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Preface

We are pleased lo present the exhibition, Gwothmey
Siegel: Inspiration and Transformaiion, organized by the
Cameron Art Museum in North Caroling with Charles
Gwathmey's input in 2009. Curated by Douglas Sprunt,
former adjunct Curator of Architecture and Design at the
Cameron, the show brings to our Architecture Gallery the
works of o significani graduate whose coreer as an archi-
fect and teacher is closely aligned with our schocl.

Charles Gwathmey and | met as students in1960. From
those years on it was clear fo me and fo our fellow students,

‘as well as cur teachers and later, fellow architecls, that
Charles Gwathmey was one of the towering falents of his
generation.

After graduation and travel in Europe on @ Winchester
Fellowship, Yale's most important design award, Charles
seilled in New York o work in the office of Edword larabes
Barnes, and then to embark on an independent practice
soon partnering with Rebert Siegel, After Charles’ parents
house, virtually all of his work was designed in collaboration
with Siegel, surely one of the great professional partnerships
of our fime.

Charles Gwathmey's arehiteciure matured earlier than
that of any of us in cur generation. When he set up his own
practice, his first commissions were modest in size but con-
sequential in their impacl, such as the house and studio for
his parents, Robert and Rosalie Gwathmey, which combine
lost lessons from the: high Modernism of the 1920s with daz-
zling arronged sifing, challenging the waning modernism
of the 1960s. For Charles, Modermism was not a matler of
laste. It was o foct, a ploce in time from which one could
proceed.

Charles' love of Yale took many forms, none mare sig-
nificant than his own woerk on Paul Rudalph Hall and its ad-
difion, the Loria Cenler for the History of Art, completed in
2008. Taken together, Rudolph and Leria join Louis Kahn's
Art Gallery and other notable Yale buildings, in a conversa-
fion across time that Is the essence of greaf architeclure,

Chatles found his architectural voice at Yale, and it was
Yale that he cansidered his iniellectual and arfistic home—
where he generously shared his time and talen! with students
over the years. He was a regular visitor to the school as
a crific; in both 1981 and 1991 he was Bishop Visiting
Professor, and in 1999 he was Davenport Visiting Professor.
In 2006, recognizing the financial needs of archileciure
students, Charles and BelteAnn Gwothmey endowed
a scholarship fund at the school. And now thanks to his
friends Ralph and Ricky Lauren, the school honors Charles

with a professorship in his name that will carry with it the
memory of the inspired work and deep humanity that is
Charles Gwathmey's legacy to Yale ond o the history of
architecture.

| would like to thank our Yale team led by Brian Bufterfield,

Exhibitions Director, for their superb reorganization of this
exhibition fo fit our galleries. | would also very much like

fo express our appreciation fo the Cameron At Museum,
Roberl Siegel, and Bette-Ann Gwaihmey for lending materi-
als and their continued irterest in cur school's programs.

Robert AM. Stern, Dean, |. M. Hoppin Professar

Intreduction

At Gwathmey Siegel & Associales Architects, the design
discovery process is a confinuous Tnvestigafion ihat requires
intuition, vision, Qno\ysis, testing, interrogation, criticism,
reevaluation, and refinement. I is also an ongoing cok
laboration betwesn partners, associates, staff, consultants,
builders and most importantly the frust, open interaction and
diclogue with our patrons. This exhibition presents eight
projects—each reflecting a unigue opporiunity and special
moment in fime during our fortyfive year practice.

The creative process, by definition, is evoluionary and
embodies risk, which must be regarded os positive, nalural
and fransfermalive. Thus, change is the only frue way o
respect the post and embroce the future. To replicate is intel
lectual and arfistic heresy. Invention is obligatory. Picasso
said, “if you know exactly what vou are geing fo do, why
do it2"

Histarically, the residence has always been the micro
cosmic and precedent project, affording the full investiga-
lion of place, site and pregram, as well as both the formal
piincipals of architecture and experimentation.

The four residences, all different, are both surmmaries os
well as milestones in the process. They each represent a res

definition, resulting from experience, selfediling and selfcriti-

cism, where the stars were aligned, where the constrainis
provoke positive and expansive new creative oplions rather
than limitaticns and where the infegrafion of londscape, art
and architecture are inherently infegrated. They are in our
evolution, in one sense isolated and In the clher, bridges o
the relenlless commitment fo grow.

