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Born in Sondrio, Italy, in 1891, Pier Luigi Nervi was a pioneer in the engineering and architecture
of reinforced concrete. His buildings showed how the use of reinforced concrete expanded the
possibilities of form and structure. His methods, meanwhile, ingrained his structures with
patterns that came directly out of his economical, manual construction processes. The results
were buildings that matched awe-inspiring spans with surprisingly human scale.Beauty's Rigor
offers a comprehensive overview of Nervi's long career. Drawing on the Nervi archives and a
wealth of photographs and architectural drawings, Thomas Leslie explores celebrated buildings
like Palazetto dello Sport built for the 1960 Rome Olympics, St. Mary's Cathedral in San
Francisco, and the UNESCO headquarters in Paris. He also sheds new light on unbuilt projects
such as the Pavilion of Italian Civilization for the Universal Exposition of Rome E42. What
emerges is the first complete account of Nervi's contributions to modern architecture and his
essential role in a revolution that realized concrete's potential to match grace with strength.
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Rigor of beauty is the quest.But how will you find beauty when it is locked in the mind past all
remonstrance?—William Carlos Williams, Paterson, book 1 (1946)
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Preface and AcknowledgmentsPier Luigi Nervi was one of the most influential engineers of the
twentieth century. For a brief few years in the 1960s he personified a global sense of optimism
about the role of technology in architecture. Lauded by the international press, famous for his
captivating domes for the 1960 Rome Olympics, Nervi found himself catapulted from a small,
twenty-person office on the banks of the Tiber River into global celebrity. Commissions for
stadiums, arenas, skyscrapers, and churches followed. His 1961 Palazzo del Lavoro in Turin
became a symbol not only for the Italian sesquicentennial it was designed to celebrate. It also
became a symbol for a nation that had emerged from the ruin of a world war to build a seemingly
invincible economy, and to do it with both technical fluency and style. Nervi delivered the
Charles Eliot Norton Lectures in Poetry at Harvard University that year and received the AIA
Gold Medal in 1963.FIGURE 0.1. Pier Luigi Nervi (1891–1979) (MAXXI Architettura Collection,
Pier Luigi Nervi Archive F03851)Yet for all this acclaim, critics and journalists struggled to
explain Nervi’s buildings and their powerful effects. The popular press often referred to him as a
“poet in concrete,” describing his spans as “breathtaking” or soaring, implying a sublimity and a



sense of awe and mystery provoked by the hovering nature of his seemingly light-weight roofs.1
But more nuanced criticism drew a distinction between the “showy acrobatics” of other
contemporary practitioners and Nervi’s “carefully calculated” approach. Such discipline, argues
Ada Louis Huxtable, produced structures that make “immediate and visceral sense,” fusing
science and art into “pure poetry.”2 This “poetry” had little to do with “breathtaking” spans—
Huxtable hinted that Nervi’s sensibility went beyond mere sensation and engaged the intellect
as well.In a June 1960 New Yorker profile written in the lead-up to that year’s Olympics, critic
Winthrop Sargeant argued for the importance of constraint in honing and clarifying Nervi’s work.
New techniques and materials, Sargeant argued, had given designers “virtually limitless
freedom to mold … conceptions into any shape that strikes [their] fancy.” Sargeant may well have
been thinking of Felix Candela’s 1958 Los Manatiales restaurant in Xochimilco, Mexico, a
structure of smooth, undulating concrete that hovers flower-like over just eight point supports.
Los Manatiales offered a sculptural form and a sublime space; Nervi’s work, on the other hand,
aimed not at such “structural sleight-of-hand,” but rather a more “classical conception of
architectural grace.” This grace emerged, Sargeant argued, from Nervi’s “attacking an objective
with exactly the right amount of power,” finding not unlimited inspiration in the plasticity of
concrete, but rather the precision to distill a structural shape or principle into its most economical
form—and, critically, into its most economical construction process.3 Nervi was not only an
engineer, he was also a builder, and he won contracts through competitive bids. This gave him a
personal stake in the costs of his designs, forcing tough decisions about aesthetics and
rewarding design decisions that found opportunities for expression within the processes of
construction themselves. The results were buildings that combined efficiency in structural form
with efficiency in fabrication and construction processes, a dual filter that lent a legible discipline
to his work. We see, in a Nervi design, a dialogue between how a thing performs and how it was
made. For Sargeant, this made Nervi’s structures more engaging than the long spans or
sculptural forms of his contemporaries. The long spans and thin shells of the era often provided
sensational visuals; Nervi’s work engaged the mind by imprinting intuitively rational forms with
patterns that revealed his modular and procedural approach to building.The discipline of having
to build one’s own designs inspired an evolutionary process. Many of Nervi’s buildings can be
classified not only according to their programmatic type—stadia, factories, etc.—but also
according to their constructive type. His contracting firm, Nervi e Bartoli, owned a small yard in
the Magliana district of southern Rome in which they were able to experiment with fabrication
and construction techniques that they perfected and patented. With these as leverage, they
were able to produce large-scale buildings with a small crew of laborers and with only light
equipment. This enabled them to undercut their rivals on competitively bid projects, and it gave
them a library of techniques that lends Nervi’s work an unusual consistency. Four of these in
particular—prefabricated structural elements, thin hull-like shell units of ferro-cement, ribbed
slabs and domes formed by custom ferro-cement pans, and piers formed by thin, twisting timber
elements—informed the majority of his design work and are the basis for this study.While these



