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ABSTT^ACT 

F. E. (1851-1885) and Oscar (1858-1957) Ruffini worked 

during a transitional period in the professionalization of 

achitectural practice in Texas and the United States. Yet scholars 

know little about the professional training and method of practice 

of the Ruffinis and other independent practitioners. Utilizing 

their personal papers, architectural specifications and drawings, 

photographs, extant buildings, newspapers, and a variety of 

secondary sources including books and journals, the biography 

answers questions about the professionalization of members of the 

transitional generation. The Ruf finis, as most of their 

American contemporaries, trained through apprenticeship, but 

developed a strong sense of professional identity. The dissertation 

also examines the role of the Ruf finis in the promotion of 

professional standards in Texas and surveys their major contri

butions in the state's architecture. F. E., known as Ernst, is 

best remembered as the architect of the Main Building (1882-89) of 

the University of Texas at Austin, but few know that he dominated 

the design of county courthouses in Texas during his nine-year 

career. Oscar was the principal architect in San Angelo in the late 

nineteenth and early twentieth centuries. T^e architectural and 

historical ii4)ortance of several extant structures by Oscar will be 

explained. 
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CHAPTER I 

INTRODUCTION 

-The South," Frederick Ernst Ruffini wrote in June 1885, "is 

the coming country for the young man who wants to do business that 

will make money easily and rapidly. "̂  In the comment, written to a 

friend and colleague in Boston, the architect, known to family and 

friends as Ernst, summed up not only his attitude toward work, but 

the spirit of an era. He was one of the millions of Americans ^ o 

embraced the entrepreneurial ethic that was part of the Gilded Age. 

Oscar Ruffini, Ernst's younger brother by six years, shared Ernst's 

outlook. For the Ruf finis, Texas, which they saw as a part of the 

South, proved to be a land of opportunity. Both established 

successful practices in the state where economic and urban growth 

created favorable conditions for enterprising men. 

The Ruffinis were among the first professional architects to 

practice in Texas. Ernst, at the time he wrote to his friend, was 

one of the most highly regarded architects in the state. He had 

settled in Austin nine years earlier. After a brief partnership 

with Jasper N. Preston, Ernst opened his own office and soon won 

commissions for courthouses, jails, homes, store and office 

buildings, and other structures. He became the most prolific Texas 

courthouse architect of his day, designing a total of eleven 

^Frederick Ernst Ruffini (FER) to J. Samuel Brown, Boston, 
June 12, 1865, 0. Ruffini Collection, Southwest Collection (SWC), 
Texas Tech University, Lubbock, Texas. 
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structures before his death. Ernst was best known, however, as the 

architect of the Main Building (1883-89) of the University of Texas 

at Austin (UT). Although it was razed in the 1930s, two generations 

of UT alumni knew the building as Old Main. Abner Cook, the 

contractor, completed the west wing of the structure in March 1685, 

about eight months before Ernst's unexpected death at the age of 

thirty-four. 2 

Oscar Ruffini, who lived to the age of ninety-eight, had a 

longer but less illustrious career Because of a lung condition, 

Oscar confined his practice to the Edwards Plateau region of Texas. 

He was the first professional architect to settle and practice in 

San Angelo, a major livestock market town. Oscar designed dozens of 

buildings for the city between his arrival in 1864 and his semi-

retirement about the time the United States entered World War I. 

Businessmen and homeowners of nearby towns called i^on his services, 

and Oscar acquired a reputation as a competent and reliable 

professional. 

Ernst and Oscar Ruffini were products of the Gilded Age, the 

thirty-five year period between the end of the Civil War and 1900.3 

Although Oscar's practice extended into the Progressive Era, his 

attitudes and professional practices were shaped in the late 

T̂lie Main Building was erected in three stages, the first 
completed in 1884 and the third in 1889. The designation Main 
Building is used throughout the dissertation. 

^For an overview of the period, see Sean Dennis Cashman, 
America in the Gilded Aae: From the Death of Lincoln to the Rise of 
Theodore Roosevelt (New York: New York Univ. Press, 1984). 



nineteenth century. Rugged individualists, the Ruf finis shared the 

optimistic spirit of the era with most other architects. Throughout 

the United States the Gilded Age proved to be a good time to enter 

the architectural profession. The population increased from 

35,701,000 in 1865, to 76,094,000 in 1900.4 A growing populace 

needed not only homes, but also new stores, courthouses, jails, 

schools, and other public buildings. Expenditures for new 

construction, including private residential, non-residential, and 

public buildings, more than tripled in the same period.^ In 

particular the scale and growing complexity of public buildings 

required the specialized knowledge of trained architects. 

The Ruf finis were members of a new breed of architects in late 

nineteenth century America. They were part of a transitional 

generation. 6 Trained through apprenticeship, they identified 

themselves not as mechanics or craftsmen, but as professional 

architects and businessmen. Most Americans of the period may not 

have been able to define how an architect differed from a builder or 

^Dept. of Commerce, Bureau of the Census, Historical 
Statistics of the United States. Part 1. Series A 6-8, Annual 
Population Estimates for the United states, 1790-1970 (Washington: 
Government Printing Office, 1975), p. 8. 

^Ibid, Part 2. Series N 70-77, Expenditure for New 
Construction in Current and Constant (1929) dollars. Figures based 
on constant (1929) dollars for the period 1869 to 1900. 

^Masculine referrants are used because most of the architects 
in the period were male. The 1690 Census, for example, records 
twenty-two female architects and 8,070 male.(Dept. of the Interior, 
Bureau of the Census, Eleventh Census. 1690. Report on the 
Population of the Uhited States. Part III, Table 79, Specificied 
Occupations Classified by Sex (Washington: 1897), p. 304. 



contractor, but many of them admired businessmen who symbolized the 

belief that individual ability, iniative, and hard work led to 

success. 7 

The Ruf finis tempered their individuality by a willingness to 

assist other family members. Ernst, as the oldest of five children, 

aided Oscar in launching his career. Ernst also helped Alvin, the 

middle brother, to secure work as an engraver and later as a music 

store clerk. All of the Ruf finis, including the women in the 

family, loaned money to one another to enable family members to 

invest in real estate and stocks. In sum, to the Ruf finis, family 

solidarity did not conflict with ideals of self-reliance. 

Nor did notions of self-reliance prevent Oscar in 1886 from 

joining the Texas State Association of Architects (TSAA), the first 

professional society for architects in the state. Founded two 

months after Ernst's death, the TSAA exemplified another 

characteristic of the Gilded Age, the effort of businessmen to 

obtain government regulation when such regulation suited their 

purposes. Businessmen, from architects to railroad robber barons, 

generally opposed government intervention, except when vital self 

interests were at stake.^ Architects at the state and national 

levels banded together to convince state legislatures to organize 

''Sidney Fine, "Laissez Faire and the American Businessman," in 
The Gilded Aae: America. 1866-1900. Interpretive Articles and 
Documentarv Sources, ed. Richard A. Bartlett (Reading, Mass.: 
Addison-Wesley Publ. Co., 1969), p. 9. 

QFlne, Ibid., pp. 16-17. 



boards and give them the authority to administer examininations of 

coi^etency and issue licenses. Licensing and registration, they 

reasoned, would enable architects to establish a monopoly on 

building design and on the supervision of construction. 

Professional societies such as the American Institute of Architects, 

the Western Association of Architects, and the Texas State 

Association of Architects, tried to educate government officials and 

legislators that architects differed from builder-contractors and 

that architects deserved recognition and protection, especially in 

the pursuit of contracts for public projects. 

One of the major differences between architects and builder-

contractors was mastery of design. Before the Civil War, most 

builders in Texas and the United States were capable of executing 

the popular Classical Revival styles in a vernacular manner.^ After 

the War, a number of historical revival styles came into fashion. 

To produce aesthetically pleasing results, the new styles required a 

high level of artistic knowledge. Changing tastes in conjunction 

with new technologies—cast iron and structural steel members; and 

heating, plumbing, and electrical systems—also necessitated 

specialized knowledge to integrate the practical and aesthetic 

aspects of building. Despite the lack of perceived differences 

between architects and builder-contractors, the demand for 

professional architects grew, especially to design and supervise 

^See Glossary for definitions of architectural styles and 
terms (Appendix C). 



the construction of public buildings, including courthouses, jails, 

schools, large churches, and commercial buildings. 

The Ruf finis, like other American architects, worked in the 

popular designs of the day such as the Italianate, French Second 

Empire, Queen Anne, and other revival modes. These lent themselves 

to a display of wealth desired by many private and public clients. 

Their historical details represented stability and continuity. They 

used abundant detail and fine materials—or imitations of fine 

materials—to symbolize late nineteenth century notions of progress 

and good taste.^0 Nouveau riche clients patronized the nation's 

foremost architects such as Richard Morris Hunt and the firm of 

McKim, Mead, and White. ̂ ^ Thorstein Yeblen in Theorv of the Leisure 

Class was probably the first social theorist to interpret the 

elaborate structures of the Gilded Age as exai^les of conspicuous 

consumption. ̂ 2 such a residence as The Breakers, designed by 

Richard Morris Hunt in 1895 for Cornelius Yanderbilt, illustrates 

Yeblen' s theory. But even the relatively simple Queen Anne cottage 

^OAlan Gowans, Stvles and Types of North American 
Architecture: Social Function and Cultural Expression (New York: 
HarperCollins, 1992), pp. 173-74. 

^^See Cashman, America in the Gilded Aoe. pp. 42-44 for a 
discussion of the link between architecture and the nouveau riche. 

i^Thorstein Yeblen, The Theory of the Leisure Class. 
Introduction by John Kenneth Galbraith (Boston: Houghton-Mifflin 
Co., 1973), pp. 60, 78, 90, 98, 110-111. Also see James Marston 
Fitch, American Building. Yol. 1: The Historical Forces that Shaped 
Ii,. 2nd ed. rev. (Boston: Houghton-Mifflin Co., 1966), p. 186. 



Oscar designed for a client in Coleman, Texas, exemplifies the 

desire to display one's financial success and taste. 

Texas architects were not trendsetters, but they handled the 

revival styles with confidence. Thanks to such publications as the 

American Architect and Building News the Ruf finis and others could 

keep up with East Coast interpretations of the styles. Some, 

including Ernst, even executed the modes with dash. His Hancock 

Building (1679), a store and office building in Austin, was an 

outstanding example of Renaissance Revival architecture, a variation 

of the Italianate mode. 

Following the Civil War, Texas did not industrialize to the 

same degree as northern states, but a generation of bankers and 

merchants emerged to serve the growing economy. Businessmen needed 

banks, stores, offices, and homes. Texas architects were glad to 

provide professional services. The Panic of 1873 near the end of 

Reconstruction slowed business activity, but thereafter the economy 

grew. Cattle, lumber, and cotton barons fueled the demand for 

fashionable buildings in Texas.^^ 

Texas cities expanded in the Gilded Age, and they also 

promoted the growth of professional architecture. Galveston and San 

Antonio in 1670 were the only Texas cities with a population 

exceeding 10,000. By 1900, eleven cities, including Houston, 

i^Alwyn Barr, Reconstruction to Reform: Texas Politics. 1876-
1906 (Austin: Univ. of Texas Press, 1972), p. 11; Billy M. Jones, 
The Search for Maturity in the Saaa of Texas Series, ed. Seymour Y. 
Connor (Austin: Steck-Yaughn Co., 1965), p. 107. 
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Fort Worth, Dallas, and Austin exceeded the 10,000 figure. ̂ ^ The 

demand for new construction grew with the population and the 

economy. 

Railroad expansion increased real estate values and spurred 

expansion into West Texas.^^ Railroad track milage grew from 683 

miles in 1670 to 3,244 in 1660. The amount tripled to almost 10,000 

miles in 1900.^6 Texas officials between 1871 and 1900 created 

eighty-two or approximately one-third of the state's 252 counties. 

Newly formed counties needed courthouses, jails, and schools. In 

addition, many of the 146 extant counties as of 1670 built new 

public structures in the Gilded Age. ̂"̂  

Ernst designed a total of eleven courthouses and five jails. 

Oscar did four courthouses and two jails. In public architecture 

alone, the Ruf finis made a significant contribution to the 

architectural history of Texas, yet despite mention of the Ruf finis 

in several publications, no one has attempted a comprehensive 

biography and survey of their works. 

Willard B. Robinson, late Horn Professor of Architecture at 

Texas Tech University, included the Ruf finis in all three of his 

^4Rupert N. Richardson, Ernest Wallace, and Adrian N. 
Anderson, Texas: The Lone Star State. 4th ed. (Englewood Cliffs: 
Prentice-Hall, 1981), p. 329. 

^^Barr, From Reconstruction to Reform, p. 11. 

i^Robert A. Calvert and Arnolodo DeLeon, The History of Texas 
(Arlington Heights, 111.: Harlan Davidson, Inc., 1991), p. 180; 
Jones, The Search for Iteituritv. p. 94. 

i7jones, ibid. 
8 



books on Texas architectural history. One of them, Texas Public 

Buildings of the Nineteenth Century (1974), is an outstanding 

example of the genre. ̂ 0 The book examines fortifications, banks, 

stores, churches, theaters, hotels, courthouses, jails, and other 

public building types. Through text and 171 photographs by Todd 

Webb, Robinson discusses architecture as an expression of societal 

values and concerns. He discusses Ernst's Hancock Building, the 

Main Building at UT, the Temporary Capitol (1862), and several of 

Ernst's courthouses and jails. Oscar's Sutton County Courthouse 

(1889) is mentioned. 

In Gone From Texas: Our Lost Architectural Heritage (1961), 

Robinson surveys significant buildings from the Spanish colonial 

period to the mid-twentieth century that have been razed or 

destroyed.^^ Robinison again included several buildings by Ernst 

Ruffini as well as the R. S. Bowen house in Coleman, a fine example 

of the Queen Anne style, designed by Oscar. 

Robinson narrowed his focus in The People's Architecture: 

Texas Courthouses. Jails, and Municipal Buildings (1963), his final 

book. 20 While not as exhhaustive of the subject. People's 

ISviiiard B. Robinson, Texas Public Buildings of the 
Nineteenth Century (Austin: Univ. of Texas Press for the Amon Carter 
Museum of Western Art, 1974). 

^9 Gone From Texas: Our Lost Architectural Heritage 
(College Station: Texas A&M Press, 1961). 

^̂  The People's Architecture: Texas Courthouses. Jails. 
^^ Municipal Buildings (Austin: Texas State Historical Association, 
1963). 



Architecture is the most complete reference on public structures 

from the period of the Texas Republic to 1978. It mentions the 

Ruf finis several times. After all, between the two brothers they 

designed fifteen courthouses. 

Another milestone in the historiography of Texas architecture 

is Austin. Texas: An American Architectural History (1973) by 

Roxanne Williamson Kuter.21 Among the writers who examine a single 

city, Kuter, an art historian, is the most thorough in relating the 

development of the city to its built environment. Kuter incor

porates a useful chronology of major buildings in Austin from the 

city's founding to recent times. She includes such Ruffini 

structures as the Main Building, the Hancock Building, the Temporary 

Capitol, and Saint Mary's Academy (1864-85). Williamson describes 

Ernst as a "flamboyant man," but incorrectly identifies Oscar and 

Alvin as Ernst's sons or nephews.22 Her book is one of the few 

architectural histories in the state with approximately equal space 

devoted to text and illustrations. 

Austin and Travis County: A Pictorial History. 1839-1939 

(1975) is an exhibition catalog with text by Katharine Hart. 23 

Produced by the Austin Public Library, the catalog contains several 

2lRoxanne Williamson Kuter, Austin. Texas: An American 
^r^^itectural History (San Antonio: Trinity Univ. Press, 1973). 

22ibid, pp. 63-4. 

23Katherine Hart, Austin and Travis County: A Pictorial 
ff|,fftorv. 1639-1939 (Austin: Encino Press for the Austin Public 
Library, 1975). 
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photographs of Ernst Ruffini's buildings as they appeared in the 

nineteenth century. Images include rare pictures of the interior 

and exterior of Millet's Opera House (1878), which Ernst designed 

for Captain C. F. Millett. 

Other works make few references to the Ruf finis, but are 

nonetheless valuable sources for a study of the two brothers. One 

of these is Hank Todd Smith's Since 1886: A History of the Texas 

Society of Architects (1963). 24 Smith principally deals with the 

history of the Society founded in 1939. The author also includes a 

section on the Texas State Association of Architects, founded in 

1886, a forerunner of the Society of Architects. Smith tells the 

story of how the Association struggled to win regulatory 

legislation—a battle Texas practitioners did not secure until 1937. 

The book details the efforts of architects to distinguish themselves 

from builder-contractors. 

The only monograph on a conteiq)orary of the Ruf finis is Alfred 

Giles: An English Architect in Texas and Mexico (1972) by Mary 

Carolyn Hollers Jutson.25 Considering that Giles left no personal 

papers, Jutson does an admirable job of reconstructing a chronology 

of Giles' work. The Englishman, along with Ernst, was one of the 

leading architects of the day and designed twelve courthouses in the 

24Hank Todd Smith, Since 1886: A History of the Texas Society 
Qf Architects (Austin: Texas Society of Architects, 1983). 

25Mary Carolyn Hollers Jutson, Alfred Giles: An English 
ArnMtect in Texas and Mexico (San Antonio: Trinity Uhlverslty 
Press, 1972). 

11 



course of his forty-year career. Jutson's biographical sketch, 

while brief, provides useful data for comparison to the Ruffinis. 

Abner Cook: Master Builder on the Texas Frontier (1992) by 

Kenneth Hafertepe is the most recent book relevant to a study of the 

Ruffinis.26 The biography of the master builder and contractor 

includes a narrative of Cook's last project, the erection of the 

west wing of the University of Texas' Main Building. The problems 

and delays encountered by Cook provide insight in Ernst's role as 

designing and supervising architect. 

Two other scholarly works merit attention. The first is a 

dissertation by former Texas Tech professor Paul Kenneth Goeldner, 

"Temples of Justice, Nineteenth Century Courthouses in the Midwest 

and Texas."27 Goeldner's survey enables architectural historians to 

compare the work of the Ruffinis and other Texas architects to their 

counterparts in other states. The second item is William Elton 

Green's article, "'A Question of Great Delicacy': The Texas Capitol 

Competition, 1881."28 Green sheds light on Ernst Ruffini's 

participation in the contest and on the political nature of public 

works. 

26Kenneth Hafertepe, Abner Cook: Master Builder on the Texas 
Frontier (Austin: Texas State Historical Association, 1992). 

27paul Kenneth Goeldner, "Temples of Justice: Nineteenth 
Century Courthouses in the Midwest and Texas." (Ph.D. diss., 
Columbia Univ., 1969). 

28william Elton Green, "'A Question of Great Delicacy' : The 
Texas State Capitol Compeitition," Southwestern Historical Quartftr]Y 
92(Oct. 1988): pp. 247-270. 

12 



A survey of the literature establishes that the Ruf finis, 

especially Ernst, were important figures in the first generation of 

Texas architects. Many questions remain about the brothers, 

however. Scholars have long known that the Ruffinis came from Ohio, 

but no one knew where they trained or what experience they acquired 

before they came to Texas. No one has compiled a list of structures 

by the Ruf finis or compared those buildings to the work of other 

Texas architects. Nor has any one investigated to see if the 

Ruffinis were typical or atypical of Texas and American architects. 

This dissertation seeks to address such voids in the state's 

architectural history and to place the Ruf finis in both state and 

national historical contexts. The dissertation also seeks to 

illiminate the status of profesional architectural practice in Texas 

in the late nineteenth and early twentieth centuries. For the first 

time, the true significance of Ernst Ruffini's work is revealed and 

Oscar's importance to a particular city and region within the state 

explained. The appendices, a chronology of the brothers' major 

works, will aid preservationists and architectural historians 

throughout the state. Historians, in general, may benefit from the 

new information and interpretation concerning a particular class of 

professionals in a period of rapid social change. 

To accomplish the objectives, the author has turned to a 

variety of personal papers as well as secondary sources. The 

volume, in excess of 10,000 leaves, of Ernst's and Oscar's 

correspondence, drawings, and architectural specifications make the 

Ruf finis an ideal subject not only to document their own works, but 

13 



also to assess the state of professional architecture in Texas 

between 1877 and 1917. A fire in 1883 destroyed most of Ernst's 

business papers, but several sets of drawings and specifications in 

use at building sites at the time survived and those documents are 

housed at the Texas State Archives in Austin. Most of Oscar's 

extant drawings are also preserved at the State Archives. A few 

additional drawings and papers may be fotmd in the Architectural 

Drawings Collections, General Libraries, at the University of Texas 

at Austin. 

Oscar's personal papers are preserved, along with his home and 

office, at the Fort Concho National Historical Landmark in San 

Angelo. The collection contains the letter press books of Oscar's 

correspondence and specifications and includes Ernst's 

correspondence for 1884 and 1885. A microfilm copy of the books is 

available at the Southwest Collection, Texas Tech University, 

Lubbock, Texas. 

An invaluable resource in a study of the Ruffinis is a 

collection of letters, documents, and memorabilia held by Ernst F. 

Ruffini of Phoenix, Arizona, the grandson of Ernst Ruffini. Elise 

Weitz Ruffini, the architect's wife, saved Ernst's letters from the 

time of their engagement in 1878. The letters helped to establish a 

chronology of the architect's work prior to the fire and provided a 

glimpse into the domestic life of Ernst Ruffini. 

An examination of extant structures including Ernst's only 

surviving home and a description of another based on rare 

photographs, may help preservationists identify as yet unknown 

14 



examples. Using such sources, as well as numerous books and 

articles, the author offers a coi^jrehensive biography of Ernst and 

Oscar Ruffini as examples of a transitional generation in American 

architectural practice. To establish the historical context, the 

author provides an overview of the architectural profession in the 

late nineteenth and early twentieth centuries in the Uhited States. 

The role played by professional societies in the transformation is 

also explained. 

Next, the author examines the Ruffini family, its influence 

and ethnicity. Until now Texas architectural historians had assumed 

that the Ruf finis were Italian-Americans; in fact, the brothers were 

German-American, an identity they cherished. 

The dissertation also explores the profesional training and 

experience of the Ruf finis before the brothers arrived in Texas. A 

discussion is included on how the newcomers won commissions and 

conducted the business of architecture, an aspect of Texas 

architectural history heretofore unexplored. It is also an area of 

architectural history that has received only scant attention on the 

national level. The dissertation surveys the major structures of 

Ernst and Oscar Ruffini according to building type, the usual 

arrangement in an architectural history. Finally, in regard to 

historical and architectural merit it makes coi^Mirisons between the 

Ruf finis and several other Texas architects. 

An explanation regarding the use of names is in order. 

Generally, historians use surnames, but as the subjects of this 

study have the same surname, first names are used throughout to 

15 



refer to Ernst and Oscar Ruffini. Ernst's coiq)lete name was 

Frederick Ernst Ruffini. He was known professionally as F. E. 

Ruffini and signed all business papers with that appellation. To 

family and friends he was known as Ernst. Ernst's father, son, and 

grandson all had the same name: Ernst Frederick Ruffini. Use of 

the same names in successive generations was a commom practice until 

recent times and the author exercises care in distinguishing one 

Ruffini from another. Ernst's father and son are designated by 

their full names and context establishes membership in a particular 

generation. The grandson is called Ernst F. Ruffini throughout the 

dissertation. The name of buildings in this dissertation are the 

names known to Ernst and Oscar Ruffini. As needed, more recent 

names are included and explained. Date of construction appears in 

parenthesis beside a building name the first time the name appears. 

Briefly, then, the dissertation argues that the Ruf finis, 

especially Ernst, made significant contributions to Texas 

architecture and the professionalization of architecture in the 

state. Oscar Ruffini's work dominated a city and region for more 

than a generation. Though not as creative as his brother, Oscar 

nonetheless filled San Angelo and the surrounding towns with 

buildings of grace and dignity. Ernst's Main Building at the 

IMiversity of Texas at Austin was fondly remembered by thousands of 

students and his county courthouses were admired for their striking 

beauty. 

16 



CHAPTER II 

TBE ARCHITECTURAL PROFESSION 

IN THE UNITED STATES 

When Ernst and Oscar Ruffini began to practice architecture in 

the 1670s, the profession was still in a formative stage. During 

the nineteenth century, professionalization of practice grew with 

the nation. Continuous population growth, urbanization, westward 

expansion, and technological developments in the building arts aided 

the process. By 1900 most Americans recognized architecture as a 

profession distinct from the work of builder-contractors. Moreover, 

practitioners had reached a consensus that architects were gentlemen 

of the \q)per middle class who by virtue of ability and education 

were qualified to design and supervise the construction of 

buildings. 

A hundred years earlier, however, less than a dozen 

practitioners claimed to be professional architects. Benjamin 

Latrobe was among the first to perceive architecture as a calling 

distinct from that of building. The English-born Latrobe, ^ o m 

architectural historians consider the nation's first professional 

architect, came from England to Yirginia in 1796.^ He understood 

that architects sold an intangible product and would have to 

convince clients of its value. Among other things, he advised a 

^Dell Upton, "Pattembooks and Professionalism, Aspects of the 
Transformation of Domestic Architecture in America, 1600-1860," 
Winterthur Portfolio 19(Sui«er-Autumn 1964): p. 107. 
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colleague never to donate his services. He noted that architectural 

practice required both aesthetic and technical expertise, that 

supervision must remain a separate function from construction, that 

the client and biiilder should defer to the architect's judgment, and 

that drawings—the tangible manifestation of the architect's skill— 

must remain under his control.2 Latrobe grasped the basic elements 

of professionalization, but he and his colleagues could do little to 

advance their cause in a society that for the most part was 

satisfied with the structures designed and erected by builders. 

To most Americans the distinction between architect and 

builder was vague and remained so into the last quarter of the 

century. The term "architect" connotated higher status, but in the 

minds of many, the terms "builder" and "architect" were nearly 

synonymous; both groups designed and supervised the erection of 

structures.3 But people recognized master builders, many of whom 

after 1830 began to identify themselves as architects, for they 

possessed, when compared to builders in general, superior design 

skills. Mastery of design was the principal skill builders and 

architects of the ante-bellum period used to advance claims that 

they posessed a unique body of knowledge that merited fair 

renumeration as well as society's respect. 

2ibid., p. 113. 

3see ibid., p. 116 for a discussion of the terms architect and 
builder. Thomas Jefferson, for example, exemplifies the gentleman 
architect. 
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At least two preconditions are necessary for a profession to 

develop. One is cognitive exclusivity, or mastery of a unique body 

of knowledge. The other is the existence of a market for a skill. 

Through the course of the nineteenth century, architectural practice 

acquired most of the significant characteristics that define 

professions, including sale of a cognitive service for a salary, 

fee, or percentage commission; full-time pursuit of the occupation; 

and establishment of a professional society. The architectural 

society advanced claims that practitioners offered a unique service, 

a commitment to protect a client's best interest and a desire to 

uphold the public good through adherence to codes of ethics or 

practice. Such codes encouraged predictable standards of service, 

thus assuring society and clients that recognized practitioners 

deserved patronage. Professional societies also regulated 

admittance of new practitioners by securing licensing and 

registration laws and prescribing minimum educational and training 

requirements. 4 

In the case of architecture, as with medicine or law, 

professionalization was a gradual process. The first professional 

society, the American Institution of Architects, formed in 1636, 

lasted but two years.^ The second attempt, the American Institute 

^Magali Sarfatti Larson, The Rise of Professionalism: A 
Sociological Perspective (Berkeley: Univ. of California Press, 
1977), pp. X, xvi, 14-17. Larson describes the professionalization 
of medicine and law with ocassional references to architecture. As 
a model of professionalization, many of the characteristics examined 
fit the development of architectural practice. Larson coined the 
term "cognitive exclusiveness." 

^Mary Woods, "The First American Architectural Journals: The 
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of Architects (AIA) was founded in New York City in 1857, but 

throughout the remainder of the century, its membership coiyirised 

but a fraction of the persons who called themselves architects. ̂  

Illinois in 1889 was the first state to mandate licensing. Several 

decades later, in 1961, every state required some type of licensing 

or registration.7 Professionalization proceeded at a snail's pace 

primarily because architects first had to distinguish themselves 

from builders, a difficult task in a country vheie the latter 

usually met client expectations for sound construction in vernacular 

styles. Some builders, in the early nineteenth century, exploited 

the brisk demand for factories, homes, churches, and various public 

structures by using poor materials and failing to train adequately 

inexperienced craftsmen. Others, through lack of experience or 

knowledge, erected unsound buildings. Although many were artistic, 

most builders were not good at design and their buildings often 

lacked beauty and aesthetic qualities. 

Changes came. Master builders, in an attempt to promote safer 

and more attractive buildings, began to write handbooks and manuals 

for other builders and craftsmen. The authors hoped to raise 

Profession's Yoice," Journal of the Society of Architectural 
Historians (JSAH) 48(June 1989): p. 119. 

^Richard Michael Levy, "The Professionalization of American 
Architects and Engineers, 1866-1917." (Ph.D. diss., Uhiv. of 
California: Berekley, 1960), Tables A-7, p. 374; A-20, p. 387. Levy 
indicates, for example, that the AIA had 676 members in 1910. The 
Census of that year recorded 16,613 architects. 

"^Andrew Saint, "The Architect as Businessman: The Uhited 
States in the Nineteenth Century," in The Image of the Architect 
(New Haven: Yale IMv. Press, 1963), pp. 90-91. 
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standards and increase the bargaining power of their fellows. 0 The 

appearance of the handbooks began a series of publications that 

helped develop the architectural profession. After handbooks came 

pattern or style books with drawings in plan and perspective. Then 

came the architectural journal. Each type of literature helped to 

advance professionalization. 

The first handbook, published in 1797, was The Country 

Builders Assistant. 9 Asher Benjamin, its author, had several years 

of practical experience as a carpenter and builder constructing 

homes and churches in and around Boston. ̂ ^ Benjamin assumed that 

his readers had mastered basic carpentry, but he incorporated 

methods and information—for elliptical stairways, for example—not 

available to rural craftsmen and builders. The Country Builders 

Assistant, and Benjamin' s later handbooks, including The American 

Builder's Companion (1806), provided craftsmen and builders with a 

system they could employ in the design and erection of buildings. 

The handbooks did not contain finished plans or elevations, but they 

illustrated the classical orders and popular trims and details. 

With the handbooks, rural builders could better meet the 

expectations of more sophisticated clients. Writers found 

satisfaction in raising the overall aesthetic quality of building 

QUpton, "Patternbooks," p. 110. 

9lbid., p. 107. 

iOflenry F. Wlthey and Elise Rathburn Withey, ElflffiaEbical 
Dictionary of American Architects ^Deceased) (Los Angeles: 
Hennessey and Ingalls, 1970), p. 51. 
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across the nation. Benjamin's works went through several editions, 

some appearing as late as the mid-1880s.^l 

The publication of Benjamin's last work. The Practical House 

Carpenter (1630), marked a shift in the author's self-identity. 

Previously, Benjamin had portrayed himself as a builder speaking to 

his peers. In this book, however, Benjamin identified himself as an 

architect dispensing advice on style to craftsmen and builders, 

people of a lesser social status.^2 

About this time architects, trying to edge out the builders, 

began to emphasize concern for the client and the public good. 

After 1630, handbook and stylebook writers promoted themselves as 

watchdogs who would protect clients from unscriqjulous builders. A 

sharp builder, the authors contended, could hoodwink a client who 

lacked specialized knowledge of the building arts and sciences. 

Here, then, was a place for the architect, the social equal of the 

client and a gentleman worthy of trust. For a fee based on a 

percentage of the contract price, the architect offered his artistic 

and technical skills to protect the client's interest. Architects 

played on the class distinctions of the ante-bellum period, 

stressing their middle class affiliation as compared to the 

builder's inferior status.^3 while it worked to the architect's 

advantage in selling his ability to protect the commom good, class 

î lft)ton, "Patternbooks," pp. 110, 114, 

i2ibid., p. 116. 

13ibid., p. 119. 
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affiliation often worked against him when he presented himself as a 

arbiter of taste. Architectural writers asserted that practitioners 

would protect clients from poor taste and shoddy craftsmanship. 

Alexander Jackson Davis, a New York architect, challenged the 

notion that good taste was an innate characteristic of the upper 

class. He suggested instead that through education and training, 

architects of lower origins acquired taste and aesthetic 

sensibilities.14 Davis, in his 1637 patternbook Rural Residences. 

compared architects to lawyers. A patternbook, unlike a handbook, 

contained plans and perspectives to illustrate the principles 

discussed by the author. Davis, addressing himself to clients, 

hoped to convince them that their technical expertise was 

insufficient to protect their own best interests. A building 

designed by an architect would not only be structurally sound, but 

also it would be beautiful. Davis tried to show that architects 

offered a distinctive cognitive product—correct taste—but conceded 

that gentlemen clients, too, possessed taste. He implied that 

architects had better accommodate client wishes. 

Other architects did not agree and were unwilling to admit 

that taste was an innate quality of society's elites. To do so went 

against the Jacksonian spirit of the era. William Ranlett, who 

wrote The Architect (1649) and Gervase Wheeler, author of Rural 

Homes (1851), postulated that taste was evenly distributed among the 

populace, and that everyone had a God-given sense of beauty. 

l^Ibid., pp. 120-2. 
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Cultivation was the key, thus the architect was in a position to 

advise clients.15 

The handbooks and stylebooks established that artistic ability 

was the chief difference between builders and architects. The books 

contributed to the professionalization process by advancing a 

systematic body of knowledge which, in the absence of formal 

training programs, helped many men make the transition from builder 

to architect.16 Edwin May of Indianapolis, Ernst Ruffini's employer 

in 1873-74, exeiqilifies the transformation. As a teen May learned 

carpentry, and in the i850s he became recognized as a builder. By 

the time he moved to Indianapolis in the late 1850s, he identified 

himself as an architect. The Indiana State House (1881-88) marks 

the climax of his career, l*' 

In the second half of the nineteenth century, the 

architectural journal helped complete the process begun with the 

handbooks and stylebooks. The work of Benjamin and Davis, as well 

as others, demonstrated the viability of architectural writing and 

about 1860 architectural periodicals began to appear.10 "me 

Architect's and Mechanic's Journal was the first such journal 

published in the IMted States. Although it was a weekly 

publication addressed to architects, mechanics, builders. 

15lbid., pp. 122-4. 

16lbid., p. 149. 

I'^Withey and Withey, Biographical Dictionary, p. 401. 

lOwoods, "First American Journals," p. 120. 
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carpenters, decorative artists, and real estate owners, publisher 

Alexander Harthill emphasized the value of architects above others. 

The opening editorial proclaimed that an architect was an honorable 

man who had attained a high level of artistic and scientific 

knowledge through study, work, and travel. Clients could trust 

architects who served as mediators between the client and the 

builder. Subsequent editorials advocated such things as a 5 percent 

fee as the standard for compensation of architects, the necessity 

that the designing architect supervise the execution of his plan, 

and the desirability of three to five years of professional training 

before a practitioner set himself up as an independent architect. 

Wood engravings in the journal illustrated construction or 

ornamental details, but sometimes displayed entire buildings. 

Publication of the Architect's and Mechanic's Journal ceased with 

the outbreak of the Civil War.l^ 

Samuel Sloan, a Philadelphia architect, launched in 1868 the 

second architectural periodical: The Architectural Review and 

American Builders' Journal. Although it lasted only two years, the 

illustrated journal contained high quality wood engravings and 

occasional monochromatic and polychromatic lithographs. Sloan 

promoted higher standards in the building arts and sciences, which 

in turn advanced professionalism. His journal, which resembled a 

house pattern book, included articles on architectural history and 

technological advances in the building sciences and arts. Sloan 

depicted various styles in plan and elevation as well as 

l^Ibid., pp. 120, 123. 
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construction and ornamental details. He called for a 5 percent 

architect's fee, formal architectural education, paid competitions, 

and an American Institute of Architects code of conduct. 20 

American Architects' and Builders' Monthly, another 

Philadelphia journal, began a few months before the demise of 

Sloan's publication. Its editors, who perceived architects as 

artists, advocated tasteful design through high quality 

photolithographs of recent public buildings, churches, and 

residences. The cost of the illustrations contributed to the 

journal's short run of 1870-71.21 

The American Architect and Building News (AAifi), a weekly 

launched in America's centennial year, succeeded ^ere its 

predecessors had failed. Publisher James R. Osgood had three years 

earlier begun to circulate two monthlies. The Architectural 

Sketchbook (1873-76) based in Boston and The New York Sketchbook 

(1874-76) to test the market. 22 î ie success of the two journals 

persuaded Osgood to produce the AABN. Professional managment and 

the support of the American Institute of Architects eventually made 

the AABN the voice of the nascent profession centered on the East 

Coast. Osgood made a special effort to cultivate the AIA. He 

negotiated an agreement with the organization to supply 

illustrations and photographs and to print the proceedings of the 

20ibid., p. 126. 

21lbid., pp. 128-9. 

22ibid., p. 132. 
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AIA annual meeting. Osgood found the right mix of illustration, 

building news, technical updates, and professional cheerleading. 

The journal ran until 1938, when the Architectural Record absorbed 

the older publication.23 

Ernst Ruffini subscribed to the American Architect and 

Building News from the beginning. Oscar Ruffini later acquired a 

complete set of the journal. 24 Several illustrations from the AABN 

and a clipping of a cartoon from The Architectural Sketchbook appear 

in the Ruffini scrapbooks at the Fort Concho National Historical 

Landmark in San Angelo. The date of the cartoon, March 1875, 

suggests that Ernst originally collected it \^en he was working in 

Boston. Boston architects George Tilden and William Preston drew 

the cartoon to satirize an English journal's praise of the 

architectural contributions of the craftsman. Titled "Ecce 

Architectus!I," it depicted a crowd of ladies and gentlemen paying 

homage to the ill-clad Pat McFlabby and his ramshackle creation. In 

the background, architects dressed in frock coats and top hats 

carrying their portfolios slink off to the Asylum for Educated 

Architects. A few years later Ernst may have recalled the cartoon 

with amusement as he canvassed Texas trying to convince county 

judges and commissioners courts to hire him instead of a builder-

contractor. 

23ihld., p. 118. 

24FER to Oscar Ruffini (OR), San Angelo, Apr. 14, 1685, 
Ruffini Collection, Archiectectural Drawings Collection, General 
Libraries, Uhiv. of Texas at Austin, Texas. (AD Collection). 
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The American Institute of Architects dominated the American 

Architect and Building News. AIA members supplied illustrations and 

photographs of recent work to the journal, and therefore almost all 

the buildings illustrated were by Boston and New York architects. 

Although approximately two-thirds of the AIA' s membership in the 

1870s and 1880s lived in the Northeast, the articles on technical 

innovations, historical architecture, competitions, and an array of 

professional concerns assured the AABN a wide readership.25 Through 

its pages one can discern the evolving professionalization of 

architectural practice. 

Ihe American Architect and Building News, for example, often 

lamented the unprofessional manner in which government agencies held 

open competitions for the design of public buildings. The AABN 

reprinted in 1880 guidelines for open compeititons adopted by the 

Saint Louis Institute of Architects. The city's architects 

formulated the guidelines to prevent the exploitation of 

professionals and to assure fair consideration for all participants. 

Most of the items from their "Schedule of Terms" were eventually 

recognized by government officials. Among other things, the Saint 

Louis Institute of Architects stated that juries, with at least one 

architect with no conflict of interest, should adjudge all entries; 

that instructions to participants should be clear and specific; and 

that all drawings should be executed in a uniform scale. The 

"Schedule" also required that a sufficient period of time should be 

25Levy, "Professionalization of American Architects," Table A-
20, p. 387: Woods."First American Journals." p. 136. 
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allowed the winning architect to prepare the required drawings and 

specifications; that all premiums should be reasonable and should be 

distributed soon after the conclusion of the coiq^etition; and that 

the identity of submitting architects must not be revealed to the 

jury prior to the the competition. Finally, the professional 

architects of Saint Louis asserted that all drawings were the 

private property of the architect and while clients purchased the 

right to use the drawings, the drawings themselves were to be 

returned. 26 

Specializing in county courthouses and jails, the Riiffinis 

read such articles with interest. Their correspondence to county 

judges and others reveals that the brothers accepted professional 

standards such as those promulgated in Saint Louis. Other AABN 

articles on the si^ervision of construction, state capitol 

competitions, and other matters continued to nurture the sense of 

professionalism the Ruf finis had begun to acquire in their 

apprenticeships. 

Professionalization on the national level could not have 

succeeded through journals alone. More than any other factor, 

professional societies won respect and protection for the field. 