The other four prajacts: Whig Hall at Princeton University,
the addition and rencvation to Frank Loyd Wright's
Guggenheim Museum in New York City, the addifion to the
Fogg Museum, adjacent fa Le Corbusier’s Carpenter Center
at Harvard University, and the eddition fo, renovation and
resforation of Paul Rudolph’s Schoal of Architecture Building
at Yale University, Fach realization aflempts fo creote a dy-
namic and critical dialogue through counterpaint and juxta-
position while enriching the whole. They acknowledge that
architeclure is both a continuum and discourse with both the
past, present and future, simulianecusly embracing history,
respecting modem masterworks and their architects

le Corbusier said, "Creation s a pafient search.” Each
of these projecis have made patience both tolerable
and perfinent,

Charles Gwathmey and Robert Siegel, May 2009

Robert Gwathmey (American, 1 903-1988), Ring-Around-ARasey, 1945, color
serigraph, edition 200. Cameron Arl Museum, Wilmingten, Nerth Carolina.
Art © Estate of Robert Gwathmey/Licensed by VAGA, New York, NY




Above: Chorles Gwathmey and Robert Siegel, ¢. 1980. Image courtesy of Gwathmey Siegel Kaufman & Associates Architects
Below: Charles Gwathmey and Robert Siegel, 2009. Image courtesy Gwathmey Siegel Kaufman & Associates Architects

Curator's Statement

Gwathmey Siegel: Inspiration and Transfermation, is the
first museum exhibition of the work of Gwathmey Siegel
and Associates Archifects. The exhibifion concentrates on
the close relationship between art and architecture in sight
residential and institutional projects with emphasis on five
fransitional projects selected from the firm's more than forty-
five years of pracice.

Charles Gwathmey was the only child of the noted
social realist painter Robert Gwathmey and Rosalie Hooks
Gwathmey, a respected photographer and member of the
poliically progressive Photo League, whe were devoted
io bringing about social change through their artwork and
teaching. In 194950, the Gwathmeys traveled to Paris
and elevenvyearold Charles assembled a scrapbook of the
frip consisting of postcards and ephemera revealing the in-
spiration and guidance of his parents: the meaningful work
of art [and architeciure) as an essential expression of human-
ity and the importance of family, community, and friends. It
was during this frip that Charles Gwathmey defermined that
he would become on architect.

Gwathmey went on to study architecture under Louis Kahn
at the University of Pennsylvania and en Kahn's advice, o
the Yale School of Art and Architecture Masters program
where he would study under Paul Rudolph. After graduat-
ing from Yale, Gwathmey traveled first on a Winchester
and then later on a Fulbright grant to France fo study the
work of le Corbusier and worked in Paris with Shadrach
Woods, a founding member of Team X. Refurning to New
York, Gwathmey worked for Edward Larrabee Barnes
where he recennected with Robert Siegel, who he knew
from their student days at the High School for Music and Art.
Siegel studied archifecture af the Praft Insfitute and received
o Masters degree from the Harvard Graduste School of
Design. In 1964, Gwathmey left Barnes’ office fo start his
own practice with Richard Henderson. Siegel joined them
in 1968,

The Gwathmey Residence and Studio (1965-67] in
Amaganseft, New York is composed with a spare and bal-
anced abstraction clearly inspired by Robert Gwathmey's
painting Children Dancing (1943] and Rosalie Gwathmey's
photograph Beer Hall, Charlotfe [19472). The de Menl|
Residence (1983) in East Hampton, New York, which
Gwathmey stated was “a summary of an investigaion that
began seventeen years age with my parents' house,” de-
velops a more complex abstraction with diverse references
ranging from the shingle style mansions of New England, fo
le Corbusier's Villa Stein, as well as the modemn oceanliners

of the early twentieth century. Joseph Comell's Medici Slot
Machine [ 1942), which Francais de Menil collected, has
a haunting resonance with the project and ifs transitioning
character. The Zumiken Residence [1993) in Switzerland,
both a midife and midcareer project, is grounded in a
quiet and essential abstraction, more inspired by the wark of
Louis Kahn than le Corbusier, and includes a contemporary
art gallery in which several works by the British land artist
Richard Long were exhibited. The Glenstone Residence and
Museum [2006) in Patomac, Maryland is a celebration of
references of modern architecture and an ambitious and
fascinating integration of art, architecture, and landscape.

