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IN THE RENAISSANCE OF A GREAT TKAINTION.
many of the most beautiful and innovative
intertors i America are beiny designed by
architects. Inside Architecture documents this
trend and features the work of some of the
premier architects in the country, including many

of their own homes.

The twenty-two projects shown are varied and
personal, and represent a multiplicity  of
approaches, locations, and styles. Yer all these
nteriors share an intelligence and an integrity
that give them  great impact.  Beautifully
fllustrated with onginal photographs by Judith
Watts, Inside Architecture reveals  the
avant-garde residences of architects on the
Sutting edge of design, and illustrates how such
masters as Michael Graves, Charles Gwathmey,
Hugh Newell Jacobsen, and Robert Venturi and

Denise Scott Brown live today.

With 211 illustrations, 189 in color,
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FOREWORD

HAVING BEEN THE EDITOR of several maga-
zines thar report on architecture, design, and decora-
tion, | am particularly interested in the way architecrure
works, inside as well as out. I like not only to be able to
“read” the interior from the exterior forms of a house,
but [ fove to study the floor plans and see how the net-
work of rooms and passages come alive as beautiful,
personal, individual environments.

No wonder I was delighted to discover thar a col-
league of mine was working on Inuside Architecture, a
book on interior design by architects. Here would be a
book that would look at houses as I do, not only as a
form in a landscape, important as that may be, but also
as a complex composition of spaces, objects, and arti-
facts, as well as personal raste and style. And the author
is an architecrural editor 1 know very well.

I first met Susan Zevon in the 1970s at House &
Garden where she was assistant editor for architecture.
Later I became editor-in-chief of House & Garden, and
Susan joined the staft of House Beautiful as architecture
editor. Ultimately 1 became the ediror-in-chief of House
Beautiful, where my work with Susan continues to
this day.

She shares my passion for houses and, as this
book will reveal, her vears in the field have taught her
that no one vision dominates it. There are many design
points of view to luside Architecture.

The rooms architects create for themselves, as
well as those they design for other people, include an
amazing variety of visual and aesthetic experiences. For
designers like Buzz Yudell and Tina Beebe, a house is
clearly a place for comfortable living in close proximity
to nature; for their mentor Charles Moore, houses and
their interior spaces were exuberant exercises in joie de
vivre; for Charles Gwathmey, architecture is an oppor-

tunity to work with the beauty of classic modernism;

while Robert Venturi and Denise Scott Brown embrace
broad choices in both design and decoration.

Some of the examples in this book push the stylis-
tic envelope, many of them found in urban lofts and
other new forms of residential architecture. Examples
include the work of younger designers hke James Hong,
Frederic Schwartz, and the Hariri sisters, Gisue and
Mojgan.

Still others are more traditional: the home Peter
Pennoyer created for his parents, the house Lee Mindel
designed for himself, Hugh Newell Jacobsen’s work for
clients and his own family.

Bur then, as Hugh Jacobsen’s introduction to this
book reminds us, the tradition of architects orchestrat-
ing all aspects of a house goes all the way back to
Robert Adam, continues through the arts and crafts tra-
dition of the Greene brothers, to the work of Frank
Lloyd Wright, and his polar opposite, Ludwig Mies van
der Rohe.

Whatever the design point of view, we can all
learn from the way architects handle the interiors of the
houses and apartments they design. And I, for one,
never tire of the variety, creativity, and originality Susan
Zevon finds in her coverage of architecture, and that
she and her photographer and collaboraror Judith

Watts have documented for luside Architecture.
Louis Oliver Gropp

Editor-in-Chief

House Beautiful
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INTRODUCTION

HoOW DO YOU DESIGN AN EMPTY ROOM?
Everything an architect does, really, 1s concerned with
the making of spaces. The size and relationship of these
spaces is the result of predetermined programmatic
themes suggested (or dictated) by the client and the site.
The placement of furniture and the selection of colors
and fabrics are part of the design process, and, as every-
one knows, it is a worthless effort that produces a space
without purpose.

The work illustrated in this book addresses interior
spaces designed as architecture by architects. These
spaces are appointed with furniture, rugs, objects, and
colors specified or designed by them as well. These
rooms are at peace with themselves because there is the
pervasive evidence of order. Without order there can be
no architecture.

The work herein is varied and personal. Some
interiors are sparsce and some filled, but all are strong,
livable and innately beautiful. The architects of the
work shown are active practitioners, and the projects
included have been completed, for the most part, in the
past decade. Some of this work continues to evolve, as
architects are always moving and restudying the prob-
lem at hand.

It was not until the early Renaissance that archi-
tects were seen to turn over the interior shell of their
building to decorative arusts. Still, the majority of the
great interiors in architecture’s past were designed and
accomplished by the same architect that designed the
building. The work that was accomplished by these
architects influenced the tmes and often buildings
designed by others that followed them.

In order to create a sense of place, it is imperative
for the architect to be responsible for as much of the

visual environment related to the building as is possible.

Therefore, it is of little surprise that—historically—
most serious architects have designed their own interi-

ors. A brief overview of those architects, whose special

contributions and influence have carried over the past
two hundred and fifty vears and continue to the present
davy, is, I believe, worth noting in this introduction.

The work of Robert Adam in late eighteenth-
century England was so thorough and so complete that
the results were judged “flawless™ by contemporaries.
Through his efforts the rigors of Palladian neo-
classicism were made more linear and taut. Within the
spaces he encouraged and experimented with the play
of natural light. He boldly brought a new meaning to
interior spaces and their innate progressive relation-
ships to one another. From beaded and polychromed plas-
ter walls and ceilings through the white and crisp sim-
plifications of Greek and Roman prototypical moldings,
fireplaces and surprisingly large windows, to chairs,
sideboards, beds, rugs and even chandeliers, Robert
Adam created a total and strong environment that
never contradicted itself.

For the first time, the architecture both within and
without became one. A comparison of this interior
exterior relationship and the unity created hy Adam is
at the same time possible with the architecture of
France under Louis XVL. It was in seventeenth-century
France that “Interior Architects™ first appeared. They,
of course, were trained architects who were specialists
in what the Renaissance had brought into existence: the
Decorative Arts.

The architect, who traditionally is responsible not
only for the exterior form and its proportion and scale
and the arrangement of the hierarchy of spaces within,
but also for the complete science of building, which ear-
lier concerned itself with structure and being comfort-
ably warm and water-tight, later took on the regimens
of the industrial revolution. It was not untl the early
Renaissance that the concept of the placement of
objects and furniture began to be incorporated into the
architect’s realm of responsibility. Prior to this time, the

design of the structure and its resultant spaces was the
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chief responsibility of the architect. Overwhelmed, the
architect encouraged and supported the arrival of a true
colleague, educated and responsible for the interiors.

Thomas Jefferson, who was perhaps the last true
Renaissance man, is a rich example of the architect’s
pursuit of total control. At Monticello, the ingenious
doors, writing tables, beds, let alone the relationship of
one to the other, are, of course, one with the architec-
ture. The interior spaces and quality of light within ful-
fill the promise made by the view of the building when
first seen from the approaching road. Monticello is one
within and without—the brilliant effort of a brilliant
architectural scholar turned amateur architect.

It is in the spirit of this book to recognize and
refer to the influential work of the nineteenth-century
American architects whose legacy is apparent herein.
The contemporary efforts of Benjamin Henry Latrobe
and the disciplines of the Greek Revival in the early
decades of the nineteenth century express his concern
for the continuity of purpose, from interior column capi-
tals of corn and tobacco leaves through the scale and
echo of this new order and into the furnishings them-
selves. The clarity and purpose of interior spaces, with
light and scale of furnishings clearly reinforcing the
order of solid and void inherent in Andalusia, the great
house near Philadelphia, must be recalled at this time.

The endeavors of the highly creative and prolific
architect Stanford White are perhaps the clearest example
of the efforts architects have extended in their pursuit of
their art. One can sense in nearly every Stanford White
building the presence of his eye. The rich legacy of his
work has been cherished beyond its brilliant execution
of Beaux Arts disciplines to include spaces that are at
once grand and simple, whose interiors are filled with
objects that play off one another like a fugue. From pic-
ture frames, fabrics, furniture and juxtaposition of dis-
parate forms, Stanford White's genius remains dominant
and, a fact that is hardly surprising, still continues to

carry the day.

INSIDE ARCHITECTUR:

The Arts and Crafts Movement, and it truly was
that in both Europe and America in the late nineteenth-
century, had an influence, though he denied it, upon the
genius of Frank Lloyd Wright. It evolved in Britain in
the 1880s and was a reaction against a century of mass
production and the havoc it had wrought. It encour-
aged a revival of the concept of medieval guilds and
hand-crafted objects of lasting beauty and utility. In
England the leadership of Ruskin moved naturally
through William Morris and almost immediately
included the creative efforts of Charles Rennie
Mackintosh, C. R. Ashbee and the classicist, Sir Edwin
Landseer Lutyens.

Not surprisingly, the great American genius,
Frank Lloyd Wright, breathed deeply of this creative air.
From this, Wright created a design philosophy that he
called “Organic Architecture.” This was based on an
underlying and essential unity of program, site, plan,
elevation, structure, ornament, furniture and materials.
This, not unlike Adam and the others above, led Wright
to conceive buildings in their totality and, accordingly,
he designed interiors, furniture, metal work, ceramics,
stained glass, textiles, lighting, and murals wherever
possible. The English Arts and Crafts Movement
inspired the anti-urban, utopian guild spirit of the
American Gustav Stickley in Syracuse, New York,
whose work Wright privately espoused but publicly
denied, as he did all possible influence from Japan,
through Mayan, up to and including the Arts and Crafts.

The Viennese architect Joseph Hoffman, whose
furniture is more well known than his few works of
architecture, exercised control over his projects with the
same purpose and intent that strong architects have
been stressing in order to establish a complete visual
order and, therefore, a sense of place and innate beauty.
His furniture and interior spaces continue their influ-
ence nearly a century later and clearly echo the popular
movements in design on both sides of the Atlantic

before the Great War.
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Between the World Wars, architects Ludwig Mies
van der Rohe, Marcel Breuer, Peter Berens, Walter
Gropius, Le Corbusier, and Alvar Aalto contributed
architecture and interiors both recognizable and famil-
iar to the theme of this book. Eero Saarinen, Charles
Eames and George Nelson, to name only a few of the
post—World War II architects, have not only contributed
to our society and culture through their buildings, but
through their design of furniture and interiors as well.
The impact of mass production for a mass market drove
these architects to wed the new technology with their
architecture. Widely acclaimed and received by a broad
populace eager for change, the efforts of these architects
are now referred to as “classic” in the face of fashion.
The fact that these same efforts were immediately
accepted by the general populace and professional col-
leagues as “good” seems of less importance.

Today, the furniture and objects designed by
Robert Venturi and Denise Scott Brown, Gisue Hariri
and Mojgan Hariri, Charles Gwathmey and Robert
Siegel, are broadly marketed to reach out beyond a single
building and to bring that order and its beauty to thou-
sands of other interiors. There is no question that the
contributions made by these architects will continue to
maintain the ever important contribution to our culture
and society.