The American Institute of Architects, the best known and longest-

lived of these groups, traces its origins to 1857, when New York 

architect Richard Upjohn invited several colleagues to form a 

professional association. The Institute's purpose was "to promote 

26HSegulations for Open Competitions for Architectural Work," 
Ztpprlcan Architect and Building News 7(Apr. 24, 1680): p. 180. 
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the artistic, scientific, and practical perfection of its mem

bers. "27 Calvert Yaux, Alexander Jackson Davis, and Richard Morris 

Hunt numbered among the early members. 28 

Hunt soon emerged as the AIA's guiding light. One of the few 

American architects of his time to have received a formal education 

in architecture at the Ecole des Beaux-Arts in Paris, Hunt, like 

most other Ecole architects, emphasized aesthetic considerations 

above practical ones. He favored historical styles based on the 

classical idioms he studied in Paris and examined in his European 

travels. To him, the AIA's purpose was the artistic iiqirovement of 

its members and promotion of the architect's claim of artistic 

8iq)eriority. Throughout the 1860s and 1870s, however, the AIA did 

virtually nothing to give the claim substance through licensing and 

registration laws and held little appeal to architects outside of 

New York.29 

Meanwhile, in Chicago midwestem architects developed 

practices that shaped the modem profession. They established an 

AIA chapter in the city in 1669, but Chicagoans found it of limited 

value. 30 The great Chicago fire of 1671, which destroyed the heart 

of city, provided architects unparalleled challenges and 

27AIA Constitution, New York, 1858, R. I^john Collection, New 
York Public Library, New York, New York, pp. 6-8, as cited by Woods, 
"First American Journals, p. 123. 

28woods, ibid. 

29saint, "The Architect as Businessman," p. 84. 

30lbid. 
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opportunities. Suddenly, demand mushroomed for office and apartment 

buildings, hotels, retail stores, and assorted public structures, 

including a City Hall and Courthouse building. 31 Even with the 

construction slump following the Panic of 1673, the city issued over 

10,000 building permits from 1872 to 1879.32 Business remained 

brisk into the next decade. In the early 1880s, Bumham and Root, 

one of the city's major architectural firms, employed sixty 

draftsmen to keep i^ with the work in Chicago and other cities. 33 

In contrast to their East Coast colleagues, Chicago architects 

valued the practical aspects of the profession. They were not 

insensitive to the aesthetic considerations, but structure and the 

possibility of developing a distinct American style intrigued them. 

German-born and-educated practitioners dominated the field both 

numerically and ideologically. 34 Host had no formal training in 

architecure, but many—including Dankmar Adler of the renowned firm 

of Adler and Sullivan—had first-hand experience in engineering. 35 

Adler and the other German architects returned to Europe from time 

31Carl W. Condit. The Chicago School of Architecture, a 
History of Commercial and Public Building in the Chicago Area 1875-
1926 (Chicago: Univ. of Chicago Press, 1964), p. 11. 

32lbid., p. 19. 

33withey and Withey, Biographical Dictionary, p. 97. 

34Roula Mouroudellis Geraniotis, "German Architectural Theory 
and Practice in Chicago, 1850-1900," Winterthur Portfolio 21(Winter 
1986): p. 304. 

35condit, Chicago School, p. 31. 
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to time, and they maintained ties to their counterparts in Berlin. 36 

Whereas the Ecole architects in the East depended on classical 

idioms and historical precedent, the Chicago men pondered German 

architectural theories of structure and style.37 

The Chicago architects also tackled professional issues with 

gusto. In the autumn of 1884, about 150 midwestem architects met 

in Chicago to found the Westem Association of Architects (WAA). 

The new society selected three goals: to devise effective rules on 

competitions, to win private architects a larger share of government 

building commissions, and to obtain licensing and registration laws. 

The following year the Illinois State Association of Architects 

organized. Its first president, Dankmar Adler, led the charge to 

pass regulatory legislation. Twelve years later, in 1897, Illinois 

became the first state in the nation to recognize the profession's 

claims of cognitive exclusivity. The State Licensing Act 

established a State Board of Architectural Examiners. Adler was its 

first chairman. Architects already in practice could register by 

paying an annual fee. The Act required other architects to take an 

examination based on the one used for architecture students at 

the University of Illinois at Urbana. Two other states, Arkansas 

and California, enacted similar laws in 1901.38 

36Geraniotis, ibid. 

37ibid., p. 305 

3esaint, "The Architect as Businessman," pp. 69-91. 
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The Texas State Association of Architects organized in 1886 as 

an affiliate of the WAA. Oscar Ruffini was one of the twenty-two 

charter members. Lone Star architects worked diligently to persuade 

the legislature to enact licensing requirements, although they did 

not succeed until 1937.39 

While Texans were trying to advance their cause, the Westem 

Association of Architects voted to unite with the American Institute 

of Architects. Daniel H. Burnham, of Burnham and Root, had 

persuaded WAA members that affiliation with the national 

organization would promote their interests. They agreed and the 

merger occurred in 1889. The AIA had in the 1860s turned its 

attention to professional issues, and in 1899 the organization moved 

its headquarters to Washington, D.C.40 Relocation accomplished two 

things: it reduced AIA identification with any one metropolitan 

area, and with its presence in the nation's capital the AIA 

monitored the activities of the Supervising Architect of the 

Treasury. 

The Supervising Architect was one of the most important 

architects in the nation, and the AIA resented his monopoly on all 

federal building. The Siqjervising Architect, assisted by his staff, 

supervised the design and erection of all federal buildings 

including post offices, customs houses, and courthouses. The 

39Hank Todd Smith, Since 1886: A History of the Texas Society 
of Architects (Austin: Texas Society of Architects, 1983), pp. 2, 4, 
17. 

^OSaint, "The Architect as Businessman," p. 91. 
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position dated back to Andrew Jackson's appointment in 1833 of 

architect Robert Mills to design and supervise construction of new 

Treasury and Patent Office buildings. Over time Mill's duties 

expanded to include the design, construction, and maintenance of all 

federal buildings. His superior, the Secretary of the Treasury, 

assigned Mills the title Supervising Architect. 41 Mills resigned in 

1861, and afterward the Office of the Siqjervising Architect acquired 

a reputation for mediocre design and extravagant spending. 

AIA members resented the Office of the Supervising Architect's 

total control of lucrative federal contracts. The AIA's attack on 

the Office of the Siq)ervising Architect helped unite professional 

architects against a commom foe. The AIA tried to discredit the 

Office by revealing its checkered history. In 1662, for exaiple, 

the Department had dismissed Ammi Burnham Young, Mill's successor 

after a House of Representatives investigation found that Young had 

permitted the substitution at an additional cost of several thousand 

dollars of marble for granite in the Treasury Extension Building. 

The committee also cited the unsoundness of the Extension's new 

slate roof as an example of inadequate oversight. ̂ 2̂ ^^ committee 

asked, rhetorically, "...why the government maintains a supervising 

architect to waste its treasure in the construction of expensive 

4lLawrence Wodehouse, "Ammi Burnham Young, 1796-1874," JSAH 
25(Dec. 1966): p. 275. 

42ibid., p. 279. 
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insecure buildings . . ."^^ Ttie Report also commented on the poor 

taste of buildings designed under Young's supervison.44 

Design standards ii^roved under Alfred B. Mullett who served 

from 1866 to 1874. Working in the French Second E^ire style, 

Mullett's contributions include a building known today as the 

Executive Office Building. Across the street from the White House, 

the government built the structure as the State, War, and Navy 

Building (1871-67). Much of the construction occurred during the 

U. S. Grant administration and thus the French Second Empire style 

is sometimes called the General Grant style. While Mullett's 

designs influenced courthouse architecture, including examples in 

Texas by the Ruf finis, the AIA persisted in its efforts to break the 

Supervising Architect's control of federal building projects. 

Authorities investigated, but cleared Mullett four times during his 

tenure in the Grant administration. Nonetheless, AIA members 

believed Mullett's underlings were corrupt.^^ 

William A Potter, a highly regarded New York architect, held 

the Siq)ervi8ing Architect's post from 1874 to 1876. After his 

resignation, he ii^tlicated his successor and former subordinate, 

James G. Hill, in the "Granite Ring" scandal. Hill allegedly 

substituted granite for brick—to the profit of Maine quarry 

43u. S. Congress, House of Representatives Report No. 140. 
Expenditures on Public Buildings. 38th Cong., 1st sess., Yol. 2, 
1864, p. 360. 

^^Ibid. 

45wodehouse, "Alfred B. Mullett and His French Second Empire 
Style Government Buildings," JSAH 31(Mar. 1972): pp. 23, 27, 35. 
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owners—for portions of the new post office in Philadelphia. Potter 

also accused Hill of ii^)roper actions affecting the cost and safety 

of other federal buildings. Hill's involvement could not be proved 

and he continued in office through 1664.^6 

The AIA deplored the unprofessional conduct of the Office of 

the Supervising Architect and lamented the poor overall quality of 

design originating from it. As early as 1674, the AIA attei^)ted to 

persuade Congress to pass legislation mandating competitions for the 

design of major federal buildings. Several years later, the Tarsney 

Act of 1893 fulfilled the AIA's demands. What a bitter 

disappointment to the major Eastern and Midwestern firms when 

Secretary of the Treasury John G. Carlisle made no announcement 

regarding competitions. At the suggestion of Daniel Burnham, the 

American Architect and Building News dedicated an entire issue to a 

comparison of government and private structures. The AABN mentioned 

both the structural and artistic sii^eriority of those designed by 

non-government architects. The AIA even lobbied for a second 

Congressional act, but to no avail. ̂"̂  

Carlisle's successor, Burnham's Chicago friend Lyman J. Gage, 

organized competitions and for approximately fifteen years the 

system worked to everyone's satisfaction. A Commission of Fine 

^6wodehouse, "Alfred B. Mullett," p. 34; Withey and Withey, 
Biographical Dictionary, p. 267. Ernst met Hill when he toured the 
Supervising Architect's Office in September 1864. Perhaps Ernst 
travelled to Washington to inquire about superintendence of federal 
projects in Texas (FER to EWR, Austin, Sept. 11, 1664, EFR 
Collection). 

^^Saint, "The Architect as Businessman," pp. 92-93. 
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Arts, an advisory body authorized by Congress in 1910, also enhanced 

the role played by private architects. To the AIA's surprise. 

Congress repealed the Tarsney Act that same year, but the presence 

of the Commission assured non-government practitioners a share of 

federal commissions.46 

Over a period of less than twenty years the AIA managed to 

strip the Supervising Architect's Office of its monopoly on federal 

building. The campaign demonstrated not only the AIA's practical 

value as a professional society, but also it enhanced the 

professional status of architects. Salaried architects, small 

firms, and independent practitioners, however, reaped few benefits. 

The orgainzation spoke for big city firms of the East and West 

coasts and the population centers of the Midwest. ̂ ^ 

As the American Institute of Architects and the Western 

Association of Architects worked out their differences and 

neutralized the Office of the SiQ^ervising Architect, American 

universities began to develope programs in architecture. In the 

1870s one might obtain a college education in architecture. 

The ancestor of architectural education in the United States 

was the Academy of Architecture, founded in Paris in 1671 during the 

reign of Louis XIY. ̂ ^ The Academy later became part of the Ecole 

des Beaux-Arts, and by the middle of the nineteenth century 

48ibid., pp. 93-94. 

49ibid., p. 96. 

SOMartin S. Briggs, The Architect in History (Oxford 
Clarendon Press, 1927), p. 4. 
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professionals considered it the finest school of architecture in the 

world. Richard Morris Hunt, Louis Sullivan, and Charles McKim were 

among the Americans who studied in Paris. The Ecole cxirriculum in 

the late nineteenth century included architectural design, 

mathmatics, construction, perspective, and fortifications. 51 

William Robert Ware, the founder of architectural education in 

the Uhited States, turned to the Ecole as a model when he organized 

a program in architecture for the Massachusetts Institute of 

Technology after the Civil Ifer. Ware studied at Harvard and learned 

the rudiments of architecture at the Lawrence Scientific and 

Technical School in Cambridge, Massachusetts. In the late 1850s, he 

worked for Hunt in New York. There he learned about the Ecole 

system, which emphasized working in the atelier, or studio, of a 

renowned practicing architect.52 Hunt, for example, studied under 

M. Lafuel, one of the architects of the Louvre expansion of 1862-

57.53 xn the atelier each student devised a solution to an assigned 

problem in architectural design. The master and more advanced 

students evaliiated the proposed solutions. Each student progressed 

at his own pace. Every year the Ecole awarded the outstanding 

5lTheodor K. Rohdenburg, A History of the School of 
Architecture. Columbia University (New York: Columbia Univ. Press, 
1954), p. 4. 

52withey and Withey, Biographical Dictionary, pp. 632-33. 

53lbid., pp. 310-11. 
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student the Prix de Paris, a coveted prize which guaranteed a 

successful career.54 

Working with Hunt, Ware became interested in architectural 

education. After the Civil War, at the request of the Massachusetts 

Institute of Technology (MIT), he began to organize the nation' s 

first college curriculum to train architects. He traveled to Paris 

to see the Ecole first hand. Students enrolled at MIT for the 1867-

66 school year and the program blossomed under Ware's direction.55 

Four more schools of architecture opened in the 1870s. 

Cornell University in 1871 began the nation' s second course of study 

in architecture. The third program dates from 1873, when the 

University of Illinois opened its engineering school to architecture 

students. The Illinois curriculum patterned itself on the German 

polytechnic institutes and eiq)hasized sound construction above 

aesthetic considerations. Syracuse University started its program 

the same year as Illinois. William Le Baron Jenny, a pioneer in 

steel frame construction, helped organize the University of Michigan 

school of architecture which opened in 1876.56 Twenty-three other 

universities founded programs by 1914.57 

54Rohdenburg, Hlfttorv of the School of Architecture, pp. 4-5 

55withey and Withey, Biographical Dictionary, p. 632-33. 

56Arthur Clason Weatherhead, "The History of Collegiate 
Education in Architecture in the United States." (Ph.D. diss. , 
Columbia Uhiv. , 1941), pp. 33-43. 

57joan Draper, "The Ecole des Beaux-Arts and the Architectural 
Profession in the United States: The Case of John Galen Howard," in 
17̂ ^ j^rchitect: Chan^frp in ^t^^ History of the Profession, ed. Spiro 
Kostof (New York: Oxford Uhiv. Press, 1977), p. 209. 
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One of the most influential schools of architecture was at 

Columbia University. About twelve years after the MIT program 

began, trustees at Columbia College in New York formulated in 1881 

an architectural course of study in its School of Mines. The 

Colvimbia trustees invited Ware, now retired from MIT and pursuing 

private practice, to organize the program. Ware devised a 

curricuulum emphasizing architectural design and history, but he 

eliminated the competitive aspect of the Ecole model, believing it 

inconsistent with American notions of egalitarlanism. Some years 

later, however, his successors initiated competitions and awards.58 

In Texas, architectural education originated at the University 

of Texas at Austin in 1902. Three years later four year programs 

began at Texas A&M in College Station and at Houston' s Rice 

Institute.59 

Despite the growth of collegiate programs in architecture, 

only a fraction of practitioners prior to the World War I received 

formal training. By 1898, for example, nine schools enrolled 364 

students, yet the Census of 1900, reported 10,581 architects.60 

i^prenticeship remained a legitimate entry into the profession. In 

some cases, formal schooling could prove a liability. In the period 

The Architect: Chanters in the History of the Profession, ed. Spiro 
Kostof (New York: Oxford Univ. Press, 1977), p. 209. 

58Rohdenburg, History of the School of Archiecture. pp. 5-7, 
10-11. 

59weatherford, "History of Collegiate Education," pp. 123-24. 

60joan Draper, "The Ecole des Beaux-Arts," p. 214. 
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between the first and second World Wars, Albert Kahn, one of the 

foremost modern architects, would not hire college and university 

trained practitioners, finding them preoccupied with aesthetic 

concerns. 61 As late as 1891, only 37 percent of AIA members had 

received some college training in architecture. Among the other 30 

percent or so who had attended college, many had studied 

engineering. With the passage of time an increasing proportion 

attended college. By 1910 about 75 percent of the AIA membership 

had trained for architecture at the college level. 62 

Most of the architects of the Ruf finis' generation trained 

through apprenticeship. Given the informal nature of such 

preparation, apprenticeship is impossible to describe fully as a 

method of instruction. The Ruf finis seemed to be part of a 

transitional generation who neither mastered the manual arts nor 

attended college. Coming of age after the Civil War, they 

apprenticed under architects, some of whom may have begun as 

craftsmen and builders. In time the apprentices built their own 

practices. Architects who trained through apprenticeship included 

Dankmar Adler, Daniel Burnham, and John Wellborn Root. Texans 

Nicholas Clayton, J. Riely Gordon, and Eugene T. Heiner had similar 

professional origins. 

6lGrant Hildebrand, Design for Industry: The Architecture of 
Louis Kahn (1974), as cited by Saint, "The Architect as 
Businessman," p. 60. 

62Levy, "The Professionalization of Architecture," p. 172. 
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The architect's rival, the builder, in 1914 held about 90 

percent of the construction market. A decade later the architect 

claimed about 20 to 25 percent, mostly commercial and public 

structures. Even in recent times, builders cover some 80 percent of 

the residential market. 63 Architecture, a hybrid of art and 

science, requires its practitioners to synthesize two value systems, 

a task peculiar to the profession.64 Years of effort to upgrade the 

profession through publications, associations, and schooling were 

successful principally in i^holding the architect's claim of 

cognitive exclusivity in artistic matters and securing his claim as 

a member of the professional class. 

In Texas, contemporaries of the Ruffinis joined the Texas 

State Association of Architects and the American Institute of 

Architects. When Texas legislature passed registration laws in 

1937, the regulations were too late to protect Oscar, age seventy-

nine, who had retired some years before. Nonetheless, both Ernst 

and Oscar had managed to carve a niche for themselves during the 

transitional period. The builders and architects who employed the 

Ruf finis before they came to Texas built on a foundation of innate 

talent and strength of character shaped by Ernst's and Oscar's 

parents and the larger Ruffini family. 

63saint, "The Architect as Businessman," p. 72. 

64jame8 Marton Fitch, "The Profession of Architecture" in The 
prnfesaiona in America, ed. Kenneth S. Lynn (Boston: Houghton 
Mifflin Co., 1966), p. 231. Fitch states that the synthesis of 
artistic and scientific value systems is a peculiar attribute of 
architecture. 
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CHAPTER III 

THE RUFFINI FAMILY 

The roots of the Ruffini family tree extend to the Reggie 

Emillia region of northwestern Italy. In the mid-fifteenth century, 

ancestors of Ernst and Oscar Ruffini moved from Italy to Kamenz, 

near Dresden in Saxony, where they became involved in the Russian 

fur trade. Apparently each subsequent generation produced at least 

one surviving son, for the distinctly Italian surname continued. In 

the turbulent years of the Reformation the Ruf finis, like many other 

Saxons, became Lutheran and successive generations maintained the 

religion throughout the nineteenth century. 1 

Ernst Frederick Ruffini, father of the architects, was b o m in 

Kamenz in 1827. He was a furrier, but he also possessed 

considerable artistic talent. A fine pencil sketch of Kamenz 

attests to his ability and skill.2 In 1848, a year of revolution 

and unrest throughout Germany, Ernst Frederick married twenty-year-

old Adelheit Riehme, also of Kamenz. 

lErnst F. Ruffini (grandson of Ernst Ruffini) interview by 
author, June 4, 1992, Phoenix, Arizona. Ernst F. Ruffini's sources 
include family stories and memorabilia handed down from one 
generation to the next. 

2pencil sketch of Kamenz by Ernst Frederick Ruffini, Ernst F. 
Ruffini Collection, Phoenix, Arizona (EFR Collection). 
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A short time later the young coiqjle departed for America. 3 They 

were two of more than 68,000 immigrants known as the 

Forty-Eighters who left Germany that year.^ The newlyweds traveled 

to Chicago to see Adelheit's relatives who had immigrated a few 

years earlier. Within two years Ernst Frederick and Adelheit (soon 

Anglecized to Adelaide) relocated in Cleveland, Ohio, where they 

lived the remainder of their lives. 

At mid-century Cleveland was a bustling trade center of some 

17,034 people in northeastern Ohio where the Cincinnati and Ohio 

Canal joined the Cuyahoga River a short distance from Lake Erie.5 

After the arrival of the railroad in 1661, the population swelled 

reaching as early as 1853 to over 30,000.6 

The Ruffini family grew with the city. The first child was 

b o m in 1861. The parents christened him Frederick Ernst, 

continuing a family tradition of eiq)loying these two names for the 

3Elise Erna Ruffini, typescript of a speech, n.d., Oscar 
Ruffini Collection, Fort Concho National Historical Landmark, San 
Angelo, Texas (FC). 

^U. S. Dept. of Commerce, Bureau of the Census, Historical 
Statistics of the United States. Colonial Times to 1970. Pt. 1. 
(Washington: U.S. Govt. Printing Office, 1976), Series C 89-119, 
Immigrants, by Country of Origin: 1620-1970, p. 106; Joseph Wandel, 
The German Dimension of American History (Chicago: Nelson-Hall, 
1979), p. 81. 

5u. S. Dept. of the Interior, Bureau of the Census, Seventh 
Census. 1660. Appendix on the States, Statistics of Ohio, Table II, 
p. 825. 

6Edmund H. Chapman, Cleveland: Yillaoe to Metropolis. A Case 
Study of Problems of Urban Development in Nineteenth-Century America 
(Cleveland: Western Reserve Historical Society and the Press of 
Western Reserve Univ., 1964), pp. 37-36. 
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first son. Family and friends called him Ernst A few years later 

daughter Clara and a second son, Alvin, joined the family. Camilla, 

the younger daughter, was born in 1865. The third and final son, 

Oscar, arrived in 1658. Except for Camilla, who died in 1875 just a 

few months before her twentieth birthday, all the children survived 

to adulthood. '^ 

A family photograph taken about 1870 showed a handsome 

Yictorian family of the upper middle classes. An athletic Ernst 

appeared to be about twenty years old. Like his father, he had 

thick wavy hair. Ernst sported a moustache and mutton-chop 

whiskers, while his father had a full beard. Oscar appeared to be 

about twelve or thirteen. He and Alvin had straight hair and were 

thinner in build than their older brother. Oscar was rather sickly 

as a child, a factor ^ich later influenced his decision to settle 

in healthful West Texas. Clara, Camilla, and their mother wore 

frocks of a fashionable cut and large ear bobs. The women dressed 

their hair in a plain manner, except Adelaide who wore a Swedish 

braid.8 

The family was part of a larger German-American community in 

Cleveland. The Ruf finis joined the Tumverein and participated in 

other German cultural groups. ̂  The Turnverein, or gymnastic 

''Genealogy chart, EFR Collection. 

Ophotograph of the Ernst Frederick Ruffini Family, EFR 
Collection. An approximate date of 1670 is based on the cut and 
ornamentation of the women's dresses. 

^Ernst F. Ruffini interview; (FER) to Elise Weitz Ruffini 
(EWR), July 25, 1678; Sept. 11, 1880, ERF Collection. Ernst and 
Elise married in 1680; but the initials EWR are used throughout. 
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society, was one of the most popular German-American organizations. 

The Turner movement, begun in Germany in 1811, promoted physical 

fitness and free thought. The Turners formed the core of a 

democratic movement in the German principalities throughout the 

first half of the nineteenth century. Turners were among the 

Forty-Eighters who immigrated that year. In America they formed new 

Turnvereins to promote fitness and to protect themselves from the 

Know-nothings and other nativist groups in the United States. Once 

established in America, the Turnvereins quickly incorporated other 

activities of a social nature to help preserve German culture. 10 

While their father never mastered the English language, Ernst 

and Oscar were bi-cultural and bi-lingual.H As an adult, Ernst 

joined the Austin Turnverein, subscribed to at least one German 

language newspaper, and corresponded with some of his clients in 

German.12 Ernst always wrote to his parents in German, but Oscar 

preferred to correspond in English.13 

lOHenry Metzner, A Brief History of the American Turnerbund. 
translated by Theodore Stempfel, Jr., rev. ed. (Pittsburgh: National 
Executive Committee of the American Turnerbund, 1924), pp. 7-11, 40. 

11"Reminiscences" of Ernst Ruffini's next door neighbor in 
Austin, identified only as the son of T. B. Brush, MS, undated, EFR 
Collection. 

12FER to Fritz Schutz, New Ulm, Minn., Nov. 22, 1884, letter 
written in German regarding FER's subscription to Rundschau. Other 
German letters by FER Include those to J. P. Meyer, Jan. 25. 1884; 
Ernst Scherff, Jan. 24 and Feb. 16, 1884; H. Seele, May 23, 1884, 
Oscar Ruffini Collection, Southwest Collection, Texas Tech 
University, Lubbock, Texas (SWC). The EFR Collection contains a 
letter from FER to his parents dated July 20, 1873. Numerous other 
letters contain words or phrases in German. 

13Ernst F. Ruffini interview. 
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As they matured, the boys chose trades and professions. Alvin 

became an engraver and in 1874 and 1875 worked in Indianapolis.14 

Ernst and Oscar trained for careers as professional architects. 

When each reached the age of fourteen, he apprenticed to a local 

architect.15 Whether Ernst and Oscar chose that line of work, or 

their parents chose it for them, remains a mystery. As boys in 

Cleveland watching the numerous stores, churches, hotels, and public 

structures going up in their city, they may have surmised that 

architecture was an honorable calling. Cleveland continued to grow, 

increasing to 92,829 persons in 1870, and other midwestem and 

western cities, offered sure employment and the promise of a 

lucrative career.1^ While not insensitive to aesthetic 

considerations, financial interests rather than artistic ones 

determined Ernst's and Oscar's career plans. 

Ernst and Oscar worked in several locations prior to moving to 

Texas. They were, literally, journeymen. Ernst worked in 

Indianapolis, New York, Boston, and Chicago before coming in early 

1877 to Texas.1*^ He entered into a partnership with the well-known 

l^Indianapolis Citv Directory. 1874, p. 324; 1875, p. 358. 

15FER to Joesph Spence, County Judge, Tom Green County, Texas, 
Feb. 22, 1884, SWC; Ernst F. Ruffini interview, refers to appren
ticeship of each at age fourteen. 

15u.S. Dept. of the Interior, Bureau of the Census, Ninth 
Census. 1870. Yol. 1. Statistics of the Population of the United 
States, Population of Civil Divisions Less than Counties, Table III, 
Ohio, p. 229. 

17indianapolis Citv Directory. 1874, p. 324; "The Capitol 
Competititon," Austin Dallv statesman. Feb. 13, 1881, p. 4; Pencil 
sketch by FER, June 15, 1872, New York, Scrapbook, FC. 
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Austin, Texas, architect Jasper N. Preston in February 1877.18 

Oscar worked in Evansville, Indiana. He joined Ernst in Texas in 

1878, as did Alvin. Oscar later secured employment in Saint Louis 

and Detroit before returning to Texas for good in 1881.19 Alvin 

soon left Ernst's employ to work for Hazzard and Coi^jany, a music 

store in Austin. 20 

Ernst moved to Texas for business reasons. He considered 

architecture in the state a profession with a future, but little is 

known of his first year in Austin, except that he worked with 

Preston and roomed and boarded at the George W. Irwin House. 21 

Meanwhile, Ernst, when visiting Cleveland, proposed in July 

1678 to Miss Elise Weitz, known as Lizzie. A few weeks later he 

returned to Austin and the couple began a frequent exchange of 

letters.22 Ernst and Lizzie had met some years earlier, but Ernst 

had begun to court her in 1876, just before departing for Texas. 23 

Lizzie, born in 1666, came from a prosperous German-American family 

that owned and operated Cleveland's Forest City Ice Company. 24 she 

18Austin Democratic Statesman. Feb. 15, 1877, p. 4. 

19FER to Joseph Spence, ibid. 

20Austin Citv Directory. 1883-84, p. 133; 1885-86, p. 187; 
1687-88, p. 206; 1689-90, p. 197; 1891-92, p. 222. 

21lbid., 1877-78, p. 191. 

22FER to EWR, Cleveland, July 25 and Aug. 18, 1878, EFR 
Collection. The latter mentions their engagment took place July 20. 

23n)ici., reb. 12, 1879 (refers to his Interest in her prior to 
his departure to Texas. 

24Ernst F. Ruffini interview. Henry Weitz to EWR, Austin, 
48 



was said to be "a handsome woiaan in build and face, graceful and 

dignified in manner. She had beautiful hair, [and] was immaculate 

in personal appearance. . . "25 Ernst carried her picture in his 

memorandum book throughout their engagement and marriage.26 

The long distance courtship strained their patience. 

Responding to her complaints that he did not write as often as she 

did, Ernst apologized and explained that their future happiness 

depended upon his "tiresome business life."27 He insisted on the 

necessity of establishing his practice and achieving some degree of 

financial stability so he could support Lizzie in a comfortable 

manner. A theme of delayed gratification dominated his letters. 

About two months after their engagement he wrote, "Just now, you 

know, I am only 'building up' a business, as it were, and I must get 

acquainted all over the state. . . . "28 He wanted to visit, but 

news in late 1676 that the Texas Legislature would soon approve 

construction of a new state house convinced him to remain. At the 

time he could not justify leaving the state. He planned to get 

acquainted with the legislators so ". . . they can all know who I am 

and help me. For after such a job, we could go back home and stay 

Sept. 4, 1884, EFR Collection (on Forest City Ice Company letter
head ). 

25"Reminiscences." 

26FER to EWR, Cleveland, Oct. 12, 1878, EFR Collection. 

27ibid., Nov. 10, 1878 

28ibid., Sept. 23, 1878. 
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there; and not bother around in Texas anymore, altho' it is the most 

beautiful country I ever lived in. "29 Ernst enjoyed living and 

working in Texas, but he never considered it home. 

Ernst hoped to see Lizzie in Cleveland in the spring of 1879, 

but he changed his mind when he heard that the Texas Legislature was 

about to appoint a supervising architect to oversee completion of 

the East Texas State Penitentiary. "I must stay here . . ." he told 

her and then in early May he would "go after Courthouse and Jail 

work. "30 That summer, 1679, Ernst again hoped to return to 

Cleveland, but the prospect of a $30,000 office building in Austin 

kept him in the city preparing drawings and specifications. He 

apologized to Lizzie for cancelling the trip stating, "In justice to 

our mutual welfare I cannot do otherwise. "31 As it turned out, the 

Hancock Building was a $10,000 job, but it would be one of his most 

important commercial structures. 

About a month later, in August, Ernst resolved to marry and 

bring the unsatisfying courtship to an end. He told her of recent 

business successes and then asked her to set a date. "We must get 

married, that's a fact," he wrote. "Our courtship is not a success 

in my estimation. . . . This letter writing I know is a poor apology 

for love-making and courting," he continued. "When I read your 

sweet words, I have nothing in my hand, but a little piece of paper. 

29ibid. 

30ibld., Mar. 23, 1879. 

31lbid., July 13, 1879. 
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How different, if I could hear you speak them, and hold you in my 

arms and press you to my bosom and kiss you. " He concluded, "So, we 

had better get married, don't you think so?"32 Lizzie agreed. 

The courtship of Ernst Ruffini and Lizzie Weitz was typical of 

the Yictorian era. Thay shared a commom ethnic heritage and class 

affiliation. They had been acquainted for several years and did not 

marry until Ernst was established in his career and making enough 

money to support a family. The frequent letter writing was the 

usual means of communication for an engaged couple separated by 

distance. Judging by the content of his letters to Lizzie, their 

friendship deepened, and love grew as they intimated their feelings 

and concerns to one another. 

Ernst's expectations of marriage were also typical of his time 

and position: he would work hard to secure their financial success 

while she cheered him on. He often spoke of his lonely bachelor 

life. Traveling about the state to compete for public courthouses 

and jails kept him on the road about two weeks of every month. Back 

in Austin he frequently worked late into the night and on Sundays as 

well. Two months into their engagement he wrote, "... I know that 

you will appreciate my efforts . . . and what applause is to the 

aspiring actor, that is an appreciative wife to an ambitious man." 

He praised Lizzie saying, "A woman that can learn to think as I do! 

A woman that will bravo I my achievements, that is the kind of a 

32lbid., Aug. 17, 1879. 
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wife, that I could worship and look up to, as the ideal and guiding 

spirit of my life."33 

The couple married in Cleveland January 15, 1880, and the 

young architect, now twenty-nine, returned to Texas to begin a new 

life with his bride. 34 gy the second week of February, he was again 

on the road and several important jobs came his way, including the 

Navarro County Courthouse for which he eventually collected a fee of 

$1,200. Ernst suggested he and Lizzie use part of the money for a 

trip to Chicago the following summer, but the vacation never 

materialized.35 

Sometime early in the first summer of their marriage Lizzie 

became ill. The couple decided that she should return to Cleveland 

to convalesce under the care of Ernst's sister, Clara, who had 

married Ernest Kershaw a few months before their own wedding. In 

late July, 1880, Ernst accompanied Lizzie on the train from Texas to 

Ohio. 36 They resumed a regular exchange of letters and while Ernst 

never mentioned Lizzie's malady, his concern was evident.37 At 

their nine month anniversary, he commented that they had been 

separated for nearly two months, but "married life is best," he 

33ibid., Nov. 10, 1878, punctuation in original. 

34ihid., Sept. 15, 1880. Refers to their nine month anniver 
sary, making the wedding date Jan. 15, 1880. 

35lbid., Feb. 11, 1660. 

36lDl(l. , Aug. 29, 1880. 

37ibid., Aug. 11 and 18, Sept. 9 and 15, 1680. 
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^ 

wrote and looked forward to her return.38 He pledged to rearrange 

his schedule so he would not work so many evenings and Sundays once 

she was back home. 

Lizzie was back in Austin in the fall of 1880. She returned 

just in time to attend a Stiftungsfest (founder's day festival ) at 

the Austin Turnverein for which Ernst subscribed $5.00 to cover the 

cost of the banquet and wine. Ernst had specifically asked Lizzie 

to return to Texas in time for the event as it would give her an 

opportunity to become acquainted with the German-American ladies of 

Austin. 39 once Lizzie had met the others at the festival, the 

ladies might then call upon one another at home as was the custom of 

the day. 

Most likely Ernst and Lizzie attended many such events at the 

Turnverein Hall. Odd Fellows balls. Knights Templar socials, and 

Masonic activities rounded out the couple's social life.40 Ernst 

joined the Washington Steam Fire Engine Company, founded 1868, and 

sometimes called the "kid-glove" con^any, because so many of 

Austin's prominent men belonged to it.41 its members elected him 

38ibid., Sept. 15, 1880. 

39ibid, Sept. 11, 1880. 

^Olbid, Feb. 11, 1880; Sept. 14, 1880; and Sept. 27, 1881; 
Ernst F. Ruffini interview. Also emblem of Knights Templar in 
Ruffini scrapbook, FC. 

41Washington Steam Fire Engine Company. No. 1. (Washington 
Fire Co. No. 1) Charter, constitution, and by-laws, adpoted March 3, 
1886, front cover. Austin History Center, Austin, Texas; Mary Starr 
Barkley, History of Travis County and Austin. 1839-1899 (Waco: 
Texian Press, 1963). p 223-4. 
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to the vice-presidency for 1884 and 1885.42 Several of the members 

became clients, including Lewis Hancock, C. F. Millett, A. P. 

Wooldridge, John Bremond, George Glasscock, H. W. Moeller, and 

Alfred Smith. 43 Undoubtedly, affiliation in the Washington Fire 

Engine Company and other groiqjs provided business as well as social 

opportunities. 

Sometime in 1682 the couple purchased an L-shaped house at 204 

East Live Oak Street (present day Second Street) at San Jacinto 

Street from Mr. and Mrs. Clyde W. White.^^ A stereoscopic view of 

the house shows a light colored structure with dark shutters. 45 A 

gabled side porch greeted visitors as they passed through a gate in 

a cedar picket fence. A neighbor later recalled that Ernst built a 

bay window and door on the long side of of the L, or the west side 

of the house. The window opened onto a porch and overlooked a 

garden planted with poppies, roses, and other flowers. A trumpet 

vine covered the fence and a large chinaberry tree shaded the back 

yard. Ernst's father enjoyed working in the yard when he and 

Adelaide visited in the winters. 46 

42washingtQn Fire Co. No. 1. pp. 37-8. 

^3 Clientage established through numerous letters and 
specifications. 

44"Reminiscences." 

45stereoview of a house at 204 East Live Oak Street, Austin, 
Texas, EFR Collection. 

46"Reminiscences." 
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The voices of children and the hustle and bustle of family 

life soon filled the one and one-half story frame house. Clara, 

named for Ernst's sister, was born in the spring of that year. 47 

About eighteen months later a second daughter arrived, Elise Erna, 

called simply Erna.48 

Although on the road less often than before his marriage, 

professional demands kept Ernst away several days every couple of 

months. Generally he wrote every two or three days. Ernst 

continued to stress the necessity of working now so they could be 

together more in the future. ". . . be a brick," he told her on two 

occasions, but his frequent references to her "blues" suggest that 

she found these separations more difficult than he.49 

Their union was consistent with the prevailing view of 

marriage in the nineteenth century. During the ante-bellum period 

Americans of the middle classes in the Northeast came to believe 

that men and women filled distinct societal roles, the doctrine of 

the separate spheres. The man's sphere consisted of the office or 

shop where he earned a living to support his wife and family. The 

woman, whom society considered morally superior, lavished attention 

47FER to EWR, Austin, Nov. 18, 1881, EFR Collection. He 
comments that a friend's "'kicker' will come next Spring, %QSL" 
(Emphasis in original) 

48"Reminiscences," a neighbor recalled that the older girl was 
about three and the younger about one and one-half years of age at 
the time of their parents' deaths. 

49FER to EWR, Austin, Nov. 11, 1880; Mar. 17, 1881, EFR 
Collection. 
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on her husband, children, and home. By mid-century the doctrine of 

two spheres had become the societal norm. 

In this regard the German-American couple assimilated the 

values of their Anglo-Saxon counterparts. Before the children were 

born, Lizzie sometimes wrote out specifications for Ernst, but to 

him there was a clear demarcation between home and business. While 

on a lengthy road trip in the spring of 1881, he wrote, "I am not 

living extra good this trip and I want to get back to some of my 

wife's good square meals, . . . I feel the happiest and most 

contented at home too, when I can be with my darling wife and forget 

the cares and worries of business life." He concluded that "there 

is no place like home—especially if one has a good dear wife at 

home to make it pleasant and attractive, and I do appreciate my 

home, and my wife, more yet, especially as I have to be, so much 

away from both of them."50 

Work on the Temporary Capitol and the University of Texas Main 

Building, as well as several residential and commercial jobs, kept 

Ernst closer to home in 1882 and 1683. When he began the following 

year to travel again, Ernst's letters show that he missed his wife 

and daughters, but the lack of references to Lizzie's blue moods 

suggests that child rearing and social and charitable activities 

occupied her time. She seems to have found her niche among the 

ladies of the city, and she joined the German-American Ladies Aid 

Society. One of her best friends was Mrs. Henry W. Moeller whose 

50ibid.. Mar. 17, 1881. 
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husband, a wholesale grocer and wine dealer, was one of Ernst's 

clients.51 

The young family fared well. References in his letters and 

the known cost of buildings he designed indicates an approximate 

income of $3,000 for 1861, well above the average personal income 

for either the state or national figures. But the practice was not 

the family's only source of income. Ernst and Lizzie purchased 

rental properties in Cleveland and Austin as well as undeveloped 

real estate in the latter city. They also owned shares in the Texas 

Building Association and the Mayqueen Mining and Milling Company. 52 

Ernst loaned out money at 6 to 12 percent interest per annum. He 

claimed to have an annual income between $5,000 and $10,000 during 

his years in Texas. 53 Using even the lowest figure, Ernst and 

Lizzie were well off. The family lived comfortably, but their 

little house on Live Oak Street was modest in comparison to the 

homes Ernst designed for Austin's leading citizens. 

In early 1685 the financial future looked promising. In 

March, Ernst invited F. W. Gehring, a family friend from Cleveland, 

to invest in a brewery to be built in Austin or some other Texas 

city. 54 While the deal was under consideration, Ernst wanted to go 

5l0bituary of Elise Ruffini, Austin Daily Statesman, undated 
(Oct. 1685). References to Mrs. Moeller include FER to EWR, Aug. 23 
and 24, 1860, and Nov. 14, 1880, EFR Collection. 

52stock certificates, EFR Collection. 

53FER to J. Samuel Brown, Boston, June 12, 1885, SWC. 

54FER to F. W. Gehring, San Antonio, Mar. 14, 1885, SWC. 
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on the road to drum up building commissions and asked his brother 

Oscar, working in San Angelo, to return as soon as possible to run 

the office in Austin. Oscar, however, had not completed his duties 

superintending construction of the Tom Green County Courthouse and 

could not leave. Nonetheless Ernst secured the commission for the 

Blanco County Courthouse and the Burnet County Jail. 

Ernst tried to obtain an assistant to help prepare the 

drawings and specifications for Blanco and Burnet. He offered the 

position to Rudolf Meyer of San Antonio, but Meyer did not accept. 55 

A short time later Ernst offered a partnership to J. Samuel Brown, a 

friend and colleague in Boston.56 Before Brown answered, Ernst 

looked into purchasing a ranch. 57 Then in mid-August he wrote Brown 

to hold off on making a decision as he was about to go north 

". . . to transact business, that may change all my present 

intentions—and I may retire all together. "58 

On the steamer from Galveston to New York in August, 1885, 

Ernst wrote to Lizzie who was about seven months pregnant with their 

third child. Ernst's health had gradually declined since the 

previous spring when he learned that he had a heart condition. The 

sea air made him feel better, he said, and he assured Lizzie that he 

55FER to Rudolf Meyer, San Antonio, J^r. 16, 1885, SWC. 