The four institutional projects exhibited all contend with
existing buildings, mainly masterworks of modern architec-
ture, and, with the exception of the Guggenheim, are all
university projects in which Gwathmey Siegel relies on the
idea of counterpaint, a jazz composifional strategy. Whig
Hall (1975) at Princeton University, 1s startling os o respect-
fully hendled modern intervention te a preexisling neoclassi-
cal building (home to one of Princefon’s debating societies).
The Guggenheim Museum Addition [1992) in New York
City gracefully defers, affer extensive design modeling and
communily debate, io Frank Loyd Wright's masterwork of
1959 with what Gwathmey would describe as o shadow
building. Werner Ctto Hall [1991) at Harvard University
ties Le Corbusier's Carpenter Center (1962) together with
the Fogg Museum (1924] through resolved sife circulation
while maintaining a characier of its own. Finally, the Yale
Arts Complex [2008) comprising the renovation of Paul
Rudolph's Art and Architecture Building (1963 and the ad-
dition of the Loria Center for the History of Art resfores the
integrity and spirit of the A&A building while engaging it
through the intelligent extension, resulting in an addition that
is comforiable with Rudelph’s masterwork, the street and the
Yale campus ot large.

Within all of these projects, the modernism inspired

by art that Charles Gwathmey and Robert Siegel procticed
avolves through the intimate investigations of residential proj
ects and extends info the more sacially engaged institutional
projects. The acclaim that Gwathmey Siegel and Associates
Architects achieved with these, and many cther nofeworthy
and enduring projects, is exceptional. Each project exni-
ited Is o reconciliation of modernism’s abstraction within
historical representation, each a fransformation of confext,
relationships, and vision, Collectively they become fransfor-
mational by way of how one considers architecture and its
relationship with art.

Douglas Sprunt, Curator




Charles Gwathmey, Gwathmey Residence, axcnomerric drawing, c. 1965, ink an Mylar

Excerpis from: "ldeal Villas and Their Mathematics
Form, Style, and Lifestyle in the Archilecture
of Gwathmey Siegel & Associafes’

by Stephen Fox

Originally written for the axhibifion catalog Gwathmey
Siegel: Inspiration and Transfermation, published by the
Cameron Art Museum.

The buildings that Gwathmey Siegel & Associates hove
produced since 1964, when Charles Gwathmey began his
piactice in New York, are frequently classified as “formal-
ist,“ a vague and not especially flaftering ferm in orchitec:
ture. | Architects hate to have their wark assigned to a stylis
fic category, In part because they hate the very ward "style"
{like "formalist,” “style” connotes superficialityl, arguing that
designing a building entails many censiderations in addifion
1o what it will lock like. Architects also resent the smug os
sumption, implicit in such systems of classification, that their
work can be typecast so easily. This does nothing fo stop
erilics from using such systems, which conveniently describe
what remains consistent in an archilect'’s body of work and
what links one architect’s buildings fo (or distinguishes them
from) another’s. As o stand-alone descriptive term, “formalist
is insufficient, All architects’ buildings display formal afri-
butes, irrespective of originality or quality.

In the histories of twenfigth-century modern literature and
art, “fermalism" is defined as a theory and practice that
searches for what is fruest and mast emetionally compel-
ling in o work of art by focusing on the work itself, rather
than the authar's experiences, infentions, or cultural milieu.2
Formalism was not influential in architecture, which is why
the ward sounds both vague (it doesn't visually summon up

i

a slyle category) and unllaitering, because of the persuasive:

ness of the most resonant discourse in medern architeclure
of the 1920s and '30s, functionalism, with ifs theloric of
scientific economy and social responsibility. In comparison
o functionalism, “formalist” implies on “art for art’s soke” afti-
tude dismissive of social urgency and material susiainability.
The primary reason that the formalist label hos been
persistently applied to the werk of Charles Gwathmey and
Robert Siegel is that their buildings display their love of
manipulating shapes and spoce. After his graduation from
Yale University's School of Architecture in1962, Gwathmey
spent a year on a Fulbright grant in Europe, visiting, observ-
ing, and measuring buildings designed by le Corbusier.
Fascinated by the Madulor, the propertioning system
le Carbusier devised, Gwathmey also encountered the