techniques emerged from strict economic conditions, they also became a grammar for Nervi, a
set of rules and frameworks that directed his designs. Ferro-cement pans, for instance, were
sized to be moved and carried by crews of three or four workmen, which in turn lent a human
scale to otherwise vast roof spans. Lacking access to heavy lifting equipment or industrially
scaled production lines, Nervi’s buildings were fabricated and assembled by manual techniques
that took advantage of inexpensive labor and the local availability of concrete. These factors
limited the office’s formal output—only forms that obeyed the logic of structural form and small-
scale production and assembly could emerge as viable solutions. The profound economic and
aesthetic successes of Nervi’s work are evidence of Charles Eames’s suggestion that the
willingness of any designer to “enthusiastically recognize and work within constraints” was an
effective key to any design problem.This process—filtering ideas through filters of economic,
structural, and fabricational constraints until what emerges is a refined, clear solution—remains
a potent challenge to structural and architectural design today. With even more powerful tools,
stronger materials, and digitally aided processes, our enthusiasm for sensational forms
transcends even that of the 1960s. Nowhere is this tendency toward structural sculpture more
apparent than in the work of Santiago Calatrava, whose training as an engineer and whose
ribbed concrete forms often bear direct critical comparison to Nervi.4 Calatrava’s curvilinear
concrete forms are dramatic, making reference to structural principles but often confounding our
intuition about how spans and shells work. “The consistent theme in Calatrava’s work,” wrote
Cheryl Kent in 2005, “is to dramatize and mystify the physics of structure.”5 Buildings such as
the Milwaukee Art Museum or the Tenerife Concert Hall do this; their use of dramatic cantilevers
and hidden posttensioning create structural elements whose slender proportions or precarious
overhangs arrest attention and thrill with their intimations of otherworldly structural performance.
They are, in the strictest sense of the word, sensational, appealing through startling visual
effects directly to our senses.But perception by and satisfaction of the senses do not lead to
understanding; Calatrava’s approach to structure as a library of imitable forms, rather than as a
grammar, has left him open to charges of engineering kitsch or mass entertainment; their
momentary pleasures dissipate without connecting us to any deeper comprehension of the
forces involved. Nervi’s work—and the high standard it set for practice today—consisted of
simpler forms than Calatrava’s, but these forms arose from static principles that could be
intuitively grasped. Furthermore, Nervi articulated them in ways that reveal, rather than conceal,
their mechanics and assembly. This approach offers opportunities for rich patterning, for grains
that are instantiated by and representative of the processes that took place on the job site. Such
patterns and the connections to the processes and labors that they represent give us leverage in
understanding how such structures came to be, and what their underlying formal logics are.
Nothing is hidden and there are none of the “contorted illogics” that mark Calatrava’s work,
which in comparison seems to be alluding to structural principles but not hewing to them. In
Nervi’s copertura (covering, or roof), we gain perception not of the senses but through them, and
the satisfaction inherent in such understanding rewards the time spent reading such a structure.