56FER to J. Samuel Brown, ibid. 

57FER to Henry W. Weitz and Gustav A. Weitz (his brother-in-
laws), Cleveland, Aug. 4, 1885, SWC. 

58FER to Samuel J. Brown (same person as J. Samuel Brown), 
Boston, Aug. 14, 1885, SWC. 
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was taking his cough medicine and bundling up whenever he reclined 

on a deck chair.59 Despite his deteriorating condition, he 

conducted unspecified business in New York, Baltimore, and 

Ifeshington, D. C. Next, he journeyed to Cleveland where he planned 

to see a physician. Ernst also hoped to borrow $6,000—money he 

planned to use for the brewery or ranch, or both—against their 

Cleveland properties.60 

But his dreams came to naught. Ernst returned to Austin in 

time for the birth of a son whom the couple named Ernst Frederick in 

honor of Ernst's father. The boy survived despite an epidemic of 

the dengue, or break bone fever. Lizzie, however, succumbed to the 

fever and died about two to four weeks after the birth of her son. 61 

For Ernst, the loss was a bitter one. During their courtship he had 

often told her that Austin was one of the healthiest cities in the 

country. 62 

Ernst, himself, now gravely ill from his heart condition, 

suiuaoned his sister Clara to Austin to care for his three children 

whom he knew would soon be orphans. In the meantime, a neighbor, 

Mrs. Zimpleman, looked after the little ones. Her husband was 

George B. Zimpleman, an Austin insurance and real estate agent ^ o 

59FER to EWR, Austin, Aug. 21, 1665, EFR Collection. 

60ibid., Sept. 4; 15, 1885. 

61"Reminiscences." 

62FER to EWR, Cleveland, July 13, 1679; Aug. 10, 1879, EFR 
Collection. 
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was a friend to Ernst. Before Clara arrived, Mrs. Zimpleman also 

died of the fever. A young man, identified only as the college age 

son of Mr. and Mrs. T. B. Brush, next door neighbors, stepped in to 

care for the children and to nurse Ernst.^3 

Ernst Ruffini followed his wife in death only a month later. 

The funeral, conducted from the home, and held November 18, 1886, 

occurred the day after he died. Several friends and business 

associates attended. The long procession to the cemetery included 

honor guards from the Colorado Commandary Number 4 of the Knights 

Templar, the Washington Steam Fire Engine Company, as well as the 

chief and assistant chief of the Fire Department. Two other 

volunteer fire companies also sent honor guards. The Knights 

Templar conducted the graveside service.64 

Clara, who arrived in time to comfort her brother in his final 

days, concluded the family's affairs and bundled up the children-

Clara, age three; Erna, eighteen months, and the infant Ernst 

Frederick—and took them to Cleveland where she and husband Ernest 

Kershaw raised them as their own. Clara also arranged reburial of 

Ernst's and Lizzie's remains in Cleveland. The Kershaws became 

co-guardians along with A. P. Wooldridge, executor of the estate, 

who looked after the trusts and properties for many years. 65 

63"Reminiscences." 

64"Muffled Drums, Funeral of the Late Mr. F. E. Ruffini," 
Austin Daily Statesman. Nov. 16, 1886. p. 1. 

65Affadavit in the matter of the estates of Clara, Erna, and 
Ernest (sic) Ruffini, statement of final account by A. P.Wooldridge, 
guardian, Travis County, Texas, June 1, 1907, EFR Collection. 
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Although Oscar Ruffini returned to Austin after his brother's 

death and announced his intention to continue Ernst's practice, he 

soon changed his mind. Oscar, who had worked in San Angelo since 

the spring of 1884, had a number of jobs to coi^lete in that town. 

Oscar also found the climate of West Texas more agreeable to his 

health than central Texas. Oscar arranged for his brother's work to 

be completed, packed up Ernst's books and papers, and returned to 

San Angelo where he built a thriving practice. 

Several months earlier, Oscar had first glimpsed the frontier 

town on the Concho River. Oscar later recalled how he feared that 

the stagecoach that had carried him west in April, 1884, would be 

robbed.66 san Angelo had been named the new county seat earlier 

that year after a flood in Ben Flicklin destroyed the courthouse 

there. Ernst had recommended his brother for the supervising 

architect's job on the new Tom Green County Courthouse so that his 

brother could gain additional experience "dealing with people."67 

Oscar fared well in the frontier town, becoming its first 

professional architect and a leading citizen. 

Oscar's life was a contrast to his brother's. Oscar did not 

marry because the woman he loved, he confided to his great-nephew 

Ernst F. Ruffini, chose another man. The young woman, whom Oscar 

met shortly after his arrival in San Angelo, decided to marry a 

carpenter who frequently worked on buildings designed and supervised 

66"0scar Ruffini Architect for Building City," San Angelo 
Times-Standard. May 3, 1934, clipping in the Oscar Ruffini 
Collection, FC. 

67FER to Joseph Spence, ibid. 
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by Oscar. The architect maintained a cordial relationship with the 

couple and visited them often.68 

When he first arrived in San Angelo, Oscar lived in an adobe 

hotel. Soon he built a small frame combination office and 

dwelling, which h© moved from one construction sit© to anoth©r. 

Eventually he built a similar but permanent structure at 11 North 

Chadbourne Street and lived there until 1948, when failing vision 

compelled him to move to the San Angelus Hotel, a retirement spot 

for local bachelors. 69 

Oscar's frame building was spartan. Preserved at the Fort 

Concho National Historical Landmark in San Angelo and furnished as 

it was in 1961, Oscar's home had few of the amenities of Ernst's and 

Lizzie's house in Austin. The office at the front contains a 

combination bookcase-secretary and chair, drafting table, and map-

cases for storing drawings. Built-in shelves with glass doors once 

held his collection of architectural books, including Kidder' s 

Architect's and Builder's Pocketbook. magazines, and an assortment 

of popular works. A door at the center of the back of the office 

leads to a bedroom. A golden oak bedstead occupies the left side of 

the room. A matching washstand and shaving mirror stand to the 

right. A shallow closet held Oscar's dark suits and white Manhattan 

68Ernst F. Ruffini interview. 

69"Oscar Ruffini Architect for Building City;" Ernst F 
Ruffini interview. 
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shirts. 70 j^ the back there is the bathroom with a gravity flush 

toilet and zinc-lined bathtub. 

No range or cookstove cluttered the dwelling. As a bachelor 

he always ate out. Cooking would have required a housekeeper and 

Oscar preferred self-sufficiency. Besides, Oscar never permitted a 

woman to enter his office-home. It was a place of business and in 

his day that meant it was a place for men only. 

Once settled, Oscar quickly found his niche in San Angelo's 

German-American society. Many of his clients shared his Teutonic 

heritage. Charles Zenker, Felix Probandt, John Hagelstein, and A. 

Koenigheim numbered among his friends and clients. Oscar was a 

charter member of the San Angelo Turnverein Society, founded in 1889 

He designed its meeting hall, a simple frame structure. A few years 

later he designed and supervised construction of a two-lane bowling 

alley. In 1697 he oversaw a major renovation which included 

relocation of the bowling alley and the addition of a theater which 

the Turners opened for the general public to view musical and 

dramatic productions. The final addition also included a ladies' 

reception room and an attractively landscaped beer garden. "̂1 

Oscar Ruffini was a colorful character. As a young man in San 

Angelo he lit up twenty to twenty-five cigars a day. "72 He had a 

?0OR to Waller Bros., Dallas, Sept. 9, 1918, SWC. Oscar 
mentioned that he had worn the "Empire" model for many years. His 
shirt size was 16-1/2. 

7l0scar Ruffini specification numbers 270, 272, 293, 294, 308 
and 333, Ruffini Collection, Texas State Archives (TSA), Austin, 
Texas. 

72"0scar Ruffini Architect," ibid. 
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fondness for whiskey as well. In his eighties and nineties, people 

asked how he had managed to live so long. He replied, "A quart of 

whiskey a day and a quart of oatmeal a week." At fifty he gave up 

the whiskey but stuck with the oatmeal. "̂ 3 

Oscar's practice tapered off after 1910, but he did not fully 

retire until he was in his seventies, that is, about 1930.74 over 

the years he had invested the profits from his practice and other 

assets in stocks and bonds and held shares in several insurance 

companies. He supported the development of San Angelo by investing 

in real estate, both commercial and residential. "Buy property, but 

never sell," he advised his great-nephew. "Let the tennant pay for 

the property. ""̂ 5 

Oscar also spent his earnings on innumerable acts of personal 

charity. Several young men of San Angelo, including George Athanas 

and George Ruffini Rhine, attended college because Oscar Ruffini 

paid their expenses. Oscar knew Athanas from the City Cafe, owned 

by Athanas's father, where Oscar ate his single daily meal. "̂6 oscar 

asked nothing of the men, but he hoped that once they were 

established, they would help someone else go to college. Rhine, who 

was not related to Oscar, but named in his honor, noted that the 

architect was "... very pleased that I had sent several boys to 

73Ernst F. Ruffini interview. 

74oR to P. E. Zimmerman. Dallas, Oct. 13, 1940, SWC 

75Ernst F. Ruffini interview. 

76wilie Hillyer, recollection, FC. 
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college by way of repaying him. "77 Oscar even named his "good 

friend" Rhine as a beneficiary in his will, the only non-relative so 

honored. Oscar bequeathed to Rhine one of the commercial 

properties. When the old buildings fell in value and needed 

extensive repairs, Rhine tried to think of what Oscar would have 

done. "I have tried to model my own life after his," he wrote Henry 

C. Ragsdale, Oscar's executor.78 Rhine considered it a kind of 

trust that Oscar had left the property to him. Rhine speculated 

that Oscar could have made even more money had he not been so kind 

to his tennants over the years. 

At the time of his death in 1957, at the age of ninety-eight, 

Oscar Ruffini had accumulated an estate valued at $482,744. It 

included over $220,000 in stocks and bonds, $214,000 in real estate, 

$60,000 cash on deposit at the San Angelo First National Bank, and a 

$600 stamp collection. Nieces Clara Ruffini Schaefer and Elise Erna 

Ruffini, the younger sister, and his great-nephew Ernst F. Ruffini 

received the bulk of the estate as described in the last will and 

testament. George Ruffini Rhine received the one lot already 

mentioned. To Elise he bequeathed the drawings and office furniture 

and fixtures. "79 "nie latter she donated to Fort Concho, but the 

"^^George Ruffini Rhine to Henry C. Ragsdale, San Angelo (ex
ecutor of Oscar's estate). May 19, 1961, FC. 

78ibid. 

79Last will and testament of Oscar Ruffini and estate 
inventory. Probate record No. 5049, Tom Green County, Texas, filed 
Jan. 21, 1957. 
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drawings, including many by her father, she gave to the Texas State 

Archives in Austin. 

Many San Angelenos still remember the name of Oscar Ruffini 

and can identify the few extant buildings he designed. Owners of 

most of the buildings Oscar designed have torn them down or altered 

them beyond recognition. At one time the Yeck-Sterrett Bank, the 

Masonic Hall, and other examples of Oscar's work, were prominent 

landmarks in the city. The remaining buildings, including the 

Schwartz-Raas store and the U. G. Taylor Building, stand as 

monuments to the San Angelo's first professional architect. 

Yalues of family loyalty, self-reliance, and thrift 

contributed to the professional and financial success of Ernst and 

Oscar Ruffini. Ernst's early participation in gymnastics with the 

Turners may have enhanced self-confidence and helped him to learn to 

work with others. Oscar, who was sickly as a child, may have felt 

overshadowed by his athletic older brother, but as an adult, Oscar's 

affiliation with the Turners brought companionship and pleasure. 

As to the emotional make-up of the Ruffinis, their personal 

and business correspondence offers a few clues. Ernst, in his 

letters to Lizzie, displayed a capacity for delayed gratification. 

He set professional and personal goals and was willing to make 

short-term sacrifices for the sake of long range objectives. 

Gregarious by nature, Ernst made friends with ease and seemed to 

enjoy the life he and Lizzie made for themselves in Texas, but 

neither thought of the Lone Star state as home. Ernst repeatedly 

spoke of his plans to move back to Cleveland. 
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The deterioration of his health and the tragic death of his 

wife left Ernst a broken man. The knowledge that Clara and Ernest 

Kershaw, his sister and brother-in-law, would care for his children, 

and that Oscar would fulfill his professional obligations, must have 

comforted Ernst in his final days. His family, as always, sustained 

him at every turn. 

Oscar's temperament was different. The younger brother was 

shy and reserved. In business he could be blunt, but as Oscar 

gained experience he became somewhat more diplomatic. A bachelor's 

life could be lonely, but Oscar developed a few close friendships 

that lasted for decades. His generosity to young men and women also 

added richness to his life. 

Different as they were, Ernst and Oscar shared a talent for 

architectural design and engineering. Ernst was more creative. 

Oscar, however, was the better draftsman and engineer. But both of 

the Ruf finis were self-disciplined, and they were skilled enough to 

succeed as professional architects. 
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CHAPTER lY 

TT?AINING AND ARCHITECTURAL PRACTICE 

Ernst and Oscar Ruffini began their careers In a transitional 

period for professional architecture. As most of their contemporles 

they learned the rudiments of architecture as apprentices. They 

then refined their technique by working as assistant architects for 

a series of practitioners in Eastern and Midwestern cities. 

Eventually, they established independent practices. In effect, they 

followed the usual sequence of professional development for 

architects of the mid to late nineteenth century. If they had been 

born a generation earlier, they would have begun their careers as 

builders, not architects. If born a generation later, they might 

have studied architecture in college, even though apprenticeship 

remained a viable form of preparation into the early twentieth 

century. 

Ernst began his apprenticeship at age fourteen, or about the 

end of the Civil War. Oscar, six years younger, began in 1871. 

Fourteen was the typical age to begin training for a trade or 

profession. The extant records contain just one reference to 

apprenticeship. Recommending Oscar for a job in 1884, Ernst wrote 

that his younger brother "served his regular apprenticeship as 

draughtsman (sic) in Cleveland. "1 Given the age of apprenticeship, 

the boys probably completed grammar school, but whether they 

continued through secondary school is unknown. Regardless of the 

iFER to Judge Spence, Feb. 24, 1884, SWC 
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educational level attained, their letters reveal them to be men of 

sound intellect and a broad experience that included training in 

music and exposure to the theatrical arts. Their brother Alvin 

taught piano for many years, and Ernst in his letters to Lizzie 

frequently spoke of attending musical performances and plays. 

Architectural apprenticeship in the nineteenth century was as 

formal or informal as the pupil, his parents, and the architect 

desired. Quality of training varied with the competence of the 

practitioner. Length of service differed as well. In nineteenth 

century England, the period of training varied from two to five 

years. The parents paid the master who not only trained the young 

man but also provided room and board.2 The Ruffinis' parents may 

have paid a practicing architect or builder, or the boys may have 

received some modest wage. Because they apprenticed in their 

hometown, the Ruf finis probably lived at home. 

Drafting was the principal skill acquired through 

apprenticeship. Under the architect's or builder's supervision, the 

apprentice learned to draw plans, elevations, and details of 

construction and ornament. By preparing drawings for his employer's 

commissions, the apprentice became familiar with the science and art 

of building. 3 He learned to write specifications by copying 

existing "specs" that had been edited by the master. Prior to the 

introduction of typewriters and carbon paper, the preparation of 

2Briggs, The Architect in History, p. 322. 

3withey and Withey, Biographical Dictionary, entries repeat
edly mention that the architect learned drafting as an apprentice 
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specifications involved the writing by hand of three or more copies 

of the specfications: one each for the client, contractor, and 

architect. Ernst and Oscar learned to reproduce the file copy using 

a letter press, a device which copied the inked original using a wet 

paper technique. Using a special device, one pressed the freshly 

written document against a dampened sheet of copy paper. The 

businessman or his assistant then placed the dried copy in a letter 

press book, thus maintaining a record of all transactions. Before 

plumbing and electrical systems became common in construction, the 

specifications for a small house or store might fill seven or eight 

legal sheets of paper. "Specs" for a courthouse or large office 

building might run thirty or more pages. 

A valuable aspect of training was to examine and to draw 

existing homes, churches, government buildings, and other archi

tectural types—the different categories of structures. The 

apprentice engaged in such sketching on his own time, usually 

Sundays, as Saturday was a workday in nineteenth century America. 4 

For independent study and drawing, the Ruffinis could choose among 

the hundreds of stores, offices, and homes erected in Cleveland 

during the period corresponding to their apprenticeships. Some of 

the more important buildings constructed at the time included the 

John D. Rockefeller house (1868), the Saint Clair Street School 

(1868), the 0. P. Ford house (1876), Cleveland City Hall (1874-75), 

the Cuyhogiaa County Courthouse (1876), and the Euclid Avenue Opera 

^Briggs, The Architect in History, p. 355, 
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House (1875). The last three were in the French Second Empire style 

which Ernst later employed with great success in courthouse 

architecture.5 Oscar, as an apprentice, may have prepared some of 

the drawings used to construct buildings in Cleveland in mid-1870s. 

More fortunate students traveled through Europe where they would 

round out their training by sketching Roman ruins and French Gothic 

cathedrals. Leading architects considered the continental tour a 

good way to master the latest building techniques and styles as well 

as architectural history. 

Oscar Ruffini may have spent time in France. Mrs. Audrey 

Huggins of San Angelo, whose parents were close friends of Oscar, 

recalled hearing Oscar speak of his time in Paris, which would have 

been sometime between the end of his apprenticeship and his arrival 

in Austin in 1878.6 one of the Ruffini scrapebooks contains pen-

and-ink and pencil studies of buildings, monuments, and details 

labeled Paris, but these could have been drawn from architectural 

books and journals. Oscar, in some fifty-five years worth of 

business correspondence, never wrote of traveling to Europe. His 

brother Ernst wrote to his fiancee Lizzie, who had been to Germany 

5Edmund H. Chapman, Cleveland: From Yillaoe to Metropolis, a 
Case Study of Problems of Urban Development in Nineteenth Century 
America (Cleveland: Western Reserve Historical Society and the Press 
of Western Reserve Univ., 1964), pp. 136, 145-47; William Payne, 
npvftiand Illustrated. A Pictorial Hand-book of the Forest Citv 
(Cleveland: Fairbanks, Benedict, 6, Co., 1876), frontispiece, pp. 42, 
122. 

6Robert Prestiano, "Oscar Ruffini, The Early Years," Fort 
ConchP Report 16(Summer 1984): p. 4. 
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and Switzerland, of his desire to see the fatherland and the rest of 

Europe, but never spoke of Oscar's alleged trip.*? Considering the 

evidence, the probability that Oscar studied in Paris is remote. 

Mrs. Huggins may have been a victim of Oscar's fondness for telling 

tall tales. 

Familiarity with the literature of a field is another aspect 

of professional preparation. Extant books and journals in the 

Ruffini Collection at Fort Concho as well as references in letters 

show that the brothers were familiar with the standard references of 

the era. Oscar kept several books for reference or sentimental 

value that he and his brother had used. Some of the publications 

were printed before Oscar's birth. A patternbook. Rural 

Architecture: A Series of Designs for Ornamental Cottages and Yillas 

(1856) by John White is the earliest in the collection. How or why 

the brothers acquired the old patternbook is unknown. The 

Italianate homes illustrated would have been falling from fashion at 

the time either Ernst or Oscar became apprentices after the Civil 

War. 

Some of the issues of the Architektonisches Skizzen-Buch 

(1667, 1869, 1867, 1869, 1870, 1878) were issued when Ernst was 

still a child. The annual publication contains high-quality 

photographs of contemporary public structures in Germany, most of 

them in Prussia. In 1876 Ernst was earning enough that he hoped to 

7FER to EWR, Austin, Sept. 16, 1878, EFR Collection. 
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make a trip to Germany in the near future. Perhaps he purchased the 

Skizzen-Buch in anticipation of the trip. 

Other books dealt with architectural history or documented 

important structures of the day. A History of Architecture in All 

Countries (1884), a two-volume work by James Ferguson was the most 

complete architectural history of its day. Both Ernst and Oscar 

possessed a set. After the turn of the century, Oscar acquired the 

portfolio of the buildings of the Universal Exposition held in 1904 

in Saint Louis. He acquired other books and portfolios over the 

years, but given the small size of his office, Oscar could not keep 

everything. 

Most of the books Oscar kept dealt with the practical aspects 

of building. The Civil Engineer's Pocket-Book (1882) and Theodore 

Minot Clark's Building Superintendence (1883) were standared 

references. Drainage and Sewerage of Dwellings (1884) by William 

Paul Gerhard reflected the rise of indoor plumbing. Oscar bought 

New and Modern Dwellings and How Best to Build Them (1894) by George 

F. Barber to show clients as San Angelo recovered from the Panic of 

1893. The mid to late 1890s was one of Oscar's busiest times for 

residential building. Several years later near the end of his 

active period Oscar purchased the 1916 edition of Frank E. Kidder's 

The Architect and Builder's Pocket-Book. a standard reference first 

published in 1684. As late as 1932, Oscar, at the age of seventy-

four, acquired Stevens Master Specfications for Architects and 

Builders (1932) by Frank B. Stevens, Jr. None of the extant 

specifications bear a date from the 1930s. Possibily Oscar did a 
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remodeling job for an old client or maybe he simply wanted to update 

himself. 

As for architectural journals, Ernst and Oscar subscribed to 

the American Architect and Building News. Ernst paid two dollars 

above the annual price for a deluxe edition that contained high 

quality photolithographs. Ernst also took The Builder. Over the 

years, Oscar received several journals including the Inland 

Architect and News Record from Chicago. In sum, the Ruf finis found 

architectural books and journals an important means of initial and 

continuing education in the profession. 

Self-study through the literature and apprenticeship prepared 

the Ruffinis to begin working as assistants in the offices of 

established architects. During the Texas State House competition of 

1881, the Austin Daily Statesman reported that "Mr. [Ernst] Ruffini 

studied his profession in New York and Boston; afterward holding 

responsible positions in leading offices in those cities."^ Then 

Ernst went west, "filling engagements in the principal offices of 

Cleveland, Cincinnati, Chicago, Indianapolis, and Louisville. "9 As 

for Oscar, an 1888 article in the San Angelo Standard mentioned his 

work in Cincinnati, Ohio; Evansville, Indiana; Detroit, Michigan; 

and Saint Louis, Missouri.10 Many years later an article 

celebrating Oscar's fiftieth year in San Angelo (1934) recalled that 

8"The Capitol Competition," Austin Daily Statesman. Feb. 13, 
1881, p. 4. 

9lbid. 

10"The Men Who Have Helped San Angelo." 
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after cou^leting his initial training in Cleveland, he worked "in 

Ohio and Indiana and in 1878, went to Austin to visit his brother, 

F. E. Ruffini, who had opened offices there two years before. " H 

Other sources also help establish a chronology and reveal the 

influences on Ernst's and Oscar's careers. The Ruffini scrapbooks 

preserved at Fort Concho contain sketches and photographs which 

verify the newspaper accounts and provide additional clues about 

Ernst's and Oscar's training and early career. Neither Ernst nor 

Oscar stated which brother assembled the books, but the presence of 

dozens of fragments of charred journal illustations and sketches 

indicate that one of them put together portions of two of the three 

books after the May 1883 fire in Ernst's office. 12 Regardless of 

who made the books, the signed and dated images aid in 

reconstructing a chronology. The content of the scrapbooks support 

Ernst's claims that he worked in New York, Boston, Chicago, 

Indianapolis, and Louisville in the early to mid-1870s. Other 

sketches and photographs link Oscar to architects in Ohio and 

Indiana in the middle of that decade. 

Taken as a body, the printed and hand-rendered images in the 

scrapbooks demonstrate a solid professional grounding in western 

architectural history, structural technology, and contemporary 

trends in American architectural design. Architectural details, for 

ll"Oscar Ruffini Architect for Building City," San Angelo 
Standard-Times. May 3, 1934, clipping in 0, Ruffini Collection, FC 

12"A Card to the Public [from Ernst Ruffini]," Austin Daily 
Statesmen, May 16, 1683, p. 4. 
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example, such as brackets, cornices, doors, and stairways sketched 

on tissue or drawing paper comprise a large portion of the first 

scrapbook.13 Some of these details are from the Pallas de Justice, 

the Louvre, and other buildings in Paris. The inclusion of 

construction details labeled "Yiollet le Due/How to Build a House" 

show that Ernst and Oscar knew about contempory architectural 

theories. Le Due was one of the most progressive architects of the 

nineteenth century. Any well-trained practitioner in the United 

States knew the writings of le Due. Perhaps the details in the 

scrapbook were taken from le Due's The Story of a House, published 

in the United States in 1874. 

Several other kinds of drawings documenting Ernst's work 

appear in the scrapbooks. The first scrapbook, for example, 

incorporates a study of a store front signed and dated "F. E. 

Ruffini, N. Y./Archit./June 15,1872" and an unsigned sketch of an 

entry to a townhouse dated in Ernst's hand "Oct. 21, 1672." 

Photolithographs of the East Texas State Penitenlary (1677-79) and 

the Dallas Herald Building (1878-79) also appear. 

Other images in the first scrapbook are arranged by building 

type—office buildings, prisons, hospitals, universities, railway 

terminals, theatres, lodges, homes, churches, and other categories-

making the scrapbook a ready resource. In short, the brothers began 

to build a reference library by clipping illustrations from 

professional journals and acquiring the advertising cards of other 

13ordinal references to the scrapbooks are based on the FC 
catalog numbers and do not ii^ly a chronological sequence. 
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architects. As new job prospects arose, they referred to the images 

to see how they or some other architect had solved a similar design 

or structural problem. The Ruffinis also showed prospective clients 

the pictures to see what style or features a client wanted. 

The second scrapbook features several depictions of Ernst's 

work in Austin. There is the Bertram 8, Moeller Building (1879), the 

Hancock Building, Millett's Opera House, and the Temporary Capitol. 

There are two pictures of the First Baptist Church, Waco (1878), 

which he designed while in partnership with Jasper N. Preston. 

Ernst's proposal for the 1873 Chicago Courthouse competition and his 

Texas courthouses are included as are courthouses from all over the 

Midwest. Other building types shown in the second book include 

tombs and monmaents and altars of Roman Catholic and Protestant 

churches. There are pavilions, fountains, exhibition halls, 

markets, and state capitols as well as their interiors. Loose 

Masonic insignia, including a hand tinted Knights Templar emblem 

that may depict a stained glass window in the Austin Masonic Hall 

(1882-83) which Ernst designed, complete the contents of the second 

book. 

The third scrapbook consists of plates and illustrations. 

Most are from the American Architect and Building News and other 

journals, and they are arranged by building type. Prominent 

architects and firms represented in the scrapbook, include H. Hudson 

Holly, Richard Morris Hunt, McKim and Mead, Peabody and Stearns, 

Samuel F. Thayer, Calvert Yaux, William R. Ware, and Ware and Van 

Brunt. These leading practitioners from New York and Boston were the 
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trendsetters in the field. Plates and studies of Rheims Cathedral 

and illustrations of recent buildings in Germany, including 

construction details, round out the third book. 

Between the scrapbooks and Ernst's personal correspondence, a 

chronology emerges for the mid-1870s. Ernst's New York sketches do 

not reveal the names of his employers, but in the spring of 1873, 

Ernst worked with Otto Matz of Chicago preparing drawings for the 

city's courthouse competition. Ernst had become acquainted with the 

esteemed Chicago architect while visiting the city at some earlier 

date. The German-born Matz was best known for the city's Union 

Depot and the old Post Office. He served in the Engineering Corps 

during the Civil War, and in 1668 the Chicago Board of Education 

engaged him as architect. He continued a private practice as well. 

His Nixon Building, one of the earliest to use an iron 

superstructure, was under construction at the time of the great 

Chicago fire, and it was one of the few buildings to survive the 

inferno.14 

The courthouse competition originated in the aftermath of the 

fire. Officials of the city of Chicago and Cook County decided to 

construct a combination city hall and courthouse, but a short time 

later decided on separate buildings. The county, in June 1872, 

accepted a plan submitted by Otto Matz, but abandoned it when the 

city and county again settled on a joint venture. The city then 

organized a competition offering a $5,000 first, a $2,000 second. 

14Thomas E. Tallmadge, Architecture in Old Chicago (Chicago 
Univ. of Chicago Press, 1941), p. 97. 
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and a $1,000 third prize. Officials began to examine the fifty-four 

entries on April 1. Such well-known Chicago architects and firms as 

William Le Baron Jenney, W. W. Boyington, and Burling and Adler had 

entered the contest. 

Ernst played a key role. On July 20, 1873, writing in German 

to his parents he told them, "It gives me great joy to be able to 

tell you that my plan for the city hall of Chicago which I made for 

Mr. Matz, has won first prize of $5,000 — against 53 

competitors."15 With pride he noted that the design, "was entirely 

my own creation and composition in the ground plan, and also in the 

exterior, that is, facades. . . ."16 He added that the design was 

adjudged "better than those that were sent in by architects of high 

rank in Chicago and as far as Boston and Europe ..." and concluded 

that they could all take pride in his accomplishment. 1"̂  

Thomas Tallmadge, a Chicago architect and historian, described 

the winning entry in his history of Old Chicago. "Its four stories 

are completely incased with pavilioned facades of round arched 

windows and superimposed columns or pilasters," he wrote. "Its roof 

is a high mansard with great square domes ... a domed and columned 

tower, equally rich, rises from the Washington Street facade." He 

15FER to Ernst Frederick and Adelaide Ruffini, Cleveland, July 
20, 1873, EFR Collection. Translated by Wulf Koepke. 

16ibid. 

17lbid. 
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noted a "general adherence to the pavilion of the New Louvre, the 

Hotel de Yille of Paris, and the Maison de Commerce of Lyon. "18 

The day after Ernst wrote his parents, the organizers announced 

the winner and awarded first prize to the design submitted by Otto 

Matz. Matz claimed the prize and made a tour of Europe with his 

family. 19 Accounts in the American Architect and Bniiding WPtj<̂  also 

credit Matz. Three years after the contest, the AABN reported that 

the first prize had been awarded "to a German—Otto Ifatz—to satisfy 

the German political element in Chicago. "20 Regardless of who did 

the work, the city did not use the the prize-winning design. 

Following years of controversy, the city appointed J. J. Egan in 

1875 to design the exterior of the Chicago City Hall, completed ten 

years later.21 

The Chicago Courthouse competition remains a mysterious part 

of Ernst Ruffini's career. Some years later, in 1881, during the 

Texas State House competition, the Austin Daily Statesman reported 

that Ernst won the $5,000 first prize in the Chicago contest. At 

least eight of the Chicago courthouse proposals are preserved in the 

Ruffini scrapbooks, including the Matz submission. Beneath the 

elaborate French Second Empire design, the following words appear: 

lOTallmadge, Architecture in Old Chicago, p. 130. 

19For a summary of the Chicago Courthouse Competition see the 
American Architect and Building News. Aug. 12, 1876, p. 257; 
Tallmadge, Architecture in Old Chicago, pp. 124-132. 

20AABN. Feb. 15, 1876, p. 41. 

2lTallmadge, Architecture in Old Chicago, p. 127. 
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"Design for/City Hall and Court-House/Chicage. 111./Awarded First 

Premium-$5,000." To the left, a printed inscription: "Designed 

and drawn by/F. E. Ruffini/Architect," and to the right, "Submitted 

by/Otto H. Matz/Architect." Ernst's signature appears on the 

drawing itself, but no independent verification has been found. 

However, other buildings that Ernst claimed to have designed have 

verification.22 His papers and the pertinent public records reveal 

Ernst as a shrewd and honest man; someone unlikely to make claims 

that reporters or investigators could easily disprove. 

Ernst's activities in Indianapolis are not so mysterious. He 

began working for Edwin May sometime in the summer of 1873. Shortly 

afterward brother Alvin secured work as an engraver. 23 They boarded 

at the Circle House on Meridian Street, the major north-south 

thoroughfare about a block from the State Capitol. Alvin continued 

to work in Indianapolis into 1875.24 Ernst and Alvin probably spent 

time socializing with other German-Amerleans in Indianapolis at the 

Turnverein and Saengerchor Halls. Ernst moved on, but not before he 

gained valuable experience as an assistant in Edwin May's office. 

22with one exception. Ernst claimed to have designed the 
McCulloch County Court House in Brady, built 1879. Photographs show 
a corrupt version of an Ernst Ruffini design suggesting that the 
Court may have adopted his plan, but did not hire Ernst to supervise 
construction. His personal letters to Lizzie for 1878-79 do not 
mention any trips to Brady. The Handbook of McCulloch County by 
Wayne Spiller credits John McDonald, an Austin contractor who may 
have purchased plans from Ernst. Yol. 1 of the Commissioner's Court 
Minutes which would include references to the courthouse, are 
missing. 

23indianapolis Citv Directory. 1874, p. 324. 

24ibid., 1875, p. 358. 
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May, a self-trained architect, had designed several Indiana 

courthouses and jails, including those at Brookville (Franklin 

County), Shelbyville (Shelby County), Greensburg (Decatur County), 

and Sullivan (Sullivan County). May also planned the Indiana 

Northern Prison (Michigan City), and the Central Hospital for the 

Insane (Indianapolis).25 The Ruffini scrapbooks contain three 

delineations executed by Ernst while in May's employ. They are the 

Fountain County Prison (Convington), Fourth Presbyterian Church 

(probably in Indianapolis), and the Women's Department of the 

Hospital for the Insane. 

Working under May's direction, Ernst liad the opportunity to 

learn the architectural and political aspects of courthouse and jail 

work. Ernst probably studied the plans for the Knox County, Indiana, 

Courthouse, designed by May and his parnter Adolf Sherrer. It was 

under construction from 1873 to 1876.26 Ernst no doubt listened to 

May's stories of working with county and state officials, and he 

gained insight into the political aspects of securing county and 

state commissions. 

While living in Indianapolis, Ernst met several other young 

architects. One of them was May's partner Adolf Scherrer who was 

born in Switzerland and studied architecture at the Academy of Fine 

25Lee Burns, Earlv Architects and Builders of Indiana 
(Indianapolis: Indiana Historical Society, 1935), pp. 198-99; 
Withey and Withey, Biographical Dictionary, p. 401. 

26will Counts and Jon Dilts, The Magnificent 92 Indiana 
ggurthouses (Bloomington, Indiana: Rose Bud Press, 1991), p. 90-91 
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Arts in Yienna.27 Ernst also met Issac Hodgson, one of Indiana's 

most important architects. Ernst watched Hodgson's Marion County 

Courthouse (1869-76), one of the finest examples of the French 

Second Empire style in the Midwest, go up just a few blocks from his 

boarding house. Ernst may have traveled to nearby Columbus, 

Indiana, about 50 miles away, to see Hodgson's Bartholomew County 

Courthouse (1870-74) with its Mansard towers.28 Exposure to the 

style influenced Ernst's later work. 

During his tenure with Edwin May, Ernst delineated a 

perspective of the Fountain County, Indiana, prison. As delineator, 

the concept was probably Ernst's creation, but May was the architect 

of record. The structure featured a hipped roof relieved by a 

pediment over the main entry. Heavy brackets gave an Italian villa 

effect. A few years later, in 1678, Ernst employed a similar 

elevation for the Comal County, Texas, Jail. One of Ernst's other 

jails, the Limestone County Jail in Groesbeck, Texas, was more or 

less a replica of the Fountain County, Indiana, structure. The 

phot oil thograph Ernst used as an advertising card is the very same 

image used by May. The two images, along with the Comal County, 

Texas, Jail may be examined in the second scrapbook. As constructed, 

either the Limestone or Fountain County jails may have differed from 

the advertising image. Architects frequently sent their perspective 

drawing for engraving rather than a photograph of the actual 

27Burns, Earlv Architects and Builders of Indiana, p. 199, 

26counts and Silts, Th^ Magnificent 92. pp. 12-13. 
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building. The Collin, Henderson, Comal, and Burnet County Jails were 

simpler versions of the Limestone County edifice. 

Ernst moved to Texas early in 1877 and soon entered into a 

partnership with Jasper N. Preston. The two men secured the 

commission for the Williamson County Courthouse in Georgetown and 

the First Baptist Church in Waco. For unknown reasons the 

partnership soured and sometime in 1878 it dissolved. 

Ernst returned to Indianapolis in July 1878 to help execute 

drawings for Edwin May's entry in the Indiana State House 

Competition.29 Ernst reportedly submitted his own plan as well, but 

no record of his entry appears in the records of the State House 

Commission. For political reasons he may have entered the 

competition under an assumed name. The Commission selected May's 

design, and when he died in 1880, May's partner, Adolf Scherrer, 

took over. The new Indiana State House opened eight years later.30 

Ernst's entry for the Texas Capitol competition in 1881 shared 

several features with May's Indiana design. 

Ernst returned to Texas after drafting May's plans. In August 

1878, he was in practice for himself and using his own letterhead. 

Given the completion dates of his Texas work that year, Ernst must 

have begun work on Millet's Opera House in Austin and the Gregg 

County Courthouse in Longview before he went to Indianapolis. Both 

29FER to EWR, Cleveland, July 25, 1876, EFR Collection. 

30 Like so many of the state capitol competitions, the 
Indiana contest was a botched affair. For details, see the Mar. and 
Apr. 1878, issues of the American Architect and Building News 
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buildings opened in 1878. By the end of the year he had won two 

more commissions and construction had begun on the Comal County 

Jail, New Braunfels, and the Rusk County Courthouse at Henderson. 

While Ernst made the transition from assistant, to partner, to 

independent practitioner, Oscar worked in a number of Midwestern 

cities. After leaving Cleveland in the early 1870s he secured 

employment in Cincinnati. Next, he worked for the firm of Yrydagh 

and Clarke in Evansville, Indiana. Oscar's name does not appear in 

any of edition of the Evansville Citv Directory in the 1870s, but 

drawings in the Ruffini scrapbooks of the roof trusses for the Posey 

County Courthouse in Mount Yemen, Indiana, designed by Yrydagh and 

Clarke, suggests probable dates of employment of 1874 to 1876.31 

Stylistically, the Posey County Courthouse is a cross between the 

Italianate and French Second Empire modes and did not influence 

either Ernst or Oscar in their Texas courthouse work. Oscar also 

saved a pen and ink drawing of the longitudinal and transverse 

sections of a theater by Yrydagh, a drawing Ernst may have referred 

to when he designed Millet's Opera House. 

Oscar's tenure with Yrydagh and Clarke provided valuable 

experience. Yrydagh was the best educated practitioner in Indiana 

and among the best trained in the nation. Born in Belgium in 1833, 

Jesse Yrydagh studied architecture at the University of Louvain.32 

31 Construction dates from Counts and Dilts, The Magnificent 
92, p. 136-37; "The Men Who Have Helped San Angelo." 

32withey and Withey, Biographical Dictionary, p, 620. 
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He settled permanently in Indiana in 1866.33 Clarke, an Evansville 

builder-architect was Yrydagh's partner from about 1871 to 1880.34 

While employed by them, Oscar may have worked on the Evansville Odd 

Fellows Hall and the Posey County Courthouse. 

Oscar came to Texas in 1878 to work as a draftsman in Ernst's 

rapidly growing practice. Two years later Oscar moved to Saint 

Louis where he worked for Francis D. Lee, an architect and engineer 

of national reputation.35 

Lee, born 1826, studied architecture in his hometown, 

Charleston, South Carolina. During the Civil War he served as an 

engineer in the Confederate Army. At the invitation of Napoleon III, 

Lee, after the war, traveled to Paris to lecture on military 

engineering. In 1867 Lee entered into a partnership with Thomas B. 

Annan of Saint Louis.36 Ten years later the Indiana Board of State 

House Commissioners hired Lee as an architectural expert to review 

submissions in Capitol competition.37 The Ruffinis may have first 

become acquainted with Lee through the Indiana competition. Oscar 

continued in Saint Louis until Ernst asked him to return to Austin 

33Goeldner, "Temples of Justice," p. 499-500. 

34Evansville Citv Directory. 1870-71, p. 89; 1872, p. 99; 
1875, p. 95; 1876, p. 95; 1878, p. 80; 1880, p. 80. 

35"The Men Who Have Helped San Angelo;" FER to EWR, Sept. 14, 
1880, Cleveland, EFR Collection. Ernst wrote, "I don't know for who 
(sic) he is working. He quit the place he had last week." 

36withey and Withey, Biographical Dictionary, p. 367. 

37Report of the [Indiana] Board of State House Commissioners, 
1877-88, Box 22. Folder 4. Indiana Public Records Commission. 
Indianapolis, Indiana. 
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in December 1880 to help him prepare drawings for the Texas State 

House competiton.38 

To win a state house contest enhanced an architect's 

reputation and opened the door to other major jobs. The prize 

money, however, seldom covered the cost of materials and time spent 

to prepare drawings. The Texas Capitol Board, which organized the 

competition, offered a mere $1,700 prize for a building projected to 

cost $1,500,000 or a fraction of the customary 3-1/2 percent fee. 

Second and third place winners received no compensation. The small 

prize was one reason so few architects entered the competition. 