electifying power of line, plane, volume, profile, confour,
curve, and diagonal in le Corbusier's buildings, as well
as the “mathematics” (the rigorous description] of frontality,
deflaction, rolalien, and “phenomenal iransparency” that the
Anglo-American feacher and theorist Colin Rowe deduced
fram his study of le Corbusier's hauses of the 1920s.3 The
architect most prominenily associated with the architecture
schoal ar Yale when Gwathmey studied there, Paul Rudolph,
exhibited in his buildings of the 1960s the profound impact
that le Corbusier’s postWorld War Il work had on architects
of Rudolph's generation. Yet as a beginning architect,
Gwathmey detached himsalf from the examples that copti-
vated Rudolph 1o go back to the sludio houses and suburban
villas that le Corbusier had designed in the 1920s.4
Gwathmey extracted from his study of le Corbusier a
melhod for generating designs that used the planes, curves,
strips, ramps, decks, and flat roofs, even the metal pipe rail
ings and glass block, associated with those 1920s houses,
to produce a distinctive series of houses, many of them buili
as weekend houses in East Hampton and Amagansett on
the east end of lang lsland, in the 1970s. However, as
Ihe critic Kenneth Frampion observed, Gwathmey Siegel's
houses did net spafially feel like the houses of Le Corbusier®
In Le Corbusier's houses, angled wall planes, slot windows,
curved partitions, diagonal ramps, and inferiors organized
by layering space vertically in section were generated by o
functionalist reinterpretation of domesticity and by dialect-
cal encounters with buildings’ fixed siructural components.
These percussive relationships give le Corbusier's buildings
intense energy, often achieved af the expense of domes-
fic convention, sometimes even of domestic comfort.©
Gwathmey's houses of the 1970s aimed to work for, rather
than agains!, their occupants in ferms of being respectful
of and responsive to spatial provisions for everyday living.
Instead of pursuing dialectical tension, Gwathmey Siegel
sough! to resclve design problems with unifying smoath-
ness” The geomefric exercises Gwathmey Siegel explored
in the 1970s ta smooth cut potential disruptions and gener
ate unilying Hows display affinities with works produced
by New York arfisis who were identified in the 1960s as
minimalist (although formalism is @ more aceurale descrip:
ticn of their methads). The Protractar series of paintings that
Frank Stella began in 1967 disploy a fascination with the
geormelric implications of circling the square, a fascing:
tion visible in Gwaihmey Siegel’s buildings of the 197058
Many of Donald Judd's three-dimensional works invelve the
"mathematics” of propartian, parception, displacement,
variable depth, and repetiion, which can alsa be seen in
Gwathmey Siegel’s buildings.? Implied fransitions from




square o rectangle to cube; the dialectics of solid and
hollow, reflection and depth, inside and outside, positive
and negative; and what the art historion Rudi Fuchs, in
reference to Judd's milled aluminum boxes, described as “a
hundred ways of sectioning, rhythmically and musically, the
inner space of sculptures” esonate with Gwathmey Siegel's
“formalist” architecture. 10 Gwathmey was atiracted o the
paintings of Ellsworth Kelly, who energized his figlds of
color by infroducing [eints in the painted figld or cropping
the perimeter of a canvas to impart a sense of movement
to the stafic piciure plane. 11 Entranced with square planes,
diagonal thrusts, semicircular protrusions and infrusians,
and precisely proportioned openings penetiating precisely
proportioned walls, Gwathmey Siegel formulated @ rec-
ognizable style that by the mid-1970s was being eagerly
reproduced by other architects.

The masters of the postwar New York school of madern
architecture—Philip Johnson, Gordon Bunshaft, Edward
larrabee Barnes (for whom Gwathmey and Siegel worked
in the 1960s), and |. M. Pei—displayed in their buildings
of the late 1960s and 1970s an awareness of New York
formalist art. What these architects tended to produce in
response were refined, understated modern buildings that
freated big-scaled geometry with precision and good faste,
rather than as @ medium o investigale spafial presence,
displacement, and perceptual response as the arlists did. 12
New York formalist artists of the late 1960s challenged
their audiences to identify the “art” in their works and o
stake aut subject pasitions (to be for ar against, o believer
or a skeptic) based on their visceral responses o the art.
The architects influenced by this art produced buildings that
updated and recffirmed, rather than challenged, identify
posifions based on urbane good form ond the sophisticated
subject positians [which in the 1970s would begin to be
called "lifestyles”) corresponding fo these identity pesilions.
In Gwathmey Siegel's archilecture, form invelves not only
shape but also the implicit social forms—ihe lifestyles—
embedded in their buildings. 13 This is whal makes the
ascription of “formalist” io Gwathmey Siegel's architecture
provocafive. New York arlists pursued formalism as a eriticl
praclice. The formalisl works of New York archifects fended
to be ambivalent as the orchitects sought to negotiate be-
fween practical accommodation and arresfing profile

Four houses, linked by art (the clients were arfists in the
first instance and collectors in the other three), provide
an oppaitunify to examine the problematic of form in
Gwathmey Siegel's werk. These are houses that held @
special meaning fer Charles Gwathmey because in each
case lhe client encouraged him fo mefthodically explore

what Colin Rowe had called “the mathematics of the ideal
villa,” the deliberate and exacting generation of architec-
tural form. 14

One senses in le Corbusier's buildings that he instinctively
understood that confradictions are a source of energy.
Formalism as a crifical complaint in architectural discourse
is directed at architectural shape making that fails to yield
what le Carbusier called "objefs a réaction poéiique,”
which arouse, challenge, and charge subjective canscious
ness instead of simply filling up empty spoce. Gwathmey
Siegel's love of smoothness and flow, of proparlional
compliance and consistency of finish, is af odds with their
fascinalion with curvature and herizon, prolile and gesture.