While most, if not all, the other architects whose
interiors are specifically addressed herein design furni-
ture, the chairs, sofas, tables, interiors, and furniture
designed by Stanley Tigerman and Margaret McCurry,
Michael Graves, Charles Moore and Arthur Andersson
have made a strong contribution that continues and
renews again the complete role of the architect. The
study of the design of interiors and furniture by archi-
tects is the close-up study of the works of these archi-
tects. The fine detailing of this work is getting close to

the core of their thoughts.

Architecture and design is a vast subject involving
all of man’s endeavors. It is important to understand
that architects have always been designing not only the
forms and resulting interior spaces but the color, fur-
nishings and other objects vital to the concept and pur-
pose of cach building.

That the human figure is the most important
object in a work of architecture is self-evident and is
mentioned here only as a point of beginning in forming
a philosophy, if you will, in the approach to the design
of interiors. It therefore follows that the architecture
and the inherent spaces within should be designed as
backgrounds to man—backgrounds that make man

look not only good, but better.

—Hugh Newell Jacobsen
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ROBERT VENTURI
& DENISE SCOTT BROWN

Liberating Architecture

THROUGH THEIR WRITING, teaching, and
design work, Robert Venturi and Denise Scott Brown
have forged upon the landscape their vision of what
Venturi proclaims to be the truth of an architecture of
complexity and contradiction: a “unity of inclusion
rather than the easy unity of exclusion.” Nowhere is
this vision more apparent than in their own home in
suburban Philadelphia, where they have lived since 1971.

In the early years of their marriage, the couple fre-
quently passed by an “almost art nouveau™ mansion on
their way to visit Venturi's mother, who lived in the
house he had designed for her—now considered an icon
of twentieth-century architecture. Completed in 1964,
the small house signaled the revival of historical refer-
ences, ornament, and color at a time when pure mod-
ernism was almost universally accepted as the only
“correct”™ architectural style. With its tall chimney and
large picture window, the design looks hauntingly
familiar. The litdle house posed big questions: Why
shouldn't a house look like a house? Could the popular
also be art?

Two years after his mother’s house was completed,
Venturi's book Complexity and Contradiction in
Architecture was published. It became a doctrine of lib-
eration from the corporate glass box that had prevailed
in American architecture since World War IL. In the first
chapter, “Nonstraightforward Architecture: A Gentle
Manifesto,” Venturi wrote, “I am for messy vitality
over obvious unity. I include the non sequitur and pro-
claim the duality.” Like the pop artists, Venturi and
Scott Brown put the familiar in a new context, enabling
us to view it with fresh eves. Unlike many of their con-
temporaries who disdained decoration, they revived the
interest in interior design that had characterized earlier
architects. Today not only city plans and eminent pro-
jects such as the Seattle Museum and an addition to the
National Gallery of Art in London bear the signature of

7
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Venturi and Scott Brown, but also furniture, rugs, and
tableware.

Venturi describes their own house as a combina-
tion of Jugendstil, English arts and crafts, and the
Continental art nouveau, a suitable choice for architects
who “like elements that are hybrid rather than pure.”
Scott Brown and Venturi had been living in a one-bedroom
apartment in I. M. Pei’s concrete-and-glass Society Hill
Towers, but in 1971, the arrival of their son, Jimmie,
and the acquisition of four truckloads of furniture from
Atlantic City’s old Traymore Hotel (which was about to
be demolished) made larger quarters a necessity. They
heard that the “almost art nouveau™ house was for sale,
and it held a strong attraction for them both. Scott
Brown liked being able to see right through the house
to the vista of a 300-foot rolling lawn in the back. It
reminded her of the broad vistas she had grown up with
in her parents’ international-style house in South Africa.

Puzzled by the mansion’s ambiguous style, they
discovered that the house had been built in 1910 to the
designs of Milton B. Medary for a German family, who
probably had requested something reminiscent of the
houses they had known in Germany. Venturi and Scott
Brown were at first intimidated by its size but reasoned
that it could serve as both townhouse and country
home. It would provide abundant room for the extended
family they wanted to establish: a changing guard of
architecture students to serve as “handy people,” other
helpers, friends, family, and an Airedale. “The house
allows us to lead the life we do,™ Scott Brown says.

It took them ten years to bring the house back
from its dreary condition wrought by someone the pre-
vious owner had described as a “famous decorator.”
They removed the “violent™ wallpapers and sold all the
“vulgar™ chandeliers. The handsome architectural bones
once again were revealed, providing a sympathetic set-

ting for the sizable collection of hotel furniture, which




Venturi describes as “beyond art nouveau and pre-
deco.” Like the furniture he inherited from his mother,
the hotel furniture also bore a childhood connection. As
a teenager, Venturi had been friendly with the hotel
owner’s children and had learned about the furniture.
Once the offensive wallpapers had been removed,
Venturi and Scott Brown found the painted walls a bit
bland. Over the years, they and a retinue of young assis-
tants stenciled the walls, adding layer upon layer of dec-
oration. With time they acquired some art nouveau fur-

niture, which they juxtaposed with contemporary
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furniture and objects. Many pieces were designed by
themselves and by friends. They have continued to add
paintings, sculpture, and layer upon laver of books,
magazines, and catalogs so that the house visually
resounds with Venturi’s reply to Ludwig Mies van der
Rohe’s famous statement, “Less is more.” “Less is a
bore,” Venturi wrote, and so he and Scott Brown

have lived.
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Venturi and Scott Brown bave

restored the original nussion-style

woodwork in the large entry hall.

Wood-framed glass doors that

face the front door open to the

living room. Geometric stencils

on the walls pick up the mix of

colors from the Mercer tile floor,

original to the house.

In a corner of the hving room, a

chair designed by Frederic

Schiwartz for Venturt and Scott

Brown’s son stands between a red
chair designed by Venturi and an
orange plastic stacking chair
designed by Joe Colombo. A
floor lamp by Lows C. Tiffany

stands next to the art nouvean

cabinet.
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The rich nux of furnishings

their living room exalts Venturi

and Scott Browsn's preference for

“messy vitahty over obvious

VENTURI AND DENTSE

S «

waty™ and exemplifres their talent

for “the difficult wty of
inclusion rather than the easy

ity of exclusion.™
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Dinng-room walls not occupied

by the bouse's arts-and-crafts—

style cabinets are steuciled.

Country dishes are displayed on

wooden sbhelves.




. R ) .
— f’ = - In the dining room, chairs from
= AALTO - WRIGH

j GABRICL - PYRU A R S+ TERG, S L LTY the Traymore Hotel surround the

oak table. The names of the i

couple’s idols—architects and a

fer musicians—form a frieze on

the dining-room walls above

alphabet prints by William

Nicholson.

A detail of the hbrary shows
exuberant stencilmg—exotic
flowering trees set agamst an
intricately patterned background,
topped by stars. The framed

photograpl is from Learning

from Las Vegas.

Comfortable upholstered seating
from Venturt’s mother’s house
surrounds the centerpiece of the
library: an art nonvean repoussé
copper chimneypiece. A French

art nouveau clock stands to the

right of the fireplace.
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JAMES HONG

Stepping up to the Future

ON A
on New York City’s Lower East Side, a small, three-
story building bears a sign that reads HOUSE OF
CANDLES. The sign is a remnant of the building’s for-

NARROW, DENSELY populated street

mer purpose: the manufacture of ritual candles for the
Orthodox Jewish population that decades ago inhabited
this now predominantly Hispanic neighborhood.
Behind a grimy door, a steep flight of stairs leads up to
a hght-flooded loft. Colorful furnishings and finishes
are of such originality that you might wonder if the
stairway has taken you up to the future.

This cheerful space is home/office/laboratory and
gallery for James Hong, a gentle, energetic architect
who has purposefully pursued his singular vision of
design since completing his architecture studies at the
University of California at Berkeley in 1972, When he
graduated, he found it a boring period for architecture
in the United States; the corporate glass boxes being
produced at the time did not appeal to him. He was
more interested in the furniture and product design
being done by Italian architects, so he left for Europe,
where his experience working in Gae Aulenti’s office
clarified what he wanted to do. “I realized I could never
be the sort of architect who would spend his career as a
draftsman on large commercial projects. I need to
design things on a scale that gives me total control, to
create things that have personality.”

When he returned to the United States, the New
York gallery Art + Industrie was shifting its concept
away from showing Italian design exclusively and
toward developing the work of American artists. Hong
started designing furniture for the gallery, and after a
year and a half he decided to leave his job to devote
himself totally to designing and producing his own
work.

At the time Hong was sharing a studio with sev-
eral of the gallery’s artists, but he needed more space in

which to design, produce, and display his work. When
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he found the House of Candles building, it had been
abandoned for years and was in dire need of repair.
“When I moved in, there was neither heat nor hot
water. The front windows were boarded over, and it
was a very cold winter,” he recalls. For the first month
it was too cold to sleep on the upper floor that was to
become his loft, so he slept in the storefront area, which
he now leases to a theater company. He uses the base-
ment as a workshop.

Slowly, doing most of the work himself, Hong set
about putting in a heating system, fixing the window
frames, installing new windows, and restoring the tin
ceiling. He organized the space so that the kitchen and
bath are toward the back, where there was already a
rudimentary bathroom. He built a platform to enclose
the gas and plumbing lines, and he placed the kitchen
and bedroom next to each other so that one window
would provide light for both. Because the window in
the bedroom faces an exhaust vent from a meat market
and would therefore have to remain shut, he put a slid-
ing window in the ceiling to provide ventilation. Hong
also installed a stairway that leads up from the kitchen
to the platform above the bedroom. From there he can
get up to the roof. On the side of the new bedroom
wall, facing the living room, he built cabinets that pro-
vide ample storage without being obtrusive.

He left the front of the loft, with its wall of win-
dows facing the street, open to accommodate his ever-
increasing collection of furniture. The question of how
to create a covering for windows that pivot open from
the center and face the street was, at first, puzzling. His
solution: screens that stand about 1'/: feet away from
the windows, suspended from curved steel tubes. They
are created from parachute nylon tinted in pastel hues.
The screens filter the bright north light that bounces off
the white walls and the colorful floor. Hong filled and
sanded the floors, painted them white, and then applied

a rainbow of paint tints with rags, starting at one end




and working toward the other. A coat of polyurethane
protects the painted finish. The last part of the loft to be
completed was the kitchen. “Because the rest of the
space was kept fairly neutral as a background for the
furniture, 1 wanted the kitchen to be a brightly colored
thing in itself,” he says.

His furniture designs—dining table, entertainment

unit, sofa, bar, and workstation—look unusual but
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function in an extraordinarily straightforward mani
The loft may appear complete, but visitors constantly
encounter changes—new pieces, new arrangements. “H
this place is ever finished, I'm going to learn to sp
French and play the piano,” Hong muses. Yet it is clear
that, like a mini-universe, his home will always be a

work in progress.

JamMmeEs HoNG [/ 21




(]

/

INSIDTI

M u‘ !
ey |

\“,.

