibbs in building Ditchley and
the Radcliffe Library, and he built Edgecote, in Northamp-
tonshire, which bears a likeness to the work here, and has the
same arrangement of the grand staircase built clear of the
main building to avoid screening the ground-floor windows.

This western block, which was very accurately set out, and
is a good example of simplicity and restraint, contains a fine

SOUTH

difference in levels, the mellowness of the buildings, and the
huge box hedge at this point.

It is not possible to follow here the complete history of
Thame Park, but the following points may be of interest.
In the reign of Stephen, Bishop Alexander the Magnificent, a
nephew of Roger of Salisbury, gave it as a site to a colony of
the Cistercian mother house of Waverley. The house of
Waverley, the first Cistercian monastery in England, was
founded in 1128, and in 1139 building was begun at Thame.
In 1530 Robert King was made abbot by Longland, Bishop of
Lincoln, and it is to Abbot King that we owe, at any rate, the
delightful low tower, if not the rest of the south front. An old
Tudor external doorway still exists at the junction of the tower
and main range of buildings, showing that the tower was added
later, and the parlour on the first floor retains its linen-fold
panelling, with internal porch, and carved wood frieze over,
coloured in imitation of plaster, and showing clearly the
influence of the Italians introduced into England in Wolsey’s
time. Illustrations of this room can be found in Garner and
Stratton’s book.

FRONT.

range of reception-rooms on the piano nobile, but these were
found unfortunately to have been much interfered with,
probably by the last Lady Wenman, who entertained
William IV here, and died in 1870.

Fairly extensive alterations have recently been made to the
house by Mr. W. H. Gardiner, in accordance with the designs
and under the supervision of Mr. G. Berkeley Wills, A.R.I.B.A,,
of 7 Stone Buildings, Lincoln’s Inn.

The structural alterations include the rebuilding of opening
between billiard-rooms, new stairs from ante-room to study,
new pantry at end of dining-room, heating chamber, rearrange-
ment of bedrooms and bathrooms, new opening and columns
at head of main stairs, new stairs from second to third floor,
etc. An entirely new system of heating and hot-water supply
has been installed, additional electric light and drainage,
luggage and service lifts, and redecoration of the whole house
with the exception of some of the rooms in the Tudor wing,
which will not be occupied at present. A small separate
heating system has been installed here to keep this part of the
house warmed and ventilated. Three self-contained flats have



ALTERATIONS TO THAME PARK,

WEST FRON

PLAN.

OXFORDSHIRE.

17



18

THE ARCHITECTURAL REVIEW.

THE DINING-ROOM.




ALTERATIONS TO THAME PARK, OXFORDSHIRE. 19

HIEAD OF

been formed over  the stables for chauffeur, stud-groom, ete.,
in the place of old lofts, and the cottages on the estate
rebuilt or repaired.

The decoration consisted to a large extent in removing the
nineteenth-century work, Some peculiarly repulsive decora-
tion in the Louis XV style has been obliterated from the
hall, and the thick coating of brown paint and varnish pickled
off from enrichments and the magnificently carved wood
overmantel in the Grinling Gibbons style.

The height of the billiard-room (16 ft.) was objected to by
the new owners, and a deep cove cornice, with enriched plaster
ribs, and a dado rail, was introduced successfully to make this
room more “live-able.” The finely carved pine mantel here was
found in one of the bedrooms, pickled, and the woodwork left
slightly waxed.

The height of the dining-room has also been apparently
reduced by the deep frieze and beam necessitated by the

MAIN STAIRS.

retention of the old columns with new lonie capitals in place of
the old badly modelled Corinthian caypitals,  These columns,
which formerly stood where the new pantry is, and were
initation scagliola, are now finished ivory white, with egg-
shell finish, similar to the new columns at head of main stairs
and the woodwork throughout.

The enriched plasterwork on the beam was executed to the
wishes of Mrs. Gardiner, who also chose the old mantelpiece
here. Mrs. Gardiner was also responsible for the colour-
schemes and furnishing, which give a delightful restful feeling
throughout.

The imitation oak panelling and sash windows have been
removed from the study, and the walls plastered and finished
with a wood float and sanded texture. The old oak ceiling has
been pickled, and one bay, which was in plaster painted
brown, renewed in oak brought to the colour of the old oak
work,
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THE OLDEST TREES IN LOMBARDY,. PLANTED IN THE TWELFTH CENTURY.
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Photograph by H. K. Campion.

ENTRANCE TO THE VILLA ARCONATI, LAGO DI COMO.
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War Memorial, St. Anne’s Church, Birkenhead.

Messrs. Grayson and Barnish, Architects.
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Photograph, Stewart Bale, Liverpool.

This memorial has been recently erected to the design of Messrs. Grayson and Barnish, of .Liverpool. It occupies a
satisfactory position—in the west entrance porch, under the tower, the ceiling of which is at belfry height.  This
loftiness gave the opportunity of introducing the canopy, but owing to its being placed over an entrance the treatment
naturally follows the lines of a screen rather than of the traditional canopted shrine. The porch is lighted by
three large windows, therefore the names are placed on the wide walls. ‘The names number 120 and are placed um_:ler
the names of their regiments. They are incised in the Roman manner for ‘clearness, and owing to the s.lde lighting
are sufficiently legible without gilding or further treatment. The oak is treated with lime and wire brushes.
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FOUNTAIN IN FLORENCE,

From a Water-colour Drazwing by William Walcot,
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Rye in  Sussex.

By Helen Ashton.

D) YE is a very safe and secret town. 1t is built on a rock,
I and when it was voung the salt water lay all round it.
Now that it is old, it lies among the salt marshes, where
the lambs find the dike-water brackish at high tide and the
gulls pereh on the farm roof.  IFrom whatever compass-point
you approach Rye, it stands up in the marsh like a pyramid,
with all its red roofs crowded together, and topped by the tower
of the church.  Three rivers run at the foot of the town, and
it looks across them to the deserting sea.  Behind the town
is a folded green tapestry of hop-gardens and  oast-houses,
receding farm by farm into the lonely middle of Kent. Rye
has forgotten the time when its harbour ran six miles up
the valley, past Udimore to Brede, when pilgrims by their
thousands sailed thrice vearly to find Saint John of Com-
postella—when it was Rve Roval, and sent its ships to
make a Channel fleet. Now the sea is three miles awav;
and it is only on September nights, when the floods are
out and the tide making in the Rother, that voun can sce
the town floating above the mist on the marshes, and think
it an island still.

There 1s a little tour of Rve, compulsory for our visitors,
which begins on the landward side. Here they enter by the
Jast remaining gate of the four -Landgate. Strand Gate,
Baddings Gate, and Ypres Gatewhich broke the line of
Edward the Third’s fortifications.  The two  machicolated
towers of the Landgate, and the stretch of town wall on the
slope above Cinque Ports Street, are among the oldest stone
in Rye.  Within the ring made by these northward fortifica-
tions and the cliff few modern houses have been built ; but the
old houses have been patched again and again, with tile and
weather-boarding, until from their groined cellars to their
peaked roofs they figure the domestic history of four hundred
years.  Once inside the Landgate, the road climbs, shows you
twenty miles of dim green saltings to the cast, with Lydd
Church and Dungeness Light on the horizon; and turns the
corner into the most comfortable High Strect in Sussex. Here
there are red and yellow weather-tiled gables above the shops,
a sundial like a locket, a bow-fronted chemist’s window straight
out of Caldecott, and through half-open doorways the quiver
of leaves in gardens that no one sees.  Half-way down the street
is Peacock’s Grammar School, the masterpiece of an unknown
Caroline builder, translating his classics into plum-coloured
brick. Here Thackeray had some schooling and sent his
Denis Duval across from Winchelsea later. The school looks
up Church Street to the squat tower of Rye Church and
the great tracericd window in its north transept. Across
that window there travels to and fro the shadow from the
20-ft. pendulum of Queen Elizabeth’s clock; and above the
window is the clock itself, with its two gilded quarter-boys
under their canopy, striking their bells in all weathers, and
its gilded motto : *“ For our time is a very shadow that passcth
away.”’

Over the road is the Town Hall, on its graceful arches that
shelter the market, and a sundial across whose face Time—
edax rerum—is figured running like the wind, with his scythe
on his shoulder. But if these three figures—the one black and
the two golden—recall Time’s flight in this grass-grown corner,
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they do it in van,
flight of Time.

The Church sits in a square of gabled houses, among an
assembly of weathered tombstones. It is pleasantly mellowed
outside, a little scraped and forlorn inside, shows a nice medley
of styles beginning with the Norman, was twice burnt down
when building, and claims to be the largest parish church in
Sussex.  The top of the tower is an airy ‘vantage point from
which vou can number the roofs of the town, as well as the
sheep on the marsh and the ships at sea. The east end is
sustained by a pair of flving buttresses, which stride right over
the path and plant their feet against a garden across the way,
much as the buttress at Tours steps into the closter of
La Psalette. There s also at this corner the oddest little
tower of Queen Anne brickwork, built on an oval ground-
plan and surmounted by a kind of dome. I believe it shelters
a spring, or conduit, but T never heard of anvone who had
seen mside 1t

From the north-cast corner of Church Square, a cobbled
passage goes to Lamb House, whose classical proportions
scem yet to be informed by the suave spirit of Henry James.
On the doorstep the artists perch in rows in the summer,
like sparrows on a fence, immortalizing the angle of the church
and the Hfteenth-century cottage he bought up for fear anyone
should renovate the crrve of its tottering chimney-stack.,
Lamb House itself is in the purest Georgian tradition, from its
stone steps to its dormered roof, and hoasts one of those unex-
pectedly  extensive gardens into which the back windows
of a dozen neighbours enviously ook, At the turn of the street
15 the little plaster garden-house, perched on the wall, at whose
window the devout pilgrim sees, alas! no longer the bald
sithouette —cut off at the shoulders like a Cwesat’s bust- -
of the Old Pretender at work. This was the house at which
Rupert Brooke made his unsucecessful attempt to visit the
great man.  “‘ James and I have been out this evening to call
on Mr. Henry James at g.o. We found—at length - the
house. It was immensely rich, and billiantly lighted at
every window on the ground floor. We nearly fainted
for fear of a company. At length 1 pressed the bell of the
G cat Door— there was a smaller door further along, the
servants’ door, we were told.  No answer. [ pressed again.
At length, a slow, dragging step was heard within, It stopped
outside the door. We shuffled.  Then, very slowly, very
loudly, immense numbers of chains and bolts w re drawn
within. There was a pause again. Further rattling within.
Then the steps seemed to be heard retreating. There was
silence.  We waited in a wild, agonizing stupefaction. The
house was dead silent. At length there was a shuffling noise
from the servants’ door. We thiought someone was about to
emerge from there to greet us. We slid down towards it—
nothing happened. We drew back and observed the house.
A low whistle came from it. Then nothing for two minutes
Suddenly, a shadow passed quickly across the light in the
window nearest the door. Again nothing happened. James
and I, sick with sinmise, stole down the street.  We thought
we heard anothcr whistle as we departed. We came back
here shaking—we didn’t know at what.

For no one in Rye has ever considered the
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“ If the evening paper, as you get this, tells of the murder
of Mr. Henry Jamezs—you'll know.”’

History does not relate whether or no they attempted the
august portal again by daylight. . . .

Round the corner is Mermaid Street, where the knowledge-
able penetrate an undistingnished doorway to visit. th<.% half-
timbered courtyard of the Tudor inn. The interior is also
perfectly genuir;e, though the profusion of oak beams, stone
hearths, and warming-pans may scem a little improbable to
the cynic. Half-way down the hill is more Tudor work,
at the “ Old Hospital,” whose elaborate timbers and plaster
rval the *“ Mermaid " it-
self. In the seventeenth
century its owner wrote
complacently that this was
the “ best house in Rye.”
The title of hospital was
not earned until the Napo-
leonic wars. If you are en-
ergetic you will go down the
hill to the muddy quays and
black warchouses of the
tideway, and climb the cliff
stairs again to Watchbell
Street. Here, at the cor-
ner, a smuggling inn with
a secret passage looks across
Brede Marsh to the line
of the Channel, to the
dark wood at Winchelsea,
and the curve of Fairlight
Down.

Watchbell Street, where
the alarm of a PFrench -
vasion was sounded, 1s now
so quict that the grass grows
beneath  the stones; and
there are ten-foot  holly-
hocks, year by vear, in the
courtyard of the deserted
chapel.

The landward  houses
have walled gardens, but
the houses on the seaward
side have gardens that plunge
straight down the cliff to the
shipyard, where the stocks
have not been empty since
the thirteenth century, when
Rye sent its five ships to
the ““ Royal Navy of the
Cinque Ports.” The Rye
boats are built with wooden
pegs instead of nails, a fashion more durable than economical.
Watchbell Street runs back to the church, with just one
obvious allusion to the mediaval in the lancet windows of the
Carmelite Friary, and others more subtle overlaid by tile and
plaster. At the corner of the square a timbered cottage has
been disinterred, and perhaps a little over-restored, in the
name of Saint Anthony of Padua, who finds lost things. He
swings on a sign outside it, looking not quite acclimatized.
On the (‘,El.St side of Church Square three or four houses make
the ‘Flusplng Inn, which has recently scraped the whitewash
off its sixteenth-century fresco, and the wall-paper off its

panels, and become a hostelry in earnest. 1 believe you could

WINCHELSEA CHURCH PORCH.

lic in bed there under the caves and look through the east
windows into the church on Sunday mornings.

Down hill from Church Square is the little Norman Fort,
built by William of Ypres, to guard the harbour, which then
washed the roots of the cliff. We called this place “ Wypers
Tower " in our vernacular for centuries before an Expeditionary
Force discovered its original in Flanders. It is four-square,
with a round tower at cach angle, and is a great place for the
stringy vellow wallflowers that seek their nourishment out
of old stones. The block to the cast, which is crenellated in
a far more rigorously Norman style than the Norman original,
was added to house French
prisoners in the Napoleonic
wars, at the time when
Pitt was designing Martello

Towers and digging his
Military Canal along the
marsh.

At the foot of Wypers
Tower is a kind of fortified
bowling-green, called Gun-
garden, which lies out of
the wind and catches the
sunshine all day. Itisseldom
without its old men sitting
in the lee of the wall, or
its children climbing the
tarred cannon and the anchor
fished up from the bottom
of the sea. Here you can
lean breast-high on the
parapet and see the three
rivers of Rye — Rother,
Tillingham, and Brede-—-run
together below you. At high
springs the prospect is white
with water, overflowing all
the dikes; and apes the
Elizabethan harbour for an
hour or two. But at other
times you have only three
winding mud-creeks among
the flats; and the Channel
is withdrawn behind the
pebble ridge at Camber,
three miles away. To the
west, across the salt marshes
that have risen out of the
old harbour, lie the low hills
of Winchelsca and Guestling,
and the high hill at Fair-
light, all crowned on a windy
day with turning sails. Down
in the marsh is the little Castle of Camber, with its five
absurd towers, that sat on the harbour mouth when Henry
the Eighth built it, and within fifty years was left high and
dry among the sheep. Due south lies the last of Rye’s trade
among the tarred huts and fishing boats of Rye Harbour, and
the shallow bar at Rothermouth where the tide runs like
a millrace through the shingle. Across Rother you can see
the whole of Romney Marsh with its sheep and sea-gulls,
its reeds and willows, its churches and farms, sweeping past
Brenzett, Dymchurch, and Lydd to the lighthouse pillar low
down at Dungeness, and the far, faint quarries on the
Keutish Downs. . . .
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A Pre-Eminent Sculptor :

Antoine Louis Barye.

By E. Beresford Chancellor, M.A.

T is unfortunately a commonplace that England knows
I little concerning the great men of other countries. The
efflux of time occasionally brings with it a certain appre-
hension of outstanding Continental personalities, so that at
least their names, if not the extent and quality of their achieve-
ments, conte to be recognized by that curious entity, the man
in the street ; and there are who talk glibly of Hugo or Pasteur,
Berlioz or Méryon or Declaroche, without these names really
tonveying any but the vaguest ideas as to what their bearers
produced in the different directions in which they laboured.
It is a sad and sobering thought that this should be so. Here

hardly knows the name (let alone the production) of the
man who in his particular direction of plastic art was suq
generis. In our museums you may sce some of his output, and
those who have given special thought and study to such
matters realize his greatness; but outside an esoteric circle he
is as unknown as Rodin would have been had not W. E. Henley
insisted on our recognizing that supreme artist; or as, in all
probability, Goethe and Schiller would have been had they
not had able and determined sponsors in De Quincey and
Carlyle.  There is no excuse in these days, when all the world
has been or is going to Paris, for at least the artistic products

ANTOINE LOUIS BARYE,

we are scparated but by twenty odd miles from the most
art'lstlc of modern countries—one, too, which has produced
writers and men of science of first-rate importance, and we arc
blissfully ignorant of the existence of many of its most notable
human products,

The neglect of Barye is a striking proof of this insularity.
In the Paqs of his birth and artistic existence there stands a
statue to his memory. That statue bears on it the record that
1t was erected by French and American admirers of his in-
comparable genius. England, divided but by a strip of water
from. the land that produced him, took no part in this tribute
to his memory ; England, to-day, which is nearer Paris by
several hours than it was when that memorial was erected,

of outstanding Irenchmen to be unknown to us. The Louvre
and the Luxcmbourg teem with their work; you can hardly
move an inch in la ville lumiére without encountering the work
of its notable sculptors, from Jean Goujon and Ligier-Richer
to Pigalle and Clodion, Falconet and Pajou, Rude and
Carpeaux, Falguiére and Frémiet, and the rest. In the statue-
studded gardens of the Tuileries you may see the master-
pieces of Barye, and those terrific lions with which Cain proved
himself so capable a pupil of the greater man. In spite of a
monumental book on Barye and his Works, by Roger Ballu,
wh.ich appeared in 18go, and Delteil’s monograph in “ Le
Peintre Graveur Illustré,” there has been little or nothing
written in England about this remarkable artist; and I can only
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call to mind a short article by Gustave Geffrov on the subject,
which appeared 1n “ The Magazine of Fine Arts” for 1903.
In saying, therefore, something about the man and his output,
one need not fear the accusation of going over well-trodden
ground.

There scems no doubt that even in IFrance Barye's
great gifts were for long overlooked, and Ballu commences his
exhaustive study by these words — words that may, perhaps,
help to excuse our abysmal ignorance on this side of the
channel.

“ Je suppose que les ceuvres de Barye subissent un jour le
sort des antiques de Pompéi: c’est-a-dire qu’aprés un en-
fouissement de plusieurs siécles le sol le rende @ la lumiére; les
hommes d’alors les prédestinés en qui resideront encore le
gout et 'amour de I'art, devant ces beautés inattendues, a la
lecture de ce nom révélé, ne s’éerieront-ils pas: ““Quelle était
donc la génération qui vit naitre et se développer 'ceuvre de
Barye et négligea d’entourer l'artiste d'une célébrité capable
de lui survivre !”  Quatorze ans se sont écoulés depuis le mort
du grand sculpteur, et voyez dans quel abandon est laissée sa
mémoire.”’