The rule of form requires an econamy of farm, which the
New York formalist artists practiced by using art to hone
perceptual acuity and, if possible, conceptual precision and
spiritual discernment in their art work’s subjects. Forms are
shapes thal encode ideas. In Gwathmey Siegel’s houses
the architectural forms do not sponsor new forms of living,
os was the case with the buildings of le Corbusier, which
may have suffered rom proctical deficiencies yet still excite
because they have such emafionally compelling power. In
not thinking through the problematics of form (its purposes,
possibilities, and limitations), Gwathmey Siegel inhibited the
capacities of their buildings te deliver liberating and transfor
mative emotional experiences lo their subjects.

1
Gwathmey House and Studie, Amagansell, long Island,
1964-65 and 1966

The house Gwathmey designed for his mother, the textile de-
signer and photographer Rosalie Hook Gwathmey, and the
adjoining studio for his father, the peinter Robert Gwathmey,
have entered the panthecn of twenlieth-century American
architecture. They are classics.

The Gwathmey House and Studio are significant archi-
tecturally because they materialize a sef of preoccupations
and practices that carried Gwathmey Siegel to professional
acclaim in the 1970s. They are significant because they
exemplify Charles Gwathmey's precocious ability to synthe
size an approach to madern architeclure by reinferprefing
the work of Le Corbusier of forty vears earlier and making a
persuasive case for its cortinuing relevance al @ fime when
moderm archileciure was coming under afack. The oiled
and bleached, tongue-and-groove, vertical cedar siding
used outside and inside as a finish material for reasons of
economy (Gwathmey had hoped to build the buildings of

1 View of Gwathmey Studio from Residence roof, Gwathmey Residence & Studio Gwathmey Henderson Architects / Gwathmey Siegel Architects, Long Island,
c.1967. Pholo @ Retorio; Y. Futagowa and Associated Photographers

exposed reinforced concrete) became the material espe-
cially identitied with Gwathmey Siegel's icanic houses of
the 1970s.

Gwathmey's designs produced sensations of volumetric
expansiveness within the buildings' strict spatial limits. The
thrusting profiles of bolh buildings expand their apparent
size, s do the placement and differing sizes of window
openings. As arfists, Rosalie and Robert Gwathmey aifroct
ed affention with architecture that defied community design
conventions. Their house and studio knowingly used sifing,
scale, and profile to maximize perceptual impact.

The mathematics of the Gwathmey House and Studio
emerge from even the most cursory visual examination of
the hwo. The design of beth buildings is based on the figure
of the square. 15 The Gwathmey House and Studio are art-
ists' dwellings. They turn daily life info o lively, imaginative

performance that constructs a social idenfity so coptivating
and engaging that it led others to seek through formal ap-
propriatian a measure of their magic in order to became
subject fo thelr charm.

2
De Menil House, East Hampton, Llong lsland, 1978-82

Crne-and-hreeguarter miles west of the Gwathmey House
and Studio, Gwathmey Siegel designed their most ac-
claimed East Hampion house for Francois de Menil.

On several accasions during the construction of the house,
Charles Gwathmey was quoted as calling it a “summary”
design, 16 The exteriors of the house pay hemage fo le
Corbusier’s Ville SteinMonzie of 1927: a planar elevation
facing the motor court ond a gridded matrix of deep-sel,
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big scaled openings facing the dunes. Crifics also likened
the ocean fronl of the house o le Corbusier’s buildings in
Chandigarh, Punjab, India, which use monumental screens
to establish scale gradations and the perception of spaticl
depth. ! Internally, the house consists of stacked floor plates,
which Gwathmeay Siegel hollowed out with vertical wells

o provide a spalial counterpaint fo the smooth horizontal
flow of circulation. The system of stratification that results

is visible on the narrow ends of the house, especially the
west end facing the swimming pool. Gwathmey Siegel
used spatial luyering to structure visitors' experience of the
entire site, choreographing movement by car through a
serles of architectural fromes reinforced by the landscape
architecture. The verfical layering of space inside the house
is subliminally experienced as a rhythmically more intense
version of the thresholds in the landscape that arriving visi-
tors have already crossed. This sequence culminates in the
aceanfacing rear screen, thick enough 1o qualify as a spo-
tial layer in its own right. Around the perimeter of the house
and internally as well, the practice of perspectival framing is
reiferated to bracket vistos of the landscape and prospects
through the house, systematically integrating house and sire
through the repetition of this oplical operafion.