! L}

¥

o4

From a perch atop the platform
over the bedroom, you can see
across the length of the loft to the
wall of windows facing the street.
On the left, tiwo chairs designed
by Hong—one of bright purple
anodized alunmimun, the other of

gray galvamized metal, pamted

ARCHITECTURE

wood, and cushions upholstered
i a synthetic fabric—are
arranged near the TV cabinet, one
of his first designs. Hong painted
the piano bright purple. He
designed the sofa i front of the
windows for an exhibit at Art +

Industrie. On the right 1s a

playhouse created by Hong for
his three cats. The English racing
bike, one of several that he uses
for upping across town, is a
street find that he fixed up and

panted turquoise.
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In a corner of the lwmg room is //
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one of a pair of swing-open bars / /[ ~

designed by Hong. The steel 7/ | _
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frame for a Barcelona char, / | l < 4 L
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another street find, stands in /', Y
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front of a cabinet whose draivers [ RN L . l<
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open to reveal collections of [ I iy N 8
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articles and catalogs. The stealth ~_ > ] ' ROy
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airplane that has landed in front ] :
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of the sofa was designed by Hong \1

for a sculpture show entitled *A

Propensity Toward War.”

Floor Plan
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Hong’s workstation integrates all

his office equipment: computers,

. . 11 ) z
fax machines, copiers, and even a The dining table, designed by

e o 3 1o 7 /
built-in light box. The work- Hong for a contemporary

station is made of lacquered furniture fair, is made of

: : M ni g
wood, vinyl upholstery, stainless aluminum, granite, and steel,

3 : ith a hand-painte ]
steel, mixed-media cement, and with a band-painted surface. A

. COTH r ] ) D 2
tinted plaster. Hong found the corner was accidentally broken

Charles Eames—designed swivel off, but everyone agreed that the

. o - ISSIE CC 7
chair and upholstered it in a faux missing corner seemed to be part

leopardskin fabric. The tribal of the design. Hong also designed

sculpture is African. the two screens, one of lacquered
wood, the other of steel, that
stand bebind the dining table and

chairs. On the left, the painting

on glass is by Carmen Spera.
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The back of the staircase that

leads from the kitchen to the
i roof-access platform forms a

sculpture on the bedroom wall.

The painting above the bed is by

Chuck Glickman. 0

A refrigerator and microwave

overn are built into one corner of
the kitchen, alongside a little
countertop. The Piet Mondrian
print above the counter is a gift

from a grateful client.

Hong applied coats of dark and

light cement, finished with a

waterproof sealer, to the wall
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surrounding the tub in bis

|
= |
= | bathroon. He placed a tempered-
21 |
= | glass partition with a hammered
—_—— 3
.
=

T

texture between the tub and sink.

The stainless steel and copper

sink, also his own creation, is set

into a marble rop.
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A work island in the center of ts ceranuc tile, the countertops are cabmets 1s made from mednom-
Hong's Techmicolor kitchen black slate, and the 1wall above density fiberboard lacquered in
contains a stove, a siwing-out the smk is steel that has been bright turquoise.

wok, and a metal shelf that holds burnished and sprayed with a

hot plates and a kettle. The floor gold lacquer. The outside of the
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MICHAEL GRAVES

Pioneering Postmodernism

OF ALL THE AMERICAN ARCHITECTS of
his generation, it is perhaps Michael Graves who epito-
mizes the revival of American architects’ attention to
interior design. No other contemporary architect has
produced such an extensive collection of home furnish-
ings and objects. His own house in Princeton, New
Jersey, has evolved into a reflection of his domestic
vision and a show house for his designs. “A room is set

up around furniture the way buildings are set up

around landscape,” he says.

His interest in interior design dates back to his
school days in the Midwest, where he saw decorating
being taught “next door™ in the home economics classes
for women. Later, after receiving his master’s degree in
architecture from Harvard, he worked in George
Nelson’s office, which, at the time, was producing fur-
niture for Herman Miller. “I always saw furniture
design as an extension of architecture,” Graves says.

Graves entered the architectural limelight n the

late 1960s as one of the “New York Five.” His work,
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along with that of Peter Eisenman, John Hedjuk,
Richard Meier, and Charles Gwathmey, was known for
its adherence to the influence of the international style
and, in particular, the architecture of Le Corbusier.
However, Graves’s Portland Public Office building,
completed in 1982, is often cited as the harbinger of
postmodernism in architecture. Since then his name has
become almost synonymous with the postmodern style.
“Although Le¢ Corbusier’s buildings look great in the
south of France, I began to have second thoughts about
that architecture in this setting,” he explains. “I wanted
variety. I did not want all my buildings to look like
refrigerators. My clients did not find the free modernist
plan suitable to the domestic setting. They missed the
ability to close a door.”

The time he spent in Rome (1960 to 1962) as a
fellow of the American Academy was seminal. There he
studied the history and theory of architecture, disci-
plines that were not being taught at most American
architecture schools at the time. The fact that Graves
has never thought of buildings as distinct from their
interiors he attributes to this influence.

In 1962, Graves started teaching at Princeton
University, and two years later he opened his own archi-
tectural studio in Princeton. He was still a struggling
voung professor when, in 1970, he discovered an aban-
doned warehouse. ltalian stonemasons who had come
to Princeton to build the university’s gothic-style build-
ings had constructed the storage facihity in 1926, in a
classically Tuscan vernacular using hollow clay tile,
brick, and stucco. Attracted by its low price and romantic
potential, Graves bought the warehouse and has lived
n it ever since. Over the vears he has worked on its evo-
lution from a derelict rabbit warren of 44 interior cells
into an elegant villa that increasingly reflects his passion
for classicism.

He renovated the L-shaped building in stages, and

tirst completed the north wing, where an entrance

courtyard that was originally a loading dock leads to a

first floor comprising a living room, library, and garden
terrace. A master bedroom and study are on the second
floor. More recently, Graves has renovated the west
wing of the building, expanding the kitchen and creat-
ing a breakfast room with doors that open to a garden,
an exercise room, and laundry and storage space. A
new staircase leads to a suite of guest rooms on the sec-
ond floor. The rooms in both wings have been articu-
lated by changes in ceiling heights, barrel-vaulted
alcoves, niches, moldings, and columns. *When I design
a plan for a house, I see it in three dimensions,” Graves
says. “Just as I like to see how characters change and
plot unfolds in literature, I am interested in how rooms
develop in sequence.™

After two decades of work, the house has evolved
into a live-in showcase of Graves’s own designs and an
enormous range of domestic artifacts: chairs, tables,
light fixtures, clocks, picture frames, vases, and bowls
are all displayed along with the classically inspired fur-
nishings and objects he has collected over the vears. The
small icon of the postmodern movement, the teapot he
designed for Alessi, has its place in the newly renovated,
expanded kitchen. Like so many architects, Graves con-
tinues to regard his home as a work in progress. Future
plans include transforming the living room and bed-
room into a more expansive library and creating a new
living room. The house has already matured into a
stunning example of his vision for architecture and inte-

rior design.
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ABOVE RIGHT:

At one end of the dinming roont, a
Biedermeter table and chairs
stand below a nineteenth-century

copy of Guido Reni'’s Aurora.
)

BELow RIGHT:

In the dining room, Biedermeier
chairs surround an ebonized
federal period American table.
Graves designed the carpet and
lighting as well as the glass fruit
bowl! with bronze armature, one
of his designs for Steuben. The
nineteenth-century candelabra are
copies of first-century Romait

bronzes.

Site Plan
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In the living room, some of the

mneteenth-century Biedermeier

furmiture that Graves has

collected is accompamed by Ins

own designs. The lounge chairs of his collection for Steuben. The

near the fireplace were designed carpet 1s an antique cham-stitch
by Graves. and the glass flower Kashmur.

vase with bronze armature is part
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The view from a second-story
light well is framed by an
eighteenth-century architectural
fragment purchased in Sorrento,

Italy.

A nmneteenth-century copy of a
bust of a Roman warrior is seen
from a second-floor staircase

landing.

OPPOSITE:

The long, narrow library is
flanked by elegantly propor-
tioned shelves that, on the right,

are separated by tall windows

looking out on the garden. A
nineteenth-century copy of a
Pompeiian brasserie table stands
below a circular etching i a
gold-leaf frame designed by
Graves. The carpets are antique

Bokharas.
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A transparent canopy fills the

trwo-story hibrary wath light.
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Doors open to the kitchen, where
a mneteenth-century table, a local
flea market find, stands in the

center. Glass-fronted cabinets

with old-fashioned drawer pulls

flank a window that looks out on

the garden.







In the master bedroom, a
fireplace is flanked by tall
windows that overlook the
gardens. To the right of the
fireplace, a bust (a copy of
Praxiteles’ Aphrodite) purchased
from the British Museum
Collection stands on a nine-

teenth-century American

neoclassical pedestal. In the

corner is a Biedermeier chair.

\ — — —

'.- LEFT: French empire table bolds piles
One wall of the bedrooin opens of books. The bed is covered with
to the library. Shelves display a antique silks.

mineteenth-century bronze figure
and a twentienth-century French

painting of a view of the Seine. A
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JOSEPH VALERIO

Creating a Cultural Marker

WHAT DO YOU DESIGN for a client who,
when asked to bring you images of his favorite places,
presents you with photographs of Le Corbusier’s Villa
Savoye and La Tourette monastery and Frank Gehry’s
Schnabel house in Los Angeles? When Joseph Valerio
was presented with these photos by Tracy Gardner,
Valerio proceeded by doing an intensive, almost anthro-
pological study of how Gardner lived, and he studied
the site as well: 1,000 square feet on the 58th and 59th
floors of a towering building in Chicago designed by
Skidmore, Owings and Merrill. “You have to figure out
how a person wants to live,” Valerio says. “If the client
is going to be happy, the space must fit like a glove.”

A native of Chicago, Valerio did his graduate
studies at U.C.L.A. and remained there after graduating
to work with a group of older British students who
were disciples of the British firm Archigram. Valerio
was attracted to Archigram’s work because “they were
the first group to break with the modernist trend of the
1950s and 1960s to abstract materials. Archigram
brought an awareness of materials and structure to
modern architecture,” he says. His work in Los Angeles
consisted primarily of designs for movie sets, including
some for Woody Allen’s Sleeper. Valerio’s experience in
L.A. taught him “never to think that any idea was too
outrageous.” Another profound influence on his work
is Robert Venturi’s Complexity and Contradiction in
Architecture. He still refers to the first edition copy he
has owned since his school days.

When Valerio first returned to the Midwest from
California, almost 50 percent of his work was residen-
tial. As principal in charge of design for the Chicago-
based firm of Valerio Dewalt Train, he prefers doing
only one residential project a year. “Houses are an
architect’s greatest challenge. They are a marker in
terms of where we are as a culture,” he says. The design

for Gardner’s apartment evolved over several months of
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studying the client and the space. “The architects came
in, opened closets, peered into drawers, and took pic-
tures of how I lived,” Gardner recalled. They showed
him alternative schemes and listened to his reactions.

The apartment was a standard one-bedroom with
a loft. All the walls were drywall, painted white; on the
entry level, a staircase blocked sweeping views of
Chicago and Lake Michigan; the bedroom and living
room were side by side and of the same dimensions.
Although there was only one bedroom, there was a
bath and powder room on the main level and another
bathroom upstairs. Nothing about the position of the
functional services or window modules seemed to make
sense to the architects. The apartment was dominated
by the view directly to the north—an icon of Chicago
architecture, the John Hancock Tower—also designed
by Skidmore, Owings and Merrill. The dark monolith
appeared to loom over the apartment, a stronger pres-
ence than the apartment’s own walls.