The analogy between the regardless eyes of contemporaries
concerning Barye and the same myopic vision in the case of
Méryon will strike those who are acquainted with the lack of
recognition secured by these twins of genius. Barye did not
often allow the pen to occupy those fingers which were so
amazingly deft with the chisel, but on onc occasion he did
set forth the main events of his life,* and this forms a peg on

* A facsimile is given of this autograph in Vol, 67 of * L'Art.”

which to hang a slight record of his career and output.  Of
this the outstanding features are as follows @ He was born in
Paris on 15 September, according to Ballu, although Delteil
savs 24 September, 17960 and so backward was he that at
the wge of twelve he was unable to read.  Mis father, a native
of Lyons, was a jeweller in Paris, his mother having been a
Mademoiselle Claparede.  In his carly teens Barye was ap-
prenticed to an engraver named Fourrier, or Fournier, but in
1812 he was swept into the army, although, happily, he found
himself in a not uncongenial military position, being employed,
on the topographical side, in modelling plans in relief.  Two
years later, owing to the débacle which occurred to Napoleon’s
legions, Baryve scems to have automatically escaped from
military service, and 1n 1810 he hecame a pupil of Bosio, trans-
ferring himself, in the following vear, to the alelier of Gros.
Here he worked industriously, and in 1820 he obtained the
second Grand Prix for sculpture. At the same time he was
not making much money, and as he had married in this year
he cast about for some means of augmenting his small and
precarious income. To this end he entered the workshops of
Fauconnier, and the hands that were to produce the famous
Lion and Serpent, and were to give life to the Thescus and
Minotaur, were employed in fashioning articles of jewellery
and other kinds of decorative bijouteric. That he must still
have found time for more ambitious work is proved by the
fact that in 1827 he sent his first exhibit to the Salon. Four
years later he obtained a gold medal, and in 1833 his “* Lion
devouring a Serpent ”’ caused him to gain the Croix d’Honneur.

By now he had become more or less known to a few who
realized the true grcatness of the man who could stamp his
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individuality and genius equally on monumental sculpture, and
on such trifles as paper-weights and similar utilitarian objects.
Gigoux lithographed his portrait, and with the exhibition of
his Cerf aux prises avec un lyny his fame became extended even
bevond the realms of those private patrons who had long
recognized his splendid powers, and for whom he almost
entirely worked. He had been given the post, humble cnough
considering his qualities and claims, of Keeper of the Plaster
Casts in 1848, and in 1854 he became Professor of Designs.
He had always been anxious to obtain academic honours, no
doubt because he knew that by such means his work would
secure a better chance of a wider recognition; but he was
invariably defeated, and by far inferior men. Thus, in 1819, he
had entered for the Prix de Rome, and it went to M. Vatinelle ;
in 1820, 1821, and 1822 he again competed, and his successful
rivals were Jacquot, Lemaire, and Seurre the younger ! These
defeats left wounds which never entirely healed, although his
eventual eclection to the Institute must have helped to obli-
terate them.

Amidst accumulating debts, which it took twenty years of
incessant labour to wipe out, he worked on, superbly detached
and aloof, producing that wonderful menagerie in which the
life of the jungle and the prairie, the forest and the fields, is
revivified with a force and truth never before or since at-
tained by a worker in bronze or stone. It was not, indeed, till
after his death in 1875, when an exhibition of his works was
organized in the Ecole des Beaux-Arts, that Barye began
really to be recognized as a master,

It has been truthfully stated by Geffroy that ‘“manifesta-
tions of Barye’s genius may at last, without arousing protest,

TIGER.

be classed among the highest and most original that have
ever been produced since man first attempted to express
mental and physical life through the medium of stone and
bronze.” His “ Theseus and the Minotaur,” his “ Tartar
Warrior,” his ““ Juno,”” etc., prove how great he was as a sculp-
tor of man; his groups War, Peace, Force, and Order, in the
Tuileries Gardens and the Cour du Carrousel, show how he
could combine into a living whole the ethical as well as the
physical attributes of humanity. By his statues, such as
those of Charles VI, Joan of Arc, Gaston de Foix, and Bona-
parte, he proved himself an equal of the great figure-sculptors
of France. But it is by his representations of animals that he
will live, not as the equal of any, but as the superior of all.

Animal life was to him an obsession. He was a naturalist
who left the results of a lifelong study in the media of bronze
and stone. At the Jardin des Plantes he watched, day by day,
the animals’ varying moods: their fury, their playfulness,
their lynx-like observation, their curtailed strength, their
ferocity and their restless involutions. To this he brought
that “inward eye” which saw them in the jungle creeping
towards their prey, bounding on some wretched victim,
tearing imb from limb some devoted quarry. The impressive
intentness, looking so far into the distance, of the lion; the
paralysing eye, burning bright, of the tiger; the jaguar’s
snarling ferocity, and the panther’s stealthy tread, all found
in him their historian—an historian who had studied their
ways and habits with the meticulous care of a student, and
with something of a lover’s sympathy and insight.

The classic convention was given its death-blow when Barye
took up his chisel and wrought into palpitating life the
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plastic clay. He is the Pygmalion of the Jungle. His lions,
as they confront us in public places, large and terrible as they
are in their native haunts, or diminutive in the glass cases of
museums or on the tables of collectors, are no longer the
harmless creatures of the old masters whose gambols would
not terrify a child, and whose graceful paws rest on the con-
ventional globe. They are the actual thing, with muscles
showing clear bencath the skin of bronze, with sleck and
flexible fur that takes cvery undulation of their feline move-
ments.  As you gaze at one of his animals you feel that in an
imminent moment it will move, the great paw will descend
irresistibly, the cruel jaw will open wide, and the grinding
teeth will tear its victim limb from limb. That lion which
holds the serpent beneath its extended claws, and snarls at its
opponent in a horrid uncertainty as the baleful head rears up
and the dreadful fang shoots forth—what will be the end of
that terrific struggle ?  For ever are they held, brute and reptile,
in a poised and doubtful suspense. Barye gives us the first
act of the drama ; but it is, too, the guality of his tremendous
genius to supply us with a kind of insight whereby we may
read the successive stages of that struggle and witness in our
mind’s eye its final development. Every phase of animal life
seems to have been as an open book to that instinctive student.
We get the drama in which the furious pursuer tracks down
and does to death the weak and terrified fugitive; or the
Homeric combats in which force is opposed to equal force,
or mere strength is pitted against cunning and resource. But
we get, too, the idylls, whether it be in the stag bounding
lightly and joyously through the brushwood, the dog lying
lazily in the sun, the cat demurely seated before the hearth of

A CROCODILE,

domesticity.  His tremendous elephants trot along with an
agility that is never seen outside the jungle; his alligators
move painfully their Tong iron-bound and fearful jaws, and
vawn ridiculously as they must do in some ink-like swamp in
the primeval forests of the new world; lln\‘ serpent twists its
obscene length round the devoted horse and rider on whom it
has descended like a flash of lightning, or engulfs into its
capacious jaw some wretched creature whose power of flight
has been fascinated away by its hypnotic eve.  1f it may be
truly asserted that every creature he has reproduced is photo-
graphic in its accuracy, it may as certainly be said that into
that photographic rendering there hias passed the Promethean
touch which has given life to its reproduction, and has stamped
the vitalizing genius of its portrayer on the subject of his
choice.

Barye's art was his life; that reserved, modest nature,
incapable of untruth, as we know it to have been, seems
eminently suitable to have produced these intensely true and
unmeretricious renderings of the natural life he set himself to
portray. His profundity of observation was only equalled by
his strenuous accomplishment; simple in his life, his glory
remains for ever in his marvellous achievement. Had it not
been for the work of such a follower as Edouard Cain, as a
sculptor, and for such similar powers of observation as men
like Nettleship and Swan and Wardle have exhibited in
another direction of art, we might have regarded Barye as the
first and last of a school in which savage animal life has been
rendered with the utmost power and the most consummate
knowledge. As it is he stands forth, as Théophile Gautier
once said, the Michelangelo of the menagerie.



Saxon Survivals 1n
) By Ulric

NLY those who have made a careful study of ancicnt
churches rcalize how extensive and how scattered are
the remains of Saxon ecclesiastical architecturc 1n

England.

Antiquarians are familiar with such names as Barnack,
Brixworth, Bradford-on-Avon, Earl’s Barton, Deerhurst, and
perhaps a dozen more where exceptional Saxon f(:lltl‘lrﬁs sur-
vive, but the many places where may be found less imposing
details, to the majority of students remain an absolutely

the Smaller English Church.

Daubeny.

disclosed. Setting aside one or two of thesc claims as doubtful,
five at least had never before been noticed in print, yet that
they did present Saxon indications remains above all reason-
able grounds for dispute. ’
Despite the further survivals which careful observgtlon an‘d
possible accidental discoverics in the futurc may ‘dlsclose, it
scems at first sight curious that so comparatively httl(? of pre-
Norman work remains, bearing in mind that the majority of
parishes possessed churches at the time when Domesday

TYPICAL SAXON ARCHES, BRADFORD-ON-AVON.

unknown quantity. Dr. Cox, in dealing with pre-Norman
architecture in this country, puts the number of indisputable
examples at from 225 to 250, figures which will surprise some
ccclesiologists, but at the same time doubtless represent a
cautious estimatc. = All individual districts have not as yet
been systematically examined. The writer, in a research which
included eighty churches in the Northern Cotswolds possessed
of- Norman evidences, found Saxon work distributed among
them thus : nine chitrches with obvious structural features; at
least eleven more with details such as carvings, fragments of
masonry or crosses, and sundials; and two other churches
bencath which Saxon foundations had in recent times been

Survey was made. Of these, however, at least ninety per cent.
appear to have been rebuilt during the acknowledged Norman
period, others were demolished in the succeeding centuries,
while the ravages of Time were vigorously precipitated by the
all-destroving lust of the early and the late Victorian ‘“‘re-
storer.” Hence the number of churches which present exten-
sive structural features of the Saxon type must of necessity
be limited ; but, without indulging faddish speculations, almost
unlimited must be the fragmentary remains, as often as not
still hidden bencath plaster, embedded in later masonry, or
cven buried under ground.

Saxon survivals are distributed among nearly all the
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Enghsh counties, from Northumberland to Kent, and Hereford
to Norfolk, but among the most prolific districts may  be
mentioned those of Berkshire, Lincolnshire, Yorkshire, and
Northants. In certain cases the carly character mayv not at
once be patent to the inexpert eye: it is, perhaps, deduced
rather from the conformation of the ground plan and the
general proportions of the building technical points which it
is not intended to dwell on here, because of more general
utility will be some illustrations of those distinctive features
by which the handiwork of the Saxon mason may be detected
almost at a glance,

The method of design and building which goes by the
name Saxon may be said to date from the arrival of St. Augus-
tine in England, and it did not in all places absohitely die out
until about the vear 1073, although the style known as Norman
actually began to appear during the last vears of Edward the
Confessor. In a simple manner Saxon work may generally be
recognized by the peculiarities of the masonry, by the design
of windows and arches, and by the character of the carvings.

Saxon walls are thin as compared with Norman, being
sometimes less, but seldom more, than a yard in thickness; on
the other hand, their height is often proportionately very
great; the diminutive nave at Bradford-on-Avon, only
25 ft. 2in. long, is 25 ft. 3in. high. Norman walls generally
consisted of a rubble core with ashlar facings; but although the
Saxons were familiar with the use of ashlar, their rough-built
walls were more often disguised only by a covering of plaster.

A favourite form of construction was that which goes by
the name of “herring-bone masonry **; but, apart from inde-
pendent evidences, this gives no conclusive proof of Saxon
origin, for work of such a nature is found in buildings as early
as Roman and as late as Norman; Norman herring-bone
masonry, however, was generally more solid and more regu-
larly laid than Saxon.

SANON CRUCIFIN.  (The Niche is Decorated.)

The quoins. or angles, of a Saxon building sometinies
afford a more reliable test. Early examples were rather
irregularly built of piled-up massive blocks, but later buildings
frequently show “long and short” work- that is, carefully
shaped  oblong  stones placed alternately  horizontally and
vertically-——a constructive tvpe quite foreign to Norman and
later methods.  Long-and-short work usually appears also in
“pilaster strips,” another highly significant feature.  These
are narrow vertical ribs of masonry, projecting only an inch
or two from the surface of the walls in which they appear.
Because in no way to be considered as buttresses —a form of
support unused by Saxon artificers it is usual to regard the
pilaster strip solely as an ornament; but although in many
late tenth- and ecarly  eleventh-century  towers its profuse
occurrence gives, and doubtless was intended to give, a
strikingly handsome effect, in other cases the ornamental
result 1s absolutely lacking.  Probably, like the long-and-short
work in the quoins, pilaster strips served a useful purpose in
helping to bind rubble masonry: the idea that such features,
which are found generally in the later buildings, were merely
designed to imitate in stone the primitive forms of timber
construction seems, to say the least, grotesque.

Less frequently than any of the above characteristics
whereby it is possible to distinguish Saxon masonry will be
found the cvidences of chevron or herring-bone tooling, as
opposed to the simple diagonal strokes made by the Norman
mason’s axe. Lxternally the weathering of centurics may
have obliterated signs of this typically Saxon method of
hewing stone, but occasionally it is still to be distinguished in
less exposed positions, particularly on the interior surfaces of
the contemporary stone colfins.

Having examined the general characteristics of the
masonry, it will be well to look at the windows. These, in
Saxon work, are splayed internally and outside; and although

.
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SANON DOORWAY OF SIMPLE CHARACTER.

the occasional very narrow windows may not be casy to
diffcrentiate from Norman, it is more usual to find wide aper-
tures, often tending towards the straddled type, the opening
being narrower towards the top than at the bottom. Occa-
sionalty, as at Deerhurst, the windows are angular-headed,
while doubte-splayed clerestory or other high-placed lights may
be circular, and are distinguishable from similar windows of
later date in that they are seldom, if cver, as much as a foot
in diameter. Belfry windows are often typical in having two
or more semicircular headed hights divided by a central
ornamental baluster, the whole feature occasionally being
contained within a single ptain hood-mould or arch; such
windows, however, should be examined cautiously, for a
similar type of belfry light was used extensively by the
Normans.

Saxon doorways and arches generally may be known (1)
by the occasional occurrence of long-and-short work in the
Jambs; (2) by their narrowness in proportion to their height
(this is remarkably apparent in the chancel arches of Escomb
and Bradford-on-Avon, the latter being g ft. g in. in height,
but only 3 ft. 6 in. wide); (3) by the very rare appearance of
a supplementary arch or order within the main arch; (4) by
the plainly squared jambs and imposts, which, however, are
sometimes chamfered as in Norman work; (5) by the arches
inclining more generally towards the stilted than towards the
exactly semicircular or segmental later type; (6) by the
tendency to the straddled design, as found in windows; (7) by
the occurrence of triangular heads, as noticed also in windows;
‘8) by the abszsnce of decoration.

Saxon mouldings, in geueral, are decidedly crude, and when

SANON TOWER, DELERHURST.

(The upper part is later.)

they do appear they stand out in relief, instead of being
incised. 1n many cases the surrounding stone was excavated
in order to form a raised design, and, indeed, the circular
arcadings which surround the Bradford-on-Avon chapel were
cut out after the actual walls had been erected. More decora-
tive mouldings, when they are present, usually take the form
of interwoven spirals or knot-work designs, such as covered
fonts and crosses, small portions of which have frequently
come to light during restorations, and which should still be
visible somewhere about a church, carefully let into the wall
of porch, aisle, or vestry.

A detail which is casily overlooked, but which sometimes
provides a hint as to age which might otherwise be impossible
to distinguish, is the Saxon sundial. This (lacking, of course
its wooden gnomon) in the more primitive examples will be
incised, but sometimes a carefullty wrought dial may consist
of a beaded circle divided into four by raised or incised radii
placed at right angles, with the two bottom segments bisected
by radii also in relief. Three or more of the lower radii will
probably be marked by crosses, as denoting important canoni-
cal hours or “tides,”” and there may also appear minor
(incised) subdivisions; but Saxon dials are in the main dis-
tinguished by the limited number of their radii as compared
with examples of Norman and later date, which frequently
recorded alt hours from 6a.m. to 6 pm. The most likely
place in which to discover such a sundial is over a southern
doorway, but there is no accounting for the eccentricities of
rcbuilding or ‘““restoration,” and examples could be quoted

of sundials in north walls, and even inside the very church
itself



Cubley Village, Penistone, Yorkshire.

Herbert Baker, F.R.I.B.A., Architcct.

ESSRS. CAMMELL LAIRD, who have large steel
M factories in Sheffield, also own important steelworks

in the village of Penistone, to which thev have recently
made large extensions. Penistone being a small village, they
acquired an estate about a mile away from their works, and
haf a mile from the present village, on land that rises to
about nine hundred feet above the sca, overlooking the exten-
sive Yorkshire moorlands. There was local opposition to the
site, as some people wished to extend the village towards the
factories.  Messrs. Cammell Laird opposed this, knowing it
would result in a congested arca round the factories, following
the bad examples of factory towns in the past, and opposed
to the principles of garden-city planning. It is certain that the
inhabitants of the new village will be ultimately grateful to
Messrs. Cammell Laird for establishing it on the plateau, with
enjoviment of the purer air and finer prospects discounting the
distance fromn the works and the boisterousness of the moors.

The vitlage was designed so that the Green and Institute are
placed on the highest and flattest part of the platean. The
main road to it converges on a memorial, and is a prolongation
of the old street of Penistone; it is axial with the tower to the
chureh, a beautiful feature of the landscape.  Another road from
the playing-feld converges to the Cross; between these two
roads the planting of trees has been so designed that distantly
across the valley the axial view will focus on the chimneys and
buildings of the steclworks and  the woods on the distant
moorlands.

Because these two roads climb to the plateau it has involved
building the more expensive part first: the remaining roads
circling the Green have been laid ont on the natural contour
lines of the hill,

Buildings in Penistone in the past have consisted of stone
walls and stone roofs, as these materials are found abundantly
in the neighbourhood, and in the new village it was intended
to use stone. Not only for architectural, but also for patriotic
recasons it was meet, since the Ministry of Health advertised
that there was a shortage of bricks and transport, asking those
who intended to build to use local materials, However, owing
to dislocation by the war, building in stone, however simply
detailed, proved to be inordinately expensive, and when the
designs went through the mills of the Ministry of Health stone
walls and roofs disappeared, with the humiliating result of
witnessing good building stone being brought to the site, put
into crusliers, and ground for concrete blocks.  Care was taken
to get variety of texture and colour into the blocks, which were
made on the Winget principle, by using varied stone and sand,
and varying the surface texture.  These walls are built with
a4 cavity,

The houses are planned vartously to meet the different
conditions of the site and aspect ; all iving-rooms lrave morning
or midday sun, and all larders @ cool position.

Messrs. Cammell Laird added at their own expense a
brindle brick of reddy brown and blue {or plinths, chimneys,
and porehes, and green and grey Westmorland slates for the
roofs. They paid the cost of making the chimneys larger and
higher, so that a great deal was done towards rescuing the
cottages from the monotonous state in which they emerged
from the Ministry of Health,

The size of the rooms was based on a liberal interpretation
of the first recommendation issued by the Ministry, and they
are therefore larger than those of the revised schedule.

The comfort of the householders has been well cared for,
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The sculleries are lined with brown glazed bricks, and the
majority of houses have bathrooms and lavatory basins
upstairs, with hot water laid on. Plate racks, large draining-
boards, and a dresser are provided in every living-room. A
fitting of great utility is the drying-rack suspended from the
ceiling in front of the kitchen fire. Cupboards are amply
provided, and wherever construction permitted they were

DOWN STREET TO THE TOWER OF THE OLD CHURCH OF PENISTONE.

made in the bedrooms, The sanitary and storm-water drainage
was carried out under the direction of the London Sanitary
Protection Association.

It must give Messrs. Cammell Laird and their chief
engineer, Mr. H. C. Loving, no less than Mr. Herbert Baker,
the architect, Messrs. J. Laing and Son, of Carlisle, and Mr.
Lionel Pearson, who acted as resident architect through the

.HOUSES ROUND FUTURE VILLAGE GREEN.
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initial stages of the work, the keenest pleasure to look on the
transformation of this moorland into a pleasant village in
sympathy with its environment ; and to have surmounted,
after three trying years, the difficulties imposed by the economic
stringency and labour shortage—exceptionally
Penistone—and the hostile elements of nature in this bleak
situation.