Another factor was the sudden notice to architects, announced 

December 1, 1880, to submit entries two months later. Through their 

contacts with state officials, however, Ernst and some of the others 

seem to have known of the contest as early as 1879, when the 

Legislature decided to build a new state house. 39 

Ernst traveled in November 1880, to the state capitals of 

Indiana, Illinois, and Michigan to examine some recent capitol 

buildings. The Indiana structure was still under construction.40 

American architects considered those state houses among the most 

attractive in the nation. 

Ernst was one of eight architects who submitted a total of 

eleven plans. Of the two plans Ernst entered, the Austin Daily 

Statesman favored the one he entitled "San Jacinto. " But the home 

38FER to EWR, Austin, Dec. 5, 1880. EFR Collection. 

39Green, "'A Question of Great Delicacy,'" pp. 259-263 

40"The Capitol Competition" 
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town support, reflected in the influential paper, did not influence 

the outside expert. New York architect Napoleon Le Brun, whom the 

Capitol Board hired to review all the entries. Le Brun passed over 

Ernst's proposal of a domed captiol with four Ifeinsard corner 

pavilions for the design of Elijah E. Myers of Detroit. The Capitol 

Board concurred with Le Brun's selection. The New York architect 

adjudged Ernst's proposal second best.41 

A few days later the Board engaged Oscar and three other Texas 

draftsmen to go to Detroit where they prepared a duplicate set of 

plans as well as the construction drawings. 42 Oscar worked in 

Detroit for five months returning to Texas for good in September 

1881. He assisted Ernst until May 1884, when he accepted the 

position of supervising architect for the Tom Green County 

Courthouse in San Angelo. 

Ernst, meanwhile, employed two other men during his nine years 

in Texas. 43 Alvin, his brother, worked for him in 1878 and 1879. 

As an engraver, Alvin served as a draftsman and may have prepared 

some of the engravings Ernst used for advertising cards. Charles R. 

Dunbar, the second man, apprenticed to Ernst from 1883 to the early 

summer of 1885. In a letter of recommendation Ernst stated that 

Dunbar "... has been in my employ nearly three years serving his 

time as an apprentice to the profession of architecture . . . and as 

4lGreen, "'A Question of Great Delicacy,'" pp. 266, 268-69. 

42paul Goeldner, "The Designing Architect: Elijah E. Myers," 
f^nnthwestern Historical Quarterly 92(Oct. 1988): pp. 277-78. 

43A third employee is identified only as Herman. Ernst 
employed him in 1879 and 1680 
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such has gained my entire confidence. "44 Ernst wrote that Dunbar 

was "accustomed to all kinds of drawing and coloring, and [is] well 

versed in writing of specifications, contracts, etc."^5 in reality, 

Ernst had given Dunbar notice to leave. "Can't stand him any 

longer," Ernst confided to Oscar, "Entirely unreliable, no taste for 

the work anyhow. "46 

Business was slow in the spring and summer of 1885. Still, 

Ernst could not carry on alone and he tried to replace Dunbar. He 

offered Rudolf Meyer of San Antonio the position of assistant "at a 

salary of $12.00 per week, to begin with, and to be increased as 

your ability and assistance to me, may justify. "̂"̂  Meyer did not 

accept. 

Six weeks later Ernst wrote to Oscar asking him to return from 

San Angelo. Ernst informed his younger brother that he had "quite a 

lot of work in prospect here," but needed to leave the Austin office 

to drum up business elsewhere in the state.48 He offered Oscar a 

two-fifths partnership. "I will attend to getting the work and you 

to do it; both to do all we can for the business and mutual 

benefit."49 if things proceeded to the satisfaction of both, Ernst 

44FER to Whom it May Concern, June 29, 1885, SWC. 

45ibid. 

46FER to OR, San Angelo, Apr. 14, 1885, AD Collection. 

47FER to Rudolf Meyer, San Antonio, Apr. 16, 1885, SWC, 

48FER to OR, San Angelo, May 30, 1885, SWC. 

49ibid. 
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pledged to make Oscar an equal partner after one year and predicted 

that within five years he would turn over the entire business to 

Oscar "if all my investments, etc., turn out, as I expect. "50 The 

older Ruffini concluded that if Oscar was not interested, he would 

try to find somebody from the North as he could not continue 

unaided. Oscar declined the offer because he was busy with his own 

work in San Angelo. 

Ernst, on June 12, 1885, offered a partnership to his friend 

J. Samuel Brown of Boston, Massachusetts. He told Brown how he 

could not obtain "reliable and competent assistance" in Austin and 

wanted someone to attend to the Austin work, "someone that (sic) can 

introduce the rising styles and new designs and become 

'fashionable.•"51 Ernst conceded that, "life and surroundings here 

are not like in Boston, but the South is the coming country for the 

young man who wants to do business that will make money easily and 

rapidly. "52 Ernst reported that from the practice, real estate 

speculation, and lending out money he had earned from $5,000 to 

$10,000 annually since he had come to Texas. He believed his friend 

could do equally as well. Brown considered the offer, but before a 

decision could be made, Ernst asked him to delay as his situation 

had changed rapidly over the summer of 1885, and by August he wrote 

50ibid. 

51FER to J. Samuel Brown, Boston, June 12, 1885, SWC 

52ibid. 
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Brown that he believed retirement a likely prospect.53 By late 

summer Ernst's heart condition had worsened. His investments, 

however, promised a secure future, and Ernst planned to leave the 

architecture profession. His plans did not come to fruition. He 

died in November 1885. 

Ernst Ruffini had worked tirelessly to accumulate capital and 

prestige. Public work offered the best chance to make large sums 

of money in the shortest period of time. Even in relatively poor 

counties a courthouse seldom cost less than $20,000, a jail less 

than $10,000. The architect's fee was 3-1/2 percent, and if engaged 

to supervise construction, he received an additional 1-1/2 percent. 

County work also helped establish one's reputation and gave an 

architect a better chance at competing for state contracts. 

Pursuit of courthouse and jail work was a deliberate strategy. 

He reported to a colleague in the East that "the best paying work 

here is the public work; courthouses, jails, schools, etc. for the 

different counties."54 One way that Ernst, other architects, and 

builder-contractors learned of proposed courthouses and jails was 

through notices to architects and bidders in the Austin Daily 

Stateman, the Galveston Daily News, and other newspapers. Ernst 

usually followed- up with a letter of inquiry pointing out his 

qualifications and asking about lot size, orientation to the 

cardinal points, and other factors that would enable him to work up 

53FER to Samuel J. Brown (same person as J. Samuel Brown), 
Boston, Aug. 14, 1885, SWC. 

54FER to J. Samuel Brown. Boston, June 12, 1885, SWC. 
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a plan to submit to the court. The Court specified a date on which 

competing architects came to make their presentations. 

Ernst, an ambitious man, was not adverse to promoting his 

architectural skills. In the spring and fall, or more often 

depending on business, Ernst set out on what he called "campaign" or 

"prospecting" trips to appear before Commissioners Courts and meet 

prospective private clients. Building a successful practice 

required self-promotion. He criss-crossed the central and 

northeastern regions of the state by rail, stage, wagon, and buggy, 

The trips were ordeals. "Traveling is tedious and un

pleasant," he told Lizzie55 He logged thousands of miles by train 

to meet with Coiumissioners Courts and supervise work in progress. 

From 1878 to 1880, Ernst was on the road one to two weeks a month. 

On a typical trip, he traveled by train from Austin to Longview, 

then to Dallas, south to the railroad junction at Hearne, and then 

back to Austin for a total of 622 miles. 56 Oscar and Charles 

forwarded mail to him while he traveled. In addition to his letters 

to Lizzie written from hotels and on the train, he probably sent 

letters and telegrams back to the office instructing his assistants 

how to proceed on current work and to supervise local construction 

in his absence. 

The most pleasant trips, according to Ernst, were made in 

private conveyances including buggies and wagons. Returning to 

55FER to EWR, Cleveland, Sept. 9, 1880, EFR Collection. 

56calculated from "Table of Distances," Albert Ifeinnaford's 
TPYft.s state Register for 1879 (Galveston: A. Hannaford, 1879) pp 
138-140. 
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Austin from New Braunfels in the spring of 1879, Ernst told Lizzie 

"... all the wide prairies are full of flowers, the cactus plants 

are blooming, everything is fresh and green. "57 For supper he and 

the friend who accompanied him boiled coffee on the banks of the 

Blanco River and had a meal of broiled ham, pickled peaches, and 

fish. 

The quality of food and accommodations varied. The fare at 

the train stations he said, "is very bad, enough so to make almost 

anyone sick."58 The dining cars were an improvement. As for 

hotels, Ernst's worst experience occurred a few days before 

Christmas 1878. On a rainy night he took a room in Minneola "at the 

best 'hotel' (so called) — they gave me a little cold room, the' a 

fair bed. "59 He slept until about midnight when the sound of water 

dripping through the ceiling awoke him. He complained, "... the 

best I could do, was to put my waterproof overcoat over the bed and 

go to sleep again, to dream of going boating on the lake and getting 

tipped out and having to swim for dear life."60 

Ernst kept his drawings in a metal tube and his papers in a 

pocket memorandum book. He often carried large sums of money. 

Courts paid his fees in cash, and at set intervals they advanced 

money for payment to the contractors. Ernst also collected payments 

57FER to EWR, Cleveland, Mar. 23, 1879, EFR Collection. 

58ibid., Oct. 12, 1878. 

59ibid., Dec. 22, 1878. 

60ibid. 
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from men to \rtiom he loaned money. Lizzie sewed a concealed pocket 

into at least one of his shirts to conceal up to several hundred 

dollars in cash.51 

Ernst Ruffini designed more Texas courthouses than any other 

architect or builder-contractor during the same period, but he 

realized that competition would increase. 52 -me Census of 1880 

showed fifty-two architects in Texas. Ten years later there were 

166.53 To secure his share of work, Ernst not only hustled but also 

cultivated an image as a dependable and capable professional. 

He was twenty-seven years old vhen he established an 

independent practice and thought his youthfulness a disadvantage. He 

sent a photograph of himself to Lizzie about this time. Commenting 

that he resembed Governor Richard B. Hubbard, Ernst said that the 

picture made "me look almost too old and settled; guess I will have 

to get that immense beard cut off some, altho' it helps me in my 

business as men go much on appearance and my principal competitors 

in the state have no beards, and therefore look young aside of 

me. "64 Ernst never shaved the beard. Most of the other 

professional architects in the state were also in their twenties. 

61FER to EWR, Austin, Apr. 25, 1660, EFR Collection. 

52ibid., Mar. 31, 1681. 

63u. S. Dept. of the Interior, Bureau of the Census, Js3^ 
genaua fi860). Statistics of the Population Table 33, Occupations, 
p. 769; Eleventh Census fl890^. Report on the Population of the U.S. 
Part III, Table 79, Occupations, p. 336 

64FER to EWR, Cleveland, Sept. 4, 1876, EFR Collection. 
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but Jasper N. Preston was forty-six when he and Ernst ended their 

partnership. W. C. Dodson of Waco, at fifty, was the oldest 

architect working in Texas. 

Although courthouse and jail work offered financial rewards, 

county work meant headaches. To be the intermediary between a 

Commissioners Court and a contractor required diplomacy and 

firmness. Ernst in 1884 and 1885 found himself in the middle of a 

squabble over the erection of the Burnet County Jail in Burnet. The 

affair was the worst experience of his professional life and 

exemplifies the lack of consensus by non-professionals on the role 

of the professional architect. 

When the Honorable J. A. Crews, Burnet County Judge, first 

contacted him in February 1884, Ernst was completing Old Main at the 

University of Texas. The structure represented the high point of 

his career, but Ernst was ready to move forward. Burnet County, 

which did not consult any other architect, sought Ernst to design a 

new county jail. In April the Commissioners Court adopted his 

design for a jail and sheriff's residence similar in appearance to 

his others.65 

Ernst travelled to Burnet for the letting of the bid. For the 

iron and steel work, the cells, the Court selected F. B. and W. S. 

Hull, jail manufacturers of Livingston, Alabama. Their bid was 

$4,790. A local man, J. T. Woodard, entered a low bid of $9,365 for 

the materials and labor to construct the building. Ernst's partners 

65FER to J. A. Crews, County Judge, Burnet County, Feb. 26, 
1884, SWC; Burnet County Commissioners Court Minutes, Yol. B (Burnet 
County Min.), Apr. 8, 1884, p. 232. 
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in the Universal Building Company, the contractors R. A. Barnes and 

R. A. Flume (known as Barnes and Flume), submitted the high bid of 

$14,800. As subsequent events proved, the high bid was closer to 

the true price of construction, but the Court chose Woodard. 66 The 

Commissioners Court and Woodard signed the contract on May 9, 1884. 

Woodard was to complete the jail by December 10 of the same year or 

pay a $25 a day penalty for each day beyond the deadline, excepting 

"unavoidable accidents, excessive rains, railroad delays, or acts of 

Providence. "67 He also agreed to comply with Ernst's directives as 

superintendent. 

J. T. Woodard was a local politician. He had served in 1886 

as one of the trustees of the Burnet Male and Female Academy and as 

the first marshall of Burnet when it incorporated in 1883. Later, in 

1911, he won election to a judgeship. 68 

The first problem in the construction of the Burnet County 

Jail arose two months after the parties signed the contract. While 

excavating for the foundation, Woodard's men encountered a large 

boulder. The Court asked Ernst to come to Burnet and advise, but 

56Burnet County Min., ibid.. May 8, 1884, p. 235. 

67specifications for the Erection and Completion of a Jail and 
Sheriff's Residence for Burnet County, recorded in the Commissioner 
Court Minutes of July 8, 1884, p. 277. For the complete 
specifications, see pp. 251-278. 

68Darrell Deho Burnet County History. A Pioneer History. 
1847-1979, Yol. 1 (Burnet, Texas: Burnet County Historical 
Commission, 1979), pp. 74, 79, 280. Woodard was probably a justice 
of the peace as his name does not appear on the list of county and 
district judges. 
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for unknown reasons, he did not go. Because it was impossible to 

dislodge the boulder, the Court approved the moving of the 

foundation, which had the effect of enlarging the jail slightly, a 

change that did not affect the structural soundness of the 

building.59 

Ernst in the fall of 1884 made a trip to the East Coast, so he 

asked his Austin colleague, A. F. Shannon to examine the jail. 

Assistant Superintendent Shannon in September reported that Woodard, 

failing to employ a competent foreman, had not executed the 

stonework in a "workmanlike manner." If the contract was strictly 

enforced. Shannon informed the Court, most of the building could be 

"torn down and rebuilt properly at the expense of the contractor. ""̂ 0 

The Court did not approve payment of the September installment to 

Woodard who for a time stopped all work. The December 10, 1884, 

completion date passed and the jail stood unfinished. 

Two months later Woodard had not yet finished the jail. 

Ernst, in his report of February 10, 1885, refused to accept the 

work as satisfactory because of the poor quality of the little work 

that had been done. The Court notified the contractor that he must 

complete the jail in ten days or Burnet County would make other 

arrangements as per the contract and charge all necessary expenses 

to Woodard. 71 Woodard retaliated by filing a unsubstantiated claim 

69Burnet County Min., July 12, 1884, p. 288. 

70ipi(i., Report of Sept. 10, 1884, recorded In the Minutes of 
Oct. 6, 1884,'pp. 328-330. 

'llbid., Feb. 10, 1885, pp. 351-354. 
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against F. B. and W. S. Hull, the iron and steel contractors. No 

wonder Ernst described Woodard as "stubborn and unreasonable" when 

he wrote to the Hulls about the problems in Burnet. 72 

The jail work dragged. The Court suggested a compromise in 

May to accept the building in an incomplete state. Connection of a 

sewer pipe, point work on the smoke stack, and installation of the 

slatted blinds of wood in the dining room were among the items to be 

completed. The Court offered to pay Woodard $900 of the remaining 

$976 on the contract. He refused. Ernst then filed his report and 

refused to accept the building as complete. For a second time the 

Court ordered Woodard to finish the work by May 28, that is, in ten 

days. "̂ 3 Ernst, who was not able to attend the May 28th session, 

wrote to Judge Crews a few days before the meeting. Ernst 

reiterated his unwillingness to accept the building until all 

defects were rectified. "The supervision of this Burnet Jail 

contract, has been the most disagreeable experience of my 

professional career," he exploded. "̂ 4 Ernst told the Judge that for 

several months he had tried to protect the interests of the Court, 

but "I have reaped nothing but abuse from the contractor, the emnity 

of his bondsmen, and even the distrust of the Hon. Court, who seem 

to doubt even my just claims under the written and recorded 

contract! ""75 The Court met May 28, but the jail was not finished. 

72FER to F. B. and W. S. Hull, Livingston, Ala., May 20, 
1685, SWC. 

73Burnet County Min., May 16, 1885, pp.382-83. 

74FER to J. A. Crews, Burnet May 23, 1885, SWC. 

98 



The affair continued. On June 11 the Court authorized Judge 

Crews to hire suitable workmen to finish the job. 76 At last on 

July 9, 1885, Ernst conditionally accepted the building despite ten 

defects, most of which dated back to the fall of 1884. He informed 

th© Court that it was entitled to compensation for Woodard's failure 

to comply with the contract. He estimated total damages to Burnet 

County, for delays and the cost of superintendence beyond the 

original deadline, at $6,470. The expenses plus $932.60 in the 

claims of unpaid workmen could be recovered from the unpaid balance 

on the contract, $937.50, and from the bond of $9,330 which Woodard 

posted at the beginning of the contract.'?'? 

The Court thought Ernst's proposal too harsh. The 

Commissioners were not willing to collect damages against Woodard. 

The contractor's political clout seems the most plausible 

explanation of why the Court was so reluctant to dismiss him for 

shoddy workmanship and missed deadlines. The following day, at the 

Court's request and employing its suggested language, Ernst entered 

a Supplemental Report. He stated that the jail was "practically 

completed" and was "only deficient in mechanical finish and general 

appearance. ""̂ S Ernst must have left Burnet with relief. Not 

surprisingly, he contemplated retirement that summer. 

75ihid. 

76Burnet County Min., June 11, 1885, p. 390. 

77ibid., July 9, 1885, pp. 401-403. 

78ibid., July 10, 1865, p. 403. 
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Ernst kept busy with real estate and investment deals, but 

architectural work was slow in the summer of 1885. His only other 

major job was the courthouse at Blanco. The difficulties in Blanco 

County seemed minor in comparison to the ordeal at Burnet. Early in 

1885 the Commissioners Court decided on a new courthouse. It 

accepted Ernst's plan and let the contract to Henry Kane of 

Lampassas. The Court had not yet passed a tax levy to finance the 

erection of the courthouse and Kane, fearing he would not be paid, 

refused to post the $26,000 bond.'?9 

Still having failed to pass a levy, the Court appointed Ernst 

as its agent to enter into a contract. Ernst hired Phillip Cage and 

C. P. Boon, Blanco merchants, the only men willing to take the job, 

and on February 12, 1885, they signed the contract. 50 in time the 

levy passed and the bonds sold. Ernst did not live to see the 

completion of the Blanco County Courthouse, one of his most 

beautiful courthouses. 

After his brother's death, Oscar began to build a one-man 

practice in San Angelo. There is no evidence to suggest that Oscar 

ever hired an assistant or trained an apprentice. To judge by the 

size of the office he built, he planned to work alone. Oscar shared 

his brother's sense of professionalism and patterned his operation 

on what he had learned while working in Austin. He resembled his 

brother in one other way, too, for architectural practice was not 

79FER to OR, San Angelo, Apr. 14, 1885, AD Collection. Ernst 
summarized the events at Blanco for his brother. 

OOspecifications for the Erection and Completion of a 
Courthouse for Blanco County, 1885, Ruffini Collection, TSA. 
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Oscar's only source of income. He bought real estate on speculation 

and loaned money. 

Oscar pursued courthouse and jail work in the late 1880s and 

1890s, but never acquired the reputation his brother had earned. 

Because of a lung condition, Oscar preferred to work in West Texas. 

The fact that he limited his practice geographically no doubt 

lessened the number of jobs he might have won. For reasons that 

remain unclear Oscar tried to sell the Blanco style courthouse over 

and over again. Perhaps that was why he lost the competitions. Most 

of the drawings have been lost, but based on the extant plans and 

courthouses and numerous specifications, Oscar did not demonstrate 

Ernst's originality. Nor did Oscar have the charm and charisma of 

the older Ruffini. 

Increasing competition was another factor in Oscar's failure 

to obtain a sizeable share of public commissions. By the time Oscar 

began to solicit public work, J. Riely Gordon, one of the out

standing and most prolific of the state's architects, had entered 

the profession. 

Oscar lost a few courthouse and jail competitions, but did win 

appointments as supervising architect for a number of structures in 

West Texas. One of them was the Runnels Country Courthouse (1888-

89) in Ballinger. Houston architect Eugene T. Heiner designed the 

building. Oscar's frequent trips to Ballinger, about fifty miles 

from San Angelo, did result in other commissions in the town. Oscar 

designed a bank, a saloon, and a few homes there. 
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While neither Ernst nor Oscar was a leader in the profess

ionalization of architecture in Texas or the nation, an examination 

of the two men's experiences illuminates several little known 

aspects of architectural training, practice, and professionalization 

in the late nineteenth century. As most of their contemporaries, 

they trained through apprenticeship with men who began as craftsmen 

and builders. They worked as assistants in the major cities of the 

East and Midwest. They internalized professional standards in the 

course of their training. And finally, to establish independent 

practices, they chose locations that promised opportunity. Ernst 

and Oscar Ruffini, like most Texas and American architects, 

perceived themselves as professional businessmen who practiced 

architecture. Aesthetic concerns remained secondary. They were 

pragmatic go-getters capitalizing on the expanding markets of a 

growing state. Thoroughly nineteenth century in their attitudes and 

outlook, Ernst and Oscar Ruffini saw architecture more as a business 

than an art. 
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CHAPTER Y 

COURTTIOUSES AND JAILS 

Ernst Ruffini made a significant contribution to the 

courthouse and jail architecture of Texas. Between 1877 and his 

death In 1885, Ernst won more county courthouse and jail commissions 

than any other architect in Texas. His eleven courthouses and five 

jails were among the most handsome in the state. Most of these 

buildings were situated in an arc from New Braunfels in Comal County 

in the southwest to Longview in Gregg County in the northeast, plus 

four of the five counties surrounding his home base in Austin. 

Oscar Ruffini, despite his longer career, did not match his 

brother in either the number of courthouses and jails to his credit 

or in originality of design. Oscar won four courthouse and two jail 

commissions, but two of his county capitols employed plans drawn up 

by Ernst. One of the other courthouses was a simple frame building. 

His last, for Crockett County, was his original design as were his 

jails. 

While In partnership with Jasper N. Preston, another important 

Texas architect, Ernst designed the Williamson County Courthouse 

(1677-79). The Commissioners Court in Georgetown adopted the plans 

for a three-story courthouse in September 1877 and John Didelot, an 

Austin stone cutter and contractor, won the bid for construction at 

$27,400.1 Didelot completed the Williamson County Courthouse in 

Ij. H. Griffith, "Williamson County Courthouse Sketches," in 
Earlv History of Texas (Taylor, Texas: City National Bank, n.d.), 
p. 14. 
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September 1879. County officials razed the building in 1910, but an 

extant photograph shows a French Second Empire building with the 

characteristic Mansard roof and towers.2 

The French Second Empire, or Mansard style, was one of the 

most popular for American courthouses in the 1870s and 1880s. The 

Ruffinis preferred the style above all others for courthouses. The 

Mansard roof became their trademark. The French Second Empire, one 

of several Yictorian revival styles, was fashionable from the mid-

1860s to the late 1880s. The style originated in France when in the 

1850s Yisconti and Lafuel, architects to Napoleon III, incorporated 

the Mansard form into the remodeling of the Louvre. 3 in the United 

States, Supervising Architect of the Treasury Alfred B. Mullett 

helped to popularize the style by using it for prominent federal 

buildings. Intrigued with the possibility of nearly endless 

combinations of curved roof lines and towers, American architects, 

embraced the Mansard style with enthusiasm. Except for 

ecclesiastical architecture where Gothic Revival remained the 

preferred mode, French Second Empire homes, schools, stores, and 

office buildings, and assorted civic structures, such as courthouses 

and jails, began to appear. In their travels Ernst and Oscar would 

have seen hundreds of buildings in the style. Ernst adopted the 

French Second Empire and made it his own, employing convex, concave. 

2Griffith, ibid.; photograph, 1961/1-9, of the Williamson 
County Courthouse, Ruffini Collection, TSA. 

3Goeldner, "Temples of Justice." p. 182. 
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and straight Mansard lines and towers in his residential work as 

well as in his courthouses. 

The Williamson County structure was a fine example of the 

style. Ernst used a pavilion plan, that is, a floor plan 

incorporating projections at each corner and at the center of each 

side. A pavilion plan was a commom one in courthouse architecture 

because the pavilions served as a base for the towers. Pavilions 

also relieved what would otherwise have been the solid plane of each 

wall. Ernst capped each corner pavilion with a straight Mansard 

tower while a convex example surmounted the main entry. Ornamental 

iron cresting topped each tower adding to the picturesque effect. 

Gabled dormers projected from all the towers and circular portals 

decorated the rest of the roof. Although the dormers gave the 

impression of a fourth floor, the architect used the windows to 

supply ornamentation and to light the attic for the inspection and 

repair of the roof trusses and other structural elements. 

Because no specifications or plans survive, historians cannot 

determine the the finish of the stone used for the exterior walls. 

Except for some minor details, the Williamson County Courthouse is 

identical to Ernst's later designs for Robertson County (1881) and 

Hays County (1883). Based on photographs of those structures, one 

can speculate that the Williamson County Courthouse had a rusticated 

stone foundation. Rusticated quoins, pronounced masonry blocks at 

the corners, enhanced the building. Roman arch surrounds, each with 

a prominent keystone, adorned the the second and third story 

windows. Ernst employed segmental arches for all the first story 
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openings. The main entry appears to have been made of cut stone 

work with plain pilasters on either side. 

Based on an extant plan of another Ruffini courthouse, Ernst 

laid out the Williamson example on a cruciform plan with eight 

offices on the first floor and four, plus the courtroom, on the 

second. Interior layouts were virtually the same in all Ruffini 

courthouses. They resemble the floor plans of county courthouses in 

general. After all, the absence of artificial lighting (although 

gas and/or electrical lighting were available in some cities), and 

heating and cooling systems necessitated plans which maximized 

available light and prevailing breezes. Intersecting central 

hallways on the first floor divided the typical courthouse into four 

offices, or in larger examples, eight. 

Each floor served vital public functions. The first floor 

housed the offices of the clerk, surveyor, treasurer, tax assessor, 

and other officials. The assessor's and clerk's offices contained 

vaults with extra thick stone or brick walls and steel doors to 

protect vital records. The district courtroom occupied the bulk of 

the second floor where the ceiling extended the height of the 

building. Adjoining spaces included the jury room, judge's chamber, 

and waiting rooms for prisoners and witnesses. A third floor, if 

present, contained four offices and two galleries, one on either 

side of the courtroom. In the Williamson County structure Ernst, 

most likely, placed the stairways at each end of the long hallway. 

Williamson County officials were pleased with Ernst's work and 

considered him for a second job. About a year after the courthouse 
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opened, the County Judge met Ernst at the architect's Austin office 

to discuss the possibility of appointing him to design the new jail. 

The Judge indicated that the county did not wish to work with 

Preston, Ernst's old partner, again. Ernst explained to his wife, 

that "... the Judge said they didn't want anything more to do with 

Preston, that he didn't know his business, and they thought that I 

am now the best architect in the state, because I had built more 

Court houses and Jails than any other architect in the State,"^ 

When the Judge made these remarks, Ernst had already been in 

his own practice for approximately two years. His portfolio, by the 

end of 1880, included the Gregg and Rusk County courthouses and the 

Comal County Jail. The Navarro County Courthouse was under 

construction as were the jails in Robertson and Limestone counties. 

Ernst had deliberately focused on public structures such as 

courthouses and jails to take advantage of the public building boom 

in Texas. It proved a wise course of action, for he soon dominated 

the courthouse and jail trade, winning more commissions than any 

other architect between 1877 and 1885.5 

About the same time officials in Williamson County built its 

courthouse. The Commissioners Court in Brady, McCulloch Co\mty, took 

steps to build a new structure. In May 1877 the Court accepted the 

bid of Austin contractor John McDonald to build a courthouse. The 

4FER to EWR, Cleveland, Sept. 14, 1880, EFR Collection. 

5Ernst Ruffini's domination is based on a chronological list 
of Texas county courthouses built from 1877 to 1885, compiled from 
Willard B. Robinson's The People's Architecture and Texas Public 
gi^Jilipqs of the Nineteenth Century. 
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court also appointed A. J. Carpenter to supervise construction.6 

Ernst claimed to have designed the courthouse in Brady and listed it 

on his letterhead. The most likely scenario is that McDonald 

purchased or copied Ernst's plans. The courthouse McDonald built 

resembles Ernst's other courthouses, but lacks the sophistication 

typical of the architect's work. McDonald incorporated entries 

exactly like those on other courthouses by Ernst. The architect 

probably heard that McDonald had used his design and did not 

hesitate to claim the Brady courthouse as his work. 

The McCulloch County Commissioners Court soon learned that 

hiring a professional architect to design and supervise construction 

would have cost less in the long run. About a year after McDonald 

completed the building, the Court had to set up a repair fund. It 

ordered that the building be reinforced with iron bars because the 

walls were spreading. Despite the problems, the courthouse served 

the county for nearly twenty years. The Court approved construction 

of a new courthouse in 1899.7 A properly constructed and maintained 

courthouse, however, could serve for several decades, even a century 

or more. 

Although some counties tried to save money by selecting the 

designs of contractors instead of architects, the demand for 

professional architects increased. Nearly every Texas county 

6jessie Laurie Barfoot, "A History of McCulloch County, 
Texas." (M.A. thesis, Univ. of Texas, 1937) in Wayne Spiller, 
Handbook of McCulloch County History. Yol. 1 (Seagraves: Pioneer 
Book Publishers), p. 43. 

^Barfoot, "McCulloch County," pp. 48, 58-59. 
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erected a courthouse or jail in the last quarter of the nineteenth 

century. A flurry of courthouse building began in 1881, when the 

Texas state legislature approved the sale of bonds to finance new 

construction of public buildings. 8 Not surprisingly, the mid-1880s 

became a boom time for Texas courthouse building. 

The county courthouse was an important symbol of repre

sentative government and social stability not only in Texas but also 

through the nation. Commissioners Courts of the Gilded Age 

generally erected the most elaborate structure they could afford 

because they wanted to convey an image of prosperity and dignity. 

While the ornamental variations of Texas county courthouses are 

endless, many share a similar look. Architects developed a standard 

courthouse plan because all courthouses served the same functions. 

The Ruffinis and other practitioners modified their standard plan to 

suit the tastes and budgets of particular counties. Thus, the 

visual similarity of Ernst and Oscar Ruffini's courthouses is not 

unusual and indicates no lack of vision or skill on their part. 

The decision to build a courthouse or jail rested with the 

County Judge and the Court of Commissioners. Newly organized 

counties in the western regions of the state required new 

courthouses and jails, but some counties in more settled regions of 

the state replaced old courthouses in the late nineteenth century. 

Population growth, a deteriorating structure, or a combination of 

both necessitated new construction. Occasionally, fire or some 

Opobinson, Gone From Texas, p. 217. A few years later, in 
1885, the act was amended to include jails. 
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other disaster destroyed an existing, but serviceable, courthouse, 

prompting officials to commission a new building.9 

To help them decide what sort of courthouse to build, the 

Commissioners traveled to adjoining or nearby counties to examine 

other structures. The trips gave them ideas regarding architectural 

styles and functional requirements. In talking to the Commissioners 

in other counties, officials also learned which builders and 

architects were reputable. Some states, Michigan and Missouri among 

them, required the employment of professional architects, but given 

the imprecise definition of that nascent profession, one doubts that 

competence of design was assured.10 Although the Texas State 

Association of Architects nearly obtained passage of such a law in 

1889, professional registration did not pass until 1937. Up to that 

time, counties were free to engage the services of either architects 

or building contractors by direct commission or by competitions.H 

Most counties preferred competitions which gave the 

Commissioners a chance to compare several designs without paying a 

fee for each one. Courts usually employed one of two methods to 

stage a competition. In the first method, the Commissioners Court 

advertised for design proposals and bids in one package. The 

advert lament, which appeared in the Galveston Daily News and other 

major newspapers around the state, stated the proposed cost, size, 

9Goeldner, "Temples of Justice," p. 81. 

lOlbid., pp. 81-83. 

llSmith, Since 1886. pp. 2, 4, 17. 
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and other particulars. Contractors appeared before the Court on the 

specified date and each man explained his proposal. 

Contractors were not professional architects, but a few were 

talented designers. Some submitted original plans, but as 

competition with architects increased in the 1870s more and more 

contractors began to use the plans of trained architects. Sometimes 

contractors stole or copied designs. Reputable contractors, 

however, purchased plans from an architect. The Commissioners Court 

usually appointed a supervising architect to insure that the 

contractor followed the proposal and that all work was executed in a 

"workmanlike manner." The supervising architect received a monthly 

salary and expenses. 

The second method was a two step process. First, the Court 

advertised for proposals and architects and contractors appeared 

before the Court on the specified date. Normally, the Commissioners 

made their selection the same day. Architectural merit was just one 

consideration. Salesmanship played a major role in who won. The 

winner received either a lump sum or 3-1/2 percent of the contract 

price. If it chose an architect, the Court usually appointed 

him to supervise construction. He received an additional 1-1/2 

percent plus expenses. If it chose a contractor's design, the Court 

still appointed a supervising architect. 

Then, the second step began. The Court advertised for bids. 

A few weeks later, the Court opened the bids and made the award. 

If a contractor's design had been chosen, the contractor submitted a 
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bid, but that was no guarantee he would get the job to execute the 

design. 

Architects did not wish to compete against contractors, but 

they had little choice if they intended to do courthouse and jail 

work. Practitioners worked hard to convince officials of their 

superior training and expertise in comparison to building 

contractors. G.P. Randall of Chicago, who designed a number of 

courthouses and other public buildings in Illinois and Indiana, 

distributed a small booklet to publicize his availability and to 

educate potential clients. In Suggestions to Building Commissioners 

and Others. Who are About to Engage in the Construction of Public 

Buildings. Randall cautioned against competitions. He warned that 

unscrupulous architects would deliberately underestimate costs by 25 

percent to 50 percent so as to improve their chance of winning the 

contest. Randall, noting that most commissioners were not experts 

in the building arts, went on to explain that architects who 

guaranteed construction costs did so by cutting corners on the 

working drawings, omissions which only another architect or builder 

would be able to spot. Officials building a courthouse or another 

structure using such plans would find that "in a brief period it 

would be too poor to keep and too good to tear down."12 

In Texas, Ernst Ruffini tried to overcome the ignorance and 

parsimony of the Commissioners' Courts. In a letter to the judge of 

San Saba County, Ruffini offered his services for the design of a 

12G.P. Randall, Suggestions to Building Commissions and 
Others. Who Are About to Engage in the Construction of Public 
Buildings (Chicago: Hazlett and Reed, 1870), pp. 8-9. 
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jail and sheriff's residence. As was his custom, the architect 

asked for the lot size, orientation to the cardinal points, the 

amount of money the county planned to spend, and the desired 

prisoner capacity. Then Ernst presented arguments in favor of 

hiring an architect, noting that since the architect was paid by the 

Court rather than the contractor, he would protect the county's 

interests. He deprecated competitions claiming that, "... reput

able and responsible architects do not enter [them]" [Emphasis in 

original].13 

Although he failed to secure the San Saba job, Ernst 

eventually won several courthouse and jail commissions. Public 

commissions were an ideal venue in which to extend one's reputation, 

and they frequently led to commercial and residential jobs in the 

county seat. Public commissions could also be quite lucrative. 

Ernst's standard fee was 3-1/2 percent of the total construction 

cost. A courthouse of the late 1870s or early 1880s seldom cost 

less than $25,000 to erect, so architects were motivated to 

concentrate on the public trade. Contemporaries of Ernst Ruffini, 

including Eugene T. Heiner, W. C. Dodson, Jasper N. Preston, and 

Alfred Giles were among the professional architects who competed for 

courthouse and other public building work.l^ Ruffini's business 

correspondence burned in a fire at his Hancock Building office in 

13FER to Judge Hayworth (no first name given), San Saba, Apr. 
19, 1884,.SWC. 

14j. Riely Gordon, the most prolific of Texas courthouse 
architects, designing a total of fifteen courthouses, did not enter 
the courthouse competition fray until the 1890s. 
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Austin in the summer of 1883, but his correspondence from 1884 and 

1885 demonstrates that he did not wait for business to come to him. 

Upon hearing that a county intended to build a courthouse, Ernst 

wrote to the County Judge. The following letter of October 27, 

1884, to Judge James F. Cooper, Blanco County, was typical: he 

wrote: 

Having been informed that your county intends building a 
new courthouse, I take the liberty of presenting my card and 
soliciting your patronage, I have been making the design and 
plans for public buildings a specialty, and can guarantee 
you faithful services and reasonable charges; referring you 
to counties for which I furnished plans to as above. 

Please inform me as to probable cost, size and materials 
for construction, of your proposed building, also when your 
Hon. Court intends to take further steps in the matter. If 
desired, I will visit your city and personally exhibit plans 
and designs, at any time you may set. 15 

Ruffini followed up favorable replies with a trip to the county seat 

to meet in person with the Court of Commissioners. He presented 

drawings of earlier works as well as sketches of the proposed 

building. He did not prepare full plans, specificiations, and 

drawings, all done by hand, and representing a considerable 

investment of time, until he received a commission. Next, Ernst 

sent the plans and specifications to the County Judge so the Court 

could advertise for bids. Ernst's papers do not specify how many 

work-hours were required to prepare courthouse plans, nor the cost 

of materials, but he did observe that preparation of the plans and 

specifications for a private residence in Gonzales, Texas, 

represented ". . . to me, a value of my own time for about three 

15FER to James F. Cooper, Blanco, Oct. 27, 1884, SWC, 
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weeks, besides an actual cash expenditure of over fifty dollars, for 

three draftsmen's salary (sic), materials, etc. . . ."16 

The courthouse and jail business required Ernst to be 

constantly on the road. He covered thousands of miles by train and 

stagecoach to meet with Commissioners Courts, and when he won a job, 

he traveled to each site about twice a month to supervise 

construction, make reports to the Court, and authorize payment of 

installments to the contractor. 

In 1878 Ernst won the competition for the Gregg County 

Courthouse in Longview. He used a rectangular plan, although he 

projected the entries slightly. The Gregg County design included a 

straight Mansard roof relieved with gabled portals. Straight 

Mansard towers capped each entry and a convex clock tower projected 

from the center of the roof. The brick structure incorporated 

simple Roman-arched windows on the second and third stories and 

segmental-arched windows on the first. From an extant photograph, 

the only ornamental stone work appears to be the keystone of the 

arched entries. Brick pilasters added interest to the otherwise 

plain surface. (The pilasters were the same as those used by 

Ernst's old partner, Jasper N. Preston, on the Bastrop County 

Courthouse [1863-84].) Even the window surrounds and the string 

course separating the first and second stories appear to have been 

made of brick. No floor plan survives, but Ernst probably used the 

16FER to Hugh Lewis, Gonzales, Jan. 17, 1684, SWC 
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same plan—minus the third floor galleries and offices—of the 

Williamson County structure. 17 

The Rusk County Courthouse at Henderson utilized a similar 

plan (Fig.l). Completed in 1879, the Ruffini courthouse at 

Henderson was the third erected by that county. The first, most 

likely a log or plank structure, had been built about 1843. The 

second, a square brick building, burned in 1860 and had been 

rebuilt. But a second fire on March 6, 1878, totally demolished 

it. 15 Within a month, the Commissioners Court adopted Ernst's plans 

and specifications and appointed him superintendent of construction. 

D. N. Darling and his partner, a Mr, Redwine, received the 

construction contract with a bid of $14,948.19 Ernst traveled to 

Henderson at least six times between July, 1878, and January, 1879, 

to confer with the contractor and inspect the building.20 

Ernst choose red brick as the dominant material with 

contrasting cut stone surrounds, porticos, and cornice to mark the 

division between the first and second stories. The top cornice may 

also have been made of stone, but more likely was galvanized tin 

17photograph 1961/1-13, of the Gregg County Courthouse, 
Ruffini Collection, TSA. 

lOpusk County Genealogical Society, Remembering Rusk County 
(Dallas: Curtis Media Corp, for the Rusk County Genealogical 
Society, 1992), p, 19. 

19Rusk County Commissioners Court Minutes, Yol. 2, Mar. 30, 
1878, p. 355; May 31, 1878, p. 364. Transcribed by Maida Jaggers, 
Jan.'20, 1983. 

20FER to EWR, Cleveland, July 30, Sept. 4, Oct. 12, Nov. 10, 
1878; Jan. 18, 1879, EFR Collection. 
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painted to match the stonework. An early photograph shows a noble 

courthouse with convex clock tower and corbelled chimneys. It 

dominated the town square and probably the surrounding countryside 

as well. Placement and ornamentation of the windows and entries 

match the Gregg County structure, but the overall effect of the Rusk 

County Courthouse, because of the stone trim, was more pleasing. 