The architect observed that Gardner, who often
works at home, wanted to minimize the spaces devoted
to what he calls the “messy” functions (sleeping, cook-
ing, bathing, and storage) and maximize those devoted
to “ceremonial” (conversation and contemplation).
Valerio deduced from the examples of architecture
Gardner admired that he was seeking a design that
would be thin, light, and expressive of its materials.

Valerio decided to consider the apartment as a single
space within its defining walls. Into this space, two
boxes were inserted to contain the ceremonial spaces:
an aluminum box on the lower level for entertaining
and conversation, and a maple box on the upper level
for the study. Because these were to be ceremonial
spaces, the architects thought of them as “heaven,”
making their walls as thin as possible to express their
cthereal nature. In homage to the strong presence of the

John Hancock Tower, each of the boxes is “warped” by

R



the tower’s imagined gravitational pull. The spaces
between the boxes and the apartment’s outer walls that
were to contain the “messy™ functions were named
“purgatory,” and the architect set about designing these
spaces to conform to Gardner’s needs. For his bedroom
Gardner required only cnough space for a sleeping
alcove but wanted to be able to see the sun rise over the
lake from his bed, so they pushed the bed as far to the
west as possible and placed it right up against the win
dow. The powder room and bathroom were combined
to give him one large bath and dressing room. To give
Gardner a large television that could be viewed from
three arcas—the bath, the bed, and the conversarion

arca—within the limited space, the architects designed

(23 = 1 ]

a media center and attached it to one of the pivoting
metal panels that enclosed the aluminum box. Almost
every surface of the two containers i1s hinged to provide
access to the functional areas.

“The design atllows me to live the way I want to,”
Gardner savs. “Evervone who comes here is touched by
it in some way. If they are moved by the view, they are
moved by the design without realizing 1t.™ He admits
that some guests are unsettled by the angles, and the
way what they expect to be substantial i1s thin, but that
does not bother him. “Art should affect your behavior
and make vou think. If it succeeds m doing that, 1t is

good.”




The leanng maple walls at

the entry frame the view of the

Jobn Hancock Building, keeping
the rest of the apartment and
view a mystery until you step

further inside.




A wall of double-height windows

opens the lofty apartment to an
atrplane-passenger’s view of

Chicago and Lake Michigan. The

aluminum staircase leads up to

the study on the loft level.

P—
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First Floor Plan

Axonometric
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The aluminum staircase that
leads up to the study is,

according to Valerio, “so thin

it defies description.”

Aluminum panels contain the
conversation area, which is
furnished with classic modern
designs. The lipstick-red sofa and
ottoman were designed by Isamu

Noguchi, as was the round table

surrounded by Alvar Aalto

lounge chairs. The floors are

aluminum plate.
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From lus desk on the loft level, and table were designed by
Gardner faces the wall of Charles Eames.

windows. The molded chair
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Attached to one of the aluminm

panels, the media center piots to

face either the bed or the

conversation area.

ARCHITECT URIT

LEFT:

The glass counter i the
bathroom appears to float on its
glass-and-aluminion base. The
bed is pushed up against the west
wall of the apartient and the
north-facing window so that
Gardner can watch the sunrise

above Lake Michigan.

Brrow:

Abominum panels pivot to open
the kitchen to the conversation
roon, with its wall of windows.
Valerio designed the maple
cabinets. Floors i the functional
areas, including the kitchen, are
terrazzo. Jamaica bar stools are

from Knoll.

OPPOSITE:

Wath the alumumnum panels open,
Gardner can enjoy the view
through the apartment's windows

from his whirlpool bath.

|

|






HUGH NEWELL JACOBSEN

Abstracting the Vernacular
Welles Residence

LONG BEFORE REGIONALISM became an
architectural fashion, Hugh Newell Jacobsen mastered
the art of abstracting the vernacular. Whether he is
designing in Greece or in Ohio, he creates buildings that
fit comfortably into their surroundings. Yet by the clar-
ity of its plan, the crispness of its modeling, and the exal-
tation of light and view, a Jacobsen house is distinctive
and recognizable. He designs with a keen awareness of
how a house will reveal itself to visitors. “The approach
to a house,™ Jacobsen says, “should be a drum roll, and

inside, that expectation must be fulfilled.”
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The Welles residence in northwest Ohio is a quin-
tessential Jacobsen house. Driving along a road border-
ing the Maumee River through farmland, you might
casily miss the entrance to the 8-acre property, which is
marked only by a white mailbox and a double row of
spruce trees. The long driveway curves down from a
plateau. Once you break the crest of the hill, you catch
a glimpse of the river and the building’s tall white chim-
neys and vaults, which poke out above the evergreens

planted on the public side of the site. At the end of the

driveway, you face the front door. There are no win-




dows to reveal the interiors. The size and plan remain a
mystery.

Inside, just to the left of the entrance, a dome-
topped atrium spotlights the center of the house from
which its four branches unfold. The light draws vour
eve to the left, toward the living room, where an arched
wall of windows and sliding glass doors reveals the
view of the river and a concrete bridge. At the begin-
ning of the century, when it was built for the trolley line
that connected Toledo with Lima, the bridge’s 12 arches
formed the longest concrete structure in the world.
Time and nature have mellowed it to a golden ruin from
which a tangle of trees and vines grow in a manner that,
according to Jacobsen, “would have pleased Grovanni
Pirancsi.”

Jacobsen was so taken with the romance of this
view that he designed the house so that the bridge and
river can be scen from every room. The maim bar of the
house’s cruciform plan parallels the river. The shorter
crossbar, rather than being sct at a right angle, is
skewed by 30 degrees and aimed toward the bridge.
The longer bar contains three bedrooms and baths on
one side of the atrium, balanced by the kitchen and
garage on the other. The angle of the crosshar deter-
mined the parallelogram shape of rooms, a shape
echoed in details such as built-in dresser drawers. The
crossbar extends from the hiving room. Four steps lead
you to the atrium under the 8-foot dome, and from
there, through an archway to the library, which also
serves as a dining room. The library shares the living
room’s view of the bridge and river through the clean
sweep of light-filled space.

Arches in the ceiling and windows above the shd-
ing glass doors ccho the arches of the bridge. Though
the house has so much glass, the Welleses have heen

pleasantly surprised by how much wall space Jacobsen

provided for their growing collection of art. He has,

over the vears, developed a detailed questionnaire to
determine a family’s needs before designing a living
space. How many people will be seated for dinner?
How much wall space is needed for art? How many linear
feet for books? How much storage space for shoes? All
of their tunctional requirements arc woven scamlessly
into his designs. His schematics come with a furniture
plan, so his clients know how the rooms will work, and
he often designs much of the furniture himsclf.
Typically, Jacobsen has *floated™ the furniture, so
the himits of the rooms are not defined, and he has used
the same flooring (white travertine) inside and out, to
merge the interiors with outdoor spaces. Details such as
moldings, bascboards, and door frames arc absent.
Although some postmodern architecture aspires to a
classical quality through decorative derailing, Georgia
Welles points out that “Jacobsen’s work 1s classical
because of its symmetry and order. This discipline

brings great serenity to his houses.™
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Ini the living room, an arched
wall of glass frames the view of
the bridge. jacobs.en designed the
rug, the Plexiglas table bebind
the sofas, the benches, and the
coffee table. Symmetrical
fireplaces face one another. The
drawing above the fireplace on
the right is Bird by Dappled Sea
by Milton Avery; the painting

above the fireplace on the left is

Speedboat in Pale Sea by the
same artist. Ficus trees i the
living room are fed and watered

by concealed pipes.

Light shines through the circular

dome at the center of the house
Site Plan B, .1
highlighting two large paintings:
on the right, Songs: Over the
Rainbow by Kenneth Noland; on
the left, Ocean Park No. 32 by
Richard Diebenkorn. V-shaped
steps lead to the living room.

Floors throughout the house and

on the outdoor terraces are

honed travertine. :

Floor Plan t »
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LEFT:

The placement of the French
country oak table in the center of
the room, surrounded by green
velvet and brass stacking chairs,
allows the library to serve as a
dinming room. The woodblock
print highlighted above the

fireplace is Ochre by Diebenkorn.

Berow LEFT:

At night the sumny yellow print
by Diebenkorn, on the far wall of
the Library, is visible from the

terrace outside the living roon.

RIGHT:

Jacobsen’s trademark egg crate
bookcases line two walls in the
library. The table holds part of
the ouners’ collection of duck

and fish decoys.
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A fireplace provides a cozy focus

on one side of the kitchen. Above
it hangs O.P. 84 #1 by
Diebenkorn. The door to the side
of the fireplace conceals a

television.

4 / INSIDE ARCHITECTURE

Just up the steps from the living
room, doors slide open to reveal
a mirrored bar. The glass shelves
hold part of the owners’

collection of pre-Colmbian

ceramics.
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Georgra Welles requested a large kitchen, preparing dmmer. The warm weather the court 1s used
eat-m kitchen so that she would dmung table faces the wiew of the for dunng under the shade of pear
not have to keep asking her bridge through slidimg glass and apple trees.

husband what was on the evenmng doors. They open to a terrace that

news while she was i the 15 enclosed on three sides. In
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HUGH NEWELL JACOBSEN

Abstracting the Vernacular
Jacobsen Residence

JACOBSEN"S OWN HOUSE is located in the
historic Georgetown section of Washington, D.C., just
a few blocks from his office. According to records in the
Georgetown Public Library, the house was originally
built in the federal style in the early nineteenth century.
In 1871, a third floor was added, and the facade made
“tasteful” by the addition of an ltalianate cornice and
bay window. In keeping with the then-fashionable
Italianate style it was painted the color of sandstone.

When Jacobsen remodeled the house in 1968,
with his customary deference to a neighborhood, he left
the facade almost intact. From the shady, brick-paved
street, the house looks very much like its neighbors
except for a discreet plaque on the door, which says
“back door.” The new main entry to the house is
revealed only when you open the gate to an ivy-covered
court bounded by the original house, a new wall that
extends along the street, and the two-story addition
that stretches behind the original house. Jacobsen
“demoted™ the front door to kitchen door, and removed
the pediment trim, entry light, and address plate from
the door on the street and placed them on the gate to
the forecourt.