As for the planting, owing to the soil and climate the

severe at

variety of trees had to be strictly limited to beeches, sycamores,
hollies, rowans, and thorns. Liberal gardens have been pro-
vided to each house, with allotments in central spaces. If
the tenants take pride in their houses and gardens commensur
rate with the generosity of the company, who made a free gift
of the land and funds over and above the inadequate grant
provided, the new village of Cubley should be a thing of beauty
and of |ll'il]l' to the neighbourhood.
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“The A.R.” Measured Drawings Competition.

The Prize Drawings.
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ST. MARY WOOLNOTH, LOMBARD STREET, E.C,

Measured and drawn by L. Magnus Austin,
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Chastleton House, Oxfordshire.

By M.

Y HE house of Chastleton, in Oxfordshire, one of the
I most complete specimens of the traditional building
of the carly years of the seventeenth century, is un-
changed, except in some very few and minor modifications,
since Walter Jones, a rich woollen merchant of Witney, pulled
down the old house in 1603 and built the present structure,
which was, according to tradition, finished in 16014. The
dominant impression of the house is of tallness, consisting as
it does of four stories of excellent grey stone, in which every
detail of stringcourse and moulding still shows sharp and
well preserved.  The line of the roof is skilfully broken by
finialled gables (those of the bays of the entrance front being
stepped) and by a central group of diagonally-set ehimney-
stacks; and the staircase towers, which arc embattled, rising
just above the main ridge, also diversify the outline.  Though
the rain-water heads bear cighteenth-century dates—cften an
indication of repairs and renovations—nothing has changed
here structurally since the carly seventeenth centuiy. The
building is a hollow square in plan, enclosing what is known as
the Dairy Court, which measures 28 ft. by 26 ft. ; the staircase
towers project from the centres of the south-west and north-east
sides; while a single gabled bay projects from the north-west.
There are two bays in the south or entrance front. and as
the hall occupies the centre of the plan, the entrance doorway
is placed not in the centre of the fagade, but in the centre

Jourdain.

of the castern bay, as at Burton Agnes, as it is necessay
to enter at the screens at the lower end of the hall. Mounting
the shallow steps of the terrace, you enter on the left, and
then turn to the right through the screens. The entrance
doorway in houses built in the carly seventecenth century
often affords a contrast by its richer detail with the sobriety
of the rest of the structure, and is usually treated with an
order; at Chastleton also the doorway with its fluted Doric
pilasters has an ornamental strapwork cresting which is set
flat against the wall, and is flanked by obelisks, which were
liberally used at this period as finials. The corresponding
bay which lights the dais of the hall balances the bay in which
the doorway is placed.

In the hall, which 1s wainscoted to sill height, there is
a good screen of characteristic carly seventeenth-century
type, with two round-arched openings, flanked with fluted
Tonic columus on carved: pedestals carrying an entablature
in which the deep frieze is carved with reversed S-scrolls.
This is surmounted by a cresting of pierced and elaborated
strapwork divided by obelisks, and in the spandrels of the
openings reclining figures are carved. The frieze of the wainscot
at the dais end of the hall is richilv carved with reversed
serolls centring in a winged head, while on the other flanks
of the wall it 1s enriched with channelling. On the left of
the screens is the Chestnut parlour, where the large bolection-

THE LONG GALLERY.
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moulded panels are evidence of redecoration of the late
seventeenth century or early years of the eighteenth century.

The wainscot of the White parlour opening out of the dais
end of the hall is, unlike the hall, of deal painted white. The
Jowest tier of panels is plain; above are two tiers of arcaded
panels divided by fluted pilasters springing from the plain
tiers. The plaster frieze repeats the motif of elaborated
reversed scrolls that appears in the hall screen, and throughout
the house there is evidence of the same designer expressing
himself in wood, plaster, and stone. The original wide oak
staircase which occupies the south-west tower is led round

an enclosed well of timber framing, plastered between the

beams and divided into cupboards, the balusters being also
carried round the head, where the newel-posts at the angles
are finished with pierced obelisks resting on balls.

The richest effects are concentrated in the great chamber
(of which Nash has an illustration), where the two-storied
chimneypiece still retaining its coloured and gilded detail,
the intricate and
softly modelled ceil-
ing, and the rich and
refined wainscot,
achieve a remarkable
unity.  The inter-
secting ribs of the
ceiling are moulded
on edge and enriched
with a running vine
pattern, while the
panels are filled with
formal sprays of
pinks, and the junc-
tion of the ribs is
masked by small
pendants and bosses.
The  chimneypiece,
which shows in the
centre panel the arms
of Walter Jones and
Eleanor Pope within
a deeply gadrooned
frame, is flanked by
strapwork  devices
centring in a mask,
which, like the
frieze above, show
traces of original colouring, and repeat the reversed
monster-headed scroll that is met with in other rooms; the
shafts of the Corinthian columns of the upper story are
painted to represent dove-grey marble. The wainscot is
richly treated, a large double-arcaded panel forming the centre
of a system of surronnding pancls, diversified with well-
designed strapwork ornament, centring in heads freshly
and vigorously carved. This carving is all planted on, as
is evident from the portions that have broken away. The
pilasters on either side of the two doorways are carved with
a vine scroll, and the original door is as rich in varied strap-
work and arcaded panels as the surrounding wainscot. In the
frieze painted busts of prophets, sibyls, and heroes are
spaced in order round the room, adding their note to the
tawny colour of the oak, which has never been painted or
waxed. In the state room, known in the original inventory
as “ Mr. Fettiplace’s Chamber,” the wide frieze of the winged
figures bearing darts amid monster - hcaded scrolls is
characteristic of the craftsman at work at Chastleton, as are
the terminal figures in the frieze of the chimneypiece, which
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is carved with arms and mantling within a recessed panel,
flanked by statuettes of Royal ‘personages in niches.

Within the central panel of the upper story of the Doctor’s
chamber are the arms of the Sheldon family, with their original
colouring, flanked by Corinthian columns, whilst the lower
story is flanked by columns with TIonic capitals, and, as in the
State-room chimneypiece, the panel of arms is flanked by
carved figures in contemporary dress. The wainscot, of which
the upper tier is arcaded, is painted white, and the deep plaster-
frieze deserves notice. The single-storied stone chimney-
piece of the Middle chamber has an over-piece with strapwork
enrichments retaining their original colouring. At the top
of the house is the Long gallery extending the full length of
the north side, and interesting as, unencumbered with furniture,
it shows to the full its detail of oak and plaster. Its walls
are plainly wainscoted as far as the spring of the wagon-
vaulted ceiling, and divided into bays by fluted pilasters.
On the ceiling the narrow enriched rib forms a flat geome-
trical design, inwhich
large Tudor roses and
buds finish the cus-
pings of the larger
series of panels, while
in a smaller series the
lobed interlacing ribs
terminate in fleurs-
de-lis.  The frieze,
which is of strapwork
and small repeating
ornament, 1s con-
tained within a wide
moulded band. Any
monotony or flatness
of this simple but
very satisfactory de-
sign is removed by
the tooling of details
such as the petals
of the flowers. The
design of the orna-
ment is practically
identical with that of
the old Muniment
room above the en-
trance at Oriel Col-
lege, Oxford (as has
been pointed out by Mr. Aymer Vallance) which dates from
about 1619. In the late eighteenth century, when John Jones
was repairing the roof, it was found that the ends of the
beams had rotted, and thus a portion of the plaster had to
be broken away to enable them to be renewed. A servant of
the present owner of Chastleton, John Innell Minchin, however,
took moulds of the various details of the ornament, and
the new work is now difficult to distinguish from the old.
Shields of arms commemorating this restoration were placed
in the lunette on either side of the east window.

The decoration of Chastleton, in which a definite unity
is observable, very different from the comparatively haphazard
comradeship of craftsmen, is a very favourable example
of what Fergusson terms that ¢very horrid though very
characteristic name of Jacobean”; and is characteristic of
the date when the seventeenth century was advancing in its
sgcond decade, and, while ornament was still abundant and
picturesque, the suppression of the clumsier details borrowed
from the Low Counties was attained, at times, together with
the more complete relation of the various details to one another
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Etchings by Walter M. Keesey.
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Plate I

THE ORIGINAL RIVER CROSSING.

From an Etching by the late Alick Horsnell.
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/HERE people naturally collect to cross a river by ford
“ or bridge, history shows that a town will grow up.  An

instance is London.  Where an island in a river helps
the crossing and further affords water protection round the
growing community, a strong place is born.  Such is Paris in
origin.  Where, as at Athens, there is a domnant hill, the
young eity is further protected. A glance at the map shows
that Verona, to a considerable extent, shares all these advan
tages.

Out of the mountain masses in the neighbourhood of Garda
l.ake flows the Adige- snow-swollen and formidable.  After
ten or fifteen miles in the open country it turns agan with a
sharp hairpin bend, a thousand yards across at base, and
swirls against the foothills before finally drawing away to drain
the fats and flow at last into the Adriatic parallel with ats
companion river, the Po.

Here, under the lee of the hairpin bend, men ventured in
carly times to contrive a crossing, perhaps with a bridge of
boats. A masonry bridge partly Roman  still marks  the
passage.  In the bend grew up the carly Roman town, with
three sides protected by the river, and the fourth by a wall.
The high ground immediately bevond the bridge was no doubt
fortificd by the Romans, as it certainly was by their successors
in the Middle Ages.  In the steep face of the hill they dug a
theatre.  On the other side of the town, and bevond the wall,
they built a great amphitheatre. Both these great works
remain, though mutilated, to this dav.

This, then, is the carliest historical Verona, a town growing
up on one side of a river crossing, protected by the river and a
wall, and further commanded by the haghts beyvond.

The amphitheatre outside the town-wall became @ menace
in the later days when Italy was being invaded Ly northern
proples, who used it as a fortress and base of attack. Tt was
therefore included in the area of the Liter Roman walls,
The next development was when the Scaliger rulers in the
fourtcenth century built their great brick castle (the Castel
Veechio) at the upper angle of the hairpin bend and threw a
brick bridge on three stupendous arches over the river. A
ditch was now dng across the base of the bend, jomning the
waters, and a wall built on the inner side.

Two hundred years later the town was under the suzerainty
of Venice.  Recent improvements in artillery had left the
defensive power behind, and the walls which the Scaligers had
built too high for scaling ladders could he breached and entered
by an army possessing the new long guns which the bronze
workers were inventing and making. Throughout 1taly the
brigand armies of the Emperor Charles V oand the King of
France were ravaging and pillaging. Sanmicheli, who was in
the service of the Venctian Republic, was entrusted with the
task of re-designing the fortifications. His problem was to
protect the city from gun-fire by building round it walls which
the artillery could not damage nor storming parties scale. To
keep the enemy guns out of range he traced a new line of walls
some thousand yards forward of the old Scaliger wall and ditch
(on the base of the hairpin triangle), and further carried it
northward to protect the reverse bend on the upper river
above the Secaliger castle and bridge. And to the south-east,
beyond the lower river, he threw out his new walls again a
thousand yards beyond the river bank. At the north end here

VoL. L1—1 2

Verona: Architectural Notes.”

he linked up with and used the mediieval walls which ran along
the spine of the dominating nll; here and there he strengthened
them with great brick bastions, bearing on their face a stone
slab where the lion of St Mark was carved.  Such a bastion
15 to be found at the great north-cast nose and also above the
S. Grorgio Gate, which lies near the river to the north of the
town.

But even more important than the plan of the walls was
their construction.  They are sixteen or more feet thick, faced
with brick, and filled between with conerete formed of large
stones from the river bed and smaller sharp ones. They are
grass-grown on the top, and backed with a further great slope
of grass and carth on the town side. On the country side they
rise from the ground, a great face of battered brick for some
30 fto (this varies with the ground, as the top seems to be level
throughout), to a stone torns moulding, 16 in. deep, above
which the face s vertical for 4 ft. or 5 {t., and crowned with a
sccond stone torus half as Targe.

I'urther to protect the walls from guns, before the days of
the development of ndirect fire, and vet to keep them high
cnough to make them hard to scale, the ground 1s cut away in
{front of them in a great fosse, which varies in width from 1oo {t.
towell over 100 vards.  This, perhaps, was sometimes wet and
sometimes dryv. In either case it was a protection, as the walls
are out of sight from enemy battertes. In these mighty walls
are pierced the five great gates, of which two are among the
best known of Sanmicheli’s works.

So adequate was the great man's solution of the problem of
fortification, and so slight was the advance in the theory of
artillery from the Cinquecento  to the nineteenth century,
that the Austrians in the main adopted the existing works,
though they have largely disfigured  them by facing bas-
tions and walls in many places and building  projections
and strong-points here and there in a mean-looking dress of
polvgonal masonry,

1 have now sketched in broad outline the history of the town
as a built place, and we may turn to consider more in detail one
or two of the things that have been built - only one or two, for
Verona is very rich in interest,

Besides the remains of Roman work there are Romanesque
churclies, drenched in sunshine and antiqmty @ medieval walls
and tombs, a castle and a bridge : the first tender smile of the
carly Renaissance, not only on the gilded loggia, among
the pigeons, but in every arched doorway, pillared baleony, or
fretted window of a score of narrow streets, set Roman-wise at
right-angles,  And towards the end comes Sanmichel, director
of fortifications, architect, and churchwarden,

with eager thought warbling his Doric lay.

Of Roman work the most considerable remains are the
amphitheatre, the theatre, the Ponte della Pietra, and two
gateways, the Porta Bor¢ani and the Porta Leoni. A third
gateway, the so-called Arco dei Gavi, ascribed (with what
authority I don’t know) to Vitruvins, was destroyed by the
orders of Napoleon, as it impeded the passage of his artillery,
In addition there are fragments stuck here and there in the
walls of later houses, like fossils of an earlier age.

* A Paper read before the Liverpool Architectural Socicty on 1o January,



54 THE ARCHITECTURAL REVIEW.

T ;:-.

R

PORTA DEL PALIO:

On the date of the amplutheatre authorities differ, but it
secms probable that it was built somewhere about A.p. 100, It
is the subject of a monograph by the cighteenth-century Italian
archeologist Maffei, and I do not propose to enlarge on it here
except to say thatit still remains an imposing mass of building
after cighteen centuries of weather and flood and carthquake,
and much carly destruction by quarrying to build the walls of
Galliecnus and Theodoric, and the castle and bridge of the
Scaligers. It needs an active archeological imagination to see
again the low mass of stone seats, now empty to the sunshine
and the lizards, girdled as they once were with their towering
four-storeyed outer wall, and crowned with the masts of the
velarium, under whose shadow swayed and murmured 40,000
Roman citizens.

A monument almost cqually important, but much less
famous, is the theatre across the river, cut in the side of the
hill where the Adige for the last time sweeps by the mountain
mass. The whole site was built over and lay unexplored until
the middle of the last century, and it is only within the last
twenty years or so that the ground has been cleared and the
main lines of the theatre opened to view. The general semi-
circle of stone seats is well preserved, and a small part of an
upper arcade of private boxes remains.

Externally the treatment was similar to the general Roman
treatment of an amphithcatre, a series of arched openings in
three or four storeys, framed in by columns and entablatures
applied to the wall surface. One of these arched frames has
been restored, and as the work was only finished in 1914 it is
as yet little known. It is interesting as giving us another
example of the somewhat rare Roman Ionic order, though it is,
of course, only a provincial example, and clumsier, no doubt,
than we should expect to find in Rome.

The column is about nine-and-a-half diameters in height,
and the entablature well over two diameters deep, thus agreeing
more nearly with the proportions of Vignola than of Palladio.
The base is an Attic base, and the volute in side elevation is
a trifle behind the column profile. The abacus seems to be
cut off square at the angles. The entablature is clumsy in
detail. The use of voussoirs in the architrave is interesting.
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COUNTRY FACE.

The great archway with its finely treated bull-head key-
stone is almost exactly twice as high as it is broad, though the
steep steps and its own 6 ft. of thickness give it a more squat
appearance. It will be noticed that the arch, being in a curved
wall, is narrower on its inner face, and the crown is lowered in
proportion. The whole is impressive from the bigness of the
stones used and the simplicity of treatment.

It is a jolly place to wander in, this theatre, planted about
with flowers and shining in the sun, while the steep wall of the
hillside shades it on the one hand, and on the other is the hurry-
ing river and the clatter of the washerwomen. Fragments of
entablature and cap and base are stacked about the site, and
though often upside down are easily accessible; while in the
little museum attached, a haunt of dust and mosquitoes, is
stored a wealth of small fragments, mouldings, and enrich-
ments, lamp-bases and marble bench-ends, that betray the
delicate chisel of the Greek.

We have seen how the River Adige, with its last swirl against
the hills, brought the town to birth. And all through history
this powerful stream, grey-green from the mountain snows,
rolling its rounded boulders and turning its moored mills, has
been its impetuous servant and sometimes its devastating
master. As late as 1882 great tracts of the town were flooded
as high as the door-heads. So it is very fitting that one of the
great monuments of Verona should be a bridge. The Roman
bridge, altered in medizval times, is a fine work; we can only
dream what Sanmicheli would have made of a bridge, if he had
had the chance. But the Scaliger bridge, a mass of weathered
brick carried on marble on three great leaps across the hurrying
waters, is an achievement of dominating power.

It is 400 ft. long, and the roadway within 16 ft. wide. The
first arch from the sheer face of the Castel Vecchio to the great
brick abutment that stands in midstream with a pointed prow
to divide the waters, spans some 140 ft. The second spans
100 ft. Inshore the sand-carriers dare to manage their boat;
but in midstream no craft ventures. A tantalizing consequence
is that it seems impossible to feel the great scale of the work.
And the fish-tailed Ghibelline battlements, which crown it,
further dwarf the effect. Our architectural consciousness
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thinks of battlements as 2 ft. or 3 ft. in height.  These are,
where shortest, 6 ft. high, and their topmost bricks 14 ft. above
the roadway.

The Scaligers sleep in their carved tombs hard by the
central piazza, and the world, guide-led, gazes with open
mouth at the little shrines that were built for them when
thevy were dead; but away by the river-side, rumbled over
by market-carts and misused by soldiers and  wayvfaring
men, stands i brick and marble the work that they built
when alive, a more impressive and enduring monument  of
their energy and power.

So the rule of the Scaligers became history, and men began
to turn for inspiration in writing and in building to the past,
caught by the mmagined glamour of the great davs of Rome.
At first the Renaissance, as is the way of all revivals, copied
detail, and nowhere, perhaps, is this more apparent than in
Verona.  All, or almost all, that is most characteristic in the
work of the Quattrocento, the shallow mouldings, the delicately
clumsy bead and reel, arabesqued pilaster faces, with round
arches springing directly from the caps, and the motifs of goat-
head and harpy, faun and Mednsa mask, all are to be found
the very details they loved and handled and copied in the
fragments in the three muscums or the remains of late Roman
work still standing lhiere and there about the town.  The Arco
dei Gavi, exeept for the enclosing Corinthian order, might be
the work of Bramante or Fra Giocondo. The window of the
Cancelleria Palace in Rome is exactly the upper window of the
Borsari Gate. Even Sanmicheli, who is generally associated
with a grander manner, is in some of his moods a close copyist
of the smaller Roman idiosyncrasies which he found to his hand.
The upper story of the Bevilacqua Palace, with its spiral-
fluted columns, and round-headed windows in a square frame,
is strongly reminiscent of the Bors?ri Gate a hundred yards
up the street.