Rusk County officials razed the Ernst Ruffini courthouse in 1929 

when they erected a new courthouse. 21 

Ernst Ruffini's next project was the most significant and most 

elegant of his courthouse work. Ernst himself took particular 

delight when he beat out six other architects for the Navarro County 

commission in February 1880. He boasted to Lizzie, "... your 

husband is perhaps the best architect in the State of Texas. For it 

generally seems that he beats all that fight him. "22 The Navarro 

County Commissioners Court agreed to pay Ernst $1,200 for the plans 

and specifications, plus 1-1/2 percent on the contract price of 

$56,000 for supervision of construction in Corsicana, the county 

seat.23 As usual, Ernst made several trips to the building site to 

fullfil his duties as superintending architect of the three-story 

brick edifice which opened in 1882. The Navarro County Courthouse 

21photograph of the Rusk County Courthouse, Rusk County 
Historical Society, Henderson, Texas; John R. Dulin to Willard B 
Robinson, Lubbock, no date, facsimile on file at Rusk County 
Library, Henderson, Texas. 

22FER to EWR, Austin. Feb. 27, 1880, EFR Collection. 

23ibid.; C. L. Jester, Short History of Navarro County and 
Corsicana (1922; reprint, Corsicana, Texas: Stokes Printing Co., 
1944), p. 7. 
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resembled the Williamson County structure except that Ernst selected 

cream color brick. Workers painted the sheet metal clock tower to 

match. Ernst trimmed the windows and doorways in stonework similar 

in design to the the Williamson and Rusk courthouses. Variations 

included a sizeable portico at the main entry and a circular window 

incorporated into an elaborate surround above the center courtroom 

windows. Intricate cast iron cresting of the corner pavilions and 

clock towers also differed from the three earlier courthouses. 

The appearance of the clock tower is something of a mystery. 

A carte de viste, printed from one of Ruffini's illustrations, that 

Ernst used as an advertisement shows a center tower with convex 

Mansard top resting on a classically styled base with segmental and 

triangular pediments. 24 A watercolor rendering of the front 

elevation, in contrast, depicts a vaguely Gothic Revival, straight 

Mansard tower with the clock faces set in projecting gables.25 

Alas, no photographic print could be located. Regardless of the 

silhouette of the tower, the Navarro County Courthouse was one of 

Ernst Ruffini's finest works. 

As construction on the third story began, Ernst wrote his 

wife, ". . . it will be the finest looking new Court house in 

Texas—you bet your boots. No doubt it will give me a big 

24photograph, 1961/1-15, of the Navarro County Courthouse, 
Ruffini Collection, TSA. 

25watercolor rendering of the Navarro County Courthouse, EFR 
Collection. Perhaps, the rendering was used for Ernst's initial 
presentation to the Commissioners Court. It seems unlikely he would 
circulate a carte de viste which differed so radically from the 
actual structure. 
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reputation, and help me into some good work, and I will make some 

money in Texas yet, and don't you forget it."26 Burke's 1882 

Texas Alumnae declared the courthouse "the handsomest in the state" 

and Ernst sent carte de vistes of the structure to prospective 

clients as far away as Marshall, Missouri. 27 As word spread about 

the Navarro County courthouse, Ernst secured jobs for co\mty seats 

in Robertson, Hays, and Hopkins counties as well as a jail in Collin 

County. 

The Robertson County Courthouse was the second of Ernst 

Ruffini's public edifices built in Franklin, the county seat.28 in 

1880 the Commissioners Court engaged Ernst to provide specifications 

and drawings for a county jail. The Court was pleased with the 

result. When it held a competition the following spring for a new 

courthouse, not to exceed $30,000 in cost, the court again selected 

Ernst Ruffini. Captain James B. Smith of Austin, contractor of the 

recently completed jail, also won the courthouse construction bid.29 

He completed the building 1882. 

26FER to EWR, Austin, Mar. 2, 1881, EFR Collection. 

27Burke's Texas Almanac for 1882 (New York: American News Co. , 
1682), p. 43; FER to EWR, Austin, Nov. 8, 1881, EFR Collection. 
Ernst went to Marshall, Missouri in November 1881, to compete for 
the courthouse there. His reputation, apparently, preceded him. He 
told Lizzie of a display in the local drug store window which 
included the carte de viste of the Navarro County Courthouse. 

28j. W. Baker, History of Boberton County (Waco: Texian Press 
for the Robertson County Historical Survey Committee, 1971), p. 171. 

29FER to EWR, Austin, Mar. 17, 1681, EFR Collection. 
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The overall design of the Robertson County Courthouse 

resembled Williamson County's, except that Ernst employed the second 

story circular window he had used in the Navarro structure. A 

photograph of the courthouse in Franklin, taken about the time the 

building was completed, shows double sash dormers in each tower as 

well as a rusticated foundation. Stone appears to have been the 

dominate material.30 Captain Smith completed the building the 

following autumn. 

Smith and Ernst developed a close working relationship. The 

annual Austin Citv Directory from 1877 to 1888 variously list Smith 

as a carpenter, builder, contractor, and architect. 31 Smith served 

as the contractor for the Robertson County Jail (1880), the Callahan 

County Courthouse (1885), and submitted the architect's plans for 

the Concho County Courthouse (1885-86). The relationship between 

Smith and the architect was strong. Numerous references to "Mr. 

Smith" in Ernst's letters to his wife indicate that he and Smith had 

a cordial business relationship, but there is no evidence that 

details the arrangments the two worked out regarding fees or 

payments. 

The courthouses of Hays and Hopkins counties, finished in 1882 

and 1883 respectively, were simpler in design than Ernst's earlier 

works. Significant variations, however, gave each a unique 

character. In Sulphur Springs, the Commissioners Court of Hopkins 

30Baker, Robertson County, p. 172. 

3lListed variously as James B. Smith, J.B, Smith, and James M. 
(sic) Smith. Austin Citv Directory. 1879-80, p. 161; 1881-82, p. 
152; 1883-84, p. 140; 1885-86, p. 197; and 1887-88, p. 217. 
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County adopted Ernst's plan in May 1879. A few weeks later the 

court awarded the building contract to John Macdonald of Austin for 

a cost not to exceed $18,900. Macdonald, who was also a brick 

manufacturer, failed to uphold his part of the agreement and 

forfeited the contract. The Court again adopted plans submitted by 

Ernst Ruffini but then abandoned them, Ernst drew up the plans for 

the site, but when the Court changed the location, his proposed 

building was too large.32 Nevertheless, Ernst listed the Sulphur 

Springs courthouse on his letterhead from September 1880 and had 

carte de vistes made of the proposed structure, Ernst never saw the 

finished courthouse. Had he examined it, he may not have claimed 

it, for it was a crude imitation of the courthouse he originally 

proposed.33 

As completed by J, L, Gilbert, the courthouse differed 

substantially from Ernst's intentions. Gilbert kept the en eschelon 

plan, but employed a plain Mansard roof relieved by a pediment over 

the main entry. An awkward heavy-looking convex tower provided some 

visual interest. The building, said to be substantial, served just 

twelve years, having burned in 1894.34 

32G. G. Orren, "The History of Hopkins County." (M.A. thesis. 
East Texas State Teachers College, 1938), p. 70-71; Austin Citv 
Directory 1877-78, p. 159; 1879-80, p, 123; no listing for 1881-82; 
1883-84, p. 112; 1885-86, p, 136; 1887-88, p. 169. Each lists 
Macdonald as a builder and contractor. Despite the difference in 
spelling, Macdonald is probably the Mcdonald who built the McCulloch 
County Courthouse in Brady. 

33photograph, 1961/1-11, of the Hopkins County Courthouse, 
Ruffini Collection, TSA. 

34Hopkins County Historical Commission, Hopkins County 
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The Hays County Courthouse (1880-82) at San Marcos, in 

contrast, clearly shows Ernst's adept hand. The clock tower 

resembled the Robertson County edifice, but a different roof line 

and corner pavilions gave the Hays County structure a distinct look. 

Gabled dormers ornamented the straight Mansard towers and convex 

clock tower. Circular surrounds adorned the roof on each side of 

the tower. Extant floor plans reveal the general layout one would 

expect for a three story courthouse. Ernst incorportated a grand 

staircase at the east end of the long axis.35 

The Hays County building, next to the Navarro courthouse, was 

probably Ernst's most impressive structure. Fire damaged the top 

floor of the courthouse in 1908. Although the foundation was 

salvaged, C. H. Page and Brother, Austin architects and contractors, 

destroyed the integrity of the original exterior in their 1910 

renovation.36 

By 1883, Ernst Ruffini had eight courthouses to his credit. 

He did not build the next one for two years. In the intervening 

period, he won the commission for the Temporary Capitol and the Main 

Building of the University of Texas at Austin. He also designed and 

supervised erection of several homes and businesses in Austin. 

Throughout 1884, he sought courthouse and jail work, but the next 

Pictorial History (N.p.: Hopkins County Historical Society, 1987), 
p. 246. 

35pian3,1961/1, Hays County Courthouse, Ruffini Collection 
TSA. 

36Franees Stovall, et al. Clear Springs and Limestone Ledges. 
A History of San Marcos and Havs County (Austin, Texas: Hays County 
Historical Commission, 1986), pp. 134-35. 
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appointment did not occur until Feburary 1885, when the Blanco 

County Commissioners Court accepted the bid of Phillip Cage and 

C, P, Boon, local merchants and contactors, to build a simple but 

beautiful courthouse using Ernst's plan, which had already been 

adopted.37 

The Blanco courthouse marked the third and final form of 

Ruffini courthouses. It resembled Ernst's earlier works, but he 

employed an en eschelon plan. The Mansard towers over each entry 

and the circular dormers made the Blanco County Courthouse a simple, 

but elegant structure. Architecturally, it showed Ernst at his 

best. Although the Navarro County Courthouse was more elaborate, 

the Blanco design was more creative. Ernst's inspiration came from 

an unlikely source: the Tom Green County Courthouse, then under 

construction in San Angelo, where his brother Oscar was the 

supervising architect. 

A brief history of the Tom Green County Courthouse helps 

explain the relationship between it and the Blanco structure. In 

the spring of 1884, the Commissioners Court of Tom Green County 

accepted the combination proposal and bid of J. H. Walker. The 

Court Minutes identify Walker as an "architect and builder. " Then 

the Court hired Oscar Ruffini to superintend construction. Oscar 

worked up a duplicate set of plans and sent them, along with a 

photograph, to Ernst back in Austin. 

37unnumbered specifications, Blanco County Court House, 
Ruffini Collection, TSA, signed Feb. 12, 1885. In a letter to Judge 
J. F. Cooper, dated Feb. 3, 1885 (SWC), FER refers to working 
drawings and specifications he had already sent for the examination 
of contractors. 
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A few months later, in April 1885, in a letter to Oscar, the 

elder Ruffini thanked him for the plans and photograph. Ernst told 

Oscar that he was sending him a new book on architectural history 

"... in acknowledgement for using your Tom Green C. H. plans as I 

did, and adapted them for Blanco County, where it is now being 

built, with my alterations, etc. I made the Baird C. H. plans for 

J. B. Smith from my Blanco C. H. plans and he got the job with 

them. "38 Ernst further commented that the plan of the Tom Green 

courthouse was novel and the elevations "catching. "39 

The Tom Green Courthouse with its Mansard towers and pavilion 

plan resembled dozens of others built in Texas in the 1880s. But it 

was, in fact, unique. Ernst called the Tom Green county structure 

novel and catching because he had never seen the work of its 

designing architect. Ernst was familiar with the courthouses of 

W. C. Dodson and Alfred Giles, his main competitors. The architect 

of the Tom Green County Courthouse, it turned out, was not J. H. 

Walker who submitted the plans, but W. W. Larmour of San Antonio. 

When Larmour found out that someone was using his design, he filed a 

claim againt the contractor. The Court had dismissed Walker by that 

time for failure to execute the contract, so Larmour sued the new 

contractor, John C. Lillis. Eventually, the District Court upheld 

Larmour's claim and Lillis had to pay $2,005.^0 

38FER to OR, San Angelo, Apr. 14, 1885, AD Collection. 

39ibid. 

40Tom Green County Commissioners Court Minutes, Yol. 2, Mar. 
5, 1684, p. 103; Nov. 9, 1885, p. 302. W.W. Larmour should not be 
confused with the Austin architect J. W. Larmour, The Minutes give 
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As the San Angelo Courthouse was W. W. Larmour's only 

courthouse—at least the only one ever identified—one can 

understand why Ernst found it stimulating. Ernst found inspiration 

in some of the details. He adapted the surrounds of the third story 

of the Tom Green County Courthouse for the Blanco Courthouse. Ernst 

specified rubbed stone, a smooth finish, instead of the rough finish 

of the San Angelo Courthouse. Another influence was the proportion 

of the towers to the roof and the rest of the structure. Compared 

to his previous work, Ernst made the towers of the Blanco courthouse 

slightly taller and wider. And the portals were somewhat smaller in 

comparison to the portals and dormers he had used in his other work. 

Finally, the strong shadows created by the pavilions of the San 

Angelo courthouse caught Ernst's attention. In the Blanco 

courthouse Ernst did not use a pavilion plan, but used a deeper set 

back for the receding planes of the en eschelon plan. The changes 

in scale enhanced the overall effect, bringing the components of the 

courthouse into better harmony. 

Texas architectural historians consider the Blanco Courthouse 

design one of the most attractive of nineteenth-century courthouses 

in Texas. It became the prototype for the Callahan and the Concho 

County Courthouse built at Paint Rock (1885-86). Oscar later 

recycled the design for the courthouses in Mills (1889) and Sutton 

(1891) counties. Altogether, five courthouses of the design graced 

the landscape of West Texas. 

W W. Larmour's name as Laramour. 
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As originally built, the Blanco County Courthouse incorporated 

a straight Mansard roof and center pavilion at the front entry. 

White portals decorated the Venetian red roof and towers. A heavily 

bracketed and dentilled sheet metal cornice and iron crestings on 

the towers completed the decoration of the simple but well 

proportioned building. Specifications for the Blanco, Callahan, and 

Concho structures indicated Ernst's choice of ranged work, or rough 

faced, ashlar for the exterior walls. He instructed that workers 

paint the cresting blue. Craftsmen grained the exterior doors to 

resemble black walnut.^1 

The Blanco County structure served as a courthouse only four 

years, but remained an important public space in the town. Voters 

in 1890, decided to move the county seat to Johnson City. The old 

courthouse passed through the hands of a number of owners. At 

various times people used the building as a roller rink, newspaper 

office, bakery, farmer's union hall, library, and museum. From 1940 

to 1970, the structure housed a hospital and clinic. At some point, 

one of the owners decided to replace the towers and portals with a 

plain Mansard roof, thus altering the appearance of the building, 

The owner probably chose a plain roof because maintenance of the 

original roof was too costly. Today, the Old Blanco County 

Preservation Society cares for the building.42 

41Specifications for Blanco County Courthouse, Ruffini 
Collection, TSA; Specifications for the Concho County Courthouse 
were originally prepared for Callahan County, but the latter has 
been crossed out and Concho substituted, Ruffini Collection, TSA. 

42ROSS McSwain, "Blanco Salvages Old Courthouse," San Angelo 
j^fftndard-Times. Oct. 2, 1989, p. 7A. 
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Ernst adapted the Blanco plan for Callahan County where his 

friend Captain Smith in February, 1885, submitted the proposal. The 

Commissioners Court in Baird, the county seat, had been trying since 

1883 to build a courthouse. Smith became the third contractor 

engaged by the county, and he completed the courthouse at a cost of 

$26,000 the following August. 43 

Smith next submitted Ernst's plans to Concho County where the 

Commissioners Court accepted them in September 1885.44 About three 

weeks later the Court selected the $24,973 bid of Kane and Cormack 

to build the new courthouse. At the same session, the Court also 

voted to pay Smith, who also submitted a bid, $625 for the plans and 

specifications.45 A short time later, the Court appointed Oscar, 

then living in San Angleo, to be supervising architect. 

The Concho County Courthouse is the best preserved example of 

a Ruffini courthouse (Fig. 2). The county has maintained the 

original roof with the assistance of grants from the Texas 

Historical Commission. The Courthouse silhouette is visible from 

several miles away and never fails to catch the traveler's eye. 

Ernst's name never appeared in the Concho County Commissioners 

Court records, Ernst was very busy in the spring of 1885 and 

working with Smith enabled him to add courthouses to the corpus of 

his work without having to personally submit plans and superintend 

43Brutus Clay Chrisman, Farlv Davs in Callahan County 
(Abilene: n.p., 1966), p. 178-79. 

^^Concho County Commissioners Court Minutes, Book A, Sept. 8, 
1885, p. 362. 

45ibid, Sept. 29, 1885, p, 384, 
129 





CO 

ta 

^ s 
o .2 

^ 3 
o 

o 

a 
3 
O 

o 

G 
o 

X! o 
* - OS 

o w 
>* w 

3 
O 



131 



construction. The arrangement represents how reputable contractors 

and architects cooperated with each other to their mutual advantage. 

Ernst did not live long enough to see the completion of the 

Blanco, Callahan, and Concho courthouses. After Ernst's death Oscar 

closed up the Austin office and returned to San Angelo. Following 

Ernst's example Oscar pursued courthouse and jail work, but he never 

attained the elder Ruffini's success. 

After Oscar completed work on the Mills County Courthouse in 

1889, he sought additional courthouse work. Two years later the 

Commissioners Court of Sutton County selected his proposal, based on 

the Blanco prototype, for a courthouse for the newly organized 

county. Oscar's experience in Sutton County provides insight into 

the respective roles of architect, contractor, and craftsman. The 

Court adopted Oscar's plan in February and by March 1, 1891, Oscar 

had showed the plans and specifications to prospective contractors. 

The Court accepted a bid of $27,706, submitted by Z. D. Gafford and 

August Balfanz of San Angelo.^5 

Stoneworking was the most prestigious of the crafts involved 

in the erection of the Sutton County Courthouse and other buildings. 

Dressing the blocks of stone and carving stone details required a 

high degree of skill. The contractors employed ten stone masons. 

46"$40,000 for Public Buildings in Sonora the Capital of 
Sutton County," Devil's River News (DRN^. Feb. 14, 1891, transcribed 
by JoAnn Palmer, Sutton County Historical Society, Jan. 1993; 
untitled update on courthouse, DRN, Apr. 4, 1891. Sutton County 
built a jail at the same time. The paper incorrectly spells Balfanz 
as Belfanz. 

132 



including J. B. Mclnteer and William Stephenson of Coleman, located 

over 160 miles from Sonora. Craftsmen often worked away from home 

and the men probably roomed in the local hotel or at a boarding 

house. Stone work could be dangerous. E. Mazinke lost part of his 

left index finger when a stone fell and severed the finger at the 

first joint.47 

Oscar made regular inspections and work continued. In 

September the painting and glazing sub-contractor, A. S. Gantt of 

San Angelo, was ready to paint the interior and install the window 

glass.^5 A few weeks later the Devil's River News, the local 

newspaper, reported that "The court house building is looming up. 

The first story is complete and the work is rapidly progressing. "^9 

As the courthouse neared completion, the Devil's River News 

lavished praise on all involved: "... before you know it, Sutton 

county will own the neatest courthouse of any county west of 

Colorado [City], San Angelo not excepted. Mr. 0. Ruffini, the 

architect who planned this building is certainly a master hand at 

his business. . "50 The paper called Balfanz a "thorough workman" 

and predicted that the courthouse "will last beyond our life 

time. "51 And so it did. The Sutton County Courthouse, with a 

47DR1I. untitled updates. May 2, Nov. 7, 1891, 

48ibid., Sept. 12, 1891. 

49ibid., Nov. 7, 1891. 

50ibid., Dec. 12, 1691. 

51lbid, 
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slightly altered roof, stands as a tribute to the beautiful and 

serviceable design of Ernst Ruffini, to the competency of Oscar 

Ruffini, and to the skill of the craftsmen. 

Oscar built a second courthouse in 1891. Sterling County with 

barely 1,000 inhabitants, commissioned a two-story frame building 

which looked more like a private dwelling than a county capitol. It 

was approximately thirty feet wide and fifty feet long. The 

Commissioners Court approved $2,600 in bonds for construction of a 

courthouse, about a tenth of the cost of courthouses in more settled 

parts of the state. The actual construction cost of $1,800 probably 

made it one of the least expensive courthouses in the nation at the 

time. After the county erected a new, and more stately, building in 

1905, the old frame building became a hotel. 52 

His final courthouse design was a stone structure built in 

1902 for Crockett County in Ozena. Oscar incorporated a pavilion 

plan, making the building his most original courthouse design. 

Oscar employed Neo-classical porticos and fanlights in windows of 

the central pavilions. The Crockett County Courthouse is still in 

use. The National Register of Historic Properties includes it, as 

does the Texas State Register of Historical Properties.53 

Jail work also comprised a substantial part of Ernst and Oscar 

Ruffini's professional efforts. The typical late nineteenth-century 

52Beverly Daniels, ed. nulling Around Sterling County: A 
History of Sterling County (Canyon: Staked Plains Press, 1976), pp 
22-23. 

53Texas Historical Commission, "Texas County Courthouses," 
booklet listing National and State Historical Register courthouse 
properties (Austin: Texas Historical Commission, revised 1991). 
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jail in Texas was a two or three story building of stone or brick. 

The first floor housed the sheriff and his family. The second and 

third confined the prisoners—usually in patented steel cages. 

Architects and builders often designed an L-plan or T-plan 

configuration for larger jails. Ernst Ruffini preferred the latter, 

obtaining the T-shape by attaching a cell block to the rear of th© 

main building. Most of the jails of the period resembled medieval 

fortresses, but Ernst's designs deviated radically in appearance 

from the norm. His choice of the Italianate style gave the 

sheriff's residence a more home-like appearance compared to most 

other jails. 

The designs of the Comal (1878-79), Robertson (1880-81), 

Collin (1882), and Burnet (1884-85) county jails were virtually the 

same (Fig. 3). The main building was two stories tall, three bays 

wide and one deep. He employed a low hipped roof. No towers or 

corner pavilions appear, but a pediment in the roof over the main 

entry added grace and nobility. A rusticated foundation and quoins, 

and a sheet metal cornice added visual interest. The cell block, a 

cube two stories in height, was strictly functional. Steel bars 

covered all the windows of the cell block as well as those of the 

sheriff's office in the main building. No evidence has been found 

to indicate that a gallows was included in any Ruffini jail. 

The only extant floor plan, for the Bumet County Jail, is 

typical of the layout of the other structures. The first floor of 

the main building contains a sitting room to the right of the entry 

hall, a dining room to the left. The kitchen occupied the left rear 
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quadrant of the jail and residence. A pass-through from the kitchen 

to the cell block enabled the sheriff's wife to deliver meals to the 

guard for distribution to the prisoners. A steel door set in a 

24-inch deep wall led from the kitchen to a hall containing the 

stairway to the second floor. The sheriff's office was on the other 

side of the hall. The office contained another doorway to the 

outside and an opening, well secured and set in another 24-inch 

wall, to the cell block. 

The cell block of the Burnet County Jail held one 8 by 12 foot 

cell on the first floor and two 7 x 8 foot cells on the second. 

Ruffini placed a water closet and wash basin on each floor of the 

cell block. (Presumably, the sheriff and his family used an 

outhouse, because no water closets were included in the residence.) 

The only egress from the cell block was through the sheriff's 

office. The second floor contained separate rooms for female and 

insane prisoners, a grand jury room, and a guard room. 54 

Construction of the Comal County Jail provided some 

amusement. As superintending architect, Ernst traveled to New 

Braunfels several times. He complained to Lizzie, then his fiancee, 

of the 110 mile stagecoach ride from Austin to the Comal County 

seat, but conceded he always "enjoyed himself splendidly" once 

there. He described a whirl of balls, picnics, and card parties.55 

No doubt Ernst's fluent German gained him friends and business 

54pians, 1961/1-257, for the Burnet County Jail, Ruffini 
Collection, TSA. 

55FER to EWR, Cleveland, undated (between Aug. 18 and 28, 
1676, EFR Collection. 
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contacts. Later he designed a store there for Ernst Schreff. 

Completion of the jail in June 1879 coincided with the Pfiostenfest 

(Pentacost festival), and Ernst sailed through another round of 

balls and parties. To celebrate the opening of the new jail, the 

County Judge and Commissioners invited Ernst to join them for a wine 

supper where the six men consumed some twenty bottles. 56 if any 

other public officials marked the opening of their new jails with 

such festivities, Ernst never mentioned it. 

The Limestone County Jail, built in Grosbeck in 1881, 

resembled Ernst's four other jails. No photograph survives, but his 

advertising photograph indicates that the Limestone jail may have 

been sustantially larger—three bays wide and five deep for the main 

building, and a two-story cell block at the rear of the building. 

The structure matches exactly a view of the prison in Fountain 

County, Indiana, preserved in Ernst Ruffini's scrapebook.57 Ernst 

may have developed the design when he worked in the mid-1670s for 

Edwin May of Indianapolis. 

Oscar Ruffini, in contrast to his brother, designed jails more 

like blockhouses. His first, built in 1684, in San Angelo for Tom 

Green County, terminated in a crenallated top, giving it a castle

like appearance. A sawtoothed cornice topped a later addition, but 

56ibid., June 7, 1879. 

57photgraph, 1961/1-17,of a perspective of the Limestone 
County Jftil. Ruffini Collection, TSA; perspective of the Fountain 
County, Indiana, Prison, Scrapbook, FC. The image of the Fountain 
County'Prison bears the name of Edwin May, Architect and 
F E. Ruffini, delineator. 
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Oscar employed the same heavy lintels and pointed window hoods he 

had used on the original section. 

Oscar's other jail, built for Menard County in 1890, contained 

a one-story guard room at the front. It opened to the first floor 

of the cell block which housed three cells—one each for female, 

misdemeanor, and insane prisoners. A stairway led to the second 

floor where a three cell steel cage confined prisoners. 58 

In the courthouses and jails of Ernst and Oscar Ruffini, one 

can see the professional architect's desire to secure public 

commissions not so much because they afford possibilities for 

artistic expression, but for their prestige, promotional, and income 

potential. Ernst's portfolio contained a greater number of 

courthouses and jails than Oscar's, and such structures formed a 

larger proportion of Ernst's practice compared to his younger 

brother's. Had he continued to practice architecture, Ernst 

undoubtedly would have designed additional county edifices, but 

residential and commercial works would probably have outnumbered 

courthouses and jails. 

In addition to the courthouse commissions he secured, Oscar 

competed for several others that he did not win. Oscar did not have 

Ernst's skill and finesse as a salesman. Ernst was flashy, 

gregarious, and diplomatic. Oscar was plain, retiring, and blunt. 

Also, Oscar limited his practice geographically. Afflicted by a 

lung disorder, Oscar confined himself to West Texas. These factors 

58pians, 1961/1, for the Menard County Jail, Ruffini 
Collection, TSA. 
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explain, in part, why Oscar did not build as many courthouses as 

Ernst. Another reason is that Oscar continued to employ the Blanco 

design with little or no modification at a time when the French 

Second Empire style was supplanted by Romanesque Revival. The 

Blanco prototype was sound and attractive, but many commissioners 

may have found it too plain to symbolize the progress and prosperity 

of their counties. Oscar, while less original and adventuresome in 

design than Ernst, nevertheless made a significant contribution to 

the body of Texas public buildings, particularly in West Texas. 

Courthouses and jails comprised a historically and 

architecturally significant part of the work of Ernst and Oscar 

Ruffini. Of Ernst's courthouses and jails, only the Blanco and 

Concho courthouses and Collin and Burnet jails survive. The Collin 

County Jail contains a museum, but the Burnet jail houses the county 

adult and juvenile probation offices. Most of Ernst's courthouses, 

however, came down long ago. Oscar's courthouses in Crockett and 

Sutton counties still serve the purpose for which he designed them. 

Courthouse and jail work helped Ernst and Oscar establish 

their reputations and led to additional commissions, many of them 

for other types of public buildings. Their work on government 

institutions, schools, store and office buildings, and lodges also 

testify to the importance of the Ruf finis in Texas architectural 

history. 
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CHAPTER YI 

PUBLIC INSTITUTIONS AND 

COMMERCIAL STRUCTURES 

Ernst and Oscar Ruffini, as independent practitioners, had to 

be versatile. Courthouses and jails, lucrative as they were, could 

not sustain a practice over the long haul. Each brother chose to 

establish his practice in a time and place ^ e n demand increased for 

public buildings of all kinds. The State of Texas required several 

new structures and replacements for old ones. In the private sector 

there were churches, opera houses, stores, office buildings, banks, 

lodge halls, and schools to be built. By offering architectural 

services for several building types, each brother diversified his 

practice, reduced dependence on state and county contracts, and 

expanded his network of business contacts. 

Ernst Ruffini began as early as 1879 to solicit commissions 

for state institutions. Costly facilities such as prisons, asylums, 

and universities offered large fees and enhanced one's reputation 

when seeking county or private work. The award of one state 

contract also opened the door to other state jobs as the architect 

came to know the members of governing boards. 

The State Legislature created a boom in public building in the 

1870s and 1880s as it appropriated funds to build new institutions 

and enlarge others. In the period, state leaders approved additions 

to the institutes for the blind, deaf, and insane in Austin and 

authorized the erection of similar facilities in other parts of the 
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state. The most expensive and largest undertaking was the building 

of the new Capitol (1883-88). 

Of some forty-four projects during his career, Ernst became 

involved in the design or construction of four institutions built by 

the State of Texas. They were the East Texas State Penitentiary 

(1679), the Temporary Capitol (1682), the Main Building of the 

University of Texas at Austin (1662-89), and the Asylum for the 

Insane (1863-84). Oscar as an assistant to his brother from 1878 to 

1664 prepared drawings and specifications for some of these 

projects, but he never executed a state institution on his own. 

Ernst' s role varied with each facility. He was supervising 

architect for the Penitentiary and designing architect for the 

addition of the West Wing of the Insane Asylum. He fulfilled both 

roles for the Temporary Capitol and the Main Building. 

Ernst in 1679 secured the supervising architect's position for 

a new prison, the East Texas State Penitentiary, near Rusk in 

Cherokee County, about two hundred miles northeast of Austin. Every 

insitution had a supervising architect to inspect it at regular 

intervals, to supervise the erection of additions or alterations, 

and to access damages from storms and to oversee routine maintenance 

of roofs and other items. Two years earlier the State had adopted 

the plana of Kanmacher and Denig, contractors of Columbus, Ohio, and 

had engaged the firm to build the prison. When Emst came on board 

as supervising architect in the summer of 1879, Kanmacher and Denig 

had already completed three of the buildings of the Rusk complex. 1 

Is. N. Pickens, Inspector, East Texas Penitentiary 
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As supervising architect, Emst oversaw the "shakedown" of the 

new facility and arranged necessary corrections and additions. The 

Main Building contained 636 cells in two long wii^s. The 

Administration Building, connected to the cell blocks by an enclosed 

passage, housed offices and family living quarters for the 

superintendent. A separate Dormitory Building, behind the Main 

Building, contained a kitchen, dining rooms, sitting rooms, and 

dormitories for prison guards and support staff.2 During his two 

year tenure he also supervised the erection of various outbuildings 

including warehouses and workshops. The state paid Emst $1,500 for 

two years of service.3 

The Tei^orary Capitol, Ernst's next job for the state, came as 

a windfall. He was in Marshall, Missouri, competing for a county 

courthouse job when a fire on November 9, 1881, destroyed the State 

Capitol back in Austin. Ernst continued the trip to investigate the 

purchase of stock in the Ifoyqueen Mining and Milling Company near 

Leadville, Colorado, as Texas officials scrambled to find temporary 

quarters. 4 Captain C. F. Millett opened the Opera House to the 

House of Representatives. The Senate met at the Manning Rifle 

Armory. Governor Or en M. Roberts set up office in the Travis County 

Courthouse while other officials and their staffs rented space in 

Construction, Report to Gov. Richard B. Hubbard, Jan. 1, 1879, East 
Texas Penitentiary Papers, TSA. 

2lbid. 

3FER to EWR, Cleveland, Mar, 23, 1679, EFR Collection. 

4FER to EWR, Austin, Nov. 8, 1881, EFR Collection. 
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office buildings and homes around the city.5 The Capitol Commission 

had already adopted plans for a new Capitol some months before, but 

construction of the new state house had not begun and would take 

some years to complete anyway. Temporary quarters were a necessity. 

About eight months after the fire the Capitol Board advertised 

for bids for a Temporary Capitol. Costs for the 13,700 square foot 

structure were not to exceed $45,000 and the contractor had to 

complete the building by January 1, 1883. The Board required the 

successful bidder to furnish plans, specificatons, and detailed 

drawings.6 

Ernst collaborated with his contractor friend James B. Smith, 

with whom he had worked on the Limestone County Jail and the 

Robertson County Courthouse and Jail. The Board chose Smith and 

work commenced. Located at the southwest corner of Congress Avenue 

and Mesquite (Eleventh) Street, opposite the Capitol grounds, the 

three-story Temporary Capitol in the summer and fall of 1882 rose 

rapidly.7 

The plan for the Temporary Capitol was a study in simplicity. 

Time and budgetary constraints compelled Ernst to plan a functional 

yet dignified structure. Employing stone salvaged from th© Old 

Capitol, Ernst devised an Italianate facade of eight bays. By 

Sfiarkley, Travis County and Austin, pp. 120, 122. 

6"Sealed Proposals," clipping. May 15, 1882 (probably from the 
Austin Daily Statesman). EFR Collection. 

7Robinson, Gone From Texas, photo on p. 241; Map, Austin, 
Texas, Sanborn Map and Publishing Co., 1885. 
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placing the entries in the third and fifth bays and situating a 

classical pediment above the two bays in between the entries, Emst 

achieved the symmetry characteristic of public buildings of the day. 

Keystones enhanced the window surrounds on all three stories. The 

back of the building was unadorned except for a plain wooden 

cornice. Ernst used galvanized iron for the cornice on the street 

sides. The Temporary Capitol continued to serve public functions 

once state offices relocated to the new state house in 1888. Fire 

destroyed the building in September 1899.5 

About the same time that Ernst and Smith began work on the 

Temporary Capitol, the Board of Regents of the University of Texas 

engaged Ernst to design the Main Building. The city of Austin had 

led a crusade to win the privilege of becoming home to the school. 

Some months earlier, in September 1881, excitement rose as voters 

prepared to cast ballots in a referendum to choose a site for the 

University of Texas main campus. Ernst no doubt followed the 

compaign waged by Austin, Waco, Tyler, Galveston, and other cities. 

He intended to submit plans for the university regardless of 

location, but if Austin won, Emst's friendship with A. P. 

Wooldridge and other city leaders could yield handsome dividends. 

Austin also held the advantage that if his plan was selected, Ernst 

would not have to work out of town as much. Lizzie was expecting 

their first child and Emst wanted to stay nearby. 

A few months before the referendum, Wooldridge and four other 

of Ernst's friends—John Hancock, William Brueggerhoff, Eugene 

Sflart, Austin and Travis County, p. 94. 
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Bremond, and C. F. Millett—formed a committee to drum up support 

for Austin. Jacob Bickler, proprietor of Bickler's School, 

eventually became a client. The boosters were partially successful. 

The voters chose Galveston for the Medical Branch and Austin as the 

site for the Main Branch of the University of Texas. 9 

Governor Roberts appointed a Board of Regents which included 

Wooldridge. Fortunately for Emst, the Board selected Wooldridge to 

chair the building committee. The two men had become acquainted as 

early as 1880, when both established offices in the Hancock 

Building. The committee invited architects to submit plans. Six, 

including Ernst, did so. The committee chose his proposal for a 

four-story Gothic Revival ediface \^ich could be built in stages as 

enrollment and appropriations permitted. 

Emst's friendship with Wooldridge may have influenced the 

committee's decision. Perhaps the members bestowed the commission 

on Emst, who had lost the recent Capitol CoiiiQ)etition, as a kind of 

consolation prize. But aside from Wooldridge, the other men knew 

Ernst by reputation alone, if at all. Even if Emst had been an 

unknown, the merit of his plan was sufficient to win the 

competition. The design for the Main Building represented Emst 

Ruffini at his best. Architecturally, it was his masterpiece. 

Emst turned to the Healy Building erected in 1879 by the firm 

of Smithmeyer and Pelz—best remembered as the architects of the 

Library of Congress—on the campus of Georgetown University in the 

9Ruth Ann Overbeck, Alexander Penn Wookdridoe (Austin: Yon 
Boecknann-Jones, Co., 1963), pp. 11-12, 25. 
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Distict of Columbia. 10 Ernst probably saw the Healy Building \rtien 

he traveled to Washington in September 1884, but nothing in his 

papers indicates he personally examined the stmcture before that 

date. 11 An engraving of the Healy building appeared in the American 

Architect and Building ^^^ of March 27, 1880.12 Ernst probably 

clipped the plate for his collection and referred to it and other 

public buildings when he began to design the Main Building. 

Ernst found inspiration in the Healy Building's steep hipped 

roof, prymidal towers and gothic detail, yet he created a unique and 

stately ediface for the University of Texas (Fig. 4). When com

pleted the Main Building consisted of three sections. A central 

clock tower located at the main entry, dominated the structure. 

Wings extended to the east and west of the central pavilion. Gothic 

detail, including stepped buttresses, quatrefoil motifs, and 

corbelled brickwork, contributed to the picturesque effect. 

Polychromy achieved through the use of brick, cut stone, 

colored slate, and assorted metals further suggested medieval 

antecedents. Ernst specified limestone for the first story and 

brick for the remainder of the walls. Surrounds of alternating 

bands of brick and stone set off the round arch windows of the 

lOprury Blakeley Alexander, "Introduction" in Carol McMlchael, 
Paul Cret at Texas. Architectural Drawing and the Image of the 
University in the 1930s (Austin: University of Texas, College of 
Fine Arts, 1963), p.12-13 (Exhibition catalog). 

H F E R to EWR, Austin, Sept. 11, 1884, EFR Collection. 

12Alexander, "Introduction," p. 12. 
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second story and segmental arch windows of the third. String 

courses of limestone contrasted with the brick. 13 

Making best use of the physical setting, Emst placed the Main 

Building on a hill, the highest elevation of the forty acre campus. 

He situated the clock tower on the north-south axis of the campus 

near the intersection of the east-west axis. Through the placement, 

Emst insured that the Main Building would be the focal point of the 

caucus, but he aligned the clock tower with the dome of the soon-to-

be-built Capitol. The clock tower and the dome dominated the Austin 

skyline until the University razed the tower in the 1930s. 14 

The Board decided to construct the west wing first. The 

notice to contractors appeared the same day as the one for the 

Temporary Capitol. 15 The Board hoped to complete the Main Building 

by the end of the year, but it adjusted the deadline to June 1, 

1663. Abner H. Cook, a reputable and well-known Austin contractor, 

won the bid at $69,000.15 in signing the contract on July 17, 1662, 

Cook accepted the deadline and agreed to abide by Ernst's decisions 

as supervising architect.17 

13specifications for the West Wing of the Main Building of the 
University of Texas at Austin, 1682, Ruffini Collection, TSA; 
Photographs of Old Main, University of Texas Collection, Austin 
History Center, Austin, Texas. 

^Alexander, "Introduction," p. 11; McMlchael, Paul Cret. p. 
100. 

15"Notice to Contractors," clipping. May 16, 1882 (probably 
from the Austin Daily Statesman). EFR Collection. 

16Hafertepe, Abner Cook, p. 184. 

17specs. for the West Wing. 
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Abner Cook, born in 1614, in North Carolina, had settled in 

Austin when it was little more than a village. He did the carpentry 

work for the 1666 Capitol, but he was best known as the builder of 

the Texas Governor's Mansion (1664-56) which still stands. Self-

trained. Cook built several of Austin's ante-bellum homes. As 

professional architects, such as Emst, moved to Austin in the 

1670s, Cook shifted his focus to contracting. Prior to the 

construction of the west wing. Cook built several store and office 

buildings. 15 in short. Cook had earned a good reputation and had 

previous experience with the state. The University of Texas Main 

Building was the first time he worked under Ernst's supervision. 

The construction of the Main Building proved an ordeal for 

both Cook and Ernst Ruffini. Excavation of the site began August 1, 

1882, and the following November Governor Oren M.Roberts addressed 

the crowed that assembled for conerstone laying ceremonies. 19 Work 

progressed slowly for some months. According to Cook, the major 

problem was a shortage of brick layers. He en^loyed eight brick 

masons at $4.60 a day, but he could have used twice the number. The 

remainder of the contractor's crew consisted of five stone masons, 

five carpenters, and ten laborers. Cook missed the June 1, 1663, 

deadline. Cook found by mid-summer one more brick mason and raised 

the pay to $5.00 a day. A few weeks later the men went on strike 

ISflafertepe, Abner Cook, p.xvi. 

l^Hafertepe, Abner Cook, p. 184; Barkley, Travis County and 

iiisiin^ P- 157. 
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demanding an additional dollar. About a month later the men 

returned to work.20 

Ernst probably found consolation in the fact that despite the 

delays he continued to draw a $150 per month salary for 

supervision.21 Delays also made it possible to stay in Austin with 

his wife and baby daughter, Clara. On the other hand, he was not 

free to pursue courthouse and jailwork in distant counties. The 

slowness of construction of the Main Building explains why Ernst in 

1882 and 1883 aggressively pursued commercial and residential work 

in Austin and nearby cities. He also sought additional state 

contracts. 