Here Gwathmey Siegel dnvastigated the fransformation
of the plane info an armature framing o matrix of spaces
for entertainment and display. The scope of the commission
enabled them to expand the dialectic between plane and
frame to the landscape and to repeat this operation inside
the house. Space is displaced, molded, and caressed by
forms. Suspended on horizontal runways between verfical
hollaws, the house's occupants live in the interstices pro-
duced by the exirusion of the frame from the plane. VWhat
is missing Ts the dialectical encounter between confingent
shapes and fixed limits. Smoothness prevails; contradiction
is denied. The rule of form encompasses domestic life with
unrelenfing fotality,

3
Villa Zumiken, Zumikon, Canton Zirich, Switzerland,
1990-93

The idenfity advanced by the Villa Zumikon, and conse-
quently the subject pasitions of its accupants, differs from
those implicit in the De Menil House, although Villa Zumikon
is almest as big. It was built for Cristina and Thomas W.
Bechtler of Ziirich, contemporary art collectors and patrons.
Gwathmey Siegel's description of the house emphasized
the impact that public planning cedes regulating maximum
size, sife coverage, height, and protection of views had

on its design, 18 Also apparent in the house's appearance
and construction materials is what Swiss clients consider to
ke of value. Villa Zumikon is buill of exposed, castinplace
reinforced concrete, meficulously defailed and finished. The
steeHramed segmentally curved roof vaults are sheathed
with lead coated, standing sleam copper. Interiar partitions
are built of load-bearing clay file block. The house is dense
and solid. The Zshaped plan encloses a terraced courtyord
on the streetfront of the house, shielded from public view by
ihe upslope of the ground and by retaining walls. The interl-
or spatial organization is intricate. An art gallery, illuminated
by glass blocks embedded in the ceiling, occupies the split-
level basement adjoining the sireetfacing, threecar garage.
Gwathmey Siegel use stepped seclions to pack two levels
of children’s bedroems behind the expansive living room.
Taking advantage of the rising ground, they consfructed
spatial differenfiation in the house's reception rooms with in-
ferior ferraces that stage deep vistas through the house. Villa
Zumikon has a grounded character and fectonic riger that
distinguish it from Gwathmey Siegel's materially and spa-
tially mere effervescent American houses cof the 1980s and
“Q0s. In this house stratification is a site-specific spatial strat
egy (rather than an inadverient reflection of the social conse-
quences of the upward redisiribufion of wealih). Shopes are
generated in response fo limiting conditions [keeping a low
profile on the hillside) and fo programmatic infersections (the
circular bookroom ferrace with the master bedroom stacked
on top of i1, where the house pivols in plan).

The material sabriety, constructional density, and concen-
troted spofiality of Villa Zumiken counter any temptation fo
freat the house as an apportunity to exhitit liftestyle instead
of art,

&l
Glenstone, Potomac, Maryland, 2003-2006/07

Glenstone is a one hundredwenty-five-acre estate in south-
e Montgomery County, Maryland, outside VWashington,
D.C. It contains a country house, guesthouse, art museum,
recreation pavilion, ond gatehouse designed by Gwothmey i
Siegel & Associates. Peter Walker & Pariners of Berkeley,
California, were landscape architects. 1% The museum
conlains a collection owned by the Glenstone Foundation,
which was organized by Mitchell P. Rales, cofounder of the
Dancher Corporation of Washington, D.C.20

Peter Walker & Partners re-engineered the site and its
topography lo canstruct powerfully moving seffings for the
buildings and four site specific weorks, two of which, Richard
Serra’s Confour 290 (2004) and Ellswarth Kelly's EK949

4 Glenstorie, Gwathmey Siegel & Associates Architects, Potomac, Maryland, 2006, with Richard Serra’s Confour 290 (2004). Pholograph © Scott Frances

(2005), engage the architecture. The construction of a new
spatial identity based on modern arf and design, and of
new subject posifions keyed fo patronage and connoisseur-
ship, stand out as implicit progrommalic requirements o
Glenstone. Gwathmey Siegel responded with a series of
pavilions in which they explare the generation of space
and form.