It was Nervi’s particular genius to understand how small decisions in detailing could reveal and
emphasize these structural and constructional grammars. Much like the poet who finds
evocative possibilities within strict rules of rhythm and composition, the rigors of process and
performance led in Nervi’s work not to frustration or to dissembling but to beauty.Nervi’s work is
known today through a few projects and iconic images—the isostatic slab of the Lanificio Gatti,
for instance. These have entered the canon as examples of architecture’s adoption of new
technologies in the 1950s, and in a larger sense of architecture’s search for new forms in the
shifting cultural and social tides of the postwar era. Such a capsule assessment is true enough—
Nervi work illustrated the drive for a technically sophisticated yet monumental architecture after
World War II. Yet it leaves out vital elements of Nervi’s success, in particular the construction yard
—the arena in which Nervi’s approach and style emerged, and thus the site from which his
buildings might be best explained. This realm has, fortunately, been explored in recent years
with a resurgence of Nervi scholarship in Italy. With the launch of Pier Luigi Nervi: Architecture
as Challenge, a traveling exhibition of drawings, models, photographs, and videos mounted by
the Pier Luigi Nervi Foundation in 2010, there has been increasing interest in understanding
these structures, their conception, and their execution. Scholarship by engineers, architects, and
historians has followed, with new books and collections of papers in Italy and nascent projects to
study Nervi from an engineering standpoint in Britain and the United States.My interest in Nervi
is long-standing; as a teacher of technology and design I have relied on his examples in
classrooms and studios to show how these two realms can, to use Nervi’s words, “provoke and
complement one another.” As a practicing architect in the 1990s with Norman Foster’s office, I
apprenticed in an atmosphere that sought to erase the distinctions between engineering,
construction, and design, and as a teacher and scholar I have tried to apply this philosophy to
structural and construction pedagogy and to architectural history. Understanding design as a
continuum between pure engineering and pure art, with architecture poised somewhere
between, I have sought out examples of practice that integrate broad areas of this spectrum.
Nervi, trained as engineer and contractor, may nevertheless be described as an architect in the
traditional sense. He was a master builder whose efforts recognized none of the disciplinary
boundaries that define professional work today and whose designs and structure, as a result,
offer rich experiences that blend static, architectural, art historical, and even spiritual references.
His career is thus a paradigm case of “integrated design” in the truest sense and thus irresistible
for me as a product of this mindset and as a researcher of its history.
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became a symbol not only for the Italian sesquicentennial it was designed to celebrate. It also
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concrete, but rather the precision to distill a structural shape or principle into its most economical
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construction themselves. The results were buildings that combined efficiency in structural form
with efficiency in fabrication and construction processes, a dual filter that lent a legible discipline
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the Magliana district of southern Rome in which they were able to experiment with fabrication
and construction techniques that they perfected and patented. With these as leverage, they
were able to produce large-scale buildings with a small crew of laborers and with only light
equipment. This enabled them to undercut their rivals on competitively bid projects, and it gave
them a library of techniques that lends Nervi’s work an unusual consistency. Four of these in
particular—prefabricated structural elements, thin hull-like shell units of ferro-cement, ribbed
slabs and domes formed by custom ferro-cement pans, and piers formed by thin, twisting timber
elements—informed the majority of his design work and are the basis for this study.While these
techniques emerged from strict economic conditions, they also became a grammar for Nervi, a
set of rules and frameworks that directed his designs. Ferro-cement pans, for instance, were
sized to be moved and carried by crews of three or four workmen, which in turn lent a human
scale to otherwise vast roof spans. Lacking access to heavy lifting equipment or industrially
scaled production lines, Nervi’s buildings were fabricated and assembled by manual techniques
that took advantage of inexpensive labor and the local availability of concrete. These factors
limited the office’s formal output—only forms that obeyed the logic of structural form and small-
scale production and assembly could emerge as viable solutions. The profound economic and
aesthetic successes of Nervi’s work are evidence of Charles Eames’s suggestion that the
willingness of any designer to “enthusiastically recognize and work within constraints” was an
effective key to any design problem.This process—filtering ideas through filters of economic,
structural, and fabricational constraints until what emerges is a refined, clear solution—remains
a potent challenge to structural and architectural design today. With even more powerful tools,
stronger materials, and digitally aided processes, our enthusiasm for sensational forms
transcends even that of the 1960s. Nowhere is this tendency toward structural sculpture more
apparent than in the work of Santiago Calatrava, whose training as an engineer and whose
ribbed concrete forms often bear direct critical comparison to Nervi.4 Calatrava’s curvilinear
concrete forms are dramatic, making reference to structural principles but often confounding our
intuition about how spans and shells work. “The consistent theme in Calatrava’s work,” wrote
Cheryl Kent in 2005, “is to dramatize and mystify the physics of structure.”5 Buildings such as
the Milwaukee Art Museum or the Tenerife Concert Hall do this; their use of dramatic cantilevers
and hidden posttensioning create structural elements whose slender proportions or precarious
overhangs arrest attention and thrill with their intimations of otherworldly structural performance.
They are, in the strictest sense of the word, sensational, appealing through startling visual
effects directly to our senses.But perception by and satisfaction of the senses do not lead to
understanding; Calatrava’s approach to structure as a library of imitable forms, rather than as a
grammar, has left him open to charges of engineering kitsch or mass entertainment; their
momentary pleasures dissipate without connecting us to any deeper comprehension of the
forces involved. Nervi’s work—and the high standard it set for practice today—consisted of
simpler forms than Calatrava’s, but these forms arose from static principles that could be
intuitively grasped. Furthermore, Nervi articulated them in ways that reveal, rather than conceal,