But Sanmicheli had two strongly contrasting manners.
He was no less responsive to the weight and simple dignity of
the amphitheatre, and the same brain that designed the mean
doorway of the Prefettura and the deplorable Capella Pellegrini,
conceived the fine entry to the Canossa Palace, the austere

CANQSSAT

facade and entrance hall of the Palazzo Pompeii, the restrained
richness of the Bevilaequa base, and the new walls, bastions,
and gates of the town,

There are five gates, of which two, the Porta del Palio and
the Porta Nuova, are well known.  The problem in cach case
was to make an imposing entrance i a wall whose thickness
with the inner carthen ramp varies from 6o ft. to So ft.  The
gateway thus becomes @ square block rather than a mere
opening, and i the case of the Porta Nuova at any rate the
gatchonse itself is made into a strong-point

The two carliest gates, the Vescovo and the S, Giorgio, are
on opposite sides of the town, the one to the south-cast, the
other to the north. The Vescovo gate has been much mutilated
in a pseudo-Moorish manner, but the external arch which re-
mains is very like the corresponding face of the S, Giorgio
gate.  This latter is a block, approximately 0o ft. square. 1t
is evidently carly in manner, and is dated on the frieze 1525.
1t may be the work of Sanmicheli’s father and uncle, who were,
we learn from Vasari, his first instructors. The two chief
points of interest in the design are, first, the care taken to carry
through the great horizontal line of the wall torus moulding,
thus tying the gateway into the expanse of wall (this problem
recurs in all the other gates, and is a varying problem, as the
torns is on the same level all round the town, while the level
of the gate threshold varies with the changing road levels
within the walls); and secondly, the remarkable difference in
character between the suavity of the face turned to the world
ontside and the severity of the side towards tlie town. So the
gemal statesman is sometimes a harsh husband. A similar
difference is to be seen in the Porta del Palio.

The San Zeno gatehouse, to the north-west of the town, is
again about 60 ft. square and 4o ft. or so to the cornice line.
It is a simple and original design in brick and stone. The
strong horizontal enriched stone band from which the archway
springs picks up the line of the great wall torus, which is here
3 ft. or 4 ft. lower in relation to the road level than at the
S. Giorgio gate.

The fourth gate-house, the Porta Nuova, is built as a fort-
ress, 9o ft. deep and 120 ft. long, with corners rounded into
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Photograph by the Author.
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VAULTED INTERIOR OF THE PORTA DEL PALIO.
From a Chalk Drawing by the Author.
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DORIC COLONNADE OFIF THE PORTA DEL PALIO.

From a Waler-colour Drawing by Austin Blomfield.
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VERONA :

towers on the outer face. It was originally built as a square of
brickwork ; on the country face only the central feature, with
the main carriage arch and the two footway openings, was in
stone ; and on the town face the main arch, with its framing
columns and pediment, the main Doric entablature with donble
rusticated pilasters at the corners, and the jambs and voussoirs
of the footway-arches, were in stone, while the main wall face
was brick.  The large side archways were added later.  The
work has been well done, but the whole loses in concentration
of emphasis.  Here again the wall torus line is picked up by«
horizontal band which 1s the springing level of the main arch-
way. There is little difference in character between the town
and country sides.  Perhaps as 1t was a fortress it could not
well have a smiling face.

The fifth of the gateways is the well-known Porta del Palio,
a ceremontal gate which was only, or chicflv, opened on the
occaston of the race-meeting from which it 1s named.  Opinions
differ as to whether Sannucheli designed this too as a fortress
gateway. Tt is of great size. A large doorway and two small
ones in the onter face plerce a wall 23 ft. thick and give aceess
to a brick-vaulted hall about go [t. hy 3o ft. and about 45 ft.
to the crown of the vanlt.  On the iner side three equal arch-
ways, about 12 ft. wide give access across a great five-baved
Doric portico to the town bevond.  The depth throngh from
face to face 1s about go ft., and the length of the portico on the
town side about 170 ft.

1ere the contrast between the town and the country faces
is so marked that they seem to belong to different buildings.
The country face 1s notable for its rectangular opemngs, the
masterly framing in of square within square, the delicate
strength of the carving, in particular the kevstones, the pleasant
and nnusual treatment of the smaller doors, o refinement on a
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doorway which Sunmicheli found in Rome and had already
used in his own private house and in the entrance to the Pelle-
grini Chapel. At the same time the Dorie order, though charm-
ing in itself, seems barely strong enough, particularly at the
angles, to frame a wall surface so powerful. Tt will be noticed
that here, owing to the lowness of the street level at this point,
the wall torus is level with the Dorie caps. Fhe masonry, from
400 vears of sunset, 15 an enchanting colour.

To judge it rightly it should be considered as it may be pre-
sumed to have looked when built, on either side of it in long
lines of battered brickwork the circuit of impregnable walls,
brick and stone alike perhaps mirrored in the broad face of
waters in the fosse,

In the great portico on the town side 27 ft. Doric columns
i pairs carry a7 ftooentablature. The cohmns are engaged
with the rusticated wall and are themselves rusticated. Be-
tween cach pair the wall is pierced by a 1y ftoarch 25 ft. 5 in.
high, with a deep and simple kevstone which is vet hardly
bigger than the bull's-head kevstone of the Roman theatre.
This great facade for one reason or another fails to give me that
full cftect of impressive grandeur which 1 feel Sanmicheli
intended it to give. Perhaps it is that the approach to it from
the town is wanting in scale and dignity, or the contrast with
the conntry fice is too marked, or the rustications spoil the
columns, or the great brick blocking wall above the entablature
whitever the reason, it scems to fall short of its
full appeal. Foritis a big work, biglv handled, and humanity
plavs mnimportantly abont its feet. Yet all the time you are
conscions perhaps of the effort after largeness, and the con-
~ciousness of the cffort lessens the effeet. To speak weightily
without talking big is perhaps the last lesson of great architec-

ture. W. G. N.
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Vernon House, Park Place, St. James’s.
Remodelling by Sir Ambrose Poynter, Bart., F.R.[.B.A.

ERNON HOUSE, Park Place, St. James’s, which was
v recently bought from Lord Hillingdon by the Over-
seas Club to use as a club-house, has a history which
dates back to the early part of the eighteenth century, though
little evidence of this now remains except in the thickness of

the walls. It wasremodelledin
the early part of the nineteenth
century, and again recently
by Sir Ambrose Poynter Bart.,
F.R.I.B.A., for the late Lord
Hillingdon, when the house
was not only reconstructed,
but elaborately decorated.

The situation is a someswhat
unusual one for London, being
“entre cour et jardin’'; the
house faces down Park Place,
and has its own entrance gates
and courtyard in front, while
at the back is a private garden
adjoining the Green Park.

It is a late seventeenth-
century house, but has been
repeatedly modernized, and
has the air of its date only in
the spacious planning. The
late Lord Hillingdon is said to
have spent £40,000 on his re-
novations, or only a little less
than the Overseas League has
now paid for the whole. The
Tasmanian fruit - grower or
Saskatchewan — homesteader
who has the run of the place
during his visit to London will
delight in this fine flower of
old wealth and civilization.

There are two splendid
rooms overlooking the Green

Park. One downstairs has fluted columns and a rich marble
mantelpiece. Upstairs the old drawing-room, with its panels of
rosy silk brocade franied in gilt, is now a lounge for the Empire’s
sons and daughters. The house is thoroughly cheerful and

THE

4
(7 s

MAIN STAIRS,

well lighted.

At one time Lord William Bentinck, the first
Governor-General of India (“ who,” Macaulay says, *“ infused
with Oriental despotism the spirit of British freedom '), lived
in it; later the first Lord Redesdale, who until his death in
1886 used to be scen in London wearing the old-fashioned

tail-coat with brass buttons
of a former age.

The plans given show the
alterations which were made.
The whole interior of the house
was practically removed from
the level of the old first-floor
ceiling upwards. As will be
seen by the plans, the old
front and back stairs were
taken out, the back stairs
shifted, and an area made 1in
the space occupied by them
and the front stairs, while the
old front hall was converted
into a staircase hall two stories
in height, and a vestibule built
on. On the first floor, the
central division of the draw-
ing-room—which received its
light from a skylight-—was
done away with, and one
large room made with the
windows on to the Green
Park enlarged. The hall,
study, library, dining-room,
drawing - room, and boudoir
were entirely redecorated, to
suit the very fine collection of
furniture, pictures, and china
belonging to Iord Hillingdon.
The drawing - room in par-
ticnlar contained a dozen of
the finest eighteenth-century

portraits by Reynolds, Gainsborough, and Romney, together
with a fine collection of I‘rench china and furniture; while the
boudoir was designed to take three oval panels by Bouchardon
and somnie priceless Sévres and Meissen ware.
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The Scottish Survey.

- O the Southron, there is a certain rawness in Scottish
architecture; and the writer well remembers, when he
first came up from the North, the view of his enthusiasms

taken by an eminent English architect. Yet who would say that
the crypt of Glasgow and the west front of Dunblane were not
things of European excellence ? But admittedly there is a
canny clement in most things Scottish, and perhaps to under-
stand them to the full one has to know and feel in one’s blood
the truth and vigour of Burns and the incomparable historical
msight of Scott, together with that homely ordinariness which
is just Scotland. The larger domestie buildings of the sixteenth
and seventeenth eenturies in Scotland are French undoubtedly
in their origin, but they are truly national nevertheless.  They
are also exceedingly valuable as traditional stone building in
which the value of plain wall-space and fine sky-line is at onee
apparent. As to the earlier, completely medieval eeclesiastical
work, it is not too much to say that it is too httle known and
appreciated in lingland.

The commencement of the publication of a really repre-
sentative collection of the prineipal remains of Scottish archi-
tecture from the twelfth to the seventeenth centuries is there-
fore a matter of uncommor interest; and a committee which
promises to place about 300 plates of measured drawings
before the publie in the course of the next five years may be
congratulated on having sufficient material at its disposal to
break the back of the subjeet.  The whole project is within
measurable compass, because Seotland eontains just enough,
but not too much, within the preseribed period, to make one
such publication sufficient, or nearly so.  The preface to the
volume, which forms the first part of what promises to be a
really great publication, states briefly and concisely the genesis
of the whole scheme.  To anyone who knows, the leading
figure throughout has been Sir R. Rowand Anderson, and this
is rightly indicated in the preface.  But everything seems to
have gone as it should; and not only this distinguished archi-
tect, but the Edinburgh Areliteetural Association, the Board
of Manufacturers for the Edinburgh College of Art, the Board
of Trustees of the National Galleries of Seotland (who own the
original drawings), and finally the Institute of Scottish Archi-
tects, have worthily played their part. [t s casy to hail and
recognize a movement such as this, but one sees behind it vears
of patient endeavour and a consistency and thoroughness of
purpose which are as excellent as they are rare.  The suecess
which is certain to follow will he well deserved.

There is, of course, bound to he Some overlapping by the
publication of things already recorded in other books.  One
need only mention Mr. George Washington Browne's delightful
hook of measured drawings and sketches, and the past volumes
of the Edinburgh Architectnral Association, and the Glasgow
Architectural Association Sketch Books, the latter containing,
among other things, some fine measured drawings of Glasgow
Cathedral by the late W. J. Anderson. The A.A. Sketch
Book has also from time to time published drawings of Scottish
work, most notably, perhaps, a very complete set of Craigievar
Castle and Mr Fulton’s drawings of the Aberdeen choir stalls.
But the committee will know all about these matters, and may
safely be left to deal with them. One would welcome, in any
event, gathering together in one volume complete records of
such priceless things as Glasgow Cathedral, and Melrose,
Dryburgh, Jedburgh, and Sweetheart Abbeys, to mention
some of the outstanding medi®val work alone.

The present volume contains three parts, in a portfolio, all
entirely devoted to stone-built domestic work of the sixteenth
and seventeenth centuries. The parts contain together eight

12

subjects, cach described and illustrated by a page or two of
explanatory notes, generally one or more plates of photo-
graphic views, and three or more plates of measured drawings.
There are also occasional illustrations in the letterpress, and
the committee have taken the trouble to get any heraldry that
appears properly described by the most competent anthority.
Generally speaking, the notes are models of their kind; it is
very casy to be too skimpyv or too discursive, and the com-
mittee do not appear to have erred in either direetion.

All the subjeets are of interest, but architeeturally Amisficld
Tower, Dumfries, and Argvll's Lodging, Stirling, are perhaps
outstanding.  Amisfield 1s one of those stark seventeenth-
century towers that rise to a picturesque skyline of gables and
turrets.  In all really vernacular Scottish architecture suel as
this, one canaot think of these as featnres; they seem to grow
out of the walls in the most natural manner possible.  Both
Anusficld and Park O’Luee, Wigtownshire — a plainer house of
1390—exhibit that ingenuity of planning, possible only with
thick walls, that enables the upper stories to scorn the eonven-
tions of the lower arrangements; it is all fine building, or it
wonld never have stood to the present day in the Scottish
chimate; but it has the mediieval mark, and it is more charac-
teristic of Scotland than of England, for it s inseparable from
the fortified strueture which lingered late north of the Tweed.

A still ecarlier house than Park O'Luce is LElcho Castle,
Perthshire, where the fortified lines are earned down to the
ground, and the whole structure is truly mediieval, with only
the crow-stepped gables to point to the later fashion. A grim
house this, of which one would like to see a photograph.

Fountainhall, Haddingtonshire, is a finely situated long
house of more domestic character than the preceding, with a
good doorway and some niee ironwork and other aceessories,

[Ford House, Midlothian, is a pleasant wee L-shaped honse
of late seventeenth-century date, and Cowane's Hospital,
Stirling, is also a small, mid-seventeenth-century E-shaped
structure, with a terraee and steps.

The other examples are Earlshall, Fifeshive, a fine rambling
house with an oval corer tower and a courtvard; Midliope
Castle, Linhthgowshire, also a courtvard house; and last, but
not least, Argvll's Lodging at Stirhng, which is given three
pages of letterpress, nine plates of drawings, and six of photo-
graphic illustrations.  This fine seventeenth-century house,
with three wings and a great elosed courtyard, is the featnre of
the volume, and eontains quite a lot of claborate detail.

The measured drawings are on the whole thorough and work-
manlike.  Naturally, as the committee state in the preface,
they vary in quality; but the Seottish standard of draughts-
manship is a high one, and the IZdinburgh School of 1892, in
particular, was upheld by such veterans as Mr. Joass and Mr.
John Stewart.  They were worthily suceeeded by Mr. Ramsay
Traquair, Mr. Edwin Forbes, and others who appear in the
present volume. The photographic illustrations are also very
good, and one might perhaps venture to suggest to the com-
mittee that they make such illustrations an invariable feature.
The further parts of this most notable publication will cer-
tainly be awaited with great interest.

THEODORE VFYFE,

‘* National Art Survey of Scotland.”” Volume 1.: IExamples of Scottish
Avrchitecture from the Twelfth to the Sevemteenth Centuries. A series of
reproductions from the National Art Survey drawings, published by a
Joint Committee of the Board of Trustees for the National Gallerics of
Scotland and the Institute of Scottish Architects. Edited by Sir R, Rowand
Amderson, LL.D., I{.R.S.A., Thomas Ross, L..D.D., and W. T, Oldricve,
H.R.S.A. Folio. Loose plates in case. George Waterston & Soms,
Ltd., Edinburgh and London. 1921.
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THE SCOTTISH SURVEY.

PARK O’ LUCE, WIGTONSHIRE.
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Uppingham School War Memorial Shrine

Ernest Newton, R.A., and Sons, Architects.

HE Uppingham shrine was Ernest Newton’s last com-
T pleted work. Tt is a picce of very delicate and elaborate
Gothic. As a work of art it is by no means typical of
his whole mind, but is characteristic in this—it shows his
power of getting at beauty by a process of refinement. This
power is rare among English architects. Tt is easy to mark in
contemporary work many of the broader architectural quali-
ties. Newton’s sense of the mass, his knowledge of the
sensuous beauty of texture, can readily find a parallel in the
work of many of his contemporaries; but his talent for the last
exactitude in gracefulness, his capacity to muse npon and
render spiritnal the obvious profile, the natural progression, is
not so casily discoverable elsewhere. In recent vears his son,
W. G. Newton, had collaborated with him. The Uppingham
shrine is onc of the joint works of father and son. They were
in essential matters very much at one, and their architectural
partnership was so close that it is not casy to distinguish the
work of cach.

The talent that Newton specially possessed is perhaps the
only real equipment for the difhcult task of building a war
mewnorial. To muse upon the ordinary beliefs and hopes of
human beings, to set them in a right light, to refine ther
values, and render them beautiful, eliminating worthless
elements, can be done most persnasively by an artist if he
should care to do so. The architect of this shrine has at-
tempted no more than with consummate care to sct in a
religious light the names of some young men fallen in the
war. Seven panels on the sides of an octagonal building are
lit from above through a httle clerestory lantern. That is the
motive of the building, and all the detail and decoration has
come from it quite naturally. The walls are of stone, broadly
treated, and upon them rests, obviously enough, the wooden
superstructure on which, in the inside, all sorts of pleasant
carvings and colours have been lavished. On the ontside this
wooden superstructure takes the form of an octagonal cone
pierced on cach face with gabled windows, and resting very
comfortably upon the stone octagon and within its balustrade.
The balustrade is broadly treated in a series of tall, open
quatrefoils. The eight gabled windows have been made as
large as possible for the purpose of conveying the maximum
of light. This has inevitably reduced the scale of the roof,
which, however, has a thoroughly medieval and workmanlike
appearance. The roof has been sheathed in cast lead with
the sandy face outward, the lead rolls forming a natural
pattern. The gilt ball at the top at present rather accentuates
the lowness of the roof. The cross surmounting it is of an
exceedingly beautiful design.

The vertical line at the angle between each face of the
octagon is shown on the narrow dies above the cornice, and
extends below it to meet the angle buttress. The buttresses
do not reach the cornice, resembling in this respect the but-
tresses of the chapel. An interest has been added to the wall
surface by a faint diaper work formed in the upper four
courses of the wall under the cornice. The cornice has been
enriched by the four-leaved flower very carefully spaced. The
stone used externally is Weldon stone, an oolitic limestone
that goes a yellow brown on weathering. This stone was used
in the restoration of Lincoln Chapter House.

Viewed externally the bnilding has something of the prac-
tical quality of English Gothic, and illustrates the adapta-
bility of the English medieval method, the method that
produced the English Chapter House and the Abbot’s Kitchen
at Glastonbury.

The section on this account is specially interesting. The
floor is paved with Portland stone; the walls are internally of
Ancaster stone, and rise some II ft. on the inside. The section
of the wall is of substantial thickness, and the plate rests npon
it at about the centre of its width. The plate is, of course,
framed round the octagon, and receives the feet of the roof
rafters. The plate butts against the back of the stone cornice,
and is helped thereby to take the thrust of the roof. Two
collars, however, are framed above, and at the sill of, the
windows. The section also shows how light would strike
down through each window upon the panel of names below on
the opposite wall. In the section the balustrade can be seen
to rest upon the cornice and to project slightly beyond the
wall face.

The position on plan of the shrine in relation to the chapel
is admirable. The main entrance to Uppingham Chapcl is on
the north side at the rear of the building, and under the west
gallery. Immediately opposite this entrance is the entrance
to the shrine. The visitor crosses the chapel, passing on his
right the statue of Edward Thring. The shrine has thus been
placed opposite the last two huttresses on the south flank of
the building, and access found through a new doorway and
through a little lobby formed between the faces of the but-
tresses. This little lobby is plastered, doubtless from motives
of economy, and is furnished with two undisguised radiators.
In many situations this would not be noticeable, but here
both in the chapel and the shrine the key given by fine
materials is a decided one, and the slight drop to a lower
material in passing from chapel to shrine is made obvious in a
way very interesting to modern architects who might not have
the lesson before them in a lifetime.

Once within the shrine a certain sweetness and solemnity
is the immediate emotion, within which for a moment the
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inquisitive mind of the critic is glad to pause. It was due, T
think, to the simplicity of the building and to the directness
of the architectural effect.