Each building al Glenstone advances a different formal
idenfity. The tworstory guesthouse is pasitioned at right
angles to the main house and faces a depressed circular
moter court, The guest house consists of several externally
expressed layers of circulalion ond slorage space, canfig:
ured as thick slabs thai back up to sidetby-side verfically
extruded shapes: a cylinder and o cube.

The main house is one-siory tall and, like the guesthouse,
sits atop o full basement embadded in the ferraced land-
scape. Here Gwalthmey Siegel pursued a served-servant
dialectic in plan and section.?! Frem the molor court, visitors

look up at the elevated terrace on which the house sits
foward a low, white, stuccofaced wall plane and, above
and behind it, the horizontal glass band and trailing edge
of the curved zinc-clad roof canopy, shaped in profile like
an upside down airfoil. Al the northeast corner of the house,
a three-ond-crhalf-story tower, triangular in plon, splays into
a second, squareplanned, three-siory tower cantaining one
bedroom per floar. The fower is spun forty-five degrees out
of alignment with the house and steps cutward in section as
it rises in a reverse tapsr. Al the ground flocr and basement
levels, space is confinuous within the house. But in secfion
the frent "servant” spaces, the rear facing “served” spoce of
the: glass pavilion, the stair well, and the bedroom tower are
each accorded distinciive shapes.

The museum, foced with light colored limestone, is a
rectangle in plan and conlains galleries ond on Lplan of
fice wing, which projects off its northwest corer toward
the pond. From the house, the museum appears fo be o
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5 Rudolph Hall and Loria Center, from southeast, Yale University, New Haven, Gwathmey Siegel & Associates Architects, 2005-08, Photograph © Richord Barnes

complex assemblage of low, flatrooled shapes from which
the office wing, with its sinuous curved profiles and zinc
plating, stands cut as singular. Breaking the spatial thythm
established in the sequence of galleries, this gallery unex-
pectedly refurns visitors fo the space in which they began
the museum four, sefing up correspondences with Richard
Serra’s Unknown Torqued Ellipse, which is installed in the
museum's cobblestane-paved parking courf,

The mathematics of the ideal villa ore exuberantly per-
formed at Glensfone, inducing a sensation of joyfulness,
elation, and franscendence. But an emotional reaction that
the architecture engenders just as strongly is anxiety about
losing control. The building refuses io acknowledge fhe

power that was required fo shape this sefting and assemble
the collection. By trying to formally smooth over the fension
between beauty and power, Gwathmey Siegel forfeited the
chance to extract architectural energy from the ug-ofwar for
control into which these phenomena are locked.

3
Jeffrey H. Loria Center for the Histary of Art, Yale University,
MNew Haven, Connecticut, 2005-08

Robert Venturi, Denise Scolt Brown, and Steven |zenour
femausly described Poul Rudolph's architecture as "abstract
expressionish,"22 Gwathmey Siegel's addilion of the Jeffrey

H. loria Center for the History of Art fo Rudalph's Art and
Architecture Building (which Gwathmey Siegel simullane-
ously rehabilitaied) underscores their generation’s identifico-
tion with the New York formalist arfists who followed the
Abstract Expressionist artists of Rudolph's generation. Here
Gwathmey Siegel played out their encounter with Rudolph's
ardent fusion of Le Corbusier and Frank Lleyd Wright in @
cool, sitespecific formal dialectic. The Rudolph building is
earnest, the Gwathmey Siegel addition brille; the Rudolph
building sesthes with conviction, the addition is arfful and
nuanced; the Rudolph building is mondlithic, the Gwathmey
Siegel addition a cladded frame. The Loria Center deman-
strates Gwathmey Siegel's capacity to engage difference
dialectically rather than attempt to smooth it over. They
generate architecture by layering and nolching the Loria
Center's required office, lecture, seminar, circulation, and
lerrace spaces so that the addition deflects and defers fo the
Rudalph building urbanistically while, intemally, its program-
matic intricacy makes possible the recovery of the Rudolph
building’s great open interior terraces. What is encouraging
about the Lloria Certter is that Gwaihmey Siegel moved, un-
certainly perhaps, to explore the potential that contradiction
offers as a source for generating formal diclectics.