Ernst's work for the Board of Managers of the Asylum for the 

Insane began and ended while the University was still under 

construction. Ernst secured in 1883 a commission for a dormitory 

wing and an addition to the laundry building. The original Asylum 

dated back to 1857. C. C. Stremme designed a three-story stone 

building in the then-fashionable Italianate style. Since then, 

several other Texas architects and builders, including James 

Wahrenberger, John Andrewartha, George W. Glasscock, Charles Payne, 

Abner H. Cook and Son, and Jasper N. Preston had fashioned various 

additions and alterations.22 

20Hafertepe, Abner Cook, pp. 184-86. 

21statement, FER to the Board of Regents, Univ. of Texas, July 
1, 1884, SWC. 

22Hafertepe, Abner Cook, p. 125; Williamson, Austin._!£;£&&. p. 
74. 
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Ernst recieved a 2-1/2 percent commission on a contract price 

of $17,259 plus 1-1/2 percent for supervison of the contractor, 

Joseph Fischer. Unfortunately, no photograph or drawings survive 

that can be identified as Ernst's work. Over the years so many 

architects and builders worked on the complex that in th© absence of 

reliably dated images, one cannot determine Ernst's portion of the 

work.23 

Meanwhile, as work neared completion on th© Insane Asylum 

additions. University of Texas students began in the fall of 1883 to 

meet in the Temporary Capitol as Cook dealt with one final crisis in 

the construction of the Main Building. Some months earlier. Cook 

had engaged a sub-contractor to prepare and install the galvanized 

iron, zinc, and tin work. The sub-contractor failed to perform the 

work and Cook fired him. Cook then hired Benjamin Radkey of Austin, 

an experienced metal worker. 24 

Ernst, as superintendent, had the duty to approve the 

appointment of any sub-contractor, Ernst, without giving a reason, 

refused to accept Radkey. As the situation turned out, Radkey could 

not have completed the work anyway since the metalworker died before 

the dispute between the architect and the contractor could be 

resolved. Cook at last found an acceptable man in Brenham to do the 

zinc and tin work. 25 

23FER to Board of Managers, Insane Asylum, Apr. 3, 1884, SWC; 
Specifications for the West Wing of the Main Building of the 
Hospital for the Insane, undated, Ruffini Collection, TSA. 

24Hafertepe, Abner Cook, p. 188. 

25FER to Abner Cook (date obscured, probably Sept. 1883), 
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The Main Building was sufficiently finished for classes to 

meet there for the Spring term of 1884. Ernst did not accept the 

building as complete until March. Cook, in the meantime, died 

unexpectedly in February. 26 Ernst must have breathed a sigh of 

relief as he submitted his final statement for professional services 

to the Board on July 1, 1884.27 

Ernst died long before construction of the center pavilion 

began in 1888. Upon his brother's death, Oscar bundled up the 

drawings for the west wing and sketches for the center portion and 

took them to his home in San Angelo. About two and one-half years 

later, the new Board of Regents president. Dr. Thomas D. Wooten, 

asked Oscar to return the drawings as the Board was anxious to 

proceed with the next phase. He needed the drawings so that 

contractors could bid on the construction of the center pavilion.28 

Oscar, to protect his brother's reputation and uphold his own 

professional standards, sent the drawings as requested, but noted 

that the sketches of the center section were inadequate for 

contractors to prepare bids. Oscar cautioned Wooten that the task 

of prepaing complete drawings should be entrusted to a competent 

architect. "An architect of ability will not risk his reputation, 

Ruffini Collection, TSA; Hafertepe, Abner Cook, p. 188. 

26Hafertepe, Abner Cook, p. 189. 

27statement, FER to Board of Regents, Univ. of Texas, July 1, 
1884, SWC. 

28oR to Thomas D. Wooten. Pres. Board of Regents. Univ. of 
Texas, May 26, 1888, SWC. 
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nor his client's money," Oscar warned.29 The San Angelo architect 

then offered his services to the Board pointing out that his 

preparation of the orginal drawings, when working as Ernst's chief 

draftsman, qualified him to make the drawings for the new section. 

The same day that he shipped the drawings for the west wing, 

Oscar wrote family friend A, P. Wooldridge for advice and 

assistance. Wooldridge, who was still a Regent, was now the 

executor of Ernst Ruffini's estate and co-guardian of Ernst's three 

children. Oscar confided to Wooldridge that he feared Wooten might 

entrust the execution of the center pavilion and the east wing to an 

incompetent archit©ct. Oscar was also conc©rn©d that Wooten seem©d 

to believe that the Board was entitled to the use of the existing 

drawings—which could be employed with only slight modifications for 

the east wing—even though ownership had passed to the younger 

brother. The gist of the conflict was determing who held the rights 

to the use of the drawings. Oscar explained, "At the time the 

University was built, the State Architects had not come to any 

understanding as to Public work, nor was the [Texas State] 

Association [of Architects] formed but since then all this has 

happened and all those of ability and integrity work harmoniously 

together."30 Oscar suggested that if Wooten, who for unknown 

reasons had harbored ill feelings toward Ernst, objected to engaging 

Oscar, the Board could purchase the drawings, Oscar then 

29ibid. 

30oR to A. P. Wooldridge, Austin, May 26, 1888, SWC 
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recommended Burt McDonald of Austin as the most suitable architect 

to finish the job. 

Wooldridge and the rest of the Board of Regents went along 

with Oscar's suggestion. The Board purchased the drawings and hired 

McDonald to prepar© a compl©t© set of drawings, sp©cifications, and 

detail drawings for the center pavilion. McDonald adapted Ernst's 

design by making the window arches more pointed and added stepped 

buttresses to the clock tower, thus increasing the Gothic flavor of 

the building. The center pavilion opened in 1889.31 About eight 

years later the Board employed architect James L. 0'Conner to 

superintend construction of the east wing, thus completing the Main 

Building some fourteen years after Ernst Ruffini's death. 

More than any other aspect of Ernst's career, his 

contributions live on through his work on state institutions. 

Portions of his work at the East Texas State Penitentiary are still 

in use as part of the Rusk State Hospital. The west wing of the 

Insane Asylum, in modifisd form, continu©s in us© as a dormitory at 

the Austin State Hospital. To the present day, however, Ernst 

Ruffini is best remembered as the designing architect of the Main 

Building on the University of Texas campus in Austin. An estimated 

50,000 students passed through its halls before the University razed 

the building in 1933 to make way for a new library with its landmark 

tower designed by Paul Cret. 

3lAlexander, "Introduction." p. 14 
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The Main Building of the University of Texas, while demolished 

in the 1930s, established the precedent of linking the University 

campus to the State Capitol, When the Board in the early thirties 

commissioned Cret, an architect of national repute, to design a new 

library, Cret placed the tower of the library in the same location 

Ernst Ruffini situated the clock tower of the Main Building, 

Although the Main Building and other state contracts were the 

most prestigious aspect of Ernst's practice, th© design of 

commercial building types, such as stores, offices, and banks, and 

other public buildings, was a major source of income for both 

Ruffinis. Store and office buildings, in particular, comprised a 

major share of their portfolios. Most of their clients were 

merchants or professionals who wanted to erect new buildings or 

enlarge and update older ones. Approximately 17 percent of Ernst's 

practice, or eight structures, fell into this category. New store 

and office buildings accounted for about 23 percent of Oscar's work 

and an additional 9 percent for additions or alterations to such 

structures. All other types, collectively, accounted for approx

imately 18 percent of Ernst's and 24 percent of Oscar's commissions, 

Ernst obtained his first non-government commission for a 

public structure while still in partnership with Jasper N. Preston. 

After the existing church burned in February 1877, the building 

committee of the First Baptist Church in Waco selected the firm to 

design a new building. The committee engaged Preston and Ruffini to 

plan a new structure using some 62,000 bricks the congregation had 

been able to obtain in ©xchang© for som© Waco r©al ©stat©. Ernst 
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was the designing architect. Usually, a client retained the 

designing architect to supervise construction, but because First 

Baptist did not wish to incur any debt, the building committee 

appointed a member of the congregation to oversee erection of the 

new church. First Baptist Church built th© $40,000 r©d brick 

ediface at Fourth and Saint Mary Streets in stages and completed it 

in 1883.32 

There are two perspectives of Waco's First Baptist Church in 

the Ruffini scrapbooks. One shows Ernst's conception of the design. 

The other is a photograph of the building. When finished, the First 

Baptist Church differed slightly from the architect's proposal. The 

principal changes included the use of a more intricate rose window 

over the main entrance and the deletion of a carved stone freize in 

the gable above the window. Otherwise the congregation carried out 

Ernst's proposal for a two-story church with a corner bell tower, a 

typical arrangement for a Protestant church of the late nineteenth 

century. The sanctuary occupisd th© s©cond floor, and Sunday school 

rooms and a small auditorium dominated the ground floor. 

Ernst's restrained use of Gothic detail reflected the 

building's function as a Protestant house of worship. The rose 

window was the dominant feature. Superimposed buttresses at the 

corners and intersections of walls drew the eye to a belfry and a 

polychromatic slate-covered spire. Corbelled brickwork just below 

the belfry added textural interest. The light and dark stonework in 

32Frank E. Burkhalter, A World-visioned Church. The Storv of 
t.hfi First Baptist Church. Waco (Nashville: Broodman Press, 1946), p 
95-96. 
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the Gothic doorways and second story windows contributed color and 

richness. 

Ernst's first commercial job as an independent practitioner, 

that is after he had dissolved the partnership with Preston, was 

Millett's Opera House in Austin. The building, now home of the 

Austin Club, stands at 110 East Ninth Street. Millett's place was 

the first "proper" theater built in the state capital and could seat 

1,100 people.33 Ernst bragged that the theater was "unexcelled in 

'acoustic perfection' in the South."34 The theater contained a 

stage, orchestra pit, boxes, balconies, dressing rooms, a reception 

room, and a ticket office. A gas chandelier illuminated an 

elaborate interior.35 

The Renaissance Revival trim of the exterior made Millett's 

Opera Hous© on© of th© mor© attactiv© buildings in Austin. Th© 

style, Ernst's preferred mode for commercial structures, was one of 

the most popular for public buildings from the 1860s to the 1880s. 

Architects of the Gilded Age thought the resemblance to the palaces 

of Italian merchant princes a suitable allusion.36 Ernst and other 

architects adapted the classical elements—columns, pilasters. 

33willard B. Robinson, Texas Public Buildings, p. 131. 

34FER to J. D. Daugherty, Dallas, Jan. 23, 1885, SWC. 

35Hart, Austin and Travis County, pp. 56-57; Williamson, 
Austin. Texas, p, 82; Advertising card of Millett's Opera House, 
Scrapbook, FC. 

36Gowans, Stvles and Types, pp. 178-79. See Chapter 5, 
"Picturesque Imagery of a Commercial Republic, c, 1845 to c. 1885," 
for Gowans' analysis of symbolism in commercial architecture. 
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triangular pediments, dentiled cornices, and motifs from Renaissance 

architecture for commercial structures of all kinds. To signify the 

function of Millett's Opera House, Ernst placed a lyre made of 

carved wood in the pediment. Reeded pilasters flanked a pair of 

double doors leading to the lobby. Above th© door anoth©r set of 

pilasters set off a palladium window. Such refined trim contrasted 

sharply with the walls of coursed rubble. 

The possibility of fir© conc©rn©d Captain C. F, Mill©tt, th© 

owner and proprietor of the theater. Thus Ernst incoporated a water 

hose 50 feet in length for emergency use. 37 He saw the system in 

action one evening when he attended an operetta. The Fairy Grotto. 

Describing the near tragedy to his wife, who was in Cleveland at the 

time, Ernst wrote how a stage hand accidently set the scenery on 

fire. Just as the audience was on the verge of panic, "Capt. 

Millett turned on the water, and the hose was put on the fire, and 

in a few minutes it was all out. "38 The crowd settled and the 

performance continued. Ernst with several friends and neighbors 

stayed afterward for a dance. 

Through the years, Millett's Opera House underwent change. 

Although the building continued as a theater until the turn of the 

century, when the State Capitol burned in 1881, the Legislature met 

there.39 About 1901 the owner added a third story and converted the 

37nap showing Millett's Opera House, Austin, Sanborn Map and 
Publishing, Inc., New York, 1885. 

38FER to EWR, Aug. 24, 1880, EFR Collection. 

39Barkley, Travis County and Austin, p. 122. 
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main floor into a roller skating rink. The Knights of Columbus 

acquired the building in 1911 and installed a two-story gallery to 

the exterior, giving the building its present appearance. Th© Stat© 

in 1965 declared the building a Texas Landmark.40 

Aside from courthouses and jails, store and office 

architecture made up most of Ernst's public buildings. Some clients 

needed a building that would function as a retail store. Others 

wanted office buildings, but most of Ernst's clients ordered two-

story buildings with room for one or more stores on the first floor 

and offices on the second. The owner occupied whatever space he 

desired and leased the remainder. Rudolph Bertram, for example, 

leased part of the first floor of his wholesale grocery, Bertram and 

Moeller, to the German American Bank.41 

By designing facades of four horizontal segments in his 

commercial architecture, Ernst followed conventional design 

standards. The first segment consisted of the doors and large 

display windows. A series of transom windows comprised the sscond 

level, still in the first story, to let more light into the 

interior. The third level corresponded to the remaining wall of a 

one-story building or the second and higher stories of taller 

structures. The fourth segment consisted of the cornice and other 

40Tony Crosby, An Austin Sketchbook (Austin: Encino Press, 
1978), p. 30. Robinson, Texas Public Buildings, p. 131. 
Williamson, Austin. Texas, p. 83. 

41sketch and photograph of the Bertram and Moeller Building. 
Ruffini scrapbook, FC. 
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protective or decorative elements at the top, resulting in the four 

segment facade. 

In the nine years Ernst worked in Texas he designed at least 

eight store and office buildings. The first of the structures was 

in Dallas. Five others were in Austin. Ernst executed two 

commercial buildings in Taylor and one in New Braunfels. Speci

fications survive for all but the earliest, the Herald Building in 

Dallas (1878-81). Photographs or drawings remain for just two of 

the structures: the Bertram and Moeller Building and the Hancock 

Building, both in Austin. 

The Herald Building was on© of Ernst's first offie© structures 

in Texas, Sometime in 1878 the owners of the Dallas Herald 

newspaper engaged Ernst to design a new building. He traveled to 

Dallas about once a month to supervise construction. About three 

years later Ernst wrote his wife from Dallas that the Herald 

Building was nearly finished and that "everybody says it is the 

finest building in Northern Texas. "42 

While the Herald Building was under construction, Rudolph 

Bertram hired Ernst to design a two-story brick store and office 

building on La Vaca Avenue between Cherry and Linden Streets in 

Austin.^3 Bertram and his partner, Henry Moeller, were wholesale 

grocers, importers, and wine merchants. Their business occupied 

most of th© building, which was compl©t©d in 1879. B©rtram leasad 

42FER to EWR, Austin, Aug. 12, 1881, EFR Collection. 

43specifications for a Brick Store Building for R. Bertram, 
1879, Ruffini Collection, TSA; Map, Austin, Sanborn Map and 
Publishing, 1885 
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the remaining space on the first floor to the German-American Bank 

and h© provid©d offie© spac© on th© second to For©st©r and Company. 

Ernst used a corbelled brick cornice on the Bertram and 

Moeller Building to enliven the Renaissance Revival facade, A 

triangle pediment marked the center of the five bay structure. 

Classical pilasters separated the bays and lunette transoms capped 

all the first and second story windows. Canted or angled corners, 

each surmounted by a segmental arch pediment, provided access to the 

ground floor. Pressed metal palmettes decorated these pediments. A 

stairway in a small lobby at the second bay from the left led to the 

second floor.^^ 

Social and business contacts enhanced Ernst's reputation. 

Henry Moeller and Ernst became good friends and both joined the same 

volunt©©r fir© fighting company. Mo©ll©r's wife and Lizzi© 

socialized in the German American Ladies Aid Society. About the 

same time that the Ruf finis and the Moellers began to socialize, 

Ernst became acquainted with John Hancock, an Austin attorney, and 

his nephew, Lewis, also a lawyer. Soon, the Hancocks asked Ernst to 

design a new office building for them on Pecan (Sixth) Street 

between Congress and Colorado Avenues. The Hancock Building, com

pleted in 1880, resembled the Bertram and Moeller Building (Fig. 5). 

In the Hancock Building, Ernst's use of limestone for the 

facade and galvanized iron for the cornices and pediments gave the 

44Drawing and Photograph of the Bertram-Moeller Building, 
Ruffini scrapbook, FC; Specs, for the Bertram-Moeller Building, 
Ruffini Collection, TSA. 
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structure a far more elegant appearance than the Bertram and Moeller 

Building. An eight by twelve foot skylight illuminated a small 

lobby where stairs led to the second floor. The double doors in the 

canted corners and the second bay, he grained (painted) to resemble 

black walnut. Corinthian capitals atop the pilasters complemented 

the rusticated stone work of the first story. The architect 

instructed that the tin roof be painted Yenitian red or princess 

brown. Specifications called for a cistern to provide water to four 

wash stands, and four water closets connected to a cesspool beneath 

the building.^5 

The Hancock Building became one of the most prestigious 

business addresses in Austin. Tenants included a bank, and there 

was a store that specialized in crockery and glass. John and Lewis 

Hancock opened their law offices in the new structure and Ernst 

relocated from the Bruggerhoff Building. Another new resident was 

attorney A. P. Wooldridge who later, as a University of Texas 

Regent, hired Ernst to design the Main Building for the new Austin 

campus.^6 

After a fire in 1883 demolished the interior of the structure 

and destroyed all of Ernst's papers, the Hancocks engaged Ernst to 

plan the reconstruction, an undertaking that cost $27,000. The 

building re-opened in March 1864.^7 By the end of the year, the 

45specifications for a Store and Office Building for John and 
Lewis Hancock, 1879, Ruffini Collection. TSA; Photograph of the 
Hancock Building in Robinson, Gone From Texas, p.160. 

46Barkley, Travis County and Austin, p. 123, 
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Austin Daily Statesman leased most of the building and placed its 

printing presses in the basement. It operated a composing room on 

the second floor. On the west side of the building newspaper 

employees filled offices on the first and second floors.^5 

Like many commercial structures, the Hancock Building 

underwent periodic rehabilitation. The Hancocks in 1696 converted 

the building to an opera house. With the advent of motion pictures, 

a later owner transformed the building into a movie palace, the 

Capitol Theater. It operated until the 1960s. With the structure 

declared unsafe, wreaking crews in 1970 demolished the Hancock 

Building.^9 

Ernst won at least four other commissions for store and office 

buildings in Austin. One of his clients was John H. Robinson, a dry 

goods merchant.50 Contractor R. J. Loving constructed Robinson's 

store, a two-story brick structure on Ash (Ninth) Street. 51 Another 

client was Erland Westin, a boot and shoemaker.52 Westin originally 

hired Ernst to draws plans and specifications of a one-story brick 

^7FER to John and Lewis Hancock, Austin, Feb. 15, 1884, SWC. 

^5Map showing the Hancock Building, Austin, Sanborn Map and 
Publishing, 1885. 

^9villlamson, Austin. Texas, p. 83. 

SOAustin Citv Directory. 1881-62, p. 134. 

51specifications for an Office Building for J. H. Robinson, 
1683, Ruffini Collection, TSA; FER to R. J. Loving,Austin, July 12, 
1863, TSA. 

62Austln Citv Directory. 1881-82, p. 170. 
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building on Congress Avenue, but then he decided to add a second 

story, bringing the contract price to $3,593. Loving and his men 

took about three and one-half months to build the structure, 

finishing it in January 1684.53 

Emst also designed a few commercial structures in other 

cities. Barnes and Flume, his partners in the Universal Building 

CoB^ny, erected in 1683 a $9,869 addition to the store of Emst 

Schreff on the corner of Seguin Street and the Public Square in New 

Braunfels, about seventy miles southwest of Austin. 54 Schreff 

probably met Ernst when the architect had worked a few years earlier 

on the Comal County Jail. Two buildings by Emst graced the town of 

Taylor, about thirty miles northeast of Austin. They were a two-

story brick store for Taylor Hardware and the First National Bank, 

which was the only example of that architectural type Ernst 

designed. Both opened in 1684.55 Unfortunately, no photographs or 

drawings of the buildings in New Braunfels or Taylor are extant. 

Emst Ruffini designed several other architectural types of 

buildings. Based on historical rather than architectural merit one 

of the most significant was St. Mary's Academy in Austin. One of 

53specifications for a Store Building for E. Westin, 1663, 
Ruffini Collection, TSA; FER to R. J. Loving, Jan. 30, 1884. TSA. 

54specifications for a Brick Store Building for E. Schreff, 
1883, Ruffini Collection, TSA; Contract, R. A. Barnes, R. A. Flume, 
and Ernst Schreff, undated, Ruffini Collection, TSA. 

55specifications for a Brick Store Building for Taylor 
Hardware Company, 1883, Ruffini Collection, TSA; Specifications for 
a Bank Building for the First National Bank of Taylor, 1883, Ruffini 
Collection, TSA; FER to C. H. Welch, Taylor, Jan. 16. 1684, SWC. 
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his last commissions. Saint Mary's Academy was Emst's largest 

educational institution aside from Old Main, The Holy Cross Sisters 

of Notre Dame, Indiana, established in 1873 an academy in Austin for 

the education of young ladies. 56 i^e Sisters acquired a block of 

property near the State Capitol in 1882, and the following year, in 

consideration of increasing enrollments, they decided to build a new 

academy on the property. The sisters chose Ernst from the several 

architects they interviewed. His friendship with John and Eugene 

Bremond may have helped Ernst win the commission. 57 That he reduced 

his 3-1/2 percent fee by one percent as a donation toward the 

$40,000 structure did not hurt. 

Ernst designed a white limestone building 130 feet wide and 60 

feet deep. Contractors built the Academy into a hillside on the 

block bordered by Bois d'Arc (Seventh) and Hickory (Eighth) Streets 

and Brazos and San Jacinto Avenues. An H-plan, the stain section was 

four stories with a plain Mansard roof. Steps led to the principal 

entry, facing Bois d'Arc, on the second floor. Each wing was three 

stories, and their chamfered corners at the front gave the 

impression of an apse, an appropriate architectural allusion for a 

Catholic institution. A circle window adorned the pediment above 

the main entry, a motif repeated in the gable projecting from the 

front of each wing. String courses relieved the otherwise plain 

56Advertlsement for Saint Mary's Academy in Texas State 
Gazetteer and Business Directory. (Detroit: R, L, Polk and Co., 
1892, Yol. lY), p. 217. 

57saint Mary's Academy. Golden Jubilee. 1874-1924 (souvenir 
booklet), Austin History Center, Austin, Texas. The booklet 
mentions that the Bremonds were friends of the Academy. 
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surface.58 Ernst specified slate for the roof, but the Mother 

Superior, wishing to reduce expenses, desired wood shingles or 

tin. 59 No one knows \rho prevailed. The Sisters moved into the 

completed Academy in August 1885.60 

By the time of his brother's death, Oscar Ruffini had been 

living and working in San Angelo for over a year. In that period, 

he had secured ten commissions. Oscar, having arrived soon after 

Tom Green County officials named San Angelo the county seat, 

capitalized on the demand for new store and office buildings, 

churches, lodge halls, and other public structures. His duties as 

superintendent of construction for the new county courthouse left 

ample time to take new commissions in the boom town. About one-

third of the stmctures designed by Oscar, approximately thirty-six 

buildings, went i^ between 1664 and 1900, the period corresponding 

to San Angelo's emergence as the major wool market in Texas.61 

Most of Oscar's public structures in San Angelo were store and 

office buildings. Almost all of them have been torn down. A few 

58photograph in Williamson, Austin. Texas, p. 102 and an en
graving in the state Gazetteer, p. 217; Map showing Saint Mary's 
Academy under construction, Sanborn Map and Publishing, 1885. 

59FER to Edward Browne, Houston, Nov. 16, 1884, SWC. Browne 
appears to have been a si^pller or contractor. 

60T^e Academy was similar in style to the nearby Driskill 
Hotel by Jasper N. Preston. Ernst's letter to Oscar of ^ril 14, 
1885 demonstrates that the Academy was well underway when 
excavation for the Driskill began in kpril 1885, thus disproving a 
theory of some architectural historians that Ernst copied Preston. 

61paul H. Carlson, Texas Woollvfaacka: The Range Sheep and Goat 
Ipdustrv (College Station: Texas ASJI Press, 1983), pp. 110, 113, 
120. 
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survive—including the Schwartz-Raas Store (1865-86), the U.G. 

Taylor Building (1906), the Probandt and Raphael Store (1906), and 

the Conerly Building (1906-10). The Schwartz-Raas Store is the only 

structure with a restored facade. A few Oscar Ruffini biiildings in 

Menard and Ballinger retain their exterior integrity. While Oscar 

kept copies of most of his specifications, his heir Elise R\iffini 

seems to have discarded most of his drawings. Of more than a 

hundred buildings erected, only three dozen drawings or photographs 

remain. 

Based on extant buildings, images, and specifications, a 

typical Oscar Ruffini store and office building of the mid-1860s to 

the mid-1690s was a two-story native stone or frame building with 

the standard four level facade. Oftentimes, Oscar specified cast 

iron pilasters and other elements for the front. Oscar turned to 

out-of-town manufacturers to obtain cast iron materials and glass. 

He frequently ordered iron columns and pilasters from Mesker 

Brothers, the leading manufacturer of cast iron architectural 

elements. From their foundries in Saint Louis, Missouri, and 

Evansville, Indiana, Mesker Brothers shipped columns, pilasters, 

cornices, pediments, and other elements to the far corners of the 

Uhited States.52 Oscar also patronized the Fort Worth Iron Works, 

Fort Worth; De Powers American Plate Glass Company, New Albany, 

Indiana; The Mississippi Glass Company, Saint Louis; and the 

Pittsburgh Plate Glass Company, Creighton, Pennsylvania. 53 

62Robinson, Gone From Texas, p. 105. 

63several letters to each company are indexed in Oscar's 
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Oscar more than Ernst was sparing in his use of architectural 

detail and ornament. Such a spartan approach was consistent with 

their personalities, but may also reflect Oscar's exposure, after 

1866, to more photographs and illustrations of new commercial 

structures in Chicago. The clean lines of Burnham and Root, Adler 

and Sullivan, and other Chicago architects may have influenced 

Oscar's restrained use of ornament. 

Oscar never penned a treatise on his design theory, but the 

taste and financial resources of Oscar's clients was a factor for 

the plain manner. Moreover, the fact that the historical revival 

styles of the nineteenth century had played themselves out also 

influenced Oscar. The Renaissance Revival style, the most suitable 

for commercial applications, was in decline in Texas in the late 

1860s. From the mid-1880s to about 1905, the most popular new 

revival style, the Richardsonian Romanesque, was suitable for large 

buildings—courthouses, churches, and schools—but was too massive 

for the kind of small stores and offices Oscar usually designed. 

Oscar's principal concern was to provide functional, sound, 

and attractive buildings. His store and office buildings lined 

South Chadbourne Street from Concho to Beauregard Avenues. The most 

significant, based on architectural and historical merit, included 

the Yeck-Sterrett Bank (1664), the Schwartz-Raas Store (1685-86), 

the U. G. Taylor Building (1906), Probandt and Raphael Store (1906) 

and the Conerly Building (1906-10). 

letter copy books, SWC. 
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The Yeck-Sterrett Bank, located at Oakes Street and Concho 

Avenue, also housed a store and offices and was one of Oscar's 

earliest commissions. It was the first bank to be erected in San 

Angelo. Construction began in September 1884, about four months 

after Oscar had arrived in West Texas. 54 when he realized that the 

soldiers posted at Fort Concho would patronize a bank, W. S. Yeck, 

an early San Angelo merchant and saloon operator, teamed up with 

S. E. Sterrett. They engaged Oscar to design the building. 65 

Oscar en^loyed a common design concept for banks of the late 

nineteenth century. Like most bankers, Yeck and Sterrett, to assure 

maximum exposure, obtained a corner lot for their enterprise. A 

picture by Oscar's photographer friend M. C. Ragsdale shows that the 

architect used a canted comer for the two-story native stone 

building, making the entry visible from any direction. The only 

decorative elements Oscar used were a slightly arched pediment over 

the main entry, a second pediment to mark the door of a retail store 

on the long Oakes Street side of the building, and a bracketed 

cornice. Craftsmen carved the emblem "Y. S.& Co." into the main 

pediment. The narrow front of the bank, facing Concho, was two bays 

wide. The Oakes Street side of the building was five bays deep. An 

unadorned pilaster separated the Oakes Street side into sections of 

two and three bays. The three bays at the rear marked the portion 

of the building Yeck and Sterrett leased to grocer L. B. Everett. A 

64specifications for a Bank and Store Building for Yeck-
Sterrett and Company, 1684, FC. 

66joe A. Gibson, Old Angelo (San Angelo: Educator Books, Inc., 
1971). p. 18. 
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flat roofed gallery, with a saw-tooth edged awning, wrapped around 

the building to shade the interior.66 

Four years later, in 1668, Oscar fashioned a two-story 

building which shared a commom wall with the Yeck-Sterrett Bank for 

Gwin-Allen and Company who were merchants. The architect maintained 

continuity between the two buildings by extending the comice and 

repeating the segmental arch windows of the bank. The cast iron 

pediment contained a customized name plate, and it was more 

elaborate than the pediment on the bank. 67 The Gwin-Allen store 

and Yeck-Sterrett properties were still standing ^ e n Oscar died in 

1967, but the city has since razed them. 

Four examples of Oscar's commercial architecture survive in 

downtown San Angelo. Using their original names, the extant 

buildings are the Schwartz-Raas Store, the U. G. Taylor Building, 

Probant and Raphael Store, and the Conerly Building. All were 

remodeled at some point in their existence, but the Schwartz-Raas 

Store has been rehabilitated and its exterior restored. Two other 

commercial structures, the Harris and Runkles buildings, which date 

from the mid to late 1690s, are attributed to Oscar, but no 

specifications or other evidence links Oscar to the buildings. 

The Schwartz-Raas Store, located at 20 East Concho Avenue, is 

a one-story, stone building with a partial cast iron front. Iron 

columns and arches divide the building into three bays. Because 

66Gibson, Old Angelo. p. 57. 

67speclfications for a Store Building for Messrs. Gwin, Allen, 
and Co., 1666, FC; Photograph in Gibson, Old Angelo. p. 57. 

175 



Oscar integrated the transoms into the arches, vertical rather than 

horizontal lines dominate the structure. A tall segmental arch 

pediment, topped by a palmette, is the most distinctive feature of 

the building. The interior bears no resemblance to the original 

structure, which now houses Eggemeyer's Store, a craft and gift 

shop. 

The Schwartz-Raas Store is historically significant because it 

is one of a small number to survive from San Angelo's first boom of 

the mid-1660s. The use of cast iron elements in the facades testify 

to both the historical and architectural importance of the 

buildings. The cast iron elements link San Angelo on the frontier 

to the rest of the nation. Although it was geographically remote, 

the town was not isolated from the fashions and trends in the United 

States at large. Businessmen and customers viewed the "ironclad" 

store as a symbol of progress. Other architects used identical 

elements on store fronts across the nation. Oscar's employment of 

native stone, however, gave the Schwartz-Rass store a distinctive 

regional look. Although skilled masons and carvers were present in 

San Angelo, the use of iron permitted Oscar to provide clients with 

"fancy" store fronts for a fraction of the cost of stone carving. 

Iron columns used to hold the window glazing in place also offered 

the advantage of securing large plates of glass, thus permitting 

more light to reach the interior. 68 The two buildings and the other 

rehabilitated commercial structures in the first block of East 

68see Robinson, Gone from Texas, pp. 105-107 for a discussion 
of cast iron store fronts. 
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Concho Street give visitors a notion of what San Angelo looked like 

in Oscar's first twenty years of practice. 

In the late 1890s Oscar developed a new look for his 

commercial architecture. The Taylor, Probandt and Raphael, and 

Conerly structures exemplifY the change. Oscar's use of less and 

less ornament in his second generation of commercial work reflected 

changing architectural tastes and theories. By the late 1890s the 

functionalist approach of the Chicago School was well known to 

American architects, including Oscar Ruffini. 

Designed in 1908 for local developer U. G. Taylor, the Taylor 

Building is the largest extant structure by Oscar Ruffini. 

Constructed of brick at the southeast corner of Twohig Avenue and 

Chadbourne Street, the three-story building retains much of its 

original character despite several remodelings of the first story 

facade. Oscar applied Neo-classical elements, such as pediments and 

pilasters, to achieve a dignified appearance and to relieve the 

tedium of what otherwise would have been a rectangular brick cube. 

Brick pilasters on stone bases at the front corners and between the 

sets of windows rise from the top of the first story and terminate 

in Doric capitals, also of stone. Stone pediments top the triple 

windows of the north wall and double windows of the west. A cornice 

of brick modillions add visual interest to the top of the flat-

roofed structure with raised parapets at the center of the north and 

west sides. The Taylor Building for several years was home of the 

Westem National Bank. Today, the building houses the Monarch Tile 
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Cojqjany. 59 The same year that he designed the Taylor Building Oscar 

also planned a new store for his friend C. A. Probandt. 

Oscar and Probandt had been friends from about 1890 ^ e n 

Probandt first came to San Angelo. When Probandt took his son-in-

law Robert Raphael into partnership in the early nineties, the new 

partners hired Oscar to design a stor©. In 1908 th© deal©r8 in 

clothing, groceries, hay, and grain needed a larger place, and they 

again turned to Oscar.70 

Oscar executed plans and specifications for the 1908 Probandt 

and Raphael Store at 110 West Beauregard Avenue. A slightly raised 

step pediment and a brick modillion cornice were the only ornaments 

on the one-story brick store, i^proximately nineteen years later 

Probandt added a second story. Spanish Renaissance Revival details 

in the addition obscure Oscar's original design.71 Nothing in his 

papers indicates that Oscar was involved in the remodeling. In 1927 

Oscar and Probandt were still friends, but the architect was sixty-

nine and had been semi-retired for some years. 

The Probandt and Raphael building remained in the family into 

the 1980s. Over the years, several tenants occupied the building, 

incliading the San Angelo Furniture and Undertaking Company, the 

Angelo Furniture Company, and, in 1938, Montgomery Ward. The 

69san Angelo Historic Buildings Survey, Monarch Tile Co. 
Bldg., No. SA-0372, 1985, David Murrah Personal Papers, Texas State 
Board of Review, National Register of Historic Places (hereafter 
cited as San Angelo Survey). 

70Gibson, Old Angelo. p. 92. 

71san Angelo Survey, Montgomery Ward, No. SA-0284. 
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numerous reincarnations of the Probandt and Raphael structure 

attests to the soundness of Oscar's original building.72 Today it 

is vacant. 

Dr. T. W. Conerly in 1906 commissioned Oscar to work up plans 

and specifications for a two-story brick store and office building 

at 14 South Chadbourne Avenue. Conerly planned to occupy one of the 

offices and rent the remaining space to other doctors. He rented 

the ground floor to a pharmacy first, and later to a furniture 

store. The modillions of the cornice are nearly identical to those 

of the original Probandt and Raphael Store. Oscar incorporated 

brick pilasters to separate the three bays and to accent the front 

corners. He also employed Roman arch windows in the left and right 

bay of the second story to give the building a Neo-classical 

appearance. Unsympathetic alterations, including the encasement of 

the first story facade in light green ceramic tiles, hides the 

potential for restoration of the building to its original 

appearance. 73 Today it is vacant. 

The Taylor, Probandt and Raphael, and Conerly buildings are 

significant because they represent the city of San Angelo during a 

prosperous era of its history. Between 1900 and 1915 San Angelo 

became a major rail center in West Texas as the wool industry 

continued to grow and farming and ranching expanded.74 

72ibid. 

73san Angelo Survey, Conerly Bldg., No. SA-0369. 

74san Angelo Survey see section on historical signf icance of 
the city. 
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The Harris and Runkle buildings stand side by side at 114 and 

116 South Chadbourne Street. They were nearly identical when 

constructed. The stonework is attributed to local stone mason and 

contractor John Willeke who executed several of Oscar's commissions. 

Considering the association and the general appearance of the 

building, one might reasonably concl\ade that Oscar was the 

architect. The Harris Building is the older of the two, dating from 

about 1890. The Runkle structure went up in the mid to late 

1690s.75 

The San Angelo Bank and Trust Company (1909-10), at the corner 

of Chadbourne Street and Beauregard Avenue, is sometimes incorrectly 

attributed to Oscar Ruffini. When he died in 1957, the local 

newspaper credited Oscar with its design.76 -me attribution stuck, 

but the six-story building, the city's first "skyscraper," was the 

work of Sanguinet and Staats, an architectural firm in Fort Worth. 

The firm employed Oscar as consultant and supervising architect. 

August Balfanz, a contractor and Oscar's friend, constructed the the 

Neo-Classical style building for $250,000.77 At present, the 

building houses the Central National Bank. 

75san Angelo Survey, Harris Bldg., No. SA-0371-A and S. A. 
Runkles Bldg., No. SA-0371-B. Willeke and his brothers would accept 
payment in "good cattle or horses," according to an advertisement in 
the San Anoelo Standard of July 1, 1899, p. 4. 

76"Rufflni Mark on Downtown Angelo Area," San Angelo Standard-
Times, Jan. 20, 1957, clipping, FC. 

77san Angelo Survey, Central National Bank, No. SA-0370. 
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Five of Oscar's buildings that are no longer standing were 

more notable for their historical associations than for 

architectural merit. Three of them were churches. The others were 

the Merra and Hobbs wool warehouse and the San Angelo Turnverein 

Hall. The churches of Oscar Ruffini, while varied, were not 

architecturally significant. Historically, however, his three 

churches represent the establishment of organized religion in San 

Angelo. As the town grew. Southern Presbyterians; the Methodist 

Church, South; and Lutherans, gained sufficient membership to 

justify the erection of permanent structures or the replacement of 

old ones. 

Specifications are extant for all three buildings, but 

drawings survive for only the Presbyterian and Methodist churches. 

Oscar turned to the Eastlake style for both. The use of cross 

bracing, and prominent horizontal and vertical elements 

characterized the Eastlake style of the 1880s. Decorative shingle 

work was the only typical feature. Variation in layout and ornament 

gave each of the churches a distinctive look. 

Oscar placed a bell tower at the center front of the 

Presbyterian Church, completed in 1869. A quatrefoil window above 

the entry was the most ornate feature of the simple frame structure. 

Visible cross bracing in the exterior walls and a spindle balustrade 

in the belfry were typical Eastlake elements. 78 

78specifications and Drawings for the Southern Presbyterian 
Church, San i^elo, Ruffini Collection, TSA. 
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Oscar in 1900 turned again to the Eastlake style for the 

Southern Methodist Church. Although the style had declined by the 

turn of the century, Oscar combined Eastlake elements, including 

fancy braces in the gables and vertical bracing, with Gothic windows 

and doors to obtain an exterior readily identified as a church. He 

also incorporated a trefoil symbol of the Holy Trinity above the 

main entry. The bell tower at the front right corner rose from the 

entry and terminated in a steeple adorned with square and diamond 

shingles.79 

Church buildings were one sign of growth and stability in San 

Angelo. The wool warehouse of Jack Merra and Charles Hobbs was 

another. Merra and Hobbs decided to build a frame warehouse because 

their business had grown after the railroad came to San Angelo in 

1888, and they needed a large convenient facility. Merra and Hobbs 

erected the $1,470 warehouse on South Chadbourne near the Santa Fe 

Railroad Station. 50 The warehouse was significant because, as the 

first wool warehouse in the city, it represented the beginning of 

San Angelo's growth into the largest wool market in the nation, a 

process iritiich began with the extension of the railroad to San 

Angelo. 

Many San Angelenos remember Oscar Ruffini and his buildings, 

but no one seems able to recall anything about the city' s Tumverein 

and its grounds at the northwest corner of Magdalene Street and 

79specifications and Drawings for the Southern Methodist 
Church (sic), San Angelo, Ruffini Collection, TSA. 

50specifications for a Frame Warehouse for Messrs. Merra and 
Hobbs, 1686; Estimate No. 4, OR to J.W. Jones, Nov. 3, 1888, SWC. 
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Concho Avenue. German-Amer leans formed a significant segment of the 

population in early San Angelo. Oscar and other German-Amer leans 

founded the society in 1669. At first, the Tumers may have used an 

existing building. Oscar's earliest drawings and specifications 

date from 1893, and they outline an addition to the hall and the 

erection of a new fence to enclose the grounds. The hall included a 

ladies meeting room and water closets for men and women as well as a 

large space for exercise and social events. The addition, a long 

narrow wing at the right rear of the hall, housed a two-lane bowling 

alley, originally installed in another part of the building. 