their mechanics and assembly. This approach offers opportunities for rich patterning, for grains
that are instantiated by and representative of the processes that took place on the job site. Such
patterns and the connections to the processes and labors that they represent give us leverage in
understanding how such structures came to be, and what their underlying formal logics are.
Nothing is hidden and there are none of the “contorted illogics” that mark Calatrava’s work,
which in comparison seems to be alluding to structural principles but not hewing to them. In
Nervi’s copertura (covering, or roof), we gain perception not of the senses but through them, and
the satisfaction inherent in such understanding rewards the time spent reading such a structure.
It was Nervi’s particular genius to understand how small decisions in detailing could reveal and
emphasize these structural and constructional grammars. Much like the poet who finds
evocative possibilities within strict rules of rhythm and composition, the rigors of process and
performance led in Nervi’s work not to frustration or to dissembling but to beauty.Nervi’s work is
known today through a few projects and iconic images—the isostatic slab of the Lanificio Gatti,
for instance. These have entered the canon as examples of architecture’s adoption of new
technologies in the 1950s, and in a larger sense of architecture’s search for new forms in the
shifting cultural and social tides of the postwar era. Such a capsule assessment is true enough—
Nervi work illustrated the drive for a technically sophisticated yet monumental architecture after
World War II. Yet it leaves out vital elements of Nervi’s success, in particular the construction yard
—the arena in which Nervi’s approach and style emerged, and thus the site from which his
buildings might be best explained. This realm has, fortunately, been explored in recent years
with a resurgence of Nervi scholarship in Italy. With the launch of Pier Luigi Nervi: Architecture
as Challenge, a traveling exhibition of drawings, models, photographs, and videos mounted by
the Pier Luigi Nervi Foundation in 2010, there has been increasing interest in understanding
these structures, their conception, and their execution. Scholarship by engineers, architects, and
historians has followed, with new books and collections of papers in Italy and nascent projects to
study Nervi from an engineering standpoint in Britain and the United States.My interest in Nervi
is long-standing; as a teacher of technology and design I have relied on his examples in
classrooms and studios to show how these two realms can, to use Nervi’s words, “provoke and
complement one another.” As a practicing architect in the 1990s with Norman Foster’s office, I
apprenticed in an atmosphere that sought to erase the distinctions between engineering,
construction, and design, and as a teacher and scholar I have tried to apply this philosophy to
structural and construction pedagogy and to architectural history. Understanding design as a
continuum between pure engineering and pure art, with architecture poised somewhere
between, I have sought out examples of practice that integrate broad areas of this spectrum.
Nervi, trained as engineer and contractor, may nevertheless be described as an architect in the
traditional sense. He was a master builder whose efforts recognized none of the disciplinary
boundaries that define professional work today and whose designs and structure, as a result,
offer rich experiences that blend static, architectural, art historical, and even spiritual references.
His career is thus a paradigm case of “integrated design” in the truest sense and thus irresistible