In the pleasant assault of music upon the senses a man may
fancy he finds something added to himself that was not there
before—-he feels himself richer and more active. The archi-
tectural emotion is not that, but as it were a process of
climination : not a warmth after the coldness of common life,
but a cool dissociation from the thousand trivial and inade-
quate reactions of scnse.  In the contemplation of architecture
the observer, like a tree in winter blown free of leaves and
desires, achieves the cmotion that is the negation of all
emotions.  Architecture does not express regrets.

The floor of the Uppingham shrine 1s of Portland stone, in
the centre of which is figured the Uppingham School crest, a
fine symbol representing some very small boys in front of a
large schoolmaster with a birch-rod.  The erest has been
formalized and placed within an octagon. The birch-rod
clement that in mediaeval times would doubtless have been
well emphasized as a motive is not emphasized here.  The
walls are of Ancaster stone, a cream-coloured limestone which
will take a finely cut lne.  The seven panels are subdivided
by shallow tracery.  They are framed by a double roll which
serves to form a kind of shaft at the interior angles, descending
to a prettilv moulded base, and also serves to complete the
stonework above by its smooth rounded line and by the
shadow beneath it.  Above that roll a different material begins.
The shallow stone tracery is treated with great refinement and
vitalitv, but yvet remains obviously large in scale for the
interior.  This 1s for the sake of contrast in material to the
carved wooden roof, and where it 1s cut shallow upon the walls,
giving half-tone shadows, it produces the broad eftect desired.
Where it 15 scen in full relief across the entrance its scale 1s
overpowering, 1 spite of careful subdivisions.  The names in
the three divisions of cacl panel are arranged some twenty in
each division, and are engraved on Hopton Waood stone. They
are cut very shallow and gilded: the type used is William
Morris’s “golden tyvpe.” A plinth round the walls carries a
shallow projecting ledge for wreaths,  The ledge is moulded,
and the horizontal line given by this and by the continuous
mouldings at the base of the panels serves to mark the octagon
shape below eye-level.  The main cornice begins the oaken
superstructure which rests markedly upon the masonry, and
is itself a mass of delicately carved and shadowed horizontals.
The secret here, and indeed in the whole interior design, is
the catching of the light in the right way by the horizontal
members. (It is interesting to compare the beads and hollows
on the architeet’s detail drawing with the result achieved.) A
frieze bears a text in Gothic lettering, the lettering made by
carving down the surrounding face: the ground has tlien been
painted blue, and gives a notable blue band in a significant
position, but the quality of a carved oak surface is preserved.
The frieze is strongly ruled off from its cornice by a black line
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of shadow. The cornice consists of a billeted hood-mould,
then a roll, and below the roll a richly carved member, the
whole surmounted by a cresting exquisitely carved and varied.
The architect’s note written on the detail drawing of this
cornice is as follows: "“All carving to be done with boldness
and gaicty. Vary at discretion. Avoid politeness and mono-
tony.” Everywhere the carver has been given considerable
liberty to vary details while preserving the general form. The
result is seen in the soft richness of effect—an achicvement
only possible with the co-operation of the craftsman.

The angels at each corner were carved from a model, but
vary in detail. Each angel has a different handful of flowers. .
The carving of the vibrant wings is admirable. The faces of
the angels are not pious, but have an elfish look.

The cove goes up in a slight curve from behind the cresting
of the main cornice. Each bay is in three narrowing panels
faintly patterned with fleurs-de-lis, of which there arc three
different forms, and the whole is bounded above by a marked
string.  This string is fretted with a vine pattern, and shows a
blue ground behind.  The top member of the string is also blue,
The ribs of the cove carry the eye up to the little clerestory
gallery which makes the inside of the lantern.  This gallery is
a light arcade with ogival arches, cach of which ends in a large
finial spreading its leaves against the cove of the eciling.
Fach bay of this gallery is separated by a spiral shaft. The
level ceiling has been prepared for by the strong horizontality
of the main lines, but the sudden flatness above these ogee
arches is like an unexpected modulation in modern music,
The effect, however, is cleverly reduced by means of the
ceiling, whose golden rays are, as it were, spun from point to
point, leaving the stars between them and a certain remoteness
for the eyve.

The scheme of tones and of eolours 1s delightful.  Above
the cream-coloured limestone the oak is in two tones of gold,
the first a very light tone, as it were dusty with gold, the
second slightly stronger, but still oaken in texture, and upon
this groundwork is here and there the sparkle of gold-leaf.
Against these tones the blue tells effectively, and is enhanced
by some mouldings touched with ivory-white and purple-
brown. At the eceiling level the gold has a surprising gleam of
red within it, which is due to certain surfaces of secarlet con-
cealed in positions reflecting the light.

It can be understood that these dull golds require sunshine
for their full values to be perceived. T was anxious, therefore,
for a gleam before leaving the interior. It came obligingly
enough, and immediately burnished the browns of the panels
to a dull glow and gave to the fine oak a series of warm grada-
tions. The gold at the ceiling shone a brighter red, and round
the edges of the ceiling the blue had gone purple. The sun
had not changed the forms around me, but seemed to empha-
size the conviction of delight in good craftsmanship, of belief
in joy—a eonviction and a belief appropriate as a tribute from
the living to the youthful dead. H. B.

Tail-piece by IFrank Brangwyn, R.A.



The late Ernest

who died so suddenly in January this vear, was in-

timately known to me for more than forty vears. Ifor
the latter half of this time-after I moved from Grav's Inn to
South Kensington— 1 did not sce him often, and  therefore
I have no detailed knowledge of his later works bevond the
general feeling that 1 should admire and understand them
For more than twenty  vears we were members  of  a
group of (then) vounger architects who were  “always
together.”

Born in 1856, and educated at Uppingham, he was
articled in 1873 to the latc
Norman Shaw.  lfrom him
he learnt much, and among
other things the decp per-
sonal  regard we  all had
for that master. It was
on his leaving what 1 still
think of as “the oftice”
m 29 Bloomsbury Square
(which is now, as [ sadly
sce, destroved) that T en-
teredd  as an assistant  to
occupy his stool,

On  leaving  the office
about 1870 Newton at once
began his own work with

| RNEST NEWTON, the able and much-loved architect
>

a hiouse passed over to him,
as was Mr. Shaw's gencerous
way with all of us m o
several times. Newton set
up a regular office  soon
after in Hart Street, Blooms-
bury, lere in his office
a small group of Shaw's
pupils andassistants gathered
together, at Newton's invita-
tion, once a maonth for a time
to discuss architecture and
art gencrallv.  The group
half humorously called itself
the St. George's Art Society,
a name taken from Blooms-
bury Church close by, This
small society was the pre-
cursor of the Art Workers'

Newton, R.A.

gifts and powers that came never changed him in the least
e was alwavs ready to joke and chat, and would alwavs
have liked to be able to “go and see something.”

Mr. Newton was clected into the Roval Academy in 1911,
and was President of the Roval Institute of Arehiteets during
the war vears 1914 1917, He also gave very valuable services
to the Ministry of Munitions, and all who met him at that
time  speak  with reverence of the wav in which he gave
himself to the irksome task and of his tactful and svmpa-
thetic dealing with other men nnder very straining circam-
stances. The personal strain, indeed, i that time of general
tension  was  probably  the
real  cause  of  the  carly
death which grieves a large
circle of friends.  While our
fricnds live we take them
more  or less for granted,
but something happens and
theyv are no longer  there,
and we see that no one will
cever be like them again.,

W. RO LETHABY,

Mr. Newton died from
pncumonia, after only five
davs” lness, at his residence,
17 Blomficld  Road,  Maida
[l on Wednesday, 25 Janu
arv. DBornin September 1856,
he was educated at Upping-
ham, and, after leaving that
entered Norman
otice,  where  he
worked  for six  vears in
association with a  number
of men, pupils and assistants
of Norman Shaw, who all
distinguished  themselves in
the practice of architecture,
and among whom may be
mentioned  Professor \W. R,
Lethaby, Mervvn 12, Macart-
ney, and 15, S Prior, A R.A.
His principal buildings were
Bullers Wood, Chislehurst ;

school,
Shaw's

Photo . Bassano, Ltd.

Guild and other things. The THIEE LATE ERNEST NEWTON, R.N. Redcourt, Haslemere; Steep

members of the group
formed the guild and they were merged in it.  The actual
inventors of the larger socicty were, 1 believe, Macartney
and Horsley, who were its first sccretaries.  Mr, Newton
became an accomplished architect, one of the ablest and most
thoughtful of the house-builders of his time. He steadily
progressed in power to the end of his life, aiming rather at
sound and expressive building than at style imitations. In
his quiet way he erected a surprising number of admirable
buildings, especially country houses, which were really homes
while graceful and dignified as well.

He was a delightful person to know, cordial, full of
humour and more—of playfulness and affection. He was
that wonderful thing, a true friend. The recognition of his

Hill, Jersey, a delightful ex-
ample of his more mature manner; Glebelands, Wokingham ;
Ardenrun Place, Blindley Heath; the House of Retreat and
Chapel of the Sisters of Bethany; and St. Swithun’s Church,
Hither Green. His last piece of work was a war shrine for his
old school at Uppingham—illustrated in this number of
THE ARCHITECTURAL REVIEW., Mr. Newton was President of
the Royal Institute of British Architects during the critical
vears of 1914 to 1917. He was elected A.R.A. in 1911 and
R.A. in 1919. He was awarded the Royal Gold Medal in
June 1918. He married, in 1881, Antoinette Johanna Hoyack,
of Rotterdam, and had three sons, of whom one, Colonel
W. G. Newton, President of the Architectural Association,
continues as Editor of THE ARCHITECTURAL REVIEW.]
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Mural Decorations by Frank Brangwyn, R.A., at

Christ’'s Hospital, Horsham.

art of mural decoration in this country is to be found

in the chapel of Christ’s Hospital, Horsham, better
known as the Bluecoat School.  FFor here are sixteen panels
in tempera by Mr. Frank Brangwyn, R.A. They form a
complete decorative scheme, correlated, coherent,  cheerful,
and in character with the architectural interior.

Too often modern mural decoration is ill-adapted to the
stvle of the building.  Too often artist and architect seem to
be at cross purposes.  Too often a single panel - sometinmies
not cven in colour-harmony with the rest of the decorations
proclaims the verv need it is designed to meet. How rarely
is a mural decoration given its proper perspective! I it is
not considered in relation to the architecture, the colour-
scheme, and the purpose of the building, it must fail.  This
demands the closest co-operation between artist and architect.
And it also requires that the artist shall have a sound archi-
tectural sense. He must be able to visualize his pancls as they
will be when put up - not merelyv as separate pictures.  His
chief aim must be to make an architecturally fitting pattern,
and the picture must be stricths subordinated to the first
Al thiz, of course, 1s more or less

()Nli of the most important of recent contributions to the

business of decoration,
axiomatic, but even so the observance of the breach 1s more
honoured than the rule.

It would be casy to give examples, but that wayv trouble
lies, and 1t 1s not in the best interests of art to give an un-
desirable prominence to examples to avoid.  For the same
reason it i+ well worth while to record such cases as Horsham,
where all the conditions for the production of a fine decorative
mterior are present.

Here there has peen a perfect understanding hetween
artist and architects.  Mr. Brangwyn has himself had an
architectural training and inherits an architectural tradition,
As a mural decorator he s an acknowledged master.  The
result of the combined work of the designers of the chapel and
its decoratoris an interior in which there is no discordant note,
The decorations do not look like an afterthought.  Thev have
no alien air.  They do not suggest that the artist only came in
after the architects had left. They fit in Iike a hand into a
glove. And this is a harmony so rarely achieved that to meet
it in a modern building 1s a refreshing delight. Designed by
Sir Aston Webb, P.R.A., and the late Mr. 1. Ingress Bell, the
chapel is a red brick structure with stone facings and grey oak
woodwork, The panels go right round the walls at a height
of some 15 ft. from the Hoor, being placed between the top of
the woodwork of the stalls and the windows. They are in
wooden frames made from the same timber as the stalls, and
cach canvas is on a stretcher.

This leaves a slight air-space at the back, between the
canvas itself and the brick wall. This was done because, for
obvious reasons, it was too risky to put the panels directly on
to the bricks. The only safe method—and the proper way to
save the decorations from injury—is to cout the brickwork
with cement or plaster and then fix the canvas flat on this
surface. So the paintings would be permanently preserved,

VoL, LI—L

and would last as long as the material on which they were
painted.  As this has not been done  presimably due to some
sort of “Geddes axe™ it s unfortunately likely that these
panels may be serionsty damaged.  No canvas can withstand
indefinitely the stress and strain of contraction and expansion,
however slight, which variations in temperature will inevitably:
cause.  We have no doubt that this highly unsatisfactory
condition will be removed as soon as finances permit.  The
=ooner the better. There are not so many Brangwvn decora-
tions in this country that we can afford to take chances with
those we have got.,

Before describing in detail these Horsham panels it may be
as well to return to the first principles of mural decoration,
because here we have a fine example of their practice.  And
first and foremost comes the basie law that the decoration
must be designed to fit the building, both 1 stvle and spirit,
Next to o, and almost as vital, s the fTaw that the scheme
must in itself, though as in this case split up into sixteen
pancels and as many subjects, have throughout cohesion both
of colour and composition.  That is whyv the decoration must
be first a pattern, even though it be a series of pictures after-
wards, s a matter of fact here is where so many artists fail,
The subjeet too often captures them, and they lose sight of
the necessity of inified design. Not so with Mr. Brangwyn,
He s too much a master of his craft for that; and he has too
strong a sense of design to be hured down the by-wavs of fancy
when the main read of decoration alone can lead him to his
goal.

The result is that the first impression on entering  the
chapel 1s one of satisfaction, the satisfaction that comes from
a carefullv balanced scheme of values and a sense of complete
unity in colour, scale, and stvle.  What first strikes the eye is
the massed effect of the fricze of panels which, divided only by
the shafts that support the roof, runs round the walls in a
bold pattern of blues, old gold, and warm grev. The dominant
note is blue, the blue of the sky, which, forming the top part of
cach panel, plays the role the thread playvs in a necklace of
pearls.  In the preservation of the same scale throughout for
the figures and the careful halance of colour in all the pancls
the artist has made of the sixteen panels a single decoration,
strong, arresting. and buoyant. Light in key, jolly in its note
of quiet gaiety, it is admirably adapted for the purpose of
engaging the attention of the bovs. In his choice of colours
the artist had this in mind. Boys do not bother about wsthetics.
Art has no special attraction for them. But they have very
decided likes and dislikes, and in the matter of colour their
taste is for bold, bright, cheerful tints. To please the bovs
while meeting the more exacting demands of the religious
character of the building and the necd of co-ordinating the
decoration with the chapel interior was not easy, but it has
been done. Afterall, the chapelis for the boys, and they will
have to sece the decorations whether they want to or not.
And so the panels were designed specially for them; and the
subjects, while strictly suitable for a church, were sclected
with the hope that they would have a real appeal to the
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MURAL DECORATIONS BY FRANK BRANGWYN, R.A

Plate TV, April 1922,

In conceiving the idea, twrned lo such fine arltistic accound, of the sleeping St. Palrick, the painter must
have had in mind one of the many legends that mark the saint as an invelerate dreamer. Il was in a

dream that he heard a voice calling him to his mission in Ireland.



MURAL DECORATIONS LY FRANK BRANGWYN, R.A.

ST COLUMBA LANDING AT IONA:AD:563: |
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Plate V. April 1922,

Whkhen St. Columba embarked on his Northern mission, he was about forty vears old, At Iona,

which was given lo kim by Comal, the Christian king of the Scots, his first ac! on landing was to

Luild there a church and a monasiery of timber and rveeding : whence the reverence for lona
as the Aima Mater of the Novikern Churches,
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quaintly clad figures in their blue coats and yellow stockings
who meet there for worship. And the blue coats and the
yellow stockings harmonize happily with the.bluo an’l gold
of the panels above them. The frieze is the tribute of a great
artist to boys. Tt is lis attempt to produce a work of art
which they can enjoy even if they cannot understand it.
Whether he has succeeded or not 1 cannot tell, though I
suspect he has.  The modern boy is a reticent voung human.
When it comes to art he is, as a rule, like so many of his elders
nowadays, simply and frankly not interested. But in any
case the decoration will remain as one of the finest set
up in Fngland for many years, if only for the fact that
it looks so inevitably an integral part of the building which
it adorns.

It is impossible to give an adequate idea of it by means
of black-and-white reproductions, and anvone who wishes to
get a full appreciation of the frieze mnst go down to Horsham
to see it in its proper setting and in all the jovous freshness of
its colouring. The coloured studies for some of the panels
which it is possible to give here by courtesy of the artist must
suffice for those who cannot make the journey. But they
cannot take its place, and they do not in any way give an
idea of the colouring of the panels, which is nothing like
that of the studies. The studies now reproduced, it may
be stated, are destined to be permanently preserved in a
museuni.

The subjeets of the panels are attractive.  Thev bring
before the minds of the bovs some of the most dramatic
moments in the lives of heroes of the Churchi. Augustine and
Sanl, Aidanr and Ambrose, Peter and Patrick, here are in
glorious procession the saints, martyrs, and pioncers of Chris-
tendom.  The scene shifts from  Jerusalem to Rome, {rom
Rome to Milan, from Italy to Britain, and from Britain to
America.  We see Peter addressing an ancient Eastern crowd,
Saul struck down on the way to Damascus, and Steplien stoned
outside the walls of Jerusalem.  There are both St Ambrose
and St. Gregory, the musicians of the early Churel, teaching
their choirs. The missionaries who brought Christianity to
lingland and lreland lead us to the days when Caxton placed
the Bible in the hiands of the people by printing it at his press
at Westminster, and when John Eliot gave it to the Mohicans
in North America. Here 1s material enough to stir the
imagination of youth. And surely, too, here is enough to
inspire the brush of any artist.

With subjects like these to fire the imagination, is it not a
pity that more churches are not decorated with scenes from
the lives of the saints?  Apart altogether from the religious
aspect of the matter, with which this article has nothing to do,
the decorative possibilities are undoubtedly attractive. It
would be a splendid change to see the churches of England
following the old and fine tradition of the Italians by
employing our best artists to brighten what are too often
dull interiors.

A comparison between some of the studies and the finished
panels reveals some ntriguing points. Take, for instance,
the stoning of Stephen. While the main design is retained,
there are changes in details which show how the artist’s mind
has worked. It is always towards cohesion and balance. In
the panels the battlements of the city have a bigger place.
And a flight of birds, disturbed by the tumult, gives a fine
touch of symbolism to the stark brutality of the martyrdom.
The birds also serve to add a rhythmic value to the composition
and to strengthen the interest in the bowed figure of the
doomed saint. The heavy battlements, the ruthless perse-
cutors, the springing flowers, and the upward flying birds, all
help to point the moral of this stirring scene from the carly
days of the Faitl.

The whole series, by the way, tells the story of the English
Church up to the post-Reformation period and the beginning
of missionary work. So we find here Stephen, the first martyr,
and Peter and Paul, the founders of the Western Church at
Rome. There are three great events in the life of the greatest
of the apostles pictured here—his dramatic conversion on the
way to Damascus, his shipwreck, and his first sight of the City
of the Seven Hills.  The shipwreck scene is given in colours
from the original study. It tells its own story. It forms a
striking contrast with the Damascus scene, glittering with all
the opulent colouring of the Ifast.  Another Ifastern scene is
found in Mr. Brangwyn’s version of the episode in which Peter,
accompanied by the cleven apostles, addresses the crowd. Is
it by accident or design that Peter is turning his back upon the
luscious fruits of the earth and the two bottles of wine in the
foreground ?  Presumably it is an intentional parable.  Tf it is,
it is all the more arresting from the fact that the fruit and the
bottles have so clear and inevitable a place in the decorative
scheme. To those to whom symbolism appeals, much can be
read into this powerful scene.  They will find a wealth of
meaning in the dove, the wine, the fruits, and the flowering
plant.  The fine study in ecolour at any rate shows their
splendid decorative value.