Inside, the house 1s vintage Jacobsen. From the
forecourt, you enter at the center, where Jacobsen cre-
ated an axis that extends the length of the enlarged
house from the 1871 bay window, which he lowered to
the floor in the dining room. This axis continues unin-
terrupted through the new living room, where a bay
window reveals the garden. “The garden,” Jacobsen
says, “is the magic of a Georgetown house.” A library
adjacent to the living room shares the garden view. For
his urban oasis, he created a stone terrace extending to
a bank of ivy, which stretches toward the columnar
American holly trees planted along the back "garden
wall. The trees are individually lit, so the garden can be

seen from the house at night. This house was the first

project in which Jacobsen employed his now-famihar

floor-to-ceiling openings between rooms, without mold-

ings or baseboards. Nothing interrupts the eye as it is

drawn to the view of the garden.
To contain his family’s ever-expanding collection
of books, Jacobsen has, over time, added his trademark
egg crate bookcases, first to the library and then to the
dining room. Over the years, he has changed the fur-
nishings, combining classic modern pieces, such as the
Scarpa sofas in the living room and a Finnish Cognac
chair in the study, with furniture of his own design,
such as the prototype sofa and the coffee table in the
study. These furnishings, plus a few remarkable
antiques, such as the fifteenth-century dining rable,
have created a serene background for a growing collec-
tion of art, antiquities, and silver-framed family photos.
The house, with time, grows increasingly personal.
Recently Jacobsen added three perfectly propor-
tioned reproduction columns to the stair hall: a Doric
column from the Temple of :
Poseidon, an lonic column -‘ \
from the Temple of Artemis, 7’ !

and a composite column from

a small house in Pompeii.
While clearly contemporary in
designing for the neceds of
families today, Jacobsen’s
inspiration is decply rooted in
classical architecture. Every
morning when he comes down-
stairs, the columns remind him
of a favorite quotation from
his great mentor, Louis Kahn,
with whom he studied at Yale:

“The great moment in architecture—when the wall

divided and the column became—rtook place in

.

Greece
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In the living room, stiding glass designed by Carlo Scarpa face Stlver candlesticks on the coffee

doors flank a floor-to-cething bay each other across a parr of steel- table represent the three orders of

wmdomw that looks out to the and-glass Barcelona coffee tables classical columns.

garden. Sofas and armchairs by Ludung Mies van der Robe.
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LEeFT:

D1 the living room (looking

toward the library) the pamting
on the left is by Josef Albers; on
the right stands a perfectly scaled '
model of a portion of Ange-

Jacque Gabriel's Hotel dit Garde-

meunble du Roi that Jacobsen
found in a Parisian shop that l
ABOVE: designed by Ludwig Mies van der nineteenth-century Dutch :
. ’ sells architectural maquettes. The
An entire wall of the library is Robe, the Cognac chair by Eero staircase (a maquette that a
Roman terra-cotta head on the
lined with Jacobsen's trademark Saarmen. A variety of objects cabinetmaker would execute to
right coffee table dates from the
egg crate bookcases. Jacobsen reflecting Jacobsen’s extensive prove his abilities to an architect),
eighteenth century.
designed the sofa and the coffee interests are displayed on the a fragment of a sculpted head
table with a French marble top. desk: a silver Shaker box, a tiny from Cambodia, a ribbon
Two chairs (designed by Charles book of architectural stamps, a presented to a soldier who served [
|l
Pollock) face one another across sculpture dating from the Middle in the Great War, and a tiny book
an Omiega desk designed by Hans Kmgdonm that be found when he contaiming some of the writings of ’l
Eichenberger. The ottoman was was working i Cairo, a Thomas Jefferson. )
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DARCY BONNER

& SCOTT HIMMEL

Restoring Elegance
Bonner Residence

WHETHER DESIGNING a sleekly contemporary
retail space, a traditional interior, or a sofa, “what mat-
ters to us is the opportunity to be inventive,” Darcy
Bonner says. Scott Himmel, who was his partner in the
Chicago-based firm Himmel/Bonner, agrees: “It is bor-
ing to play music in just one key.” It is essential to them
both to create a complete environment. “One of the
things I admire about Carlo Scarpa’s work is that there
was no difference between doing a building and doing
a doorknob,” Bonner says. Himmel elaborates: “Doing
it all makes you better at each. If you can play in every
key, you can really play.”

Himmel and Bonner first met as undergraduates
when they were studying architecture at Tulane
University. They lost track of one another after gradua-
tion when Bonner returned to his native Dallas and
Himmel to Chicago. Several years later, when Bonner
had moved to Chicago, he ran into Himmel at an archi-
tectural licensing seminar. “I remembered Darcy as the
best designer at Tulane when we were students there
and therefore suggested that we work together,”
Himmel recalls.

Since becoming partners, they have led somewhat
parallel lives: they married women from the same small
town, and each of the two couples has three children of
similar ages. Bonner and Himmel and their families
lived for years in one of Mies van der Rohe’s apartment
towers on Lake Shore Drive in Chicago, an appropriate
address for two young architects who admired the
work of the early modernists.

Several years after they formed their architectural
partnership, the firm was hired to renovate one of
Chicago’s grand old apartment buildings on Lake Shore

Drive. The nine-story building had been built in the
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1920s but was divided into smaller units in the 1960s.
Only three of the original layouts remained. Two of the
apartments shared an elevator and had similar plans.
“Those apartments made us see what elegance really
is,” Bonner recalls. “We wanted to get away from 8 '/-
foot ceilings and steel-and-aluminum sash windows.”
The partners were enticed by the 10-foot ceilings,
triple-hung windows, and generously proportioned
rooms. In particular, they admired the enfilade of main
rooms. With no hallways in between the living room,
dining room, and library, the rooms, which are on an
axis, become one majestic sweep of space when the
pocket doors between them slide open.

Bonner bought one of the two apartments that
had an unchanged layout. It still had its original walnut
paneling. He restored the paneling and removed the
marbleized vinyl that covered the wooden floors. The
dining-room paneling had been painted. Since it would
be difficult to restore it, Bonner decided to emphasize
the contrast by painting its walls a rich cream that
becomes a highlight between the walnut-paneled living
room and library. To further accentuate the dark luster
of the paneling in those rooms, he bleached the oak
floors and painted the ceilings and trim the color of the

dining room.




, _!\ Em Jim Em Hﬂ




In the walnut-paneled foyer of
the Bonner apartnent, an early-
nineteenth-century Itahan table
holds an antique Japanese basket,
a contemporary sculpture by Jean

Reindel, and antique silver

candlesticks. The rug is
Moroccan. A mirror in a hand-
carved, late-nineteenth-century
Spanish frame hangs above

the table.
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The arched shape of the entry
from the foyer to the living room
1s repeated in the windows™ arched

openings. In front of the fireplace,

a generic flea-market table holds

part of the Bonners’ collection of
Murano glass. The chairs to either
side of the fireplace, upholstered

i their original weathered leather,

were found in a Parisian jewelry

store. Above the fireplace, an

English constructivist pamnting by
Alistair Morton is displayed. On
the mantle below the Morton 1s a

bronze African sleeve ornament

- fromi the Kuba tribe. To the left is
a grand tour model of the Temple
of Castor. To the right of the
fireplace are two collages by Gene

H é’dg(’.




Inn the dining room, Flea Market
#31 dinming chairs by Matialiano,
upholstered i leather the color of

cream, surround an olive ash

table, also by Mattaliano. The

Pierre Chareau-style bar cabinet and headdresses. The rug is a late-
on the right is a flea market find. nineteenth-century Savonnerie.
The painting above the bar is by

Gio Colucci. On the bar is part of

a collection of promitive masks




BELOW:

The rug i the library is an
eighteenth-century Aubusson.
The sofa is the Colette three-seat
sofa by Mattaliano. It is
upholstered in a cotton chenille
by Glant. On the table is an
antique astrosphere. The vellum
coluwmmn table lamp is by

Mattaliano.

ABOVE: Amen stands on a parchment-

Bowuner designed the alunumnum covered pedestal by Mattaliano.
lighting fixture m the dming The pamtng at top left is by
room as a “vehicle to update the Robert Michel, a German
atmosphere. The low roltage constructust; the one below is by
bulbs,” he explains, “throw Leo Prochounuk, a German
punches of light in the room.” expressionist.

The stlver on the dinmg-room
table is from the Paris flea
market—except for the large
bowl, whick is actually the top of
a tureen, a gift from Bonner's
mother. On the left wall frammng

the study, a sculpture by Irving

DARCY BONNER AND Scor1T HIMMEL
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The table holdmg the tulips 1s an club chairs, upbolstered in suede, by Bob Nichols. To the right, <
origmal by Jules Leleu. The sisal the color of cantaloupe, are Franc bebind the piano, a painting by

5 |
rug o the g room is from #1 by Mattaliano. The collage Francesco Monatti is displayed. |
Stark; it is overlaid with a French hanging on the liwing-room wall
erghteenth-century Aubusson. The to the left of the dining room is
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Iz his living room, Himel has

layered the stone-color carpet

with a Freuch Aubusson rug and

eighteenth-century Indian zebra

skins. He replaced the apart-

ment’s overscaled fireplace

opening and mantel with a classi
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nmineteenth-century rouge
fireplace. In front of the fireplace
is an antique architectural
drawemg. A Belguan art nouveau
table stands mn front of one of the
hwang voont's triple-hung

windows. The unlined curtains

ARCHITECTUR:'

are wmade of celadon-striped

taffeta. A seventeenth-century

tapestry covers the ottoman. The

white armcharr was designed by

Jildes Lelen. Across from it sits a

mineteenth-century reproduction

of an eighteenth-century Freuch

char; it 1s stll upholstered in the
original fabric. The 1930s French
chair to the left of the fireplace
was a flea market find. Against
the wall to the left of the
fireplace stands a French faux

tortoise secretary from the 1930s.



DARCY BONNER

& SCOTT HIMMEL

Restoring Elegance
Himmel Residence

THE APARTMENT ACROSS THE HALL
from Bonner’s had been owned by a prominent Chicago
family for over 50 years. “The notion that it had a his-
tory” appealed to Himmel, a native Chicagoan.
Moreover, not many buildings in Chicago have such
dramatic layouts. He, too, was seduced by the sweeping
space, and soon he was living across the hall from his
partner.

Himmel’s apartment had at one time been reno-
vated, so he added detailing and finishes discreetly, to
make it seem as though they had always been there. He
added about 40 percent of the moldings, glazed the
walls, and redid the fireplace. “The building design is
French, but the mantel was Midwest hocum, too high
and too wide,” Himmel says. He replaced it with a clas-
sic nineteenth-century French rouge fireplace. He
remodeled the kitchen and master bath, but he left the
apartment’s plan basically intact, with the exception of
taking space away from the rectangular dining room to
create a closet. The result is a square 18-by-18-foot
room, the perfect frame for a large round table and a
spectacular nineteenth-century Venetian glass chande-
lier that Himmel had his eye on for some time. When he
bought the apartment, he knew that he at last had a
home for the chandelier, which inspired the color
scheme of the main rooms. The colors deepen in a sub-
tle progression from the vanilla and celadons with gild-
ed gray-green moldings in the living room to the old
vellum in the dining room, culminating with olive green
in the library.

Since the early 1980s, Himmel and Bonner had
become habitues of Paris flea markets, buying furniture
for themselves and for clients. There they discovered the
furniture designed by Jean-Michel Frank and his circle.

They found the early French modernists’ combination

DArRCY

of simplicity of line and sumptuous finishes enormously
dppealing. However, the authentic furniture of the peri-
od became difficult to find, and available reproductions
seemed “off.” Working with the Welles Furniture
Company, a third-generation, family-owned establish-
ment that had been manufacturing custom-designed
furniture for architects since the time of Ludwig Mies
van der Rohe, Himmel and Bonner began reproducing
some of the French moderne pieces they admired. When
the company closed, Himmel/Bonner took it over,
changimg the name to Mattaliano in honor of its
founder. They manufacture a line of furniture meticu-
lously reproduced from the French moderne classics.
(Himmel and Bonner continue to share office space, but
now run two separate firms.)