for me as a product of this mindset and as a researcher of its history.This project has enjoyed
the support—financial, scholarly, and other-wise—of an extraordinary range of institutions and
people. Most importantly, much of the research, writing, and illustration that follows was
undertaken during my six-month fellowship as the Booth Family Rome Prize Fellow in Historic
Preservation at the American Academy. As with so many other Rome Prize recipients, my time
there was transformative and productive. The staff at the academy, in particular then-director
Chris Celenza, Mellon Professor Kim Bowes, Heiskell Professor Peter Benson Miller, Pina
Pasquantonio, Cristina Puglisi, Gianpaolo Battaglia, Giulia Barra, Anne Coulson, Sebastian
Hierl, Chris Behr, Gabriel Soare, Tiziana del Grosso, Laura Offeddu, and Alessandro Lima, were
all instrumental in making my time there so rewarding. Shawn Miller in the academy’s New York
office was tireless in his willingness to arrange my trip. My colleagues, “fellow travelers,” and
community at the academy were influential, both in the probing conversations we had and in the
generous community—scholarly and otherwise—that they created. In particular, the other two
preservation fellows from 2013–14, Tom Mayes and Max Page, offered advice, thoughts, and a
friendly ear throughout my time there. But all of our class provided support, advice, critique, and
inspiration in ways they may not have realized. Catherine Chin, Dan Hurlin, Ruth Lo, Hamlett
Dobbins, Yoko Hara, Catie Newell, Thomas Kelley, Lindsay Harris, Stephanie Frampton, Jessica
Nowlin, Nicholas de Moncheaux, Brad Cantrell, Eric Nathan, Dan Visconti, Ruth Noyes,
Gabrielle Ponce, Elizabeth Fain LoBombard, Peter Bognanni, Ryan Bailey, Sheramy Bundrick,
Peter Streckfus, Catherine Wagner, Anna Betbeze, Reynold Reynolds, Patick Nold, Maya
Maskarinec, Martin Eisner, Irene San Pietro, and Tracey Watts were generous, welcoming
colleagues and it was an honor to be counted among them as an American Academy in Rome
fellow in 2013–14. Fritz Steiner, Dietrich Neumann, Arianna Gullo, Joseph Farrell, Ann de Forest,
Juhani Pallasmaa, Loretta Gargan, Anna Celenza, Heather Green, John Kamitsuka, John
LaBombard, Harvey Goldblatt, Matt King, John Taylor, Leigh Lieberman, Geoffrey Symcox,
Diana Machulina, Petra Noordkamp, Patricia Cronin, Andrew Ollett, Cotton Seed, Cesare
Santus, Katherine Whipple, and Alice Waters all played key roles in making my time in Rome so
productive and fulfilling. The academy community, in particular Carolina Vaccaro, Cinzia Abbate,
and Antonio Saggio, were crucial in helping me to make connections and to situate my project
within current Italian scholarship. Pia Schneider, Gregory Palermo, and Mark Engelbrecht, the
Iowa State Rome Program faculty during spring 2014, were also resources and valued
companions during my time in Italy.I was privileged to discuss and to work with a generous
community of Nervi scholars during my time in Italy. Tullia Iori and Sergio Poretti welcomed me
into the SIXXI (Twentieth-Century Structural Engineering: The Italian Contribution) program at
Università degli studi di Roma Tor Vergata, and were important sources of information and
connections. Their program is the flagship for scholarship of nineteenth- and twentieth-century
engineering history, and it was an honor to be invited to contribute even in a small way to their
work. Elisabetta Margiotta Nervi and Marco Nervi helped in their capacities with the Pier Luigi
Nervi Foundation; Christiana Chiorino and Laura Milan of the Politecnico di Torino and