The conversion of St. Augustine, the Augustine of the
Confessions, is one of the most beautiful of all the panels.
The lilies in the foreground and the foliage at the back give
to the scene a quictly festive air which is admirably suited to
the occasion.  Moreover, as the Te Deum is assoclated tradi-
tionally with his baptism, the singing children are happily
appropriate.  The panel of St. Ambrose training his choir is
closely linked with the conversion of Augustine, for it was the
preaching of the great patron saint of Milan which is said to
have led to the enlistment under the banner of the Church of
one of the most powerful of all its ecarly leaders.  Ambrose
had the unusual distinction of being appointed a bishop direct
from the laitv.  As Bishop of Milan he greatly enriched the
hymmnology of the Church.  And it may be added as a footnote
to history that he is said to be author of the saving, “When in
Rome do as the Romans do,” which in those days was
undoubtedly sound “safety first " advice.

The English pancls recall some of the most romantic events
of the early days— events likely to make a special appeal to
the adventure-loving hearts of youth. What boy could look
unmoved on the grim painting of the death of the first English
martyr, St. Alban ? Alban was an inhabitant of the Roman
town of Verulam in Hertfordshire, not far from the present
site of the town of St. Albans.  Alban lived in the third
century, and, though a pagan, gave shelter to a priest hard
pressed by the mob. In the end the priest’s retreat was
discovered, and Alban, to save his guest, presented himself
wearing the clothes of the Christian.  The Roman Governor
threatened to punish him for harbouring a priest, and Alban
calmly announced that he was a Christian, too. This meant
death, and torture before death. He was executed on a woaded
eminence overlooking the town. It is during the scourging
that Mr. Brangwyn represents him. And, realistic though he
15, the artist cannot resist the touch of natural symbolism
which distinguishes so many of his religious paintings. Here
it is to be found in the flowers which spring up in the meadow
of death.

The change from this scene of execution to the peaceful
dream of St. Patrick in the forest is refreshing. Here Mr.
Brangwyn makes masterly decorative use of the trees and of
the flower-strewn ground. This Dumbarton pioneer, who
converted Ulster, not only gave to Ireland her religion, but he
also made famous her embleni, the shamrock.,

(To be concluded )
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Burford.
By M. _]()urduin.

URFORD, the centre of mnportant highwavs and yet

remote from the railway, preserves in its fine stone

buildings the aspect it had acquired in the prosperous
years of the seventeenth century, from which time it steadily
decaved.  The additions in the eighteenth century are few
and fewer still those of the succeeding century. Variety is
amply sccured by the sharp piteh of the main street, and the
character of buldings, stone-tiled and  stone-walled, which
seent as much an integral part of the landscape as an outerop
of stone; the line of houses on cither side broken by every
varicty of chimnev-stack, gable and roofs, on which time has
impressed new undulations ; and by the stone-tiled pent-house
projections to the shop windows.  Burford's domestic build-
ings date from the latter part of the fifteenth century. The
long unbroken block of almshouses founded 1457, though
to some extent rebuilt, were conservatively rebuilt in the early
nincteenth century, and other Afteenth-century survivals are
the arch in the back wall of Messrs. Towse's forge in High
Street, and the vaulted cellar
of London House, in the same
street,  and numerous  en-
trances  to o passages between
houses.

In the latter part of the
sixteenth century the  town
began to climb the steep hill,
and several tenements bt
by a certain Simon Wisdom
have their date recorded on
a tablet, together with  his
initials and merchant’s mark.
The long gabled house, which,
seen from the top of the
Iigh Street, appears to lie
across and block the street by
the bridge, is of the vear 1576.
Among interesting detail to be
noted here and there is the arch of < The Cotswold Arms "™
on the cast side of the High Street, of which one spandrel
is carved with the pomegranate; and the oriel corbelled
out of the main wall in “The Fawkland Hall” now used
as the Institute.

The wider span of windows in the {rontage of the three-
gabled house in High Street, opposite the end of Sheep Street, is
characternistic of the carly seventeenth century, and the cottage
in Witney Street is of the same type; in both the windows in
the first floor are treated as an oriel carried forward on brackets.
In the case of the former house there is a good deal of the back
that suggests sixteenth-century work ; and of the barge-boards
on the frontage, two are original and are of a pronounced
Gothic character. In Burford, however, architectural fashions
lingered long, and “period " identifications can only be loosely
applied.

There is a durable and well-preserved appearance about
these stone-built honses.  That has not been the case with
certain houses of which the repair had for some years fallen
into abeyance. In the house on the east side of the High Street,
opposite ““ The Bear,” the repair of the roof by Mr. Horniman at
the beginning of the war has saved the building from disaster.
He had previously snccessfully completed the restoration of
“The Rose and Crown,” and the house at the corner of Witney

SHEEP STREET,

From a Peacll Drawing

Stieet and High Street. Here the close-set oak timbers on
the first floor are exposed, and during the restoration these and
their  wattle-and-daub  Rlling were  discovered beneath  the
plaster casing.  In the timbers signs of the position of win-
dows with circular-headed lights were also discovered, and these
it was found, owing to their carly date, were not grooved for
glazing.

While the mterest of  Burford is its houses of the ecarly
Renaissance, the late Renaissance did not leave it untouched,
Of ashlar houses of this stvle the carliest dated is the Vicarage,
set near the Windrush at the bottom of the High Street, and
bearing the date 1672 within a panel in the central pedimented
gable.  The hnest example of this style in Barford, however,
15 the Great House on the south side of Witney Street. The
street frontage is a dignified composition, with central doorway
and two rows of tall sush windows above a eellar, which 1s It
by oval lights. The hrst-loor windows are linished alternately
with segmental and angular pediments, and the foor above s

lit by circular lights within
= a square  architrave.  The
detaill of  the cornice  and
central  pediment,  the pine-
cone  fmials, and  the shell-
headed doorhead of the side
entrance  are all charaecter-
istic of the stately work of
the period, but a provincial
note is strueck by the parapet,
which, like  the  chimmey
stacks, is embattled,

In the tHhgh  Street s
another digmfied classic house,
set - back by a forecourt
enclosed by Tow wall with
BURFORD. an iron railing and  central
gateway.  The kevstoned and
pedimented  doorway is in
the centre of the rusticated frontage, which is treated with
the Corinthian order.

Burford is a stone-built town, and the only considerable
use of brick 1s the frontage of the Bull Tnn. But the total
expenditure on bricks liere could not have been extravagant ;
the house is structurally stone, the frontage being only faced
with bricks above the ground floor, and there is abundant use
of stone even here for pilasters, and the aprons and keystones

by Francs Dodd

of the sash windows.

The Priory itself is a palimpsest.  During the 1908 restora-
tion five arches were found built into the south wall of the hall,
and these (with an arch at present in the kitchen passage, where
it was moved during restoration) are fragments of the mediwval
hospital of St. Johin.  Sir Lawrence Tanheld, before the close
of the sixteenth century, was the first to build a large country
house on the estate; after the death of Sir Lawrence Tanfield's
widow, the property passed to Lord IFalkland, who, when obliged
to sell one of his two estates, Great Tew and the Priory, dis-
posed of the latter in 1637 to William Lenthall, Speaker of the
Long Parliament. Though in the middle of the eighteenth
century the Priory was described as a ‘““mighty good old house,
tn perfect repair "—and there is no hint of decay in * The Gentle-
man’s Magazine "’ of 1799, when it is described as having two
wings “and middle projection in which is the door, somewhat
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D. S. Crichton.
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THE ALMSHOUSES,

Restored Early in the Fourteenth Century.
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THE TOLSEY,

in the form of an E with scalloped gables of that kind which
distinguished  the beginning of the last [ie., seventeenth
century " in 1808 the reduction of the house to a smaller com-
pass was begun; the only record preserving the appearance of
the house as Speaker Lenthall left it Dbeing a water-colour
drawing upon which the engraving in Skelton’s @ Antiquities of
Oxfordshire " is based.  After the severance of the Lenthall con-
nexion with the Priory in 1828 the house, neglected among the
encroaching trees, fell into an advanced state of decay from
which it was only rescued in 19go8.  The drastic reduction has
obliterated all features of interest upon all but the cast or main
frontage. The east frontage as shown in Skelton is E-shaped,
with a narrow bay in the centre, and a two-gabled wing pro-
jecting at either end.  In the early-nineteenth-century rebuild-
ing the porch was re-crected, and the panel of Lenthall arms
inserted over the entranee; the north wing was also brought
across to adjoin the porch, thus telescoping the frontage to
less than half its original extent.  The two bay-windows now
on the east front, which are probably part of the Speaker’s addi-
tions to the house, are not bonded into the walls against which
they stand, and during the repair of the ceiling of the Great
Chamber signs of the ornament having originally extended
into bays were discovered. It is possible that the removal of
the bays from the south wall to the east front may have been
due to the faect that they were practically blocked by the
covered way to the new chapel and the projection of the wall
of the “ruined wing,” which was also an addition made about
this time. That the reduction of the house was complete in
1815 there is evidence in a drawing in the possession of
Mr. Horniman. The Speaker’s chapel (connected with the house
by an arcaded gallery), which was finished in 1662, is an in-
stance of the effort to pour new wine into old bottles, or to
combine the still surviving ecclesiastical Gothic with Renais-
sance clements. Here the styles are mixed experimentally as
in Brasenose College chapel. The Priory chapel has an entab-
lature with a well-cut egg-and-tongue moulding round the
interior, and the traceried wheel and pointed windows are
framed into a rectangular classic architrave, the spandrels of
which are filled with foliage, coarser in execution than the

VoL LI1—M

BURIFORD.

classic detail. At the entrance, spirally fluted  Corinthian
pillars on panclled bases support the flooring where the Lenthall
pew stood, which is reached by passing over the leads of the
gallery connecting the chapel with the house. A correspondent
in “ The Gentleman's Magazine ” in 1799 describes the chapel as
containing a stucco ceiling, “in one compartment the Adora-
tion of the Shepherds, in another Abraham offering up lsaac ™
but fragments of enriched stone barrel-roof are to be seen above
the cornice. The decay of the building was no doubt due to its
faulty construction, the heavy stone roof resting on walls with
no foundation and no buttressing.  In the 1908 restoration
the dining-room was thrown into the hall, and two of the arches
found built into the wall between the hall and parlour, re-
crected more or less on the line of the dining-room wall, which
had Dbeen taken down.  The fine ballroom on the first floor
shows plasterwork of the Tanfield ownership in its ceiling, and
wainscot and chimneypiece of the Speaker’s date. In the
geometrical setting out of the ceiling, kite-shaped panels, which
are divided by enriched moulded ribs, radiating from pendentive
centres, are filled with conventional sprays and pomegranates.
The Speaker’s chimneypiece, evidently the work of the crafts-
man who carved the enrichments of the chapel and possibly
the mural monument to Richard Sindrey (d. 1661) in the
Sitvester Chapel in Burford Church, shows the tentative hand-
ling of the early years of the later Renaissance. The entabla-
ture is supported by coupled Corinthian columns, spirally
fluted for two-thirds of their height, and a pair in the middle
awkwardly eut off by the shelf. In the intervening space are
two shell-headed niches, over which hang drops of closely
packed fruit characteristic of the period, and between the
scrolling ends of the broken pedinient is the coat of arms of the
Lenthalls. A small stone chimneypiece, in which the angle
panels are carved with a cherub’s head, now in the state bed-
room, and the ceiling of the staircase hall, with its roughly
modelled central oval wreath of fruit and flowers, and shells
enriching the cove, are also contemporary. The balusters of
the staircase arc spirally twisted; this is, however, an ecarly
eighteenth-century addition of this interesting house, which
has seen so many alterations and vicissitudes.



The Lombard Churches of Rome.

By H. Elrington.

HERE is so much that is obviously interesting in Rome,
so mueh that at first sight forces itself on one’s observa-
tion, that many other things—no less interesting in their

own way, but not so apparent-—are necessarily overlooked.

The attention is absorbed at first by, on the onc hand, the
remains of the mighty works of ancient Rome, on the other by
the no less mighty achicvement of the Italian Renaissance ; the
first typical of the toil of the many, for in old Rome there was
no lack of cheap labour, the other typical rather of the intellec-
tual thought of the few. If one stops here, however, one will
be always conscious of some strange gap in the history of the
architecture of the city; yet as a matter of fact the sequence
of its development, though sometimes interrupted, has never
been really broken.

The stranger wandering through Rome becomes after a
time aware that here and there throughout the city start up
towers which do not belong either to the architecture of old
Rome or to that of the Renaissance  These towers are to be
seen in various directions and unexpected places—in the heart
of the medieval city - attached incongruously at times to
some apparently quite modern church-— outside the walls
and even on the edge of the Fornm itself.

1f one considers these towers as something more than
objects that breuk the sky-line in a manner at onece pleasing
and picturesque, it will be scen that though they all belong to
one particular type they have vet a virile individuality and
exhibit great variety of detail.  One step more leads us on to
their history, and in studying this one finds the key to much
that would be otherwise inexplicable in the history of the
architecture of Rome. These towers are the sign-manual of
the Lombard architects in Rome, and it is by studying the
labours of these men that we shall find the missing link in
the story of Roman architecture, and realise that there is
no gap in the latter as wide as that which separates the
Greek, who knew not the principle of the arch, from the Roman
who did.*

Most visitors to Rome have probably seen the Piazza d’Oro
in the Villa Hadiian, and other buildings whieh show that the
Roman architects of the time had made some progress in the
art of distributing and concentrating pressure and resistance.
This knowledge was not lost during the dissolution of the
empire, neither did the society of Roman architects of the
period become extinct.

There is a tradifion that when the Roman cagles made their
last stand against the Lombards at Chrysopolis-on the island
of Comacina, there was at work on that island a guild of Chris-
tian architects who may be reckoned the lineal representatives
of the ancient Guild of Rome; and it is certain that in the
seventh century the Lombard king Rotari issued an edict at
Milan conferring a number of priviléges—including the important
one of permission to travel where they chose—on a guild of
architects, masons, and stone-cutters, called the Maestri
Comacini. As soon as the Lombards were converted to Chris-
tianity this guild was largely employed by their sovereigns in
the erection of churches and other buildings.

Now, as has been truly said, “a new style of architecture is
not a new creation, but an evolution of another more ancient,” {
501t is ev1dent—and the study of their work confirms thls—that

* Rivoira, quoting Wickoff, observes that “the products of Egyptian,
Onental, and Greek architecture appear child’s play by the side of the
fully developed Roman arch.” 1 Rivoira.

these Maestri must have preserved through the dark times of
barbarian invasion the knowledge and traditions of the Roman
masters, and also those of early Christian art as the latter began
to struggle out of the darkness of the Catacombs. Early
Christian art, indeed, did not, as Courroyer says, ‘ properly
speaking constitute an art, for it was only the transition bc-
tween the old art and the new : its beginnings mingle with the
last reflections of the genius of Rome.  While the fire of ancient
art died down, that of the new brightened and broadened
generally, casting out new developments, yet still bearing the
impress of the great traditions of antiquity.” *

In relation to all ether architectures derived {rom Rome,
Lombard architecture occupies the position of a first proof;
but it was subject to various other influences before it reachied
its full development to Ravennese, Byzantine Ravennese, and
later on to the Saraccnic architecture of the south, to all
which were joined certain marked characteristies essentially
national.

From Rome the Maestri “Comaeini e Lombardi’
derived their knowledge of constructive organism, from
Ravenna their decorative ideas.

We first hear of the itinerant guild of Lombard architects
in Rome in the ecighth century. The architecture to which
thev gave their name was then only in the making, as it did
not reach its full development until at feast two centuries later ;
but from that time on their work left a lasting impression on
the buildings of the city.

It is clear that in all the vicissitudes of the Macstri Comacini
the knowledge of the arch had never been forgotten, and with
the dawn of better times the first eare of the Comacini archi-
tects under the protection of I‘oml)ardy was the development
of the vault.

It is a far cry from the heavy masonry of such a building
as the Piazza «¢’Oro, or from one of those dim Lombard
churches in which the Comacine architect sought with slow
and at first timid steps to solve further problems of equilibrium,
to the airy lightness of the vaulting of some fifteenth-century
cathedral, yet was the latter evolved by means of them both.

The development of the Lombard vault, however, though
it cannot be overlooked, is too big a subject. to fall within the
seope of an article such as the present one; moreover, it is not
a subject that can be studied in any one city, cven though that
city be Rome herself; but I mav mention here that on the road
to Rome, Sant’ Ambrogio, at Milan, furnishes, perhaps, as good
an example as can be easily seen of the Lombard vault in the
making, before the difficulty had been overcome of lighting a
building sufficiently without weakening its structure.

The Lombard pilaster is so intimately connected with the
Lombard vault that it should be studied like it in different
places—from the incomplete T-shaped pilaster of early Lom-
bard work to the grouped pilaster of later times, which is a
distinctive feature of the style. It should be noted, however,
that in the Basilica Giulia in the Forum are to be seen the
remains of a rectangular pilaster, cruciform at the corners,
which may be looked npon as the prototype of the composite
Lombard pilaster, and which goes to prove that the sequence
of development, though often interrupted, was never broken.

In view of the fact that there is no place to be found where
so much restoration, rebuilding, and building upon, has been
carried on as in Rome from as far back as the days of the kings,

»

* Courroyer.
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THE LOMBARD CHURCHES OF ROME.

CHURCH OF SANTA MARIA IN COSMEDIN,
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BASH ICA OF

SAN LORENZO

one must not expect to find it any one church so completely
and characteristically: Lombard as Sant” Ambrogio at Milan
or San Zeno at Veronh,  But there are certain churches there
which exhibit so many of the features characteristic of the
famons gnild of Lombardy that they mayv be justly ealled
“Lombard,” while others call for notice as exhibiting, in spite
of alteration and restoration, some salient Lombard character
istie ; and i others, changed 1n most respects bevond recogni
tion, the campanile still remains to show that here once Libonred
the famous guild of the “ Maestri Comacini ¢ Lombardi.”

There stands on the Ceelian hill, a couple of hundred vards
away from the Via San Giovanni in Laterano, a little quaint
old chureh with a squat tower and a single apse the orientation
of which is to the west.  This church descrves to be mentioned
first on aecount of its special association with the guild of
Roman masons from whom the Lombard Guild derived its
origin; for in it is revered the memory of four seulptors who
suffered under Diocletian for refusing to make images to the
heathen gods.  As it stands now the church helongs to the
seventh and twelfth ecenturies, but would scem to have been
originally a fourth-century foundation.

The charaeter of the tower — which must originally have been
intended merely for a “torre di servizio ' i.e. a means of access
to the roof, and not for a belfrv- points to carlv Lombard work,
and bears but httle resemblance to the graceful campanili to
be seen elsewhere. *

Quattro Santi Incoronati has the nave and two side aisles
common to the Roman basilica, early Christian churches, and
churches of Lombard period. On cach side of the nave are
granite columns with Corinthian eapitals. Above are the
matronei (galleries for women), derived by the Lombards,
through Ravenna, from the basilicas of ancient Rome.
There is a crypt and ambulatory for pilgrims round the tomb.
Quattro Santi has also the atrium and vestibule derived like
the form of the interior from Roman and early Christian times.
The circumstance that it has two of eacl is so unusual that it
is probably due to careless restoration.  In the wall of one of

* A discovery of carly masonry in one of the twin towers of San Giovanni
in Laterano points to this having been originally a torre di servizio. In the
tenth century Pope John X111 caused a great bell to he placed in one of them.