Although neither of the two families’ apartments
resembles a laboratory, they are both places of experi-
mentation. Bonner and Himmel often try out the
Martealiano designs in their own homes. Furnishings
and objects are constantly changing. A collection of
Samurai armor is sold and is replaced with primitive
masks; a client buys a classic French moderne chair and
in its place appears one of the Mattaliano reproduc-
tions. “The places I live m are always the best traming
ground,”™ Himmel says. “You don't really understand

something untl vou live with it.”
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The hibrary bas nurrored paneled

doors that open to the master

bedroom. The room is lined with

grille-front bookshelves. The

Mattaliano sofa is based on a

esign by Jacques-Enule

Rublmann. It 1s upbolstered i a

quilted ecru fabric with pidlows

Floor Plan

covered in an African tribal cloth.
Another zebra skin stretches
beneath the Frank vellum coffee
table. The Flea Market #1 club
chair, also a Mattaliano reproduc-
tion, is upholstered i sueded

leatler.
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A Lyon & Healy baby grand

piano stands in one corner of the

hemg room. On the other side of

the openmng to the diung room is
an ltahan futurist bar from Turin
made of Makassar ehony; above

it hangs a 1923 pamting by Leo

Prochowenik, whom Himmel

describes as “a second-tier

German expressiomst.” The

Colette sofa from Mattahano s

upholstered i a Brimschieg &

Fils chenddle. The matching club

chair 1s also from Mattahano.
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Hummel designed the coffee table
from Indiana lnnestone. The
pull-up chairs upholstered with
an animal sk are, Hunmel
thinks, an [tahan design from

the 1940s.
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OrProsITE:

A 24-spoke nineteenth-century
Venetian glass chandelier 1s the
centerpiece of the dining room. A
fabric from Pierre Frey, inspired
by an African design, 1s spread
on the round dining table.
Beneath it lhes a pasley fabric
from Old World Weavers. The
cream-colored oak dining chairs
are by Jean-Michel Frank. To the
right s a 1930s German cabinet
by Soulek. Above it bangs a
cubist drawing from the flea

market.

The Hummel's oldest child,
Alexander, bas toy towers
designed by bis father. On the
floor is one of Alexander’s Lego
creations. The vinyl floor’s
checkerboard pattern is edged

with a contrasting border.

RiGghT:

The master bath was completely
remodeled by Hunmel. The walls
are covered m ltalian white
marble. The black Portuguese
marble vanity top, supported by
a polished chrome frame, holds

two sinks.

Himmel, who serves as the family

chef, completely remodeled the
kitchen. The eat-in kitchen bas a
floor of black and whtte ceramic

tile, which also s used for the

DARCY BONNER

sides of the gramte topped island.
Shiny copper pots bang from a
rack m easy reach of the work
island. Frosted-glass cabinet

doors are framed in cerused oak.

AND ScoTrtT HiMMEL
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CHARLES GWATHMEY

Mellowing Modernism

FROM THE NOW-FAMOUS HOUSE and stu-
dio he designed for his parents in 1966 to the apartment
he presently shares with his wife, Charles Gwathmey’s
architecture is often described as sculptural—no gesture
is wasted, and every line has meaning. Gwathmey stud-
ied architecture at the University of Pennsylvania when
Louis Kahn was teaching there and completed his stud-
ies at Yale with Paul Rudolph. However, it was proba-
bly the work of the early modernists that had the great-
est impact on his work. Early in his career Gwathmey,
with Michael Graves, became one of the New York
Five, whose work at the time recalled early modernism.
Eventually the five architects went in different direc-
tions, but Gwathmey remained true to modernism.

The house and studio on eastern Long Island that
Gwathmey, at the age of 27, designed for his artist par-
ents brought him immediate fame and launched his
carcer. The two small buildings, which became much-
imitated icons on the Long Island landscape, have the
strong, logical geometry and sculptural form of Le
Corbusier’s villas, but instead of stucco, Gwathmey
used the quintessential American building material:
wood.

In 1968, after a three-year stint in the office of
Edward Larrabee Barnes, Gwathmey formed a partner-
ship with Robert Siegel. Their firm became known for
spare, elegant houses and interiors in the modernist tra-
dition. Over the years the work has evolved beyond
that of the original modernists. As the requirements of
their projects become more complex, the geometry and
the palette of materials and color grew more sumptu-
ous. So the now-familiar labeling of Gwathmey as an
American Le Corbusier has, in Gwathmey’s own words,
become “too literal and too easy.”

Gwathmey has always had what he describes as a
“holistic™ approach to the design of houses. The fur-
nishings and landscaping are always intrinsic to the

design. Both the evolution of Gwathmey’s design sensi-
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bility and his holistic approach are apparent in the
apartment he designed for himself and his wife, Bette-
Ann. The design succeeds in being at once abstract,
complex, and sensual. “Designing for yourself presents
an opportunity to experiment, and Bette-Ann is a good
critic,” Gwathmey says. After many years of living in a
large family apartment in the same building, they were
ready for a change. They wanted a loft but liked the
amenities of the Fifth Avenue building and its majestic
view of the Central Park Reservoir and the surrounding
cityscape. So they bought a smaller apartment in the
same building, and by completely gutting it—leaving
only the perimeter walls and window openings—they
achieved the freedom of a loft space.

Gwathmey always designs buildings with an acute
awareness of the site, so the apartment’s tenth-floor
view of the reservoir directed the design. “I accepted the
window openings as given and then made the usable
spaces axial to them, but manipulated the sequence as
an asymmetrical counterpoint,” he says. An entry
gallery leads into the apartment. The master bedroom
and two baths open off the gallery on the right. At the
end of the hallway to the left are the dining room, study,
kitchen, and guest room and bath. A line carved into
the ceiling curves from the gallery to the right drawing
you into the living room and almost inevitably toward
the view of the reservoir through the windows. A cor-
ner window facing south looks down on Fifth Avenue.

The floors reinforce the scheme. Maple flooring in
5'/-inch planks runs parallel and orthogonal to the
building’s perimeters, helping to define the rooms.
Marble insets in the floor echo the curve of the dropped
ceiling, articulating the circulation toward the view.
This sequence is so skillfully handled that from the
front door you seem to be pulled almost magnetically
toward the view from the living-room wall of windows
facing Fifth Avenue. Art and furnishings collected by

Gwathmey since his student days are combined with




many of his own designs—the coffee tables, sofas, the
entertainment unit that separates the living area from
the library, the bed, all the cabinets, the dining-room
table, even the dishes.

Characteristucally, Gwathmey approached this
interior design sculpturally, building out the walls in

order to carve into them for the window openings and

the fireplace. Even the ceiling is sculpted. “By making,

the walls appear thicker, vou add to the sense of encio-

sure,” he explains. “You really are inside a sculprure.

You cannot be in this apartment without looking up.™
[hese geometric forms, the curve of the ceiling, and the
window and fireplace openings possess great drama,
but because they have meaning and every derail s
resolved, the aparoment radiates grear serenity. Bette-
Ann Gwathmey describes their apartment as “a retreat
within the citv. You are surrounded by the view. It s at
once serene, romantic, and exciting.”™ At mght, when

the park and reservoir are lost in darkness and you are

surrounded by the city’s glittering lights, it 1s magical.
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The view from the library looking
toward the living room shows the
entertamment unit Guathiey
designed to store stereo equip-
ment. The fireplace appears to be

carved into the living room wall.

ARCHITECTURE

seating, signed pieces Guwathmey

Above the fireplace is a cast from

a frieze designed by Lows

Sullivan for the Garrick Theater.

A rug designed by Josef Hoffmian

lLies i front of the fireplace. To

either side 1s Le Corbusier

bought in Zurich when he was a

Fulbright scholar lving in

Europe. The clock on the right is

late-nneteenth-century Viennese

secessionist.






Gueathmey says he designed the ur cheek. The wut 1s made from

entertainment it to show that heech, ebony, stainless steel, and
he could do a deconstructivist lacquer. The painting above the
design. “It 1s my homage to Peter leather sofa is by the architect’s

Eisenman,™ be says, with tongue father, Robert Guathmey.




Gueathmey designed the
counter stools as well as all
of the kutchen cabmetry, which

is made of cherry.

C

H

In the dvmng room, Hoffman
chairs, whicl were Thonet
prototypes, surround a table
designed by Guathmey. The
lighting fixture was designed by
Andree Putman. When an
addition to the Jewish Museum
located across the street blocked
the view, Guwathmey covered the
windows that were on the right
wall of the dinmg room. He
created a clerestory of glass brick
to brimg in daylight. On the
dinmg table are Guwathmey
Siegel's candlesticks and howl,

designed for Swid Powell.

ARLES G WATIHMI

y

9

B




Guwathmey created a vaulted
ceiling in the bedroom. The bed,
covered by an Amish quilt, is bis
design. A painting by bis father,
Robert Guwathmey, hangs
betiween ‘tbe bedroom’s two
windows, which overlook the
Central Park Reservoir. The

rocking chair is a Thonet

prototype.

The bedroom cabinetry was
designed by Grathmey in bird’s-
eye and sohid maple. The door on
the left leads to Guwathmey’s

bathroom, which faces his wife’s

on the other side of the room.

IRISTARIS G

RIGHT: slides away from the window, it
Both wmaster baths have windows serves as a front for the medicine
overlooking the reservoir. The and toiletries cabinet. The
bathroom sink is placed i front cabinetry is made of bird’s-eye

of the window. A glass panel with maple; the counter

an oval mirror shdes in front of is onyx.

the window. When the panel
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CHARLES MOORE

& ARTHUR. ANDERSSON

Collaborating with Joy
Moore Residence

WE HAD THE GOOD FORTUNE of visiting
Charles Moore and photographing his house in Austin,
Texas, just months before he died. Although his health
was failing, it was so like him not to turn down a
request for help and enlightenment, even at that time.
The house is now being preserved as a historic site and
architectural study center.

During the course of his amazingly fruitful and
peripatetic career, Charles Moore held professorships at
the University of California at Berkeley, Yale University,
the University of California at Los Angeles, and the
University of Texas at Austin. At each place he estab-
lished a coltaborative architecture office and designed a
house for himself, sometimes more than one. The first
20 years of his practice were devoted primarily to the
design of private residences. Since then he collaborated
on the design of libraries, museums, and housing devel-
opments, but his fascination with houses remained con-
stant.

The Place of Houses, his landmark book pub-
lished in 1974 and written in collaboration with Gerald
Allen and Donlyn Lyndon, says:

The failure of our surroundings to establish

where and 1who we are seems to us to require

a search for the habitable—both the physi-

cally habitable, where we can be comfort-

able and live our lives, and the mnetaphori-

cally habitable, where we can go beyond

where we actually are to wherever our

imaginations will transport us. Establishing

a territory for habitation, physical and meta-

phorical, is the prime basis of architecture.