Comunicarch provided access to Nervi sites in Turin alongside critical information and
suggestions; and Micaela Antonucci of Department of Architecture, Alma Mater Studiorum,
Università di Bologna, was patient and supportive in my quest to find out more about Nervi’s
upbringing and education. Irene Nervi spent a captivating and very much appreciated morning
with me discussing the family’s history and her father’s and uncles’ work with Studio
Nervi.Archivists and staff at the Museo nazionale delle arti del XXI secolo (MAXXI) in Rome and
the Centro studi e archivio della comunicazione (CSAC) in Parma enabled me to explore Nervi’s
correspondence and drawings at length. Paola Pagliari at CSAC was tireless in providing me
access to drawings of projects both well-known and obscure, while Carla Zhara Buda and
Esmeralda Valente made the MAXXI archival room a comfortable “office” on a weekly basis. I
appreciated all of their efforts and those of their staffs, particularly considering my halting (but
improving) Italian skills. Other library staff at Università di Roma, Tor Sapienza, at UNESCO in
Paris, and—of course—at the American Academy in Rome provided important assistance in
finding key documents, books, and journal articles.My year in Rome was made possible by
generous support from my home institution, too, in the form of a sabbatical arranged by Gregory
Palermo, Luis Rico-Guittierez, and Jonathan Wickert. Deborah Hauptmann, who arrived as chair
in the midst of my hasty packing, ensured that my departure and return were smooth, and funds
from the Pickard Chilton Professorship were crucial in financing travel around Italy to see and
document key Nervi works. Jon Pickard and Bill Chilton have been not only patrons but also
valued friends during my professorship, and I am grateful for the many ways they have
encouraged and supported my work. My colleagues, in particular Jason Alread, Rob Whitehead,
Cal Lewis, Mitchell Squire, Kris Nelson, James Leach, and Ulrike Passe, shared in the joy of my
receiving the Rome Prize, but they also picked up the slack by covering my usual courses and
duties at home. They have all, also, been important sounding boards, and Leah Rudolphi was a
constant inspiration and valued critic throughout. Finally, the explanatory line drawings
throughout the text are due to the inspiring work of a team of graduate assistants; Navaz
Ibrahim, Soumya Rao, Lana Zoet, and Ben Kruse all devoted hours of effort to building models
and drawings that help to explain Nervi’s buildings. Kyle Vansice also contributed to my
understanding of Nervi’s domes with structural insight and a detailed analysis of the Palazetto
roof.Other colleagues have supported this project in ways too numerous to mention; Paul
Mankins, Tim Hickman, John Ochsendorf and Gregory Palermo all supported my proposal to
study in Rome officially, while Brian Bowen, Don Friedman, Meghan Elliott, and other colleagues
involved with the Construction History Society of America all shared in its development.Finally,
I’m grateful to my family for putting up with my constant travel to Italy these last few years, and to
the staff and editors at the University of Illinois Press for their patient work in turning that time
into what follows.Many of the original sources for this book have been translated from Italian. I
received guidance and assistance from many of the colleagues and scholars named above in
understanding and translating many of these, but of course take full responsibility for any errors
involved. As many of Nervi’s projects are known by various names, some more formal than



others, I have relied primarily on the list of works published in the Italian language edition of the
exhibition catalogue Pier Luigi Nervi: Architettura come Sfida, edited by Carlo Olmo and
Cristiana Chiorino (Milan: Silvana Editoriale, 2010/2011).
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Patterns of Production in the work force, beautys rigor patterns of production in the work of pier
luigi nervi, Beautys Rigor Patterns of interaction, what are the 3 stages of production in
economics, brazil is famous for coffee production why

Structures by Design: Thinking, Making, Breaking, The Maid: A Novel, The 1619 Project: A New
Origin Story, The Locked Door: A gripping psychological thriller with a jaw-dropping twist, Things
We Never Got Over, The Man Burned by Winter (Rooker Lindström Thriller Book 1), Wish You
Were Here: A Novel, Phantoms: A Thriller, The Candid Life of Meena Dave, Reminders of Him: A
Novel, The Paris Bookseller, Last Summer Boys: A Novel, Book Lovers, The Wild Side: A Small
Town Friends-To-Lovers Romance (The Wild Westbrooks Series), The Nature of Fragile Things,
The Housemaid: An absolutely addictive psychological thriller with a jaw-dropping twist,
Shattered Altar (Makarova Bratva Book 1), Daughter of the Moon Goddess: A Novel (Celestial
Kingdom Book 1), Ruthless Rival, Where the Crawdads Sing, The Venice Sketchbook: A Novel



John Gillis, “One of the best on Nervi. A great introduction to Nervi's brilliant work.”

Damon Caldwell, “Very thorough and cool.. Saw author lecture. Very thorough and cool.”

Kamal Kishore, “Five Stars. Excellent presentation by Thomas Leslie on brilliant work performed
by Pier Luigi Nervi in his life time.”

Professor Eade, “Inspiration and Insight. This book and its author are frothing with inspiration
and insight.”

The book by Thomas Leslie has a rating of  5 out of 4.8. 8 people have provided feedback.
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