OUTSIDEE

FIE WALLS (THIRTEENTH CENTURY),

the courts are to be seen mterlaced carvings, rude m exeaution,
fragmentary, and probably not in sit. - Sueh intrecciatue or
intrecet are to be found momany places i Rome  generally
speaking i or about the churches that show traces of the work
of Lombard architects, thongh some of them must belong to a
date previous to the first arrival of Lombard architects in
Rome.  Thev are mtimately connected with the story of the
Maestnn Comacmi. “The sculpture of the Comacine Masters
15 an eloquent part of a primitive lingiage of religion and art;;
every leaf, every rudely carved animal, spoke a mystic language,
as vetinartistic and unformed, of some great truth in religion.” *
One syvmbol very frequently used  that of the
“Solomon's knot,” the ongin of which is lost in the mists of
antiquity  was used by the Christian masons as a symbol of
eternity.

The itrecci vary much in type- from the rude carvings that
would seem to show that their sculptor was ignorant of the use
of rile and compass, to the elaborate carvings of some door or
portal executed when Lombard architecture had reached its
zenith.  In view of the fact that the parapet was the favourite
place chosen by the Christian sculptor on which to carve his
symbolic designs, it is somewhat strange that in Quattro Santi
this should be missing, the old mosaic pavement rising unevenly
to the chanecel.

San lorenzo fuori le mure, as it is called by strangers, or
“in Agro Verano,” to give it its local name, was built in the time
of Constantine on the same level as the catacombs over the
tombs of San Lorenzo and San Cypriano. It was restored and
enlarged by Sergius IIT, who backed on to the Basilica of Con-
stantine another building on the same plane as the street, and
turned it to the west so that the apses of each church were
back to back. He raised the ground of Constantine’s Basilica to
form the presbytery of the newer building. A raised presby-
tery became a marked feature of Lombard architecture. The
church was restored again in the thirteenth century—when
L.ombard architecture had attained its fullest development
by Honorius and Adrian I.

The interior shows, like Quattro Santi, the characteristic
form of a central nave ending in an apse, two side aisles with

* Leader Scott,.

so-called
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ST. CLEMENT: THE ORIGINAL ENTRANCE (FOURTH CENTURY).

matronei over the latter. The sixteen columns of the interior
are derived from ancient ruins, as are also the six of the portico;
but the capitals of the twenty-two belong to the restoration
of Honorius, show the same chisel and design, and are adapted
to the stem of the colnmns.

It may be interesting to the student to compare thesc
elaborate capitals with the cubical capitals of an earlier Lom-
bard period to be seen elsewhere. The imitation of the classical
Roman was an undertaking above the scanty science of the
Lombard sculptors, and still more of the Roman of the eighth
century.

“In San Lorenzo we have a church almost entire endoweéd
with splendid accessories, with mosaic pavements, with ambos,
pulpit, ciborium, and tombs, which we ought to value, as the
principal monument in Rome, built in that beautiful style,

true Renaissance, produced by conjunction of Arab-Sicilian
art with Lombard Tuscan.” *

Lions guarding the doors of churches are a notable Lombard
feature, and those at San Lorenzo are conspicuous examples
of these animals. ““Animals placed to guard the door are an
Eastern inspiration going back to remote times.” No doubt
that from a far back time the lion was used as a symbol ci
strength; but the Maestri Comacini gave it a fuller meaning,
and their pupils continued their symbolism. In their buildings
it signifies “ The Lion of Judah.”

“Between A.D. 1000 and 1200 the lion is to be found
between the column and the arch, the arch resting upon it.

* Cattaneo. As in Santa Maria in Cosmedin, the bishop’s seat in San
Lorenzo calls for special note, and its position in the centre of the apse is
characteristic.
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IFrom A.D. 1200 to 1500 it 1s placed beneath the column.  In
cither position its significance 1= evident.  In the first it points
to Christ as the Door of the Chureli: in the second to Christ the
pillar of faith springing from the tribe of Judah.” *  The lions
at San Lorenzo belong to the thirteenth century

In San Lorenzo one sees the portico derived from Rome
through the Maestri Comacini, but to see a typical Lombard
porcli one must go to San Clemente. The vestibule and atrium
of this church are at the west end; but the porch referred to,
which is the means of ingress now, opens on the street at the
side.

San Clemente, as ene sees it to-day, may, in spite of restora
tions, be reckoned a twelfth-century building. Tt is built over
a church out of which its beautiful parapet and ambos were
taken, so it may be said to retain something of its features.
Under the lower church are the remains of a temple of Mithras
connected  with the attempted revival of paganism.  Yet
again below this is the house of St. Clement, which may not
even be the lowest level, since masonry of the date of the
Republic has been found in its walls.  Thus San Clemente is
a document in stone of peculiar value.

The interior has the usual Lombard form, but follows the
Greek use in having a chapel on cither side of the apse. The
raised presbytery with the afore-mentioned parapet forms a
marked feature. The lattice-work pattern on the parapet,
made of a single strand interlaced, shows Byzantine influ-
ence. In the vestibule there are verv interesting fragments
of intrecci.

As one turns to San Clemente for a typical l.ombard porch,
so one turns to the ancient church of Santa Maria in Cosmedin
by the river for a typical Lombard campanile. Every one who
knows a Roman sunset is familiar with its appearance, as it
rises so high above porch and portico and roofs as almost to
dwarf their general aspect. The walls of its lower stoieys are
of solid masonry decorated with blind arcades; the walls of
three upper stories have triple lights. These, combined with

* Jcader Scott.

GIORGLHO)

IN VELABRO.

the rich vet delicate cormees whieh define every storey, serve
to give an mmdeserntbable mmpression of strength and lightness
to the whole.  The flat roof seems to smit the style of the
campanile better than the pyramid-shaped roofs of a later
To Lombard artists was
due the transmuting the idea of the niched arcades derived
from Ravenna, and largelv cmploved by them, into prae-
ticable gallertes of which a beautiful example mayv be seen
surrounding the external walls of the tribune of San Giovanni
e Paolo. “The tribune or apse surrounded by deep nichies,
arched and divided by pilaster strips, was an invention of the
Lombard artists,” *

The student of Lombard architecture will find much to
mterest nm i the interior of Santa Maria in Cosmedin, Though
it has sustained much restoration, it retains many early
characteristics, notably the bishop's seat, a marble chair with
lions" heads occupying the centre of the apse, the intrecel on
the parapet, the candlestick and other decoration showing
Arab-Sicilian influence which has reeeived the generic name of
Cosmati work, and the floor of Opus Alexandrinum which is
due to many different donors.

The Churches of San Giovanni in Laterano and San Paolo
fuori le Mure are so well known that it is perhaps scarcely
necessary to point out the cloisters of the former as a beautiful
specimen of the above-mentioned work, or to the great candle-
stick in the latter as a specimen of sculpture during the later
Lombard period.

I have only space here to mention particularly a few of the
churches with LLombard architecture, but once on the track
the student of it will have no difficulty in discovering for
himself Lombard characteristics in many others, such as
Santa Sabina, Santa Saba, Santa Maria Minerva, Santa
Prassede, etc.; and as for the towers, they tell their own tale.
They are too numerous for me even to give a mere list of
them, but wherever they are to be found they are worthy of
attention.

date, such as that of San Crisogono.

* Rivoira.



Mill Hill School

HE Gate of Honour has been erected in memory of
T Millhillians killed in the Great War. It takes the

form of a loggia with enclosing walls on three sides.
The entrance in this wall from the main road is fitted- with
wrought -iron gates-—these being kept closed- except on
special occasions. On the inner panelled face of the enclos-
ing walls are carved the names of the fallen. The whole
of the structure, including the roof, is carried out in Port-
land stone. The ceiling is in cedar wood, panelled and
enriched with colour decoration. Tle raised terrace extends
right and left of the memorial, and this also is finished
with stone paving.

The nature of the existing school buildings determined
the character of the design, which has been kept extremely
simple, all suggestion of incorporating sculpture having been
rigorously opposed, the intention being that the monument
should express a large general idea rather than display any
details of circumstance, with the important qualification that,
as desired by the donors, all the names of thosc in whose
honour the memorial 1s to stand (numbering more than 1,000)
should be suitably inscribed within the memorial.  This
special requirement is the keynote of the design, and panels
are provided for this purpose.

The gateway is ecrected in front of, and centrally with,
the main school building, and happily the ground here falls in

«“Gate of Honour.”

LAY-OUT OIF MILL HILL SCHOOL WAR MEMORIAL.

such a manner as to admiit of a simple but dignified treatment of
stone steps arranged to lead up to the central monument.
The capitals to the eentral fluted columns are a delicate free
treatment of the Corinthian order. The names recorded on
the panels within the memorial are carved in the stone in
alphabetical order.

The design is the work of Mr. Stanley Hamp, of Messrs.
Collcutt and Hamp, architects.

The modelling and carving were executed by Mr. P. G,
Bentham, and Mr. George Murray carried out the colour
decoration to the ceiling.

VIEW SHOWING RELATION TO SCHOOL BUILDINGS.
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Recent War Memorials.

St. Mary and St. Nicholas, Spalding.

“Y THIS is the first portion of the War Memorial at Spalding
Church ; the completion is to eonsist of a new triptyeh for
the high altar. The present instalment consists of panel-

ling which stands in the old reredos recess under the window of

the eastern chapel of the south transept, the window being
immediately above it. The memorial is of oak, toned and
waxed and decorated with gesso and gilding, and has six
panels containing the names of the fallen. These are on dull
bronze, the letters being incised and filled with white enamel.

The eentral panel has an enriched eanopy and contains a

“Crucifixion,” the figures being carved in high relief and richly

eoloured. They stand against a raised gesso ground, gilded and

toned, and with emblems of the four Evangelists in circles with

a black background. Under the memorial is a Hopton-wood

shelf on brackets for lights and flowers, while the floor spaee has

been paved with stone flags as the other flooring of the ehurch.

The memorial is flanked with draped Union Jacks on poles on

either side of the window.

TlLe work was designed by Mr. Geoffrey Lucas, F.R.I1I.B.A_,
of Messrs. Lanichester, Riekards, and Lueas

Oswestry Parish Church.

HIS memorial, designed by G. Gilbert Scott, A.R.A., is
placed on the east wall of the south transept. The
central portion of the memorial consists of three white

alabaster niches, filled with panels of Rosso Antico marble.
In the middle niche is a sculptured figure of St. George, the side
panels Dbeing occupied by the names of the fallen. The three
white alabaster niches are surrounded by a framework of grey
FForest of Dean stone. At the top of the memorial is a eresting,
in the centre of which is placed a wreath and shield, surmounted
by a erown. All this part of the work is in Bere stone, as are
also the moulding and corbels at the bottom of the memorial.
On the projecting portion immediately above the corbels is
carved a dedicatory inscription, above which is placed a
military trophy of arms, flags, ¢te. This trophy is in white
alabaster.  The figure of St. George is deeorated in gilding
and eolour, as arc also certain other portions of the moulding
and earving.

The bottom of the memorial 1s about 4 ft. 3 in. above the
floor, and the total height of the memorial itself is about
12 ft.  Tts width is 8 ft. 3in.

MEMORIAL IN ST. MARY AND ST. NICHOLAS, SPALDING.
Geoffrey Lucas, F.R.I.B.A., Architect



RECENT WAR MEMORIALS.

. - A i v BY R LE - 9 i
i ’ e WEEN Y = ';M—M&i’. .

MEMORIAL IN OSWESTRY PARISH CHURCH.
G. Gilbert :Scott, AR.A., Arehitect.
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English Church Monuments.

TRANGE though it may seem, there has been hitherto
S no book dealing with medi@val church monuments com-
prehensively. Books describing them casually, as they
come within the scope of some guide-book to district or church,
are innumerable, but the subject has never been adequately
treated per se and as a whole. At length it has been made the
specific object of a monograph.

Mr. Crossley has produced his treatise in a spirit of thorough-
ness. He has studied medi@val monuments from every possible
point of view. He knows all about them, and what is of almost
if not quite equal importance, he knows how to impart in-
formation in an agreeable form, without deviating in the least
degree from scholarly accuracv and consistency. He knows
how to popularize knowledge without making undue concessions
to ignorance and superficial interest. Among the three or four
hundred illustrations, there 1s not one that does not exhibit
some special characteristic, and the author’s method of present-
ment s evolutionary and philosophical, but by no means dull
with the heaviness with which those termis are commonly
associated. Quite the contrary; for the author is fully aware
of the human interest that invests his subject, and he never
fails to bring it out when the circumstances warrant the recital
and the facts are available for it. i

It would almost seem that Merrie IEngland hardly survived
the Black Death, which took off seventy per cent. of the popu-

lation. Masons becoming scarce, what the author calls the
“soaring”’ style was abandoned, and horizontal lines prepon-
derated. It was at this period, as our author notes by the
way, that chantry chapels arose, expressed a singularly in-
teresting phase of architecture and ecclesiology.

Even in the fourteenth century, the effigics that are, gener-
ally speaking, the most prominent feature of a sepulchral
monument, were masterly specimens of sculpture; but, taken
as a whole, they are mainly valuable as records not merely
of the linecaments of their subjects, but of the armour and
weapons they bore, or of the garments they wore. Thus the
monuments are, in a manner of speaking, petrified history,
whether of social changes or, in the case of those that are cano-
pied, faithful records of the fashions of art or of its development
along the medizval centuries. ““Petrified” is here used in a
general way, for some of the effigies are of wood ; and in the six-
teenth century terra-cotta came into use—e.g. at Layer Marney.

The book is well planned, well written, and lavishly illus-
trated with examples of which the collection must have entailed
years of patient investigation. Such a valuable monograph
is in every way a credit to English authorship.

“English Church Monuments, A.b. 1150-1550." Adn Introduction to
the Study of Tombs and kffigies of the Mediaval Period. By Fred H.
Crossley, IF.S.A.  London: B. T.'Batsford, gy High Holborn. Price
£2 net

ELY CATHEDRAL: CHANTRY-CHAPEL AND TOMB OF BISHOP ALCOCK (c. 1500).
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Disappearing London.

Drawings by Frank L. Emanuel.
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BOSWELL’S HOUSE, LONG ACRE.



DISAPPEARING LONDON. 103

R

“LML VHANAAST IS

NEWTON'S HOUSE, BY LEICESTER SQUARE.



104

THE

ARCHITECTURAL

REVIEW.

‘, a,"“"_ﬂ’"."’ e

/ ! o2 ol M smmey

). %w, #

. n 'J'

S

e /
s

‘.A)"A-'J-

le
-

+ iy (L X5 &
B LA Y.

AivarL TREND

HERCULES ROAD, LAMBETH.

(William Blake’s house beneath the telegraph standard.)



DISAPPEARING LONDON. 105

ALDGATI.

BUTCHERS SHOPS

THI

VoL, LI—N



106 THE ARCHITECTURAL REVIEW.

-

w

ey
e

§
{

BACK OF ST. BARTHOLOMEW'’S CHURCH, SMITHFIELD.
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The tablet and tombstone illustrated ave those recently erected to the late My. Philip C. Thicknesse at Eastham Chuvch, Cheshive, wheve he vesided for scveral years

prior to his death. The tombstone, which follows the model of an [talmn sawoﬂragus and in idea was taken from a sketch made by Mv, Thicknesse himself for a tombstone
some years ago, is cut from @& solid block of Portland stone. The letteving is sunk with a V' cut and enamelled black, The tablet, which is erected on the
north wall of the Stanley Chapel, is of whitc alabaster, the lettering sunk with a V' cut and gilded. The architect is Mr. Havold A. Dod, M.A4., A.RI.B.A.
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Mural Decorations by Frank Brangwyn, R.A., at

Christ’s Hospital, Horsham.
(Concluded.)

HE forest pictured by the artist in the panel of St. Patrick
is said to be, according to the saint himself, “ the wood of
IFochlad, which is near the western sea.” Tradition places

it near Killala Bay. Patrick, like so manyv of the carly FFathers
of the Church, had many dreams.  Of those which have passed
into the records of legendary history all are related to his
mission to Ireland. Patrick was carried off to Ireland as a
slave when he was fifteen vears old. IFor six vears he was a
cattle herd in Antrim.  Then he escaped to Britain and entered
the Church. Despite the entreaties of his family he started
on his great mission at the age of thirty, n the vear 423.
Fifteen vears later he became a bishop, and 1s supposed to have
died after forty-four years’” work in the land of his adoption.
The reference to the dream which drew him there is to be found
in Patrick’s own confession : 1 imagined that T heard in my
mind,” he writes, “the voice of those who were near the wood
of Fochlad, which is near the western sea, and thus thev eried :
“We pray thee, holv vouth, to come and henceforward walk
amongst ns.’”’

There 15 a dramatic contrast between the careers of
St. Patrick and St. Columba.  Patrick, a Scotsman, took the
gospel to Ireland; Columba, an Irishman, carried the cross to
Scotland.  They are, as 1s fitting, in companion pancls.  Of
roval blood, Columba was a Donegal man, but he was also kin
to Conal, king of the Scots.  Entering the famous monastery of
Mowille, where he was educated by the renowned Sto Fintan,
he became a priest at the age of thirty, and founded two
notable monasteries, one on the banks of Lough Fovie, now
known as Derry, and the other in Leinster, where to-day stands
Durrow. Before he was forty he left his native shores, with
twelve disciples, for Tona.  This island was given to him by his
relative, Conal, the Christian king of the Scots. [t is this great
starting-point in his career that Mr. Brangwyn has chosen for
his subject.  The saint i1s shown standing in an attitude of
humble appeal in the prow of the boat, which is just being
beached. The head is bent in lowly subjection : the hands are
outspread, cloguent in their suggestion of supplication.  And,
as if in response to his pleading, a man on the shore holds out
both arms—the call of the pagan Northern Picts for aid. By
that apt realism which both conceals and conveys a symbolical
act while retaining a natural air, a superficial glance at the pic-
ture would merelyv suggest that the saint is about to be helped
to land by giving himself to the outstretched arms of the lands-
man waiting to receive lim. Columba built a chureh and
monastery at Iona before starting on his journey to the north.
They were modest buildings of timber and reeds, but.they
served their purpose. There are no authentic details of this
great crusade of the sixth century, but it is known that the
saint converted King Brude of the Picts and many of his sub-
jects. To him and his disciples is certainly due the conversion
of Northern Scotland and the erection of numerous monasteries,
of which that at Iona was, of course, the chief. The abbots of
Iona became the chief rulers of the Church of the Northern
Picts, and even had jurisdiction over the bishops. Columba
died at Iona in 597, passing away before the altar as in a gentle
sleep.

voL L1I—o

But of all the saints, martvrs, and pioneers who figure in
this glowing gallery of heroes, St. Wilfrid should interest
architects the most.  Brought up at Lindisfarne, he went to
Rome and narrowly escaped a martvr's death at Lyons. He
founded a monastery at Stamford, and another in 664 at Ripon.
He became Bishop of York, had a quarrel with the Archbishop,
and finally carried the Cross into Sussex.  He helped to bring
the British Church under the dominance of Rome, introduced
the Benedictine monastic svstem, and was a great builder,
Morcover, he brought Gregortan chanting to England.  He
restored and tmproved the cathedral at York, putting on a
leaden covering to the roof, and placing glass in the windows,
which hitherto had been mere lattices of wood with linen
curtains. e built a new basilica at Ripon. Tt was made from
polished stone supported by pillars with a portico at cach
entrance.  And he built the Abbev of Hexham, the founda-
tions being laid deep in the solid rock. At the advanced age
of seventv-six he died at his monastery of Oundle, and was
buried at Ripon.  Iew Fathers of the Church had a more
adventurous life, and probably none of his age left more solid
memorials.  When he went to the South Saxons he found them
pagans.  They were suffering from a severe famine, and many
were throwing themselves into the sca. Wilfrid taught them
how to catch fish with nets, and so saved them from starvation,
It is not surprising that afterwards he converted the people to
Christianity, and so completed  the conversion of  Saxon
England.  Naturally, being a man with so cager a thirst for
building, he founded a monastery at Selseve Mr Brangwwyn
shows the saint direeting the first haul of fish.