In his personal quest tor “habitation,” Moore designed
cight houses for himself, including this compound in

\ustin, Texas. He was lured to Texas not only by a

8 2 INSIDF ARCHITULCTUR:

tenured professorship but also by envisioning the
“spread” he would create for himself there. But
“spreads™ were elusive and he finally settled on a gentle
sloping acre of property shaded by Spanish and post
oaks close to town. Its location is pleasant. The original
house on it was not. Moore described it as “a rather
nasty wood-floor cottage of 1936, that had been
enlarged in 1950 by an even nastier addition on con-
crete slab.”

The “spread” he created from this unpromising
beginning is in many ways representative of his work.
Like the majority of both his written and built projects,
the Austin compound was the result of a collaborative
effort. Richard Dodge and Arthur Andersson worked
with Moore on the design. They decided that they
would remodel the existing house for Moore and build
a studio and a smaller house for Andersson, who had
assisted Moore with the building of the 1984 New
Orleans World’s Fair and had moved to Austin to man-
age Moore’s new office.

Moore’s projects have been enriched by his
remarkable recall of both architectural history and the
places he has visited. In Austin, the idea for grouping
the buildings around a courtyard with a swimming pool
in the center was inspired by his memory of a long,
raised tank at Geoffrey Bawa’s office in Colombo, Sri
Lanka. The entrance to the courtyard was derived from
an old photograph of a wagon entrance to the
Sherwood Ranch in Salinas, California. Despite these
far-reaching allusions, the project was also grounded in
a specific sense of place. The cluster of shed-roofed
structures—three buildings linked by covered pergo-
las—that surround a central court recall the board-and-
batten farmhouses of the nearby Texas hill country.

Moreover, Moore said, awful as he thought it was, he
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felt “a kind of archacologist’s morality about the exist-

ing housce.”™ He described the remodeling as “sclective
erasure.” He left most of the windows intact, adding
one large one. A pitched roof was raised over the orig-
inal flat roof, and the ceiling and most interior walls
were removed to reorder the interior space.

Moore wrote in an essay entitled “The Y, the
Yang and the Three Bears,™ that what all the houses he
designed for himself “have in common (beside their
modesty, and my residing in them) is a grand gesture,
and since there was no chent to offend but myself, they
gave eight special chances to walk the thin edge of dis-
aster.” According to Andersson, Moore's big gestures
“shape a space like environmental art.™ Texas required
an especially big gesture, one that would include
Moore’s house, the court, the studio, and Andersson’s
housc. The gesture in Austin is an cllipse that extends
through Moores house as a curved wall and is com-
pleted across the court with the fireplace wall of
Andersson’s house.

The foreword to The Place of Houses advises that

to create a house of great worth, *you bind together the

goods and trappings of vour lhife with vour dreams to
make a place that s uniquely your own.™ Moore’s
houses are distinguished by the joy with which he car-
ried out those words. He traveled extensively and col
lected objects typically of little monetary value. In
Austin, when visitors step inside the Viennese front
door (found in a local architectural fragments shop),

v

they sce that Moore has bound together the “goods and
trappings™ of his lite with the panache of a macstro. In
the entry corridor, miniature Iralian villages sit across
from Mexican birdcages bencath shelves that hold toys
and objects from several continents. The curve of the
ellipse extends through the entry hall, swings around to
provide a partition between the dining area and the
kitchen, and continues as the tireplace wall in the hving
room. This strong geometric gesture orders a baroque,
intensely  polychromed pattern of objects: shields,
books, toys, sculpture, and birdcages inhabited by
ceramic painted birds. These objects are merrily set
against walls painted with vibrant blues and corals.
T'hese colors were inspired by the oriental rug, which

lics between the leather sofas in the living room.
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This view of the entry looks

toward the carved-wood Viennese
front door. Along the window
seat are Mexican birdcages
inhabited by painted ceramic
birds. The shelf above holds toys
and objects collected by Moore in

China, Chile, and Great Britain.

Across from the windows, in
between pilasters, are bookshelves
and Plexiglas boxes that contain
miniature Italian villages and

collections of bronze buildings.

84 / INSIDE ARCHITECTURE

RiGgHT:

Moore found the English dining
table in an antique shop in Los
Angeles. “Gazing down on the
scene,” he said, “is my great-
great-grandmother.” A Spanish
chandelier hangs above the
dining-room table. Simple wicker
chairs at the table contrast with
the chairs made of horns and
cowhides around a small table in
front of the kitchen. Moore
found these chairs in Castroville,
Texas. Along the wall that Moore
says “ventures into my house
along the planned oval™ are
painted shields designed by
students in one of his architecture
studios. Each one has a big
kachina in the middle and a
mask overhead; most of them

are from Mexico.
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Moore pamied the original
frreplace and decorated it with
tile. " The mantelpiece,™ he said,
“tthabited by an assortment of
angels, was made by Arthur

\indersson out of cheap museum

board. After getting the shapes

ARCHI

and formms we desired, we

intended to render them mn

phwood. Even thongh I am

pleased with the way the paln

trees look, this bas not happened

vet.” Tico leather sofas face one

arntother across a large coffee

table. Beneath its glass top s a
pamted like scene with a little
village populated 1with ducks,
turtles, and toy soldiers. A lamp
made from an old glass jug sits
on a pamted red chest that Moore

brought back from China.




Just across from the fireplace,
three steps up from the living
room, is a sitting area drenched
with sunshine from the largest
window in the house. From there
more steps lead to a sleeping loft.
The Adirondack chair was
designed by Moore. He explamed
that he “updated the classic with
my own shapes, wide armrests,
and a soft purple coat of paint
with orange and red patterns
near the top.” Shelves near the
top of the room hold part of his
enormous collection of wooden
anmmals. Most of them originate

from Central and South America.
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Moore painted the original
concrete floor with a pattern of
circles uithin squares, covered
with several coats of acrylic to
make 1t shine. This detail shows

the floor in the entry corridor.

/ INSIDE ARCHITECTURE

Just inside the front door, a flight
of Cape Cod steps leads up to the
attic bedroom and study.
Windows open one side of the
entry corridor to the view of the
court. Colorful pillows on top of
a low bookcase form a long

window bench.

OPPOSITE:

The design for the gate to the
compound was inspired by a
photograph by Roger Sturtevant
of a wagon entrance to the
Sherwood Ranch in Salinas,
California. Andersson designed
the mirror framed in tin and
painted wood as a birthday
surprise for Charles Moore in
1992. It hangs above the entry
gate. Steps lead down to the
court, which is bisected by a lap

pool.






CHARLES MOORE

& ARTHUR ANDERSSON

Collaborating with Joy
Andersson Residence

ALTHOUGH THE EXTERIOR DESIGN of
Andersson’s house is similar to Moore’s house, the simi-
larity ends when you step inside the door. “I would not
be comfortable living with the level of intensity in
Charles’s house,” Andersson says. For so young an
architect (Andersson was only 25 at the time he
designed the house) he maintained an extraordinary
discipline. He was determined not to overload the 770-
square-foot house, which he describes as a “24-by-36-
foot trailer with high ceilings.” Instead he limited him-
self to a few bold strokes that enliven and enhance the
small space.

He partitioned the long room with a freestanding
Styrofoam wall that is open from waist height to a
thick, richly carved lintel topped by an oculus. It divides
the room into living and study/dining areas without a
complete visual interruption. The exaggerated scale of
the wall seems to enlarge the space, an idea Andersson
credits to Donato Bramante, the Italian Renaissance
architect who would aggrandize a relatively small
chapel with an overscaled canopy. The door to the
cloister at San Carlo alle Quattro Fontane by Francesco
Borromini in Rome also was an inspiration. “The thick-
ness of things disappeared with the modern move-
ment,” Andersson savs. “The classical idiom has with-
stood the test of time, but it is not just about pediments
and arches, and it does not have energy when it is
thoughtlessly reproduced.”

Andersson ordered the long room with a cadence

of windows on one side. On the other side an arched
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wall completes the oval of the wall in Moore’s house.
The shelves on this wall, he says, were inspired by the
cliff dwellings of the hill towns along the Ganges River
in India. This thick wall, which holds his extensive
library, is penetrated by openings to the kitchen and
bedroom. Andersson placed an eighteenth-century Irish
Georgian door at the opening to the bedroom. He
explains that because people were smaller then, the por-
tal is only 6 feet 3 inches high. Here again, he has visu-
ally enlarged the space by playing with the scale—seen
from across the room, the doorway seems more distant
because it 1s smaller than usual.

The small house is very serene, mostly white and
beige with color coming from the wall of books and a
softly patterned geometric design painted on the floor.
Although his interior may seem Spartan in comparison
to Moore’s, Andersson has introduced his characteristic
wry humor into the house. Wall brackets above the
bookcases hold black-and-white cutouts of pho-
tographs of great men from Texas history. While defi-
nitely his own man, Andersson has, like his mentor

Charles Moore, enhanced his surroundings with joy.

>
pe.



Arthur Andersson’s room divider,
set on the diagonal and topped
by a Styrofoam entablature,
frames the door to the bedroom
as seen from the living area. Just

bebmd the room divider 1s a

Mexican table that serves as a
desk and dimng table. The
fireplace (stove) 1s manufactured
by Ruis-Wittus. The tivo 1920s
chairs that sit in front of the

room divider were found

CHARLES MOORE

London, Giovanm Nolli's plan of
Rome, which Andersson
mountecd on foam core, 1s on the
far wall. He hund-pamted the
canvas curtains, Andersson bas

combmed classical vocabulary

with a bit of local lore by placing

cutouts of black-and-white
photographs of Texan heroes on

brackets above the bookcases.
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Plan of Studio

Antique brackets from Barcelona

are mounted to the heraldic arch

on the side facing the table.

Andersson paneled his bathroom
walls with standing-seam tin. The [
glass door on the left opens to

the shower, the door on the right n’]

to the toilet.
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An eighteenth-century Irish door Venetian blinds controf the light
that Andersson found i Dallas from tall windows bebind the
opens to the bedroom. On the left bed, which is covered with a

is an Indian shutter from Delbi. simple white blanket.

CHARLES MOORE AND ARTHUR ANDERSSON




FREDERIC SCHWARTZ

Fusing Color and Pattern

THE MOMENT YOU STEP INTO the foyer of
this Manhattan apartment, you know vou have entered
a place different from any other that you have experi-
enced. Dubbed “the Hall of the Giant Rose” by its
designer, Frederic Schwartz, a partner in Anderson/
Schwartz Architects in New York City, the foyer sets the
tone for the rest of the apartment. The chairs that line
its walls hint at the major collection of twentieth-century
furniture that fills the spacious rooms overlooking
Central Park. The stenciled background of overscaled
flowers refers to the apartment’s view of Central Park
and the patterns of furniture and objects in the collec-
-tion. The Hall of the Giant Rose is a prelude to the con-
versation that Schwartz has developed between this col-
lection of twentieth-century furniture and decorative
arts and the architecture of the apartment.