Oscar's plan shows a garden area.51 

Two years later, in 1696, Oscar designed a new gymnasium for 

the Turners. The elevations indicate that the double door main 

entry of th© one-story frame building faced Concho Avenu©. A side 

entrance led from Magdalene Street. The bowling alley remained at 

the right rear of the building. The same year, the Tumers asked 

Oscar to design an addition consisting of a beer room and a porch 

that connected to a room west of the gymnasium. 52 The addition came 

down in the remodeling of 1897, when the Turnverein had Oscar design 

an opera house and new gymnasium and club rooms. When completed the 

theater accommodated nearly 400 persons and behind the stage held 

5lDrawings, San Angelo Turnverein grounds, undated, Ruffini 
Collection, TSA (The TSA Incorrectly attributed the Turnverein 
grounds to Ernst Ruffini); Specifications for a Fence and Alteration 
to the Ternvereln Buildings and Grounds, 1693, SWC; Map, San Angelo, 
Sanborn Map and Publishing Co., 1694. 

52TVO sets of drawings, San Angelo Turnverein Hall, undated, 
Ruffini Collection,TSA; Specifications for a gymnasium, 1885; 
Specifications for an addition to the gymnasium hall, 1885, SWC. 
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two dressing rooms. The gymnasium and club rooms were in a new 

building on the west portion of the lot. 53 Sometime between 1900 

and 1904, the Society moved the bowling alley from the rear of the 

Opera House to the club house and gym. The Turner Opera House, as 

it was called, hosted traveling theater troops and local performers, 

affairs open to the general public. The Society also offered 

exercise classes for the children of both members and non-members. 

Oscar Ruffini never claimed to be the most talented architect 

in Texas, but his knowledge of engineering and design enhanced the 

quality of life not only for his clients, but for all of San Angelo. 

Other West Texans, liking what they saw in San Angelo, took 

advantage of the presence of the professional architect to design 

commercial and other public strucutures in their towns. 

Architecturaly, Oscar's most significant contribution outside 

of San Angelo is the Bank of Menard. William Bevans and William 

Russell in 1902 organized the Bank of Menard, and they engaged Oscar 

to execute a two-story bank and store building using native stone 

for the enterprise. Like most banks, it was situated on a corner 

lot, and Oscar took a plan similar to that of the Yeck-Sterrett Bank 

in San Angelo. He used a Roman arch entry and segmental arch 

windows on the first story. A double string course separated the 

83Drawings of an addition, San Angelo Turnverein Hall, 
undated, Ruffini Collection,TSA; Specifications for an addition to 
the San J^elo Turnverein Hall, 1897, SWC; Maps, San Angelo, Sanborn 
Map and Publishing Co., 1894, 1900. 
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first and second stories. The Menard bank in 1964 became a Texas 

Historical Landmark.54 

The commercial and public buildings of Ernst and Oscar Rxiffini 

comprised a significant part of their respective practices. 

Oftentimes, their clients were friends or became friends and helped 

them obtain new commissions by extending the network of business and 

social contacts. Ernst relied on Renaissance Revival and classical 

details to obtain the sense of elegance and dignity his clients 

required. His mastery of the style made the Hancock Building, in 

particular, one of the most beautiful office buildings in Texas. 

Oscar employed the same classical vocabulary, but responding to 

architectural trends and client demand, developed a style notable 

for its West Texas simplicity. Today, Ernst Ruffini's Millett Opera 

House and the half dozen or so store and office buildings of Oscar 

Ruffini testify to their skill as architects and their dedication to 

professional standards. 

54speclfications for a bank and store building for Messrs. 
Bevans and Russell, 1903, FC. "Bank of Menard Organized 1903," 
^^payj County History (San Angelo: Menard County Historical Society, 
1962), p. 81. 
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CHAPTER VII 

RESIDENTIAL ARCHITECTURE 

Residential architecture is the least known work of Ernst and 

Oscar Ruffini. In addition to designing new houses, the Ruf finis 

planned additions or alterations for existing structures. Between 

1882 and 1917, they designed dozens of homes in Austin, San Angelo, 

and elsewhere in the state. Owners later razed many of them to 

accommodate urban expansion or to make way for new residential 

construction. Only one of Ernst's houses, located in Gonzales, is 

known to survive. Rare photographs of another home in Gonzales 

enable one to understand Ernst's approach to residential 

architecture and how he adapted popular styles to local tastes and 

conditions. Of more than forty homes designed by Oscar in San 

Angelo and West Texas, only one example still remains more or less 

intact. Extant specifications, correspondence, and a few drawings, 

however, facilitate the study of the Ruf finis' residential work. 

The Ruffinis and their clients preferred the popular styles of 

the day. They liked the Eastlake or Queen Anne styles, but some of 

the structures are best described as ecclectic, integrating features 

of the various revival styles, such as decorative shingling and 

half-timber effects that were fashionable in the late nineteenth 

century. The historicism of the Eastlake, Queen Anne, and other 

revival styles symbolized stability. Richness of detail conveyed a 

a sense of prosperity, 1 Regional adaptations included the 

iGowans, Styles and Types, p 165 
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incorporation of tall, walk-through windows opening onto a veranda, 

exterior and interior slatted shutters to use in inclement weather, 

and wide porches to shade the house. Other adaptations were large 

bay windows and pavilions to catch breezes and increase interior 

light. 

Ernst and Oscar used various woods in their residential 

architecture. They often specified long leaf or Texas pine for the 

framing, Calcasieu or yellow pine for the flooring, and cypress for 

the shingles. Shutters came from white pine. For some of the more 

elaborate homes, Ernst decided on walnut for stairs and wainscotting 

and slate or tin for the roofs. Most of the houses were of wooden 

balloon frame construction erected on foundation piers of brick or 

native limestone. Ball con-framing was a method of construction 

using thin vertical studs of wood that rise the entire height of the 

building and are held together by wire nails. The method achieved 

an economical use of wood and went up more quickly than traditional 

timber framing or masonry methods. Ernst based his houses on an 

L-plan with one main building and a smaller rear building. Oscar 

preferred square or rectangular plans. 

The Ruf finis worked in an era when mechanical systems were 

simple. As for plumbing, the typical Ruffini design included 

fixtures for the kitchen and bathroom. In the late nineteenth 

century, bathrooms in private homes in Austin and San Angelo did not 

include toilets or water closets, that is, a receptacle connected to 

a cess pit and covered by a wooden bench seat. An outhouse or privy 
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stood at the back of the lot. 2 A wooden bathtub planished (lined) 

with copper, either five and one-half or six feet in length was 

customary. A porcelain enamel sink set in a corner of the room was 

the only other fixture in a Ruffini bathroom. 3 Some of Oscar's 

later plans include water closets or toilets. In the 1890s, Oscar 

had a run of remodeling work to install modern bathrooms, many of 

them into homes he had done ten to fifteen years earlier. The 

Ruffinis equipped kitchens with a force pump to draw water from a 

cistern to a storage tank that they installed over one of the 

entrances to the house. From there, gravity supplied water to the 

bathroom and to a black painted cast iron sink in the kitchen. 

Houses designed for erection in a city also included gas pipes and 

fittings. 

Ernst specialized in public commissions, but residential work 

comprised at least 26 percent of his portfolio. Residential 

contracts, because of the lower construction costs, were not as 

lucrative as courthouse and jail work. He did not cultivate the 

residential segment of the market until supervision of the 

University of Texas and the Temporary Capitol required him to stay 

in Austin for most of 1882 and 1663. A majority of the twelve homes 

he designed, or are attributed to him, he built in Austin. He 

2Barkley, Travis County and Austin, p. 245. Barkley writes 
that builders began to include bathrooms in Austin homes about 1875, 
but does not specifically mention toilets. 

3porcelain enamel is cast iron coated in porcelain, thus 
making bathroom and kitchen fixtures sanitary and easy to clean. 
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designed two homes in Gonzales and one each in Burnet and 

Georgetown.4 

Most of Ernst's residential clients were professional or 

business people. They were bank presidents, attorneys, merchants, 

grocers, cotton planters, and public figures. Construction costs of 

their homes ranged from approximately $3,300 to $18,000. Emst met 

several of the gentlemen in the course of his state and county work. 

He also shared Masonic affiliation with some of his residential 

clients. Only two women, both widows, hired Ernst to plan homes, 

Thomas M. Harwood of Gonzales was a Regent of the University 

of Texas in 1682 when the Board selected Ernst to design the Main 

Building. A fellow Knight Templar, Harwood in 1883 engaged Ernst to 

design a new home for his family. He had moved to Gonzales about 

thirty years earlier and had become a successful lawyer and cotton 

planter. The town of Harwood, about ten miles northeast of 

Gonzales, was named for him. 5 

The Harwood House was located in Gonzales on the southeast 

corner of Saint Paul and Saint Matthew Streets. Abner Cook, the 

contractor of the Main Building of the University of Texas, built 

the home. 5 At Harwood's request the plan incorporated an existing 

Uoss of Emst's papers in the 1883 fire prevents a precise 
chronology. The fact that he never mentioned residential jobs to 
Lizzie before they married suggests that it was a small or non
existent part of his early career in Texas. 

5specifications for a Dwelling for T. M. Harwood, 1883, 
Ruffini Collection, TSA; History of Gonzales County (Dallas: 
Curtis Media Corp. for the Gonzales County Historical Commission, 
1986), p. 347. 

5Florence Yirginia McChesney (Harwood relative), interview 
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one and one-half story house, a vernacular structure of no 

particular style, which measured approximately twenty by forty feet. 

The old house became the kitchen, pantry, and dining room of the 

remodeled home. The half story became a sewing room. The new 

section was about sixty-five by forty-four feet and with two 

stories, nearly tripled the square footage of the original home. It 

was one of the largest houses Ernst designed. Two photographs taken 

about 1912, and three others taken in the mid-1960s, reveal that the 

completed structure formed an H in plan with the horizontal axis and 

main entry facing Saint Matthew Street, an east-west thoroughfare. 7 

Eastlake, or stick style, best described the Harwood home. 

X-braces, present in the railings of the two-story veranda and the 

balcony over the main entry, were one of the major components of the 

Eastlake style, popular in Texas from about 1870 to 1900. Other 

Eastlake characteristics present in the Harwood house were diagonal 

bracing of the veranda, horizontal and vertical bands or "sticks" in 

the weatherboarding, and clipped or jerkin-head gables. 

The photographs do not reveal the entire roof line. Ernst 

appears to have devised a hipped roof and deck with lower gables at 

the east and west ends. A stick style balustrade enclosed the deck. 

notes by unidentified interviewer, Harwood file. Archives Room, 
Gonzales County Courthouse, Gonzales. McChesney states that Cook 
designed the house, but a letter from FER to Harwood, Jan. 17, 1884 
(SWC), and the specifications clearly indicate FER was the designing 
architect. 

7photographs, T. M. Harwood House, Elizabeth Miller Moore, 
Personal Papers, Gonzales, Texas. All descriptions based on the 
photographs and an interview of Moore by the author, Oct. 31, 1992, 
Gonzales. 
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Emst specified a clipped or jerkin-head gable for the east end of 

the new section. The old house had a straight gabled roof, but Ernst 

added a clipped gable on the north end to complement its counterpart 

on the addition. The other two gables, to the south and west, were 

plain, but they contained stick work that had disappeared by 1912. 

Twin flat-roofed dormers projected from the front and back of the 

main, or new, section. A hipped roof topped the pavilion at the 

southwest corner of the house. A three-sided tower, relieved by a 

triangle dormer, capped the balcony over the main entry. Emst and 

Iferwood probably chose a polychromatic paint scheme for the house. 

The interior consisted of a main hall, side hall, and three 

large rooms on the first and second floor of the new section. The 

old house, the left leg of the H, contained the kitchen, pantry, and 

dining room. Entering the new section through the main double doors 

of walnut, the horizontal axis of the H, a guest would have seen 

walnut stairs anchored by a square and octagon newel post. Ernst 

specified paneled wainscotting for the hall and all the downstairs 

rooms except the bathroom and kitchen where beaded wainscotting was 

installed. Transoms above all of the doors facilitated ventilation. 

The main hall extended through the depth of the house. The back 

doors opened onto the west end of the veranda. 5 

Ernst placed front and back parlors to the right of the main 

hall, the right leg of the H. He situated a large bedroom to the 

Shoore interview. Moore's family owned the house from 1926 
to 1969. She lived there as a girl in the late 1920s. Although 
razed about 1970, the house is still referred to as the Miller house 
in Gonzales. All descriptions are based on the photographs, her 
recollections, and the specifications. 

191 



left of the hall. Parquet floors graced all the downstairs rooms 

except the kitchen and bathroom. The contractor installed gas pipes 

for light fixtures, but the fireplace probably burned coal. A pocket 

door joined the two parlors. Ernst used a canted corner at the 

south end of the rear parlor to add visual interest and maximize 

light. A triple window overlooked the backyard. A door in the east 

wall of the back parlor led to the main hall, 

A large bedroom, to the left of the main hall, ran the depth 

of the house. Windows to the north and south extended to the floor 

to catch the cross breezes. Ernst included jib doors, eighteen 

inches in height, to protect the glass. On the rear, or south wall, 

the windows opened onto the veranda. The bathroom occupied the 

southeast corner of the bedroom. Judging from the exterior location 

of a chimney, the bedroom fireplace was probably in the east wall. 

A door in the same wall connected to the side hall, which marked the 

connection between the old and new sections. 

The old house extended beyond the depth of the side hall at 

both the north and south ends. By such a placement, Ernst created 

the left leg of the H. He placed a covered porch to shade the front 

door to the side hall. Inside a plain stairway extended to the 

third floor or attic level. At the rear a door opened onto the 

veranda. Doors in the east wall led to the kitchen and dining room. 

He located a cistern beneath the northeast corner of the kitchen and 

placed a screened cooling shelf into one of the windows. A walk-in 

pantry with built-in shelves and drawers laid between the kitchen 

and dining room. 
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The formal dining room provided a sharp contrast to the simple 

kitchen and pantry. The dining room was big enough to seat 

comfortably fourteen people around a large table. Glass doors at 

the south end of the dining room led to a conservatory, the only 

conservatory included in an Ernst Ruffini design. 

Thomas Harwood's wife, Cordelia, requested the conservatory 

for her plants. About the time Ernst designed the house, Harwood 

considered giving his wife a diamond ring. Cordilia said she would 

rather have a conservatory. The Harwoods, and later the Millers who 

lived in the house from 1926 to 1969, jokingly called the 

conservatory "Mrs. Harwood's diamond ring."9 Small white tiles 

covered the floor and workers built a special bed of "good soil" in 

the room.10 

Ernst used the same floor plan on the second story of the new 

section as the first. He did not include a bathroom on the second 

floor. One could reach the balcony over the main entry at the front 

of the second floor hall. The half-story above the kitchen and 

dining room, in the old section, served as a sewing room and storage 

area. 

The Harwoods finished the third floor, or attic, of the main 

section. They used it for storage. The attic also provided access 

to the tower. A ladder led to the deck of the roof for maintenance. 

Today, all that remains of the Harwood place is a stone 

carriage step on Saint Matthew Street, Thomas Harwood died in 1900, 

9Moore, ibid. 

l^Harwood Specifications. 
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Cordelia in 1926.11 William T. Miller purchased the house and lived 

in it for many years. The Miller family sold the hous© after 

William's widow died in 1969, A developer bought the property and a 

few years later he built a Perry's dimestore on the site.12 

Across the street, on the northeast corner of Saint Matthew 

and Saint Paul Streets, stands the Hugh Lewis house, Ernst Ruffini's 

only extant house. About the time work began on the Harwood house 

in 1883 another Gonzales citizen, banker and merchant Hugh Lewis, 

engaged Ernst to design a home on a lot across Saint Matthew Street 

from the Harwoods. 13 While he employed Eastlake elements for the 

Lewis house, such as decorative shingling, Ernst turned to several 

other precedents. Bargeboards in the gables resembled those used on 

Gothic Revival cottages of the 1850s. The hooded Roman arched of the 

second story windows echo the Italian villa style, popular from the 

mid-1660s to about 1880. The Mansard capped entry tower was French 

Second Empire. Iron cresting along the gables and the top of the 

tower, as well as decorative iron balconies over the entry and 

dining room windows, further enlivened the exterior. Despite the 

diversity of styles, the resulting composition pleased the eye and 

reflected the owner's wealth and taste.14 

llGonzales County History,P. 347. 

12Moore interview. 

ISGonzalea Countv History, p. 287. Specifications for a 
Dwelling for Hugh Lewis, 1883, Ruffini Collection, TSA. 

l^Descriptions based on specifications and undated clipping, 
"Six Fireplaces Featured in Original Lewis House," Gonzales Inguirer 
(ca 1967), Archives Room, Gonzales County Courthouse; interior 
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llflonzales County History,P. 347. 

12Moore interview. 

13(;;ongalea County HistflTY. p. 287. Specifications for a 
Dwelling for Hugh Lewis, 1883, Ruffini Collection, TSA. 

l^Descriptions based on specifications and undated clipping, 
"Six Fireplaces Featured in Original Lewis House," Gonzales Tngyilrgy 
(ca 1967), Archives Room, Gonzales County Courthouse; interior 
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Ernst used an L-plan for the Lewis house. The larger 

section, facing Saint Paul Street, was roughly a square. It 

contained the main hall and two rooms in each story. The two-story 

veranda extended south from the entry tower and wrapped around the 

Saint Matthew Street side of the house. Ernst placed the smaller 

part, a rectangle, at the north side of the larger section in such a 

way as to form an L at the back, or southeast side of the house. 

The smaller section housed the dining room, bathroom, and kitchen on 

the first floor and two bedrooms and a storage room on the second. 

The interior trim of the Lewis house resembled that used in 

the Harwood House. Paneled wainscotting and parquet floors, for 

example, graced the downstairs. Ernst repeated the square and 

octagon newel post he had used in the Harwood House. The principal 

differences were the honeycomb tile floor and the curved walnut 

staircase of the hall. The beautiful staircase, still intact, was 

the focal point of the home. Another difference was the presence of 

a bay window. 

The exterior appearance of the Lewis house changed 

dramatically when owners remodeled it in 1922. Joe Lewis, Hugh's 

son, removed the bay window and replaced the stick-style veranda 

with a Neo-classical one of heavy brick columns. He probably 

removed the bargeboard, cresting, balconies, and other decorative 

elements at this time. Desiring an updated entrance, he removed the 

tower and replaced the walnut double doors with a single leaded 

glass door. He retained the double doors at the back of the hall. 

description based on examination of the house. 
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He added a two-story veranda to the southeast, or back, of the house 

which included a sleeping porch and exterior stairs. He remodeled 

the kitchen in such a way that one cannot determine the original 

location of the bathroom and kitchen. Even with all the changes, 

the interior remained substantially the same. 

A fire in 1985 destroyed the roof. Shortly after the fire, 

the city of Gonzales acquired the Lewis house and replaced the roof. 

Unfortunately, the new roof did not resemble the original. When the 

city installed the roof, the contractor removed all the interior 

plaster and lathing, probably because water damaged the walls in the 

course of extinguishing the fire.15 

The Lewis and Harwood houses were among the largest and most 

costly of Ernst's residential work, but most of the homes he 

designed were in Austin. In the three years before his death Ernst 

prepared specifications and drawings for at least eleven clients in 

the state capital. They included C. W. Barnes, Hulda Coggeshall, 

C. W. Daniel, August Giesen, Samuel D. Harlan, Dr. Charles G. Jones, 

C. H. Morehouse, and Alfred Smith, Jr. 16 Ernst's index to his 

specifications indicates he worked up plans for Mrs. R. Fisher, 

Henry Hirshfeld, and Benjamin H. Smith, but the homes were never 

built. 17 

15saundra Mauldin, City of Gonzales, interview by author, Oct. 
30, 1992. 

16specifications for a Dwelling for C. W. Barnes, undated; 
Hulda Coggeshall, 1684; C. W. Daniel, 1883; A, Giesen, 1883; S. D. 
Harlan 1665; Dr. Charles G. Jones, 1883; C, H, Morehouse, 1884; 
and A. Smith, Jr. , 1883; Ruffini Collection, TSA. 

17lndex to Specifications, Ruffini Collection, TSA. While the 
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As no drawings or photographs are preserved, the appearance of 

the eleven homes remains a mystery, but the occupational standing of 

some Ernst's clientele can be established. Barnes was a grocer.15 

Daniel, an upwardly mobile businessman, began at Zi^leman and 

Bergen, a real estate, abstract, and insurance agency. He enjoyed 

success. In 1683 the same year he commissioned Ernst, he became 

president of the rechristianed Bergen, Daniel and Gracy Abstract 

Company. 19 Hardware merchant Walter Tips ei4)loyed Giesen as a 

bookkeeper and cashier.20 jones was a physician and surgeon and 

Smith worked for a time as a bookkeeper, but by the time he engaged 

Ernst to design a home, he was a traveling salesman. 21 Hulda 

Coggeshall knew Lizzie from the German-Amer lean Ladies Aid Society. 

When Mrs. Coggeshall became a widow, she purchased a lot across the 

street from the Ruffini family and asked Ernst to remodel the 

existing house. 22 

Eight extant specifications reveal that most of the homes were 

wood frame. They used the same materials as the Harwood and Lewis 

index exists, specifications for Fisher, Hirshfeld, and Benjamin H. 
Smith, do not. 

ISAustm Citv Directory. 1881-82, p. 51. 

19Austin Citv Directory. 1881-62,p. 71; Barkley, Travis Countv 
and Austin, p. 183. 

20Austin Citv Directory. 1885-86, p. 112. 

2lAustin Citv Directory. 1681-82, pp. 105, 152; 1883-84, 
p. 140. 

22Austin Citv Directory. 1867-68, p. 50. Mrs. Coggeshall is 
listed as a cashier for the society. 
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homes and had at least one bathroom. Architectural styles ar© more 

difficult to determine. Most likely, Ernst used a combination of 

the fashionable modes, including Eastlake, French Second Empire, and 

Queen Anne. The Jones and Harlan houses were the most elaborate of 

the Austin residences. The specifications indicate a richness of 

material and ornamentation not found in the other buildings. 

Jones began to consult with Ernst in October 1882. For the 

initial studies, sketches, and consultations, Ernst charged $45. 

The architect's fee for the $6,000 house was $210, the usual 3-1/2 

percent fee. Contractor James Phillips began work in January 1883 

and finished the job the following September. Jones must have 

decided to remodel an existing stable and add a new outhouse after 

he signed the contract because Ernst billed the doctor an additional 

$25 for the drawings and specifications for the two outbuildings. 

For other professional services and superintendence, Jones paid 

$120, bringing Ernst's total charged to $400.23 

The Jones house, located at 301 East College (12th) Street, 

consisted of a main section two stories in height and roughly square 

in shape. Ernst probably situated the retangular one-story rear 

building to form an L. Wooden mantels and encaustic tile hearths 

enhanced the fireplaces. Two stairways led to the second floor. 

The most distinctive feature of the Jones house was the use of 

silver plated trimming on the main doors. 24 

23statement, FER to C. G. Jones, Austin, Jan, 15, 1884, SWC 

24specifications for Dr, Charles G, Jones. 
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The new outhouse or privy, shielded by a lattice screen, 

boasted two compartments: one for servants and the other for family 

members. The contractor relocated an existing house for servants.25 

The specifications for Harlan's new house, built in 1885, were 

nearly identical to those for the Harwood house in Gonzales. 

Harlan, like Harwood, wished to include an extant structure. The 

principal difference between the two residences was that the Harlan 

abode had a tin roof instead of cypress shingles. The use of tin, 

painted Venetian red, suggests that Ernst designed a Mandard roof. 

The contractor, R. C. Lambie, could shape the tin to the indicated 

convex or concave curves. When the building was finished, Ernst 

wrote Harlan, "Your roof is the best I hav© put on her©, not a 

single leak has appeared, which is exceptional in a new work and it 

makes a good appearance. "26 

Unusual fixtures and features of the Harlan home included the 

installation of three black walnut corner washstands, one for the 

bathroom and the others in two bedrooms. A thirty gallon boiler in 

the kitchen provided hot water for the house. Ernst also arranged 

for the installation of speaking tubes.27 

During the spring and summer of 1885, Harlan, who lived in 

Chicago, and Ernst conferred several times on the building's 

25ibid. 

26specifications for S. D. Harlan. The Harlan specfications 
were copied from the Harwood contract; penciled alterations are 
visible and the Harlan specs, match the altered Harwood document. 
FER to S. D. Harlan, Chicago, Aug. 10, 1885, SWC. 

27specifications for S. D. Harlan; FER to Harlan, Chicago, May 
5, 30, 1885, SWC. 
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progress. Harlan intended to buy carpets and draperies at Marshall 

Field and ship them to Austin. 28 Perhaps Harlan commissioned Ernst 

to design the home for someone else, for Harlan's name does not 

appear in the city directories. 

A. P. Wooldridge and John Bremond, two of Austin's most 

prominent citizens, approached Ernst about new homes in 1885. Both 

men, like Ernst, belonged to the Washington Steam Engine Fire 

Company and shared several other social and business ties to the 

architect. Wooldridge, president of the City National Bank, was 

also a University of Texas Regent. Three years earlier he had 

chaired the building committee which selected Ernst to design the 

Main Building.29 

Although the house Ernst proposed for Wooldridge was never 

built, a water color rendering—the only color image of an Ernst 

Ruffini residence to survive—and an estimate reveal Ernst at his 

most creative. The rendering shows a two-story, Eastlake style 

house with a one-story wing to the left. A three-story square tower 

with hipped roof located at the inside of an L, marks the entry. Bay 

windows project from each end of the L. A jerkin-head gable at the 

front adds visual interest. The dominant color is sage green with 

butter-yellow trim. Darker greens and brown accent the structure.30 

28FER to S. D. Harlan, July 3, 15, 1885, SWC. 

29"Rites to be Held Late Wednesday for Wooldridge," Austin 
American, Sept. 10, 1930, clipping, biography file, A. P. 
Wooldridge, Austin History Center, Austin, Texas. 

30watercolor perspective. Residence for A. P. Wooldridge, EFR 
Collection; FER to A. P. Wooldridge, Austin, Jan. 13, 1885, SWC. 
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Features mentioned in the estimate included 150 linear feet of 

porches, ten mantels, forty-eight windows, and thirty doors. 

Wooldridge intended to build a large and comfortable house. 

Eventually, he did. Wooldridge hired the firm of Gordon and 

McDonald to design his new house, but the year of construction is 

unknown. 31 

In early 1885 John Bremond approached Ernst about designing a 

new home. Ernst showed Bremond the plates he had saved from the 

American Architect and Building News. Bremond selected a plate 

depicting a large Queen Anne style home designed by S. D, DesJardins 

of Cincinnati. Ernst then worked up an estimate for an $18,000 

house of pressed brick with terra cotta and cut stone trim. Bremond 

never built the house. Ernst died a few months after he worked up 

the estimate. Bremond approached another architect to design the 

magnificent home that stands at 700 Guadalupe Street.32 

Ernst also planned two houses to be built in Georgetown and 

one in Burnet. Some years earlier Ernst had designed the Williamson 

County Courthouse in Georgetown, and W. L. Mann probably heard of 

the architect at that time. In 1883 Ernst fashioned plans for a 

two-story frame structure for Mann. Whittle and Harrell, 

contractors, agreed to build the house for $3,270.33 About a year 

31FER to Wooldridge, ibid; picture of Wooldridge home in 
Austin Illustrated (Houston: Southwest Publishing Co., 1901), p.25, 

32FER to John Bremond, Austin, Jan. 15, 1885, SWC. The 
Bremond House at 700 Guadalupe Street, Austin, differs radically 
from the plate Bremond selected. The plate did resemble the John 
Houghton House at 307 West 12th Street, Austin, but no evidence 
links Ernst to the Houghton House. 

201 

,di^M.^i^MiillillHaiiMiaiiiUd^-^^!H^I^^^H^^^^^^HHM9B9HMHMHHHHHB^Bi^^ninHaHMIV 



Features mentioned in the estimate included 150 linear feet of 

porches, ten mantels, forty-eight windows, and thirty doors. 

Wooldridge intended to build a large and comfortable house. 

Eventually, he did. Wooldridge hired the firm of Gordon and 

McDonald to design his new house, but the year of construction is 

unknown. 31 

In early 1885 John Bremond approached Ernst about designing a 

new home. Ernst showed Bremond the plates he had saved from the 

American Architect and Building News. Bremond selected a plate 

depicting a large Queen Anne style home designed by S. D. DesJardins 

of Cincinnati. Ernst then worked up an estimate for an $18,000 

house of pressed brick with terra cotta and cut stone trim. Bremond 

never built the house. Ernst died a few months after he worked up 

the estimate. Bremond approached another architect to design the 

magnificent home that stands at 700 Guadalupe Street.32 

Ernst also planned two houses to be built in Georgetown and 

one in Burnet. Some years earlier Ernst had designed the Williamson 

County Courthouse in Georgetown, and W. L. Mann probably heard of 

the architect at that time. In 1883 Ernst fashioned plans for a 

two-story frame structure for Mann. Whittle and Harrell, 

contractors, agreed to build the house for $3,270.33 About a year 

31FER to Wooldridge, ibid; picture of Wooldridge home in 
Austin Illustrated (Houston: Southwest Publishing Co., 1901), p.25 

32FER to John Bremond, Austin, Jan. 15, 1885, SWC. The 
Bremond House at 700 Guadalupe Street, Austin, differs radically 
from the plate Bremond selected. The plate did resemble the John 
Houghton House at 307 West 12th Street, Austin, but no evidence 
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later, George W. Glasscock, a well-known Austin builder, engaged 

Ernst to provide the specifications and drawings for a parsonage in 

Georgetown. Neither Glasscock nor Ernst identified which church 

Glasscock represented in the transaction.34 Burnet merchant L. J. 

Watson hired Ernst to design a home sometime in 1883. Ernst later 

secured a commission there to build the Burnet County Jail. 35 

Of the seventeen residences and clients identified in Ernst 

Ruffini's portfolio certain common characteristics emerge. The 

clients were generally well-to-do men of influence and prestige who 

desired to build new homes in a fashionable style. Ernst met most 

of his clients through previous business and social contacts. 

Sometimes the client supplied a sketch or illustration of the sort 

of house his family desired. More often, however, Ernst showed 

prospective clients plans and drawings of earlier jobs as well as 

plates and illustrations from the American Architect and Building 

News or other journals. 

Although residential architecture was not as financially 

rewarding as public buildings, it still added a minimum of several 

hundred dollars to Ernst's annual income from 1883 to 1885. Even 

using the lowest available contract price of $3,270 as an average, 

he brought in commissions of about $1,900 over th© thr©e y©ar 

33specifications for a Dwelling for W. L. Mann, 1883, Ruffini 
Collection, TSA; contract between Mann and Whittle and Harrell, 
1883, Ruffini Collection, TSA; FER to W. L. Mann, Georgetown, Jan. 
17, 1884, SWC. 

34FER to George W. Glasscock, Georgetown, Jan. 22, 1884, SWC. 

35rER to L. J. Watson, Bumet, July 17, 1884, SWC; Debo, 
Burnet Countv History, p. 80. 
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period. Superintendence of the Austin structures would raise the 

figure. There was little overlap between Ernst's residential and 

commercial clients, but the former extended his prospects for future 

work of all types. 

For Oscar Ruffini, commercial and residential clintele 

overlapped significantly. Oscar practiced over a longer period of 

time—approximately forty-five years compared to Ernst's nine. 

Residential work comprised approximately 48 percent of Oscar's 

practice, more than any other type of building. Such a high 

proportion of residential work was unusual. The rapid growth of San 

Angelo and the surrounding area coincided with Oscar's active 

period. He was the first architect in town so business was brisk. 

Also, most of Oscar's homes were modest in scale. His clients 

wanted comfortable and attractive homes, not mansions. Alterations 

and additions to existing homes made up another 9 percent of his 

practice. Many of the remodeling jobs were for old clients.36 

Even though San Angelo was a frontier town when he arrived in 

1884, the houses Oscar designed were as up to date as those of his 

brother or any other architect. By virtue of his training and his 

subscriptions to American Architect and Building News and other 

journals, Oscar could offer the latest styles. Like Emst, Oscar 

incorporated structural adaptations to the local climate and 

life-style. Wide verandas shaded the houses from the hot sun, but 

floor length windows appeared less often in Oscar's work. The 

36percentages based on an analysis of the specifications 
listed in the inventory of the 0. Ruffini Collection, FC. 
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oversized windows probably were not necessary on the Edwards Plateau 

of Texas. 

Oscar's first residential client in San Angelo was S. C. 

Robertson. In August 1884 Robertson engaged Oscar to design a frame 

dwelling.37 The last of Oscar's identified residential clients was 

J. 0. Little of San Angelo, who in 1906 commissioned Oscar for a 

home.38 of thirty-four extant specifications for residences, only 

seven sets of drawings survive. They indicate that the architect 

and his clients preferred the popular Queen Anne style. 

Queen Anne architecture was one of several revival styles 

popular in Texas from about 1880 to 1910. Characteristic elements 

included an irregular roof line and a variety of surface treatments 

combining wood, brick, stone, and occasionally terra cotta. 

Fishscale or other shaped shingles in gables and on towers, as well 

as roofs, added textural interest. Other commom elements were 

projecting bays, turrets, and spindle work. Interiors were equally 

picturesque. 

A typical Oscar Ruffini, Queen Anne style home was a one or 

one and one-half story cottage. A bay window projected from the 

parlor and a central hall ran the depth of the house. Spindle work 

con^rised the veranda railing. Iron cresting enlivened the roof.39 

37specifications for a Residence for S, C. Robertson, 1884, 0. 
Ruffini Collection, FC. 

38specifications for a Residence for J. 0. Little, 1906, 
0. Ruffini Collection, FC. 

39Based on an examinations of plans and elevations of 
residences for J, Blocker, 1886; John I. Guion, undated; S. H, 
Henderson 1897; L, B, Harris, 1897; and an unidentified residence, 
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The S, H, Henderson home near Vigo in Concho County, built in 

1897, was an especially beautiful interpretation of the Queen Anne 

style. Oscar specified elaborate cresting for the roof and an 

etched panel of glass for th© front door. 40 

The house Oscar fashioned for Judge John I. Guion of 

Ballinger, about forty mil©s north©a8t of San Ang©lo, was an ©qually 

handsome, but larger, example. A tower at the front right corner 

and a stained glass double entry added to the picturesque effect.41 

Guion probably became acquainted with Oscar when in 1888 and 1889 he 

supervised construction of the Runnels County Courthouse in 

Ballinger. 

In contrast to the elaborate Henderson and Guion homes, Oscar 

prepared a simple cottage for L. B. Harris of San Angelo. 

Contractors Joe Chance and the Willeke Brothers built it. From a 

central hall one could enter a formal parlor, sitting room, dining 

room, or bathroom. The bedroom and kitchen occupied the back 

corners of the house to either side of the dining room. Flues in 

the plan indicate that stoves heated the parlor sitting room and 

dining room. An elegant two panel front door with a Queen Anne 

style window graced the relatively plain cottage. 42 

undated; Ruffini Collection, TSA. 

40specifications for a Residence for S. H. Henderson. 1897. 0. 
Ruffini Collection, FC; Drawings for S. H. Henderson residence, 
Ruffini Collection, TSA. 

^iDrawings for John I. Guion residence, Ruffini Collection, 
TSA. 

42specifications for a Residence for L. B. Harris, 1897, 0. 
Ruffini Collection, SWC; drawings for L. B. Harris residence, 

205 

m 



•nie C. A. Probandt House at 112 East College Street, San 

Angelo, is the only extant house that is without question the work 

of Oscar Ruffini. Probandt, a dry goods merchant, cam© to San 

Angelo in 1861, three years before Oscar. The men became close 

friends and in 1891 Probandt asked Oscar to design a residence.43 

The two-story, wood frame dwelling, lacking its original trim, 

houses several small antique and craft shops. 

The Historic American Building Survey of San Angelo indicates 

that the Beck farm house at 1231 Culbertson Street may be the work 

of Oscar Ruffini. Over the years the city grew around the farm 

house, built about 1913 for Frederick Beck. It is a one and one-

half story brick structure with hipped roof and cross gables. 

Square brick columns with square white capitals support the veranda 

roof. The barn is sided with sheets of tin. 44 The attribution is 

weak. Non© of Oscar's spscifications can b© link©d to th© prop©rty. 

At one time dozens of Oscar's houses graced the streets of San 

Angelo. Others in Ballinger and Coleman added beauty to those 

towns. Oscar brought a knowledable and sophisticated sense of 

design to the region just as it emerged from the frontier phase. 

While his work was not particularly original, his clients could 

depend on Oscar as a professional architect to provide a handsome 

and sound residence. 

Ruffini Collection, TSA. 

43specifications for a Residence for CA. Probandt, 1891, 0 
Ruffini Collection, FC. 

^^San Angelo Survey, Beck Farm, SA-0143. 
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The residential architecture of Ernst and Oscar Ruffini 

comprised a substantial portion of their respective practices, about 

26 percent for Ernst and 48 percent for Oscar. Compared to other 

Texas residential architecture by Texas and American architects, 

Ernst's works may seem plain, common, or less attractive. Only one 

extant house and images of two others survive, so the architectural 

historian cannot examine a fair sample of his work. A single water 

color rendering survives to demonstrate Ernst Ruffini's intentions 

as to design. The photographs of the Thomas M. Harwood house in 

Gonzales were taken nearly thirty years after the house was built 

and much of the trim had already been removed. Also, the black and 

white photographs offer no clues as to the original color scheme. 

The one photograph of the Hugh Lewis home, also in Gonzales, is 

grainy and shows little detail. In the absence of extant houses or 

better photographs, one cannot make a fair comparison. One should 

also remember that most of the Ernst's interpretations were 

unpretentious and in keeping with the upper middle-class status of 

his clients. 

The Hugh Lewis House in Gonzales has lost much of its 

historical integrity, but as the only remaining house of Ernst 

Ruffini, it merits consideration for restoration. The presence of 

specifications, a photograph, and many of the exterior and interior 

details make the house a fair candidate for r©storation should th© 

City of Gonzales decide to rehabilitate th© hous©. 

The Queen Anne style cottages of Oscar Ruffini were as 

picturesque as any designed by his contemporaries. They are not 
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high style examples, but they reflect Oscar's skill in handling 

popular modes as well as the good taste of his West Texas clientele 
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CHAPTER VIII 

CONCLUSIONS 

Ernst and Oscar Ruffini exemplify many of the changes in 

architectural practice in Texas and the United States in the late 

nineteenth and early twentieth centuries. They trained through 

apprenticeship, supported professional standards, and worked in the 

popular modes of the day. Comparison of the Ruf finis to other Texas 

architects reveals many similarities in geographic origin, training, 

and approach to practice. Stylistically, all worked in the 

historical revival modes of the era, but a detailad comparison is 

possible for courthouses only as that building type is the best 

documented in Texas architectural history. With commercial and 

institutional structures limited comparison is possible to the works 

of Alfred Giles, the only Ruffini contemporary to be the subject of 

a monograph. 

The Ruf finis, like most other Texas architects, came to the 

state in the 1870s with high hopes. Ernst and Oscar fulfilled most 

of their dreams, Ernst in nine years built a successful practice 

and by 1886 was on th© v©rg© of obtaining his most chsrishsd 

objective, moving back to the Midwest. Ernst enjoyed life in 

Austin, but he never felt at home there. Oscar, too, established a 

thriving practice, but in contrast to his brother, Oscar chose Texas 

as his permanent home. 

The Ruffinis were not alone as architects who decided to try 

their luck in Texas in the late nineteenth century. Biographical 
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information on contemporaries of the Ruffinis, while fragmentary, is 

sufficient to make some comparisons. Of eight colleagues for whom 

data is available, only one, James Wahrenberger, was a native Texan. 

The other eight were Wesley Clark Dodson, Alfred Giles, Eugene T, 

Heiner, Jasper N, Preston, Nicholas Clayton, Jam©8 E. Flanders, and 

J. Riely Gordon, Gordon was the only Texas architect of the era to 

acquire a national reputation. 

The eight men, along with Ernst and Oscar Ruffini, are the 

founders of the architectural profession in Texas, All but Gordon, 

the youngest of the group, began to practice in the state in the 

1870s or earlier. All designed at least two county courthouses and 

several specialized in public buildings. Except Ernst, all of the 

gentlemen supported the quest for high professional standards 

through membership in the Texas State Association of Architects, 

founded in 1886. 