Two Augustines figure in this Horsham Gallery of the
Saints.  The second is naturally the Roman prior who came to
evangelize England at the bidding of Gregory the Great.  lle
landed at Ebbsfleet, in the Isle of Thanet, with forty monks,
and soon baptized ten thousand Saxons.  He became Arch-
bishop, and Ethelbert, the king, built the cathedral church of
St. Paul’s in London.  The panel seizes the most dramatic
moment of Augustine’s life, the first landing, when even while
his pacific monks were unloading from the ship the emblems
of peace and goodwill, the pagan warriors of England met
them armed and prepared for the foe.  And here again there
is a touch of symbolism so well garbed as natural fact that
it does not obtrude.  The sword-hilt of the Saxon warrior
is shaped as a cross,

There is not enough space to deal with all these arresting
panels in detail, and 1 must pass over some of the others.
St. Aidan, a monk of Tona, who, according to Bede, “was a
person of singular meekness, piety, and moderation, zealous in
the cause of God,”” went to Northnmbria at the call of Oswaid,
who assigned to him as his episcopal see the island of Lindis-
farne.

It seems a far cry from these days to the spacious times of
Caxton, England’s first printer. Mr. Brangwyn gives us a
scene that lives. The modern boy who has seen an up-to-
date printing office would find it hard to recognize in the
Caxton workshop the origin of the twenticth-century printing
press. Yet who can look at the rise of the greatest force in
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MURAL DECORATIONS BY

Western civilization without a thrill ?  Apart from its historic
interest, this is a splendid composition, and as a work of art
demands attention.

And so to the logical end, the distribution of the Bible,
which the printing press enabled men to produce cheaply and
in large numbers, to the peoples of the whole carth.  The great
epic of John Eliot has been wisely chosen for this phase of
Christian activities. Here are all the ingredients of romance,
Here are all the picturesque elements that appeal to the
average boy—the Red Indian and the pioneer.  Jolm kEliot
went out in the days of the Commonwealth to preach to the
American Indians, and niet with remarkable success. It was
to support his work that the Society for the Propagation of
the Gospel was founded.  FThe Horsham panel shows him
giving Bibles to the Mohican chiefs in all their glory of
feathered head-dress.

“The Apostle of the Indians of North America,” as john
Eliot is called, was a graduate of Jesus College, Cambridge.
Coming under the influence of the Rev. Thomas Hooker, who
had a school near Chelmsford, where Eliot served as an usher,
he decided to enter the ministry, and because there was no
opening for Nonconformist preachers in England, he went to
America in 1631, For a vear he was minister of the church in
Boston, and then went to the pastorate of the church in Rox-
bury, which he held until his death, at the ripe age of eighty
six, in 16go. His interest in the Indians was aroused by his desire
to study their language.  There were then some twenty tribes
near Massachusetts Bav, and John Eliot, as soon as he had
learnt the language from an Indian prisoner, began preaching
to them. He founded a settlement of Christian Indians at
Nonantum, It is an interesting detail that Elot's salary as

FRANK BRANGWYN, R.A. I

the Roxbury minister was £60 a year, supplemented after the
foundation of the S.P.G. by £50 a year from the society. In
1661 the New Testament was published in the Indian tongue,
and in 1663 the whole Bible. This was the first Bible printed
in America, being produced at Cambridge, U.S.A., by Samuel
Green and Marmaduke Johnson. It is now of great rarity and
considerable value.  The title, literally translated, is a literary
curiosity.  Here 1t is: “The whole Holy his-Bible God, both
Old Testament and also New Testament.  This turned by the-
servant-of-Christ, who is-called John Eliot.” The dialect
used, by the way, is the Mohican, a tribe made familiar to all
English bovs through Fenimore Cooper’s famous novel.  John
Eliot had the true spirit of the pioneer. It is finely expressed
in the significant sentence which appears at the end of his
Indian grammar @ “ Pravers and pains, through faith in Jesus
Christ, will do anvthing.”

1t is to be hoped, et me repeat, that the Horsham experiment
will lead to other schemes to brighten chureh interiors with
appropriate panels. 1t ix abundantly evident that some effort
to improve modern church decoration is needed. It s clear
that there is plenty of material for the artist’s brush, material
that would not only give him scope for fine decorations, but
would also add much to the attractiveness and educational
vahie of the church.  And what applies to the church applies,
too, to all public buildings.  People complain to-day of the
dullness and drabness of our streets and buildings, and thev do
not complain without cause. I the example of Horsham only
helps to awaken interest in the neglected art of mural decora-
tion it will not have been in vain, though its production, it
goes without saving, is amply justified by its own inherent
merit. CROSSLEY  DAVIES,

INTERIOR OF CHAPEL, CHRIST'S HOSPITAL.



Sculptures at Olympia.

I saw a few vcars ago at Olympia as are definitely corre-

lated to architecture—that is, prepared for the adornment
of a definite portion of a building. This narrows. the circle
extremely, for it confines me almost entirely to the consideration
of the tympana of the eastern and western pediments of the
Templc of Zeus.

As one is able to see these magnificent sculptures now, under
the glazed roof, and ranged along the walls of the little museum
at Olympia, they produce a splendid and indeclible impression,
but thev can give by no means the effect they were intended
to give. Their reconstruction from shattered fragments by
the painstaking Germans was a wonderful and most praise-
worthy feat; but the Germans were unable, even if they had
so wished, to place the tympana at the height at which they
were intended to be seen, or under the unabated light of Greek
open air. We are able, however, to estimate almost with
exactitude, in all respects, their ancient position, because the
whole stylobate of the temple exists and has been uncovered,
showing the width of the two pedimental-—or, as we say, gable
ends, and the positions of the supporting columns. Several
of these columns, shaken down by earthquakes, lie prostrate in
good preservation, and many of the capitals also exist, as well
as portions of the entablature and cornice.  The measurements
of these fragments show that the temple, which was what is
called hexastyle Doric in character, i.e., having six columns at
each end (it had thirteen down the sides), was about 86 ft. wide
by 210 ft. long. The columns were 34} {t. high, the same height
as those of the Parthenon, and their base diameter was 71 ft.
They had twenty flutes.

We may assume that the top of the entablatures upon which
the pediments immediately rested was some 52 ft. or so from
the ground, and in considering the extremelv forcible character
and treatment of the subjects one has to bear that fact in mind.

The total height of the pediments from the entablature to

I PROPOSE to confine myself to such of the sculptures

.

PEDIMENTAL SCULPTURES OF ZEUS TEMPLE: CLADEOS.

apex was about 13 ft., or about 65 ft. from the ground. An
architect will naturally consider any essential detail of a build-
ing in relation to the whole, and especially so in a case, like that
of this temple, where the structure was homogeneous, and not
the result of the accretions of snccessive periods.  We are all
so familiar, whether we have seen the originals or not, with
the form and character of Doric temples, that we can pretty
easily mentally reconstrnct the temple of Olympia, and careful
graphic reconstructions are not wanting, such as that of Messrs.
LLaloux and Monceaux, in their © Restauration d’Olympie.”

We can picture to ourselves the effect of these massive
temple ends, the low broad triangle of the cornice silhouetted
against the vivid blue of the Greek sky, and the columns of the
peristyle below casting their tremendous shadows against the
walls behind.

The tympana, protected and overshadowed by the great
cornice, were of course the crowning glory of the eastern and
western ends ;- and, since the whole effect of the building was
one of powerful mass, of shecer masculine force and calenlated
vigonr, it is obvious that for the prime ornament of its most
salient features great strength, great force of expression, was
also needed ; and T believe that, if these tympana could be lifted
again to their ancient positions, their almost terrific forceful-
ness, as now seen in the little museum, would be found to be the
inevitable concomitant, the sheer outcome in weight, balance,
and decorative emphasis, of the bnilding they adorned.

I have said that we can mentally reconstruct the temple;
so we can, as to its form, but never as to the actual colour-effect
1t must have had. 1t is constructed of the local coarse con-
glomerate limestone known as ““Poros,” and this stone was, as
1s proven bv many existing fragments, brought to a fine face
with a thin coat of plaster or stucco, and coloured. There are
many coloured pieces in the museum. Tt is therefore more
than possible that the whole of the pediments and the tympana
were coloured also, and morally certain that the bronze
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PEDIMENTAL SCULPTURES OF

ornaments, accoutrements, and weapons were gilded.  Sinee
however, these sculptures are in marble, it is possible that they
were left uncoloured, and merely enriched with gilt ornaments
the backgrounds being coloured.  Messrs. Laloux and Mon
ceaux think that this was the treatment, and that the back
ground was blue, M this was the case, 1 think it likely that, as
they suggest, the fine plastering of the colimns was left white

The exterior of the temple, therefore, was probably a
mass of colour and gold, gleaming in the intense Greclan
light, amidst the dark trees of the sacred grove,  The only
parallel to such gorgeous polychromy is the Buddhist temples
of India, China, and Japan.

But, putting aside this question of colour, and regarding
these sculptures as we sec them now, as T saw them, 1 feel it
difficult to convey the overwhelming impresston they made
the almost stunned admiration they exacted.  They seemed to
me, and 1 came fresh from Athens, the Parthenon, and the
museums, to be incontestably the strongest, the finest, the most
intensely architectural sculptures I had ever seen. They
impressed me as being “mason-sculpture” at its sublimest
the outcome of building and masoncraft, the supreme expres-
sion of the cult of massive proportion and stern simplicity of
trabeated architecture,

A striking characteristic of these figures is the prevailing
roundness of limbs and contours, and especially of heads and
head-dresses. I think that this may have been due to the effect
of the intense Greck light, which renders unnecessary the sharp-
ness or even exaggeration of detail so effective in northern
countries for sculpture placed at a height.

Amongst other great qualities which these sculptures possess
in a pre-eminent degree is that of-quictude of effect; for, in
spite of all the suggestion of fiercely vigorous action and
strenuous strugglings of the western pediment, they have a
monumental, almost an immortal, calm.

They have, further, an intensely ordered symmetry. In the
east pediment this is more instantly perceived thanin the west,
for the broad low triangle is filled first by graduated single
figures right and left of the great sceptred  central figure of
Zeus; then by serried groups of_four horses, each with its

ZEUS TEMPLE © MYRTILIS.

crouching attendant; then, as the slope of the pediment reduces
the space, by the seated old men: and finally, in the extreme
angle, by the recumbent river-gods

In the west pediment the svimetry is o extraordinary.,
From Apollo standing unmoved on his little rock in the centre,
to the nonchalant reclining women who wateh the fight from
the extreme angles, group balances group on right and teft with
amazing exactitude.  Centaurs, lapiths, and women struggle
and fght in ordered opposition, and where the diminishing
angle demands o lesser height, the outer Centaurs are beaten
to their knees. This i, as 1 feel it, an intensely architectonie
quality, and scems to me the it completion, if it is not indeed
the very outcome, of the {formal column-ranks and rhythmic
spaces below,

The metopes that remain are sery fragmentary, but there
are more traces of colour upon them, and colour also is to he
found i the Hon's-head water sponts and the evmatium of the
great side cornices, of which there are several portions.

The bas-reliefs of the Labours of Hercules, which are about
5 ft. high, scem to have been panels of the internal friezes over
the entrance doors, and are full of beauty and primitive mason
strength of handling,

The beautiful series of examples of lonie capitals with fine
plain volutes, the terra-cotta acroteria, lions” heads and painted
mouldings, the marble roof tiles and cover picces, the fragments
of pavements, the pedestals and paterie, all make the collection
in the hittle German musenm at Olympia one of intense archi-
tectural interest ;: and there are, fortunately, to be fonnd there
examples of almost every sculptured or moulded portion of
the chief buildings of the Altis, so that one has not to rely upon
mere conjecture as to their original finish,

The tympana of the Temple of Jupiter are thought to be of
a somewhat later date than that of the design of the temple
itself, and all' probabilities seem tg point to that conclusion,
since such a’building would inevitably have taken a long tinie
to build, and the carving of the.tvinpana would most likely
come last.

They-are; in any case; anterior to the great tvmpana of the
Parthenon, and it is interesting that, at the Parthenon as here,
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THE DOORWAY OF THE STADIUM.

" THE PALAESTRA,
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the west pedinient should deal with Strife— the Struggle of
Athena and Poscidon for Athens.

_ The positions of the two temples are, however, utterly
dissimilar.  The Parthenon stands on  the highest point
of a high and artificially Ievelled hill platform; the
Temple of Jupiter at Olympia in the bottom of a valley,
and with its north side overshadowed by the Hill of the
Kronion. It is therefore not so fully exposed to the brilliant
light, a fact which doubtless affected the treatment of its
sculptures.

The Parthenon, though only about 18 ft. longer, is about
15 ft. wider, and has eight end columns, instead of six as at
Olympia,

The tympana and friezes of the Parthenon are more accom-
plished, more highly finished, more dexterons in design and
workmanship perhaps; but, superb and matchless in their
perfection as they are, they scem to me less essentially the
outcome and expression of the building theyv adorned than
these splendid Olymipian  fragments, whose tranquil force
survives their extreme dilapidation, due to earthquake, tlood,
and centuries of harbaric spoliation,

Space is lacking to say anvthing of the remains of the Temple
of Hera, of the Philippeion, or of the Treasuries, The first of
these, the Heraion, is indeed better preserved than the Temple
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of Zeus, having many more of its column bases in position, and
the lower portions of the wall of its cella. Furthermore, as
shown in my illustration, two of the columns, albeit somewhat
mishandled and damaged, have been set up in their entirety.
These show clearly the coarse-grained texture of the Poros
stone divested of its covering of plaster. The ruins of the
Palaestra, as the view shows, have a good many re-erected
columns, over which can be seen, on the hillside, the little
German museum.

The gateway of the stadium, or entrance to a vanlted
passage, is an example of the ancient Greek use of the arch, so
often and so ignorantly questioned.  There are many other
such examples elsewhere, but all these demonstrate, by the
purely practical nature of their use, that the arch was not
esteemed, and that the svstem of post and lintel, naturally
developed by the abundant and noble material which lay so
near to hand at Athens and other favoured sites, was the
inevitable grand manner, and held swav, even where, as here
at Olympia, stone of a character and in sizes more suitable for
arches than for beams mieht have favoured the use of the
former

[ am greatly indebted to the Hellenie Society and to the
Art Workers" Guild for the loan of photographs so Kindly

placed at my disposal. EDWARD WARKREN

THE TEMPLE OF

HERA.



Some New Piranesi Drawings.

MONG the works of Giovanni Battista Pirancsi (1720-
‘_A 1778), probably the most widely known are those con-
tained in that magnificent series of 137 plates called the
“Vedute di Roma,” which represents what was practically
his life’s work. Early impressions of those plates are some-
times found appended to the “ Opera Varie” of 1750, and in
1751 thirty-two appeared with a special title page, *“ Le Mag-
nificenza di Roma,” in a volume containing the first state of
the ¢ Carceri,” and early impressions of those delightful little
oblong etchings of temples and triumphal arches which he
called ““ Antichita Romana di Tempi della Repubblica.”

Each year throughout his life Piranesi added scveral plates
to this series of “Vedute” (or views), and collections of all the
plates issued were eagerly bought by foreigners in Rome. and
by none more eagerly than by the English. That this is so
can be proved by the number of sets of Piranesi’s works that
are to be found in the libraries of old country houses. The
prints were verv cheap, being sold for 2} paoli, or about half-
a-crown, so Englishmen on “The Grand Tour” bought
Piranesis in the same way that the modern tourist buys
photographs and post cards.

It has been remarked how curious it i1s that, although
Piranesi issued over 1,200 etchings, original drawings from his
own hand appear to be extremely rare. There are none in the
galleries in Rome, Florence, Berlin, Vienna, Dresden, Paris
(excepting one bad example), Brussels, Stockliolm, or Am-
sterdam.* The explanation usually given was that Piranesi
worked direct on the copper and without the aid of preliminary
sketches. It is easy to imagine that this was so in the case of
the “Carceri” series, which look as if they were dashed off in
frenzied haste while the idea was still vivid in his mind. The
“Vedute,” however, do not give this impression. They are so
much more carefully drawn, with great regard to detail, and
lack the inspiration of the prisons. It is inconceivable that
they could have been etched without most careful preliminary
drawings. DMost probably, Piranesi’s method of work was to
make highly finished studies on thin paper, the backs of which
were afterwards blackened, and the drawings traced through
straight on to the copper. This would, of course, ruin the
drawings, and they would probably be destroyed. This might
account for the small number of original drawings that have
come down to us.

The British Museum Print Room acquired a fine collection
a few years agn, and now possesses fifty-two drawings. There
are also fine examples in the National Gallery of Scotland and
in the Soane Museum, but it is donbtful whether the drawings
of Paestum in the latter are by Giovanni Battista Piranesi, or
by Francesco, his son.

When this has been explained, it will be easy for the reader
to understand the thrill of joy experienced by a collector when
he recently came across five large drawings in sanguine chalk,
which are almost certainly from the hand of “The Rembrandt
of Architecture” himself. The five plates reproduced in red are
from these drawings. The two black reproductions are from
published plates of the same subjects.

* Mr. A. M. Hind’s articles in * The Burlington Magazine,” May 1011,
December 1913, January and February 1914.

Plate I.—The subject of this drawing has not been identified,
but it is doubtless a view of the interior of one of the Roman
amphitheatres.

The second illustration is taken from the “Vedute” ctching
called “Rovine d’una Galleria de Statue nella Villa Adriana a
Tivoli.” Plate III is from the original drawing of the same
subject, but is from a different point of view. In the first
drawing Piranesi apparently sat in the doorway in the bottom
right-hand corner, as the poplars seen through the arch on the
left appear in the distance, beyond the vault in the centre of
the picture. The great fallen mass of coucrete and masonry
still remains the principal object of the foreground. When he
had finished the first he was evidently dissatisfied and began
another, and one must admit that the final composition is
greatly improved by the introduction of the arch as a frame,
and that its dark tone gives a greater sense of distance to the
rest of the picture.

Plates IV and V are obviously both views of parts of the
same wall, 1.e., that of the Camp of the Pretorian Guard near
Romie. In this case it is not so clear why he did not make an
etching from the drawing (Plate IV), as it is so charming, and
would have made a most attractive plate. The drawing has
been pasted down on another piece of paper, and the discolora-
tion is probably accounted for by the use of impure paste.

With regard to Plate VI, although one feels that one has
seen the same subject among the ‘“Vedute,”” it was never
etched, which is regrettable, as one is sure that the master
would liave obtained the same effect of sunlight on the
copper as he got with the pencil.

Neither did he reproduce Plate VII, but this fine composition
wonld have been a worthy addition to the “Vedute” series,
although it suffers somewhat from the restlessness of the fore-
ground. It will be noticed that an extra piece of paper has
been added on the right-hand side, but it is doubtful whether
this addition is an improvement on his original idea.

It will be noticed that none of these were actually etched
as they stand, which would account for their survival, if the
explanation, given above, for the scarcity of Piranesi drawings,
holds good.

They are considerably larger than the finished prints,
and are highly finished, not merely sketches. They are
typical of his later work, and lack the freedom of his early
etchings, such as the “Carceri” and “ Tempi della Repubblica,”
or of the early drawings in pen and wash in the British
Museum collection. They are, nevertheless, very fine draw-
ings, and must appeal especially to architects.

Students of Piranesi will notice that in each case his old
friends the beggars, those companions of his youthful struggles,
complete with staves and cocked hats, are much in evidence.

The etchings reproduced (Plates I and III) are two of the
three etchings that the artist issued in 1770, and are those
numbered 93 and 94 in A. M. Hind’s Chronologi<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>