The owner, Andrew Cogan, senior vice president
of marketing for Knoll International, had an carly
introduction to twenticth-century design. He is the son
of Marshall Cogan, who was the chairman and chief
executive officer of Knoll. At the age of 15, Andrew
Cogan bought a chair designed by Charles Eames. His
collection now includes twentieth-century classics by
modern masters such as Frank Lloyd Wright, Marcel
Breuer, Gerrit Rietveld, Charles Eames, Alvar Aalto,
Ettore Sottsass, Isamu Noguchi, Ludwig Mies van der
Rohe, Robert Venturi, and Frank Gehry, as well as car-
pets, furniture, and lighting fixtures custom-designed
for the apartment by Schwartz.

Cogan and Schwartz met when Schwartz was the
project director on Knoll's collection of Venturi chairs.
The “Grandmother™ pattern on some of the prototype
Knoll chairs i Cogan’s collection was adapted by
Robert Venturi from a tablecloth owned by Schwartz’s
grandmother. Schwartz counts Venturi, along with
Joseph Esherick, Denise Scott Brown, and Alan
Buchsbaum, as his great mentors. Schwartz was the first

in what has become a tradition of young apprentices
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who live in Venturt and Scott Brown’s house while
working for them. He went on to become an associate
of the firm and then to head their New York office. In
addition to their independent projects, Schwartz and his
partner, Ross Anderson, are collaborating with Venturi
and Scott Brown on the design for the Staten Island
Ferry Terminal and a capitol building in southwest
France.

Many architects, confronted with a collection of
furniture and decorative arts that extends from the
Bauhaus to postmodernism, from De Stijl to Memphis,
might have opted to place this museum-quality collec-
tion in a gallerylike setting of unadorned white walls
with track lighting, to spotlight the objects. Schwartz,
however, points out that: “A good designer must sce
things other don’t see and combine things others would
not combine.” He set about orchestrating a retinue of
craftspeople and artisans to create a setting for the col-
fection that would vibrate with color and pattern.

He first completed a renovation of the rooms,
restoring and, when necessary, re-creating moldings,
mantels, and cornices to reinforce the apartment’s tra-
ditional quality. To create an eat-in kitchen, a practical
solution for Cogan’s on-the-run life, Schwartz com-
bined several small maids’ rooms with the existing
kitchen. With the additdon of an adjacent apartment
that had fortuitously become available, several years
after Cogan moved into the prewar building, the
entrance hall was doubled in size, and a separate dining
room and a sitting room were added. For the most part,
Schwartz retained the apartment’s traditional layout
and room proportions. However, he eliminated the
doors between the more public rooms to provide a
glimpse of the collection in adjoining rooms and a visual
layering of colors and patterns.

Thus from the living room you can see the giant
roses stenciled in the hall, as well as the pacterns of the

leaded-glass doors Schwartz designed to separate the

4



living room from the master bedroom. The colors and

patterns in the doors refer to the work of both Wright
and Sottsass. Just down the hall from the master bed-
room is the library, with stenciling inspired by both
Mondrian and Rictveld.

Poetic passages from Italo Calvino’s book
Invisible Cities, which Cogan and Schwartz faxed to
one another during the coursc of the renovation, are
reproduced in red paint on the walls of the living room
and eat-in kitchen. By an almost magical serendipity,
after Schwartz had designed a rug for the living room
that abstracts the plan of Manhattan, they found a pas-
sage in the book about a carpet that with pattern and

color represents a city: “Every inhabitant of Eudoxia

compares the carpet’s immobile order with his own
image of the city, an anguish of his own, and each can
find, concealed among the arabesques, an answer, the
story of his life, the twists of fate.” These words, repro-
duced on onc of the living room’s walls, form a striking
background for the rug Schwartz designed.

Just as each of the cities described in Calvino’s
book has its own story, so do Schwartz’s projects. At
the same time he was working on this apartment, he
designed a loft that is “sleek and modern, all black and
white. I do not believe that there is only onc acceprable
style,” he says. “There are all kinds of people and all
kinds of places, and it makes an architect richer to

experience working in a variety of ways.”
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Floor Plan

OPPOSITE:

Just inside the front door, visitors
are greeted by the Hall of the
Giant Rose. The stenciled walls,
designed by Schwartz and
painted by Braby & Strackbein,
form a lively background for part
of the owner’s major collection of
classic twentieth-century chairs.
The chairs in the foyer, clockwise
from left: chair and stool
designed by Wright for the Trier
house; c. 1950 prototype painted
tubular chair by Mies van der
Rohe at a table designed by
Gebry; wooden lounge chair
designed by Eames in 1946; two
chairs designed by Venturi in
1984 for Knoll International;
chair designed by Gebry, called
High Sticking. The wall sconces
by Venturi and the rug by
Schwartz were custom-designed
for the apartment when the foyer

was enlarged.
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V'Soske. Furnishings by modern
mastert include a glass coffee
table with wood base by
Noguchi; chairs below a
quotation from Calvino’s Invisible
Cities were botl designed by

Rietveld; the chair to the left of

the fireplace was designed by
Wright. Gebry's Experimental
Armchair stands to the right of
the fireplace. The light sconce
designed by Schiwartz was
fabricated by (Art + Light)

Lebr Companiry.
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A fire screen, called Symbols of
the Universe, with His and Hers
andirons designed by Schivartz
and fabricated by Solebury Forge,
contrast with the original
fireplace mantel that was restored
and painted white. On the

mantel, a model of a Rietveld

chair stands next to a painting by

Joan Nelson.
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Schicartz designed leaded-glass by Nancy Howell Studio. The

doors m patterns msprred by vibrant colors are echoed m the

Wiright and Sottsass to separate Rollmg Thunder multicore rolling
the muster bedroom fromt the television stand designed by
lunng room. The doors, naned Schwartz and fabricated by A.

Right and Wrong, were fabricated Lemoff Woodworking. The red
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rockmg chair 1s by Eames. Ou the
classic steel-and-glass coffee table
by Florence Kuoll is a Memphis

vase designed by Marco Zauu.



In the eat-m kitchen, chairs
designed by Venturi and a
tubular metal chair by Mies van
der Robe encircle the Pont and
Slab diing table designed by
Schiwvartz and fabricated by

A. Lemoff Woodworkmyg.

The Skyscraper chair, also called
the Liberty chair, designed by
Schwartz and fabricated by
Tansunya, presides in a corner

next to glass shelves.

The sitting room’s bold color
scheme was msprred by Linkage,
a pamting by Bruce Robbins.
The rug, called Pencil Pomts,
was fabricated by V'Soske and
designed by Alan Buchshawm.
The bright yellow daybed,

designed by Jasper Morns, has

Venturi designed the side table.
Food for thought and conversa-
tion is provided by a cornice of
red letters spelling out the
quotation from Calvino’s
Invisible Cities. *Cities, like
dreams, are made of desires and
fears, even if the thread of their
discourse is secret, their rules

are absurd, thew perspectives

decentful, and everythmg conceals

something else.”

pillotes covered m fabric by

Salvador Dali. The black chair

on the left was designed by

Aalto, and the plywood char

on the right by Gebry: the

coffee table 1s by Eames.

The new diung room has a riew

of Central Park on one side and

opens to the Hall of the Grant

Rose on the other. Venturt's

chairs, in “Grandmother” and

“Paola Navona®™ patterns,

surround the round dming table,

also designed by Venturi.

The apartment’s original wooden

fireplace was stripped and

restored to the natural wood.
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GISUE HARIRI

& MOJGAN HARIRI

Pushing the Edge

THE PUBLICATION of the striking steel staircase
in this loft launched Hariri & Hariri into the limelight
of New York City’s avant-garde design scene. A hand-
somely crafted, ingenious solution to a complex prob-
lem, the staircase remains representative of the firm’s
work.

“The excitement is in pushing the edge,” says
Gisue Hariri, who with her sister Mojgan started their
own New York City=based architectural firm in 1986,
just three years after they completed their studies at
Cornell. The Iranian-born sisters came to the United
States to study architecture, but the buildings and
designs of their homeland have remained an influence.
The interest in contrasting materials, site-oriented
buildings that work well in the harsh climate of southern
Iran, and the tradition of craftsmanship are all memories
the sisters carry with them and convey in their designs.

When in 1987 Kathleen Schneider asked Hariri &
Hariri to renovate a duplex, penthouse loft she had
bought in one of the late-nineteenth-century cast-iron
buildings found in New York City’s SoHo neighbor-
hood, the young architects had almost no built projects
to show her. She decided to hire them anyway. They
came highly recommended by friends in Manhattan’s
design community, and Schneider, who is the director of
the Children’s Museum in SoHo and an artist herself,
says she “liked their energy.” She does not regret her
decision. “The loft is both livable and artistic,” she
says. “It is a comfort to come home.”

When the Hariris took on the design, the space
had already been partially renovated. The high ceilings
and large open spaces typical of the cast-iron buildings
of this formerly industrial district remained. “Our
intention was to keep the character of the existing loft
while transforming it to develop a habitable space for
our client,” Mojgan Hariri explains. To satisfy
Schneider’s request for an open space suitable for infor-

/
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mal entertaining, and with sufficient wall space to dis-
play her art collection, they kept the lower floor fairly
open: organizing the space around two parallel walls—
the fireplace wall and a freestanding plaster wall with
two oversized steel-and-glass doors, that divides the liv-
ing room from a study. The architects left the existing
kitchen in place and designed a bar that pardally
screens the workspace and provides an attractive focal
point for the living room. The solution for this floor
was straightforward and immediately apparent, but the
resolution of the vertical circulation in the loft posed a
challenge.

Schneider was determined to have her bedroom
on the top floor “up among the clouds,” and the archi-
tects realized that it would be necessary to replace the
existing spiral staircase that, due to the number of its
rotations and open grating, vibrated to a frightening
degree. Since there was almost no room to spare if the
architects were to create a bedroom and bath on that
second level, they were not able to expand the existing
5-by-5-foot opening in the ceiling to accommodate a
larger staircase. “After many attempts,” Gisue explains,
“we came up with a hybrid stair, partially straight and
partially spiral. The two stairs are structurally indepen-
dent but joined by a single sheet of steel, curving in a
logarithmic spiral.” It was welded and molded on the
site by artists Dan George and Mark Gibian. Welding
the steel eliminated the need for bolts and provided a
continuous, sculptural surface. Moving up and down
the staircase, one is simultaneously inside and outside
the single sheet of cold-rolled steel. The stair railings
end in a circular pattern of rings that the architects also
used in the design of the pendant light fixtures and bar
stools, produced by sculptor Scott R. Madison.

The color blue, which Schneider loves, unifies the
design. The color appears in the marble counter and on

the wooden floors, stained in light blue-gray. Deep blue




covers the library walls; the doors are stained steel-blue;
soft blue appears on the walls of the master bedroom.
In the spring, when the wisteria planted on the cedar
wood trellis in the roof garden blooms, it forms a buoyant
blue canopy. A spiral stair leads to a private sun deck
beneath the blue sky.

The Hariris often design lighting and furnishings
for the interiors of their projects, and some of these
designs are being manufactured and are available
through George Kovacs. Their work has increasingly
gained recognition for its use of tough materials such as
steel, aluminum, wire mesh, and sandblasted glass in
unusual and poctic ways. “I hope we never get too com-
fortable with a known material or design clement,”

Gisue says. They continue to push the edge.
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