Ernst competed with most of the men for courthouse, jail, and 

institutional work, but his major competitors from 1877 to 1886 wer© 

Dodson and Giles. All three were energetic men who made courthouse 

work a speciality. Dodson, born in 1828 in Alabama, was the oldest 

of the professional architects in Texas. A Confederate veteran, 

Dodson moved to Galveston after the Civil War, but by 1880 had 

relocated to Waco, He took William Dudley as a partner for about 

five years in the 1880s, but during most of his long career Dodson 

practiced alone. He lived in Waco until his death in 1914 at the 

age of eighty-six. 1 

iRobinsion, P^ffP^^'a Architecture, p, 61 
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Dodson designed nin© courthousss b©tw©©n 1877 and 1898. Like 

his colleagues, he developed a unique personal style. Just as a 

Mansard roof characterized a Ruffini courthouse, a Dodson courthouse 

often incorporated a pavilion plan and promenient gables on each 

side. The Parker County Courthouse (1686) in Weather ford is an 

outstanding exai^le of his work.2 

Alfred Giles, next to J. Riely Gordon, was the state's best 

known architect. Giles was b o m in 1853 in England. At seventeen he 

decided on a career in architecture and, like the Ruf finis, trained 

through apprenticeship. Giles supplemented his practical experience 

with courses in architecture at King's College, London, He 

immigrated to the United States at the age of twenty, and after a 

brief stay in New York, he traveled to San Antonio, Finding the 

climate agreeable to his delicate health, Giles decided to stay. He 

worked for builder John H. Kampmann for two years and at the age of 

twenty-three began his own practice. 3 Within a few years, Giles 

became San Antonio's leading architect, designing mansions, stores, 

offices, and numerous other types of buildings. 

Giles, like Ernst and Oscar, invested money to increase his 

income and spread his risks. Whereas the Ruf finis speculated in 

real estate, Giles purchased a 13,000 acre ranch near Comfort. He 

raised Angora goats and Aberdeen Angus cattle. Giles was a founding 

member of the Texas Sheep and Goat Raisers Association and designed 

2lbid., p. 127 

3Mary Carolyn Hollers Jutson, Alfred Giles: An English 
Architect in Texas and Mexico (San Antonio: Trinity University 
Press, 1972), pp. 1-2. 
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a major alteration to the home of wool magnate Charles Schriener in 

Kerrville.4 

Giles' wife, Annie Laura Jones, like Lizzie Ruffini, became 

anxious whenever her husband traveled. On one trip, a highwayman 

held up the stag© in which Gil©8 was a pa88©ng©r. Wh©r©as Ernst 

mailed a letter to Lizzie every few days, Giles devised a mor© novel 

method to let his wife know he had safely reached his destination. 

Giles traveled with a pair of homing pigeons. He released one upon 

his arrival and let the second bird go a day or two before he began 

the return trip.5 

Outside of San Antonio, Giles was best known for his 

courthouses and jails. Along with Ernst, Giles was one of the most 

successful architects of the late 1870s and early 1880s. Ernst 

designed eleven courthouses in ten years. Giles planned twelve, but 

over a period of forty-three years. Giles carried on an active 

practice until near the end of his life in 1920. 

Giles and Ernst met in 1881 in Fredericksburg where they 

competed for the Gillespie County Courthouse. Ernst may have 

thought his fluency in German would give him an edge in Teutonic 

Fredericksburg, but the Commissioners Court preferred Giles's 

proposal. When the Court made its decision, Giles renounced all 

claim to the fifty dollar first prize and asked that the Court give 

^Ibid., pp. 2-3, 65, 

5lbid., p. 4. 
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the money to Ernst, the runner-up, in recognition of his skill and 

ability.6 

In addition to designing courthouses and jails, Giles and 

Ernst Ruffini had several other things in common. Each suffered a 

grueling ordeal with their respective Commissioners Courts. While 

Ernst in 1684 snf 1885 battled the Court in Burnet County over the 

antics of jail contractor J. T. Woodard, the Commissioners Court in 

El Paso County accused Giles of failing to fulfill his duties as 

supervising architect for the county courthouse in El Paso. The 

Court dismissed Giles, but a grand jury investigated and cleared 

him. 7 The El Paso County Courthouse (1866-86) with its Mansard 

towers and two-story gallery was the most picturesque of Giles' 

courthouse designs. 

The career of Eugene T. Heiner overlaps those of Giles and the 

Ruf finis. Heiner's first courthouse in Falls County was not 

completed until 1888, three years after Ernst's death. Heiner, who 

moved in 1676 to Houston from Terre Haute, Indiana, designed the 

Runnels County Courthouse (1888-89) in Ballinger, approximately 

halfway between Abilene and San Angelo. Osacr Ruffini supervised 

construction of the Ballinger courthouse, but the building did not 

influence his own design of later structures. The Runnels County 

Courthouse, like other Heiner courthouses, was topped by 

intersecting Mansard roofs and a central clock tower. Today, the 

6lbld., p. 74. The Gillespie County Courthouse, Fredericks
burg, by Giles, presently houses a library. 

7lbid., p. 82-83. 
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building with a modified roof continues to serve the county. 

Altogether, Heiner designed eight courthouses, seven of them in the 

southeastern portion of the state.5 

Nicholas Clayton, Jasper N. Preston, and James Wahrenberger, 

in comparison to Ernst, Dodson, and Giles, did little courthouse 

work. Clayton, however, was probably the most talented of all Texas 

architects practicing in the late nineteenth and early twentieth 

centuries. Born in Ireland in 1649, Clayton was still a babe when 

his family immigrated to the United States. He grew up in 

Cincinnati, Ohio, and served in the Navy in the Civil War. After 

the War Clayton apprenticed with the firm of Jones and Baldwin in 

Memphis, Tennessee. His employer sent Clayton in 1872 to Galveston 

to supervise construction of the Tremont Hotel (still standing) and 

the First Presbyterian Church. Clayton, recognizing good prospects 

for a professional architect in Texas' largest city, decided to stay 

in Galveston. Between 1877 and 1862 Clayton worked with Michael 

Lynch, a civil engineer. Patrick Rabitt became Clayton's partner in 

the nineties, but Clayton worked independently most of his career. 9 

Clayton, finding plenty of lucrative projects close to home, 

rarely competed for courthouse work. He did, however, make a 

specialty of Roman Catholic insitutions. His work includes Saint 

Patrick's Church (1873-64) in Austin, known today as Saint Mary's 

5Robinsion, People's Architecture, pp. 133-34; Robinson, Gone 
From Texas, p. 223. 

9Robinson, People's Architecture, pp. 60-61; Robinson, Texas 
Public Buildings, p. 126. 
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Cathedral. The most impressive structure Clayton designed was the 

Ursuline Convent (1891-94) in Galveston. Th© monumental Gothic 

Revival building with its vaulted ceilings and soaring spires stood 

until 1962, when authorities razed it.10 Clayton is also remembered 

for his residential and institutional architecture. He designed 

dozens of residences in Galveston and Houston, including the Lasker 

Mansion (1889) in Galveston, as well as store and office buildings. 

Clayton completed two courthouses, both for Galveston County 

where he resided. He planned the 1875 Courthouse in the French 

Second Empire mode. E. T. Heiner, six years later, designed an 

addition to the building. Clayton, after the 1875 structure burned, 

also designed the 1897 Galveston County Courthouse. Completed in 

the Beaux Arts style in 1898, the second Clayton courthouse 

weathered the 1900 hurricane that destroyed most of the city.H 

James Wahrenberger, like Clayton, excelled in the design of 

homes and institutions. His only courthouse, one designed with 

Albert F. B©ckman, went up in Eagl© Pass in Mavsrick County in 1884 

and 1885. A few years earlier, collaborating with John Andrewarthe, 

he won the commission for the Fayette County Jail, La Grange 

(1881).12 Wahrenberger, one of the few native Texans who became an 

architect, studied in Germany and Switzerland for six years. Then 

lOpobinson, Texas Public Buildings, pp. 143-45. 

llRobinson, People's Architecture, pp. 59, 209-210; Robinson, 
Texas Public Buildings, pp. 256-57. 

12Roblnson, People's Architecture, pp. 83, 97; Robinson, Texas 
Public Buildings, pp. 214-15. 
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at the age of twenty-three in 1878, he established a practice in 

Austin. He designed several homes in the city in the 1880s and 

1890s.13 

Jasper N. Preston was Ernst's partner in 1877. B o m in 1832, 

Preston grew up in Lansing, Michigan. He was the second oldest 

architect among those active after Reconstruction. Along with 

Dodson, Preston was already in his forties when in 1875 he came to 

Texas. He designed three courthouses: Cameron (1882), Bastrop 

(1863), and Bell (1683-84) counties. He is best known, however, as 

the architect of the elegant Driskill Hotel (1885), rehabilitated 

and still in use in downtown Austin. 1^ For a few months in 1881, 

Preston served as the consulting architect of the Capitol Board as 

it planned and executed the State Capitol Coiq)etition. Preston 

resigned when Ernst and Wahrenberger alleged that Preston had 

accepted bribes two years earlier in connection with the building of 

the Williamson County Courthouse in Georgetown. 15 Preston is the 

only Texas architect suspected of unprofessional conduct. Despite 

the blemish on his reputation, Preston won numerous commissions for 

commercial structures in Austin. In 1883 he took his son, Samuel, 

into partnership. The father and son team in 1886 moved to Los 

13Robinson, People's Architecutre. pp. 60-62, 63, 97; 
Robinson, Texas Public Buildings, pp. 214-15. 

14Robinson, People's Architecture, pp. 108-09, 121, 

ISGreen, "'A Question of Great Delicacy," pp, 266-67. 
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Angeles where the elder Preston served as president of the Southern 

California chapter of the American Institute of Architects. 16 

James E. Flanders, born in 1849 in Illinois, came to Dallas in 

1875, Flanders concentrated on West Texas, designing ten 

courthouses in the region. 17 In central Texas, however, his 1905 

Navarro County Courthouse replaced the Ernst Ruffini structure. He 

was a charter member of the Texas State Association of Architects 

and served as the organization's president in 1908 and 1909.15 

J, Riely Gordon, the most famous Texas architect, ranks in a 

category of his own. Many regard Gordon as the most important 

architect in the state's history, and aesthetically and historically 

his prominence was well deserved, Ernst Ruffini did not live long 

enough to compete with Gordon. Like Ernst, he was a tireless self-

promot©r. 

Gordon moved to Texas as a child when his father, a railroad 

engineer, was transferred. As a young man Gordon worked with the 

International and Great Northern Railway, Then he learned 

architectural drafting during an apprenticeship with Wesley Clark 

Dodson. Gordon then worked from 1885 to 1887 for the Supervising 

Architect of the Treasury Department as a draftsman and 

15withey and Withey, Biographical Dictionary, p. 525; Goeldner 
"Temples of Justice," p. 491. 

17Robinson, P^^p]?'^ Architecture, p. 112. Robinson states 
that Flanders designed ten courthouses, but identifies only five of 
them. 

ISsmith, Since 1886. pp. 2, 10. 
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superintendent for federal projects.19 Architects of the day 

considered such a position a stepping stone to a successful career. 

Gordon's experience proved the rule. 

Once Gordon settled in 1887 in San Antonio he pursued 

courthouse work with a vigor unmatched sine© th© d©ath of Ernst 

Ruffini. Gordon became the most prolific courthouse architect in 

Texas history, designing at least fifteen structures between 1890 

and 1902. Gordon captured one commission after another employing, 

like his colleagues, a standard plan modified according to county 

budgets and local tastes. He usually worked in the Richardsonian 

Romanesque style utilizing a cruciform plan. The Gonzales County 

Courthouse (1894) in Gonzales is a typical example of his work. 

Although he secured many commissions, two Commissioner Courts 

dismissed him for failure to execute his appointment as supervising 

architect. With so much work, Gordon overextended himself. 20 

Nationally, Gordon was best known for his design of the Texas 

Pavilion at the 1893 World's Columbian Exposition in Chicago. He 

also designed the Arizona State Capitol (1900) and is the only Texan 

to have designed a state house. Gordon moved to New York in 1900. 

At the time of his death in 1937, he was planning a building for the 

1939 New York's World Fair.21 

19Roblnson, People's Architecture, p. 160; Goeldner, "Temples 
of Justice," p. 469. 

20Robinson, People's Architecture, pp. 158, 162-69, 171-73, 
202, 204-05; Goeldner, "Temples of Justice," p. 469. 

2lGoeldner, "Temples of Justice," p. 469. 
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Based on a survey of eight Texas architects active between the 

end of Reconstruction and th© b©ginning of World War I, similarities 

between the Ruffinis and their colleagues appear. Except for 

Wahrenberger, a native Texan and Gordon who moved to the state as a 

boy, most of Texas' leading architects came from out of state. All 

but one of those, Dodson who came shortly after the Civil War, 

arrived in Texas in the 1870s, or about the time Reconstruction was 

ending in the state, Dodson and Preston were the oldest. All the 

others, like the Ruf finis, were in their early to mid twenties. 

Ernst was twenty-seven when he broke with Preston and set up his own 

office. Oscar and Giles, at twenty, were the youngest architects to 

come to Texas. After assisting Ernst, Oscar established an 

independent practice when he was twenty-seven, Giles was just 

twenty-three when he hung out his own shingle, Gordon was also 

twenty-three when he opened his own office, Clayton and 

Wahrenberger were twenty-three when they arrived in Texas, but each 

worked in partnership for a few years before going independent.22 

Training by apprenticeship was another characteristic the 

Ruffinis shared with their contemporaries. Several, including 

Preston, Heiner, Clayton, and Flanders, had acquirsd ©xp©ri©ne© in 

the Midwest. Only two, Giles and Wahrenberger, trained abroad. 

Gordon was the only Texas architect to have experience in the 

22The Ruffinis were atypical in one respect, their ages at the 
time of death. Ernst died at thirty-four, Oscar at ninety-eight. 
Giles and Clayton were sixty-seven when they died. Gordon died at 
the age of seventy-three and Wahrenberger at seventy-four. Flanders 
died at seventy-nine. Dodson was eighty-six when he died. Date of 
death is not available for Preston or Heiner. 
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Supervising Architects Office, Although they possessed varied 

backgrounds, all the men shared a sense of professionalism and 

participated in the Texas State Association of Architects. 

Another way the Ruf finis typify the experience of many Texas 

architects was in dominating a particular region of th© stat©. 

Three of Ernst's courthouses and one of his jails were located in 

four of the five counties surrounding Austin, Altogether, his work 

covered an arc from New Braunfels in the southwest to Longview in 

the northeast. Isolated examples of Ernst's courthouses and jails 

appeared in North and West Texas. Oscar's public buildings graced 

the Edwards Plateau. Alfred Giles' buildings appear©d in th© fiv© 

counties north of Bexar County where he worked from his San Antonio 

office. To the east and south of San Antonio, seven counties 

erected Giles' courthouses and jails. E. T. Heiner worked in the 

southern part of Texas from his base in Houston while W. C. Dodson 

worked in the north central part of the state. 

The courthouses of Ruffini contemporaries, including 

Wahrenberger, Flanders, and Preston, were scattered through the 

state. Gordon's fifteen courthouses were sprinkled about the 

eastern lialf of Texas. The domination of an architect in one region 

stemmed from the fact that Commissioners Courts generally traveled 

to nearby counties to examine courthouses and jails. Even though 

most counties held competitions, thsir impr©ssion of nearby 

buildings influenced their decision. Also, a cordial relationship 

between an architect and a county enhanced an architect's 

reputation. 

220 

t. •••• . I. i^)^. ' .i.>iLMi:.iM. „ ,^vA',<iB^^^—aBMMMgMcaiana^iaata^^^^^^^^^MPPv 



Given the volume of courthouse work, Texas architects no doubt 

employed assistants. Aside from Ernst's apprentice, Charles Dunbar, 

no other apprentices have been identified. A young J. Riely Gordon, 

however, apprenticed for W. C. Dodson. 

Texas architects also shared a commom adversary, the building 

contractor. As the number of architects increased some contractors, 

such as Abner Cook, stopped designing and focused on executing the 

works of trained architects. Many contractors, however, comp©t©d 

directly against the Ruffinis and their colleagues. One of the most 

successful contractors was William Martin, who organized the con

tracting firm of Martin, Bryne, and Johnston. The firm built at 

least ten courthouses and four jails in a sixteen year period, most 

of them in West Texas. No one has uncovered the origins of Bryne or 

Johnston, but Martin was born in Indiana in 1844. He became a 

bricklayer and moved about 1870 to Denison. There, he teamed up 

with a stone cutter, David C. Brynes. The two men relocated to 

Colorado City where they invited John L. Johnston to join them.23 

At an unknown date, Martin, Byrne, and Johnston settled in Comanche. 

Architecturally, the Martin, Byrne, and Johnston courthouses 

were crude compared to those designed by professional architects. 

The Mitchell County Courthouse (1881) in Colorado City was typical. 

Although rectangular in plan, it resembled the "coffee-mill" style 

courthouse popular before th© Civil War. Martin, with his Midwest 

roots, would have been familiar with the square ante-bellum 

23Robinson, Pff̂ Plft'î  Architecture, p. 94, 
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courthouses whose cupolas made the buildings look like large coffee 

mills.24 

The best Martin, Byrne, and Johnston courthouse was the second 

structure they built for Mitchell county. Erected in 1884, the new 

courthouse was a copy of th© Bastrop County Courthous© by Jasper N. 

Preston. 25 The Mitchell County structure bore no resemblance to 

earlier Martin, Byrne, and Johnston courthouses. Martin perhaps 

bought plans from Preston. He may also have purchased plans from 

Alfred Giles for the Goliad County Courthouse (1884) and the 

Caldwell County Courthouse (1883). Considering the rivalry between 

architects and contractors, purchasing plans was a more coimom 

arrangement than one might suppo^e^Oj:^o P. Kroeger had a similar 

arrangement with J. Riely Gordon. 26 

Ernst Ruffini cooperated with contractors whenever it was 

advantageous to do so. He and contractor James B, Smith developed a 

cordial working relationship. Ernst also sold plans to Lewis and 

Galloway, contractors from Runnels County. Ernst provided in 

February, 1884, plans of a jail to the firm. For the plans, working 

drawings, and specifications, Ernst charged $245 or 3-1/2 percent on 

a contract price of $7,000,27 The contractors had to make a $10 

down payment. Ernst shipped the plans but the contractors, failing 

24Robinson, people's Architecture, pp, 54-55. 

25Robinson, People's Architecture, pp, 121, 123, 

26Robinson, Gone From Texas, p. 130. 

27statement. FER to Lewis and Galloway. Runnels County. Feb 
5 1884 SWC See Chapter V for details on James B. Smith. 
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to pay the freight charge, did not claim the package in time to make 

a presentation of the Runnels County Commissioners Court. 28 Ernst 

expected payment in full regardless of the Court's decision and 

demanded the balance. Several months passed and Lewis and Galloway 

did not pay the bill. Ernst in March 1885 wrote to them again and 

asked for the return of the plans as he had a chance to use them 

himself in Burnet County. Ernst pledged that if adopted, he would 

"give you [Lewis and Galloway] a good show to get the job, so they 

you will be able to pay me for the plans without any loss. "29 Lewis 

and Galloway lost the job to a local Burnet man. 

Some years latsr, in 1887, Oscar sold courthous© plans to John 

Cormack, the Lampassas contractor who helped build the Concho County 

Courthouse (1885-86) in Paint Rock where Oscar Ruffini had been 

supervising architect. Cormack wanted plans for the competition in 

Fort Bend County. Oscar was more specific than his brother 

regarding the architect-contractor relationship. As a founding 

member of the Texas State Association of Architects, Oscar was more 

aware of the need to protect his professional interests. Even 

though Oscar had worked with Cormack before, the architect stated 

that the usual price for complete plans was 3-1/2 percent of the 

contract price, "but when furnished as in this case, architects 

expect 2-1/2 percent and allow the contractor the other 

28FER to Lewis and Galloway, Runnels County, Apr. 24, 1884, 
SWC. 

29FER to Lewis and Galloway, Runnels County, Mar. 10. 1885.. 
SWC. 
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1 percent."30 Oscar also authorized Cormack to represent him if th© 

Fort Bend County Commissioners Court wanted proposals and bids 

separately. "The drawings and spec[ification]s are to be returned 

to me, after they have served their purpose on this work," Oscar 

concluded.31 Oscar asserted his right to the drawings as his 

property, the tangible manifestation of his professional skills. 

Due to the shortage of information on the architect/contractor 

relationship of colleagues of the Ruf finis, no comparison can be 

made. The Ruf finis seem typical in other respects, so perhaps their 

dealings with contractors were typical as well. In the absence of 

state regulation of architects and building contractors, some 

individuals of both groups took it iqpon themselves to accommodate 

one another for their mutual benefit. The Texas State Association 

of Architects worked for licensing and for the reservation of public 

building design to architects, such legislation did not pass until 

1937. 

What the Texas State Association of Architects could not do, 

technology and affluence did achieve. As electrical and mechanical 

systems became more commom, the distinction between architects and 

contractors became clearer. The difference between designing a 

building and executing the design became apparent to Commissioner 

Courts. By the turn of the century, county officials also expected 

more sophisticated designs. Several counties, at least fifty-seven. 

30oR to John Cormack, Lampassas, Jan. 3, 1887, SWC. 

31ibid. 
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erected courthouses between 1895 and 1938 and the majority of them 

engaged professional architects, 32 

Compared to their counterparts in other states, the Ruffinis 

and other Texas architects were in many ways typical of the 

profession. Training by apprenticeship was standard throughout the 

country through the end of the nineteenth century, and most 

architects found the informal organization of practice an agreeable 

lifestyle. Given the volume of their work, the Ruffini colleagues 

must have employed one or two assistants, as Ernst did, to keep up 

with their work, but a small, independent practice was the norm 

throughout the United States to the turn of the century. Thus, when 

he died, the architect's business ceased to exist. 

By 1920 a new generation of architects, in Texas and the 

nation, had come to the fore. Partnerships became commom. In 

Texas, C. H. Page, Jr., and Brother, and Lang and Witchell came to 

dominate courthouse and jail building. Firms continued to function 

even after the death of the principal partner. 

Oscar Ruffini, dying in 1957, lived into the new era of 

professional practice, but he continued to work alone even as the 

new generation organized large firifts around him. He used the tools 

and methods of his youth. He was in some respects a living fossil. 

32Robinson, People's Architecture, pp, 195-285, Robinson in 
Chapter 5, "Texas Renaissance," indentifies fifty-seven courthouses 
built between 1895 and 1938, the year state regulations went into 
effect. Although Robinson names the architects of only forty-six of 
the courthouses, the others were obviously designed by professional 
architects. 
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Because no systematic study of the personal or family lives of 

American architects has been made, there is difficulty in trying to 

place Ernst and Oscar Ruffini in a larger context. Ernst, the older 

brother was a married man and Oscar was a bachelor. In his letters 

to Lizzie, Ernst r©v©al©d that h© saw archit©ctur© as a means to an 

end. At the time of his death, he was thinking of leaving the 

profession. By diversifying his investments, he had managed to 

secure the couple's financial future. The comfort and happiness of 

his wife and family was an important consideration in Ernst's 

professional decisions. Even if he exaggerated his concern in his 

letters, Ernst was nonetheless a dedicated family man. 

Oscar was not motivated to provide for a family, but he was a 

hard worker nonetheless. He found other social outlets for his 

humanitarian and charitable impulses. He was particularly 

interested in young people and he helped several young men obtain 

college educations. 

Oscar lived alone, but he developed several lasting 

friendships, M, C. Ragsdale and C. A, Probandt, whom Oscar had 

known from his earliest days in San Angelo, became his best friends. 

When Ragsdale and Probandt died, their sons became Oscar's 

companions. Through the San Angelo Turnverein, the Masons, Odd 

Fellows, and the San Angelo Volunteer Hose Company, Oscar won many 

additional friends. The wives of his frisnds w©r© part of his 

social circle, but Oscar seems to have had no close friendships with 

any women independent of their husbands. As a bachelor of his era, 

the lack of female friends was normal and reflects little that was 
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unusual. Oscar maintained a cordial, if somewhat formal, 

relationship with his sister Clara Ruffini Kershaw and his niece 

Clara Ruffini Shaefer. Oscar formed a closer relationship with his 

other niece, Elise Erna Ruffini, who lived in San Angelo after her 

retirement from the faculty of Columbia University. Ernst F. 

Ruffini, Oscar's great-nephew, also lived in San Angelo for some 

years and became good friends with his great-uncle. 

The working relationship of Ernst and Oscar was unusual, but 

not unknown, in that the brothers pursued the same profession. 

Neither recorded why he chose architecture above other 

possibilities. Oscar was still a boy of eight when Ernst began an 

apprenticeship. Perhaps Oscar took a liking to his brother's 

endeavor. Maybe the choice was a deliberate strategy on the part of 

the Ruffini family. Their parents might have calculated that by the 

time Ernst was on his own, he would be in a position to help Oscar. 

As Ernst's and Oscar's careers unfolded, such a plan in fact, came 

to fruition. 

All three Ruffini brothers, Ernst, Oscar, and Alvin, displayed 

a high degree of family unity and loyalty. After Ernst, the oldest, 

established himself in 1873 in Indianapolis, Alvin joined him. Both 

Alvin and Oscar came to Austin soon after Ernst relocated there. 

Ernst as the oldest brother seems to have taken responsibility for 

helping Alvin and Oscar laxmch their own careers. 

Brothers working together as architects was uncommon. Th© 

only other Texas pair were C. H. Page, Jr. and his brother, who is 

not identified by name in any Texas architectural history. They 
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designed several courthouses and remodeled state institutions 

between 1910 and 1930. Their 1908 Hays County Courthouse in San 

Marcos used the foundation of Ernst's 1882 structure, which fire had 

destroyed. 33 -me only other team coi^jrised of relatives was Jasper 

N. Preston and Son. On the national scene, less than two dozen sets 

of brothers were identified among hundreds of architects in the 

Biographical Dictionary of Architects. (Deceased). 

The Ruf finis were an anomaly as brothers, but stylistically 

their work was in step with the times. Ernst handled the historical 

revival styles of the late Yictorian period with flare. He excelled 

in the manipulation of the Mansard form. The Robertson, Navarro, 

and Blanco County courthouses were outstanding exammples of the 

French Second Empire style. But Emst was equally adept at Gothic 

Revival as evidenced in the Main Building of the University of Texas 

at Austin. The Hancock Building, also in Austin, attested to 

Ernst's ability to design in the Renaissance Revival mode. His 

residential architecture demonstrated his command of the Eastlake 

style. 

As an architect, Ernst Ruffini ranks among the best practicing 

in the profession in the state in the 1870s to the mid-1880s. 

Nicholas Clayton was perhaps more talented, but Ernst's work 

compares favorably to that of Alfred Giles and W. C. Dodson. 

Because their active periods did not overlap, architectural 

historians are hard pressed to compare Ernst to J. Riely Gordon. By 

the time Gordon began to practice, the Romanesque Revival style had 

33Robinson, Peopi'*'^ Architecture, p. 216. 
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become popular, and therefor© on© cannot compare how Gordon and 

Ernst handled similar styles. 

Oscar Ruffini, more technician than artist, was not as 

skillful an architect as Gordon. Oscar falls into the second rank 

of Texas architects along with Jasper N. Preston, E. T. Heiner, 

James E. Flanders, and James Wahrenberger. Oscar used Ernst's 

courthouses plans with little or no alteration. Extensive use of 

cast iron elements in his commercial architecture revealed a keen 

eye for assembling pre-formed elements, but he did not display a 

particularly innovative or creative spirit. In residential 

architecture, in contrast, Oscar showed a certain panache for the 

picturesque in his Queen Anne cottages. 

Ernst and Oscar Ruffini as architects r©pr©s©nt the prof©8sion 

in its formative stage in Texas and in the nation at a transitional 

phase. Both men helped to educate county officials about the 

distinctions b©tw©©n archit©cts and contractors. Oscar h©lp©d found 

and supported the work of the Texas State Architects Association in 

its efforts to secure recognition and protection via state 

regulation. 

Ernst and Oscar Ruffini maintained high standards of 

professionalism and personal integrity. Although neither was on the 

leading edge of architectural design, both handled the styles of the 

day with competence and sensitivity. They designed and built scores 

of public and private buildings, both great and small. Their work 

covered much of the state, reflected th© best of contemporary 
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design, and earned for themselves and their profession the respect 

of their clients and the admiration of others. Their contributions, 

professionally and architecturally, merit recognition, respect, and 

preservation. 
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APPENDIX A 

BUILDINGS BY F, E. RUFFINI 

(All locations are in Texas) 

Date 

1. 1877-79 

2. 1877-79 

1877-83 

4. 

5, 

6, 

7, 

8. 

9, 

10, 

1878 

1878 

1878-79 

1878-79 

1878-81 

1879 

1879-81 

11 1880 

12, 

13. 

14, 

15, 

16, 

17. 

18. 

19, 

1880 

1880-81 

1880-82 

1880-82 

1880-82 

1881 

1882 

1882 

Name 

Williamson County Courthouse 

McCulloch County Courthouse 

First Baptist Church 
(with Jasper N, Preston) 

C, F, Millett Opera House 

Gregg County Courthouse 

Rusk County Courthouse 

Comal County Jail 

Herald Building 

Bertram 8. Moeller Building 

East Texas State Penitentiary 
(Supervising Architect) 

Hancock Building 
(burned Sc rebuilt 1883) 

Deaf Asylum addition 

Robertson County Jail 

Navarro County Courthouse 

Robertson County Courthouse 

Hays County Courthouse 

Robertson County Jail 

Hopkins County Courthouse 

Collin County Jail 
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Location 

Georgetown 

Brady 

Waco 

Austin 

Longview 

Henderson 

New Braunfels 

Dallas 

Austin 

Rusk 

Austin 

Austin 

Franklin 

Corsicana 

Franklin 

San Marcos 

Franklin 

Sulphur Springs 

McKinney 



20, 

21, 

1882 

1882-83 

22, 

23. 

24. 

25. 

26, 

27, 

28, 

29. 

30. 

31. 

32. 

33. 

34, 

36, 

36. 

37. 

38. 

39, 

40. 

41. 

42, 

43. 

1882-89 

1883 

1883 

1883 

1883 

1883 

1883 

1883 

1883 

1883 

1883 

1883-84 

1883-84 

1883-84 

1883-84 

1883-84 

1883-84 

1883-84 

1883-85 

1884 

1884-85 

1885 

Temporary Capitol 

Masonic Temple 

Main Building, University 
of Texas at Austin 

August Giesen House 

E. Westin Store Building 

John H. Robinson Store 8. Office 

Rockdale School 

T, M. Harwood House 

Hugh Lewis House 

W. L. Mann House 

Taylor Hardware Store 

George W. Brackenridge 
Store 8. Office 

Ernst Scherff Store 

C. W. Daniel House 

C. W, Barnes House 

Charles G. Jones House 

Alfred Smith, Jr., House 

L. J. Watson House 

First National Bank 

George W, Glasscock, agent 
for house 

Saint Mary's Academy 

Hulda Coggeshall House 

Burnet County Jail 

Samuel D. Harlan House 
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Austin 

Austin 

Austin 

Austin 

Austin 

Austin 

Rockdale 

Gonzales 

Austin 

Georgetown 

Taylor 

Austin 

New Braunfels 

Austin 

Austin 

Austin 

Austin 

Austin 

Taylor 

Georgetown 

Austin 

Austin 

Burnet 

Austin 
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44. 1885-86 Blanco County Courthouse 

46. 1886-86 Callahan County Courthouse 

46. 1885-86 Concho County Courthouse 

Blanco 

Baird 

Paint Rock 
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APPENDIX B 

STRUCTURES BY OSCAR RUFFINI 

(All locations are in Texas) 

1. 

2, 

3. 

Date 

1884 

1884 

1884 

Name 

S. C. Robertson House 

John Fitzpatrick Store 
(addition 1886) 

John 0. K. White Store 
(alteration 1884) 

4. 

5, 

6. 

7. 

8. 

9. 

10. 

11. 

12. 

13. 

14. 

15. 

16. 

17. 

18. 

1884 

1884-85 

1886 

1885 

1885 

1885-86 

1886 

1887 

1887 

1887 

1888 

1888 

1888 

1888 

1889 

Yeck-Sterrett Bank 

Tom Green County Jail 

Menard County Jail 

Fence enclosing Tom Green 
County Jail 

Lapowski Brothers Store 

L. Schwartz 8. Co. Store 

J. Blocker House 

W. S. Davis House 

Nasworthy 8c Johnson Stable 

W. S. Davis House 

Hobbs 8c Merra Warehouse 

Charles Zenker House 

Lasker Building 
(alteration, also 
altered 1891) 

Coleman School 

Mills County Courthouse 

Location 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

Menardville 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

Ballinger 

San Angelo 

San Angelo 

San Angelo 

Coleman 

Goldthwaite 
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19. 

20. 

21. 

22, 

23. 

1889 

1889 

1889 

1889 

1889 

24. 1889 

25, 1890 

26. 

27. 

28. 

29, 

30. 

31. 

32. 

33, 

34, 

35. 

36. 

37. 

38. 

1890 

1890 

1890 

1890 

1890 

1891 

1891 

1891 

1891 

1892 

1892 

1892 

1893 

39, 1894 

Southern Presbyterian 
Church 

Albert Raas House 
(alteration 8c plumbing) 

G. B. Gwin House 

John Freeland House 

Water Tank, Frank Lerch 
Farm 

Frank Lerch House 
(plumbing) 

Louis Schwartz House 
(alteration) 

Mrs, Mary B. Ellis House 

Felix Probandt House 

John Moorkens House 

A. S. Reid House 

First National Bank 

Sutton County Courthouse 

Sterling County Courthouse 

C. A. Probandt House 

Gustave Dressier House 

Jackson, Cramer, 8. March 
Store 

C. W. Johnson House 
(alteration) 

Charles Rueff House 

San Angelo Turnverein 
(alteration 8c addition) 

Tom Green County Jail 8c 
Sheriff's Residence, 
addition 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

Concho County 

Concho County 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

Ballinger 

Ballinger 

Sonora 

Sterling 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

244 



40. 

41, 

1894 

1894 

42. 1894 

43. 1895 

44. 

45. 

46. 

47. 

48. 

49, 

50. 

51. 

52. 

53. 

54, 

55. 

66. 

57. 

58. 

69. 

60. 

61. 

1896 

1896 

1897 

1897 

1898 

1898 

1898 

1899 

1899 

1899 

1899 

1899 

1900 

1900 

1900 

1901 

1901 

1901 

Grape Creek Bridge 
(alteration) 

Otto Von Schauer House 
(alteration) 

San Angelo Hotel 
(plumbing) 

San Angelo Turnverein 
(addition) 

John Hagelstein House 

Masonic Hall 

L. B. Harris House 

S. H. Henderson House 

Cumberland Presbyterian 
Church 

0. Ruffini Store Building 

Frank Williamson House 

San Angelo Turnverein 
(bowling alley 8c gym) 

U. G. Taylor Store 

Probandt 8c Raphael Store 

Landon Hotel 

Charles W. Hobbs House 
(plumbing) 

Henry Rodermund House 

Boyd Cornick House 

L. Guthals House 

German Evangelical Church 

Mrs. H. Hagelstein House 

Parsonage for the German 
Evangelical Church 
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San Angelo 

Concho County 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

Concho County 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 
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62. 

63. 

64. 

65. 

66. 

67. 

68. 

69. 

70. 

71. 

72. 

73. 

74. 

76. 

76. 

77. 

78. 

79. 

80. 

81. 

62. 

83. 

84. 

1902 

1902 

1902 

1902 

1903 

1904 

1905 

1906 

1906 

1906 

1907 

1907 

1908-10 

1924 

unknown 

unknown 

unknown 

unknown 

unknown 

unknown 

unknown 

unknown 

unknown 

Crockett County Courthouse 

Chris Hagelstein House 

Joe Raphael House 

Jackson 6< Neeley Brothers 
Store 

Menardville Bank 

R. G. Ferguson House 

J. E. Henderson House 

J. 0. Little House 

U. G. Taylor Building 

Probandt 8. Raphael Store 

J. J. Hubbard Building 

Miss Mdivice B. Norton 
(alteration 8. addition) 

T. W. Conerly Building 

R. P. Amacker Garage 

A. Koenigheim House 

R. H. Balfanz Barber Shop 

John I. Guion House 

R. S. Bowan House 

W, E, Newton Co, 

Woodmen of the World 

J. Lapowski House 

Frank Harris House 
(addition) 

Cornick Laundry 

Ozena 

San Angelo 

San Angelo 

San Angelo 

Menardville 

San Angelo 

Concho County 

San Angelo 

San Angelo 

San Angelo 

Ballinger 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

Ballinger 

Coleman 

San Angelo 

San Angelo 

San Angelo 

San Angelo 

San Angelo 
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85. unknown M. C. Ragsdale Store 

87. unknown Simon Poll Store 

San Angelo 

San Angelo 
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APPENDIX C 

GLOSSARY OF ARCHITECTURAL T^MS 

ASHLAR: rectangular stone masonry. 

ARCH: a curved member spanning an opening. 

ASPE: the area in a cruciform plan church which contains the altar. 

BALLOON FRAME: framing system of vertical studs which extend the 
height of the structure, joined by wire nails. 

BALUSTRADE: a railing supported by a series of balusters, or short 
posts. 

BARGEBOARD: carved board under the gable. Also called vergeboard. 

BAY: a repetitive division of a building based on openings or the 
structural system. 

BRACKET: a support for an overhang or other projection. 

BELFRY: a small bell tower. 

BELT COURSE: a continuous molding on an exterior wall. Also called 
a belt course. 

BUILDING TYPE: a category of structures based on function. 
Residential, commercial, and ecclesiastical are examples of 
building types. 

CANT: Opening set at a forty-five degree angle to the intersecting 
walls. 

CORNICE: a projecting member between the roof and the wall. 

COURSE: a row of bricks or stones. 

COURSED RUBBLE: broken pieces of stone laid in courses. 

CUT STONE: stone dressed to a smooth surface. 

DELINEATOR: an apprentice or assistant who prepares plans, 
elevations, and perspectives. 

DORMER: a projection from the roof of a building which has its own 
roof. 

EASTLAKE STYLE: popular in the Uhited States in the 1880s. 
Characterized by ornamental spindle work and geometrical wood 
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details. Loosely based on principals discussed by Charles 
Eastlake in Hints on Household Taste. Also called stick style. 

ELEVATION: an architectural drawing to scale of a side of a 
building. 

EN ESCHELON PLAN: a plan of receding planes. 

ENCAUSTIC TILE: a clay tile decorated with inlays and fired. 

FRENCH SECOND EMPIRE: a historical revival style popular in the 
United States from about 1865 to 1890. Characterized by Mansard 
roofs. Named for the French Second Empire of Napoleon III. 

GABLE: a triangular upper part of a wall under a pitched roof. 

GOTHIC ARCH: a pointed arch. 

GOTHIC REVIVAL: a historical revival style characterized by Gothic 
arches, trefoils, quatrefoils, and other forms of thirteenth to 
fifteenth century Europe. Popular in domestic architecture in 
the 1850s. Used for educational and ecclesiastical structures 
into the mid twentieth century. 

HIPPED ROOF: a sloping, four-sided roof. 

HOOD: a moulding above a door or window. 

JERKIN HEAD GABLE: apex Of the gable is clipped and slopes back to 
the hipped roof. 

ITALIANATE STYLE: a historical revival style popular in the United 
States from about 1850 to 1870. Characterized by low hipped 
roof, bracketed cornice, and other elements from Renaissance 
Italy. 

MANSARD ROOF: a roof with sides made of two sloping planes, one of 
which is steep and the other low pitched. May incorporate 
concave or convex curves. 

MODILLIONS: a series of horizontal brackets under the cornice. 

NEO-CLASSICAL: a historical revival style popular in the United 
States from the mid-1890s to about 1920. Employes elements from 
Greek and Roman architecture. Inspired by the architecture of 
the 1893 World's Columbian Exposition in Chicago and American 
architects trained at the Ecole des Beaux Arts, Paris. 

PAVILION: a projection from the dominant plane. Pavilion may also 
refer to a major component or a large structure, e.g., the center 
pavilion of a large building. 
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PARAPET: a wall extending above the roof. Sometimes called a false 
front. 

PEDIMENT: usually a triangular, or sometimes segmental, feature 
located above a wall, wall opening, or colonnade. 

PERSPECTIVE: an architectural Illustration showing two sides of a 
building. 

PILASTTR: a pier projecting from a wall, usiially structural as well 
as decorative. 

PLAN: refers to the overall configuration or shape of a structure 
when viewed from above. The most commom plans are square, rec
tangular, L-shaped, and T-shaped. The expression "in plan" 
refers to a measured drawing of a plan showing the division of 
the interior space. 

RENAISSANCE REVIVAL: a historical revival style popular in the 
United States from about 1870 to 1890. Often used in commercial 
architecture. Used decorative vocabulary of the Renaissance. 

RICHARDSONIAN ROMANESQUE: a historical revival style popular in the 
United States from about 1886 to 1905, using Roman arches and 
other forms of eleventh to thirteenth century Europe, as 
interpreted by Henry Hobson Richardson. 

ROMAN ARCH: a semi-circular arch. 

RUBBLE: broken pieces of stone. 

RUSTICATED: stonework with beveled or rebated edges emphasizing 
joints. 

SEGMENTAL ARCH: an arch with a curvature less than a semi-circle, 

SPINDLEWORK: thin wood features turned on a lathe, 

STTEEPLE: the tower and spire of a church or public building. 

STILTID ARCH; a segmental arch with vertical members at each end. 

TRACERY: interlocking and repetitive curvilinear decorative work, 
usually in carved wood or stone. Characteristic of Gothic 
Revival. 

UNCOURSED RUBBLE: undressed stone laid in a random fashion, not in 
courses. 

VERNACULAR: building based on traditional arrangement and use of 
space, proportions, and textures passed on from one generation 
of builders to the next. 
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