As Louis Kahn's Yale University Art Gallery, across York
Street from the Rudolph and Loria buildings, and Kahn's
Mellon Center for British Art, just dawn Chopel Street from
the Rudolph building, demonsirate, architecture can be quiel
as well os effusive. Gwathmey Siegel’s fascination with form
giving becomes problematic when the shopes they generate
fail to arouse, excite, and challenge. The New York artists
with whose work Gwathmey Siegel identify used geomet
fic torms fo test perception and chellenge complacancy.
Gwathmay Siegel's architeciure is most compelling when it
shcpes, clarifies, and condenses experience fo induce in
Its subjects a heightened owareness of the phenomena that
affect their lives.
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Left to right:

Detail of south facade, 1994

East fagode with exterior stair to raof, 1994
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Lower ort gallery from entry, 1994
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Master bedroom, 1994

Gwathmey Siegel & Associates Architects
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1960-61, negative photostat print

Third Year Hotel Project, elevations,
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1961-62, photastal print
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Yale Arts Complex, Rudolph Hall and Loria
Center at dusk, 2008, digital print on backlit
film in light box. Photo @ Richard Barnes

Greal Hall,

Photo @ Peter Aaron/Esto

loria Center, from northeast,

Photo @ Peter Aaron/Esto

Yale Arts Complex, Rudolph Hall, restored
penthouss,

Photo @ Peter Aaron/Esfo

Yale Arts Complex, Loria Center, Lacture
Hall T,

Photo © Pefer Aaron/Esto

Loria Center elevator lobby leoking toward
Rudolph Hall,

Photo © Peter Aoron/Esta

Photo @ Peter Aaron/Esto

View of Rudolph Hall laoking toward Loria
Center,

Photo @ Peter Aaron/Esto

Rudolph Hall, Hastings Hall,

Phato © Peter Aaron/Esto

Rudolph Hall, detail of fifth-floor bridge,
Photo @ Richard Barnes

Rudolph Hall, seventh floor terrace, skylight
and studio,

Photo © Peter Aaron/Esto

View of Loria Center Great Hall from Rudolph

Hall Haas Library,

Photo © Peter Acron/Esto

Rudolph Hall, Dean'’s office,

Photo @ Peter Aaron/Este

Rudolph Hall, fourth floor jury space,
Photo © Peter Aaron/Esto

Rudolgh Hall, Exhibiticn gallery,
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View of Rudelph Hall, Exhibition gallery look-

ing toward Haas Library below,

Photo @ Peter Aaron/Este

Rudolph Hall, Haas Librory periadicals
Photo @ Richard Barnes

Loria Center, enfry lobby,

Photo © Peter Aaron/Este

Loria Center, detail of east facade,

University Library Manuscripts & Archives

Yale Arts Complex, digital reproductions on
Mylar, all c. 2008. All below on loan from Yale
University Librory Manuscripts & Archives:

Roof plan

Eighth floar plan

Seventh floor plan

Sixth floor plan fifth floor plan
Fourth floor plan

Third fleor plan

Second floor plon

courtesy of Gwathmey Siegel Kautman &
Associales Architects

—— e e e o

————————

e -

e e o e e e e e o

e e e s e e e e o |

-
I
|
I
|
I

G

I ——

[
|
|
|
|
I
I
1
1
I

4

i
i

0. Infroduction
A. Artwork of Robert & Rasalie Gwathmey (Parents)
B. Yale Student Work

C. Ephemera section one

D. Gwathmey Residence & Studio
E. Ephemera section two

F. de Menil Residence

G. Solomon R. Guggenheim Annex
H. Yale Arts Complex

I. Film: In Search of Clarity, 45 min
J. Ephemera section three

K. Zumikan Residence

L. Glenstone




Yale School of Architecture @ 2011
ISBN: 978-0-982-6385-69

Gwathmey Siegel: Inspiration and Transformation
was organized by the Cameron Museum of Art,
Wilmington, North Caroling

Exhibition Curator:
Douglas Sprunt, former Adjunct Curator of
Architecture and Design, Cameron Museum of Art.

Yale exhibition organization:

Brian Butterfield, Director of Exhibitions
linda Thacher Visscher, Registrar
Alison Walsh, Exhibitions Coordinator

Exhibition Design:
Brian Butterfield with Douglas Sprunt

Exhibition Graphics:
Jessica Svendsen with Grace Robinson-leo

Building Signage:
Angie Hurlbui, AH Design

Publication:
Nina Rappaport, editor
David Reinfurt, O R G inc., designer

This is number 38 in a series of Yale School of
Architecture exhibition publications.

This exhibition is supported in part by Elise Jaffe
+ Jeffrey Brown. The Yale School'af Architecture’s
exhibition program is supported in part by the
James Wilder Green Dean's Resource Fund, the
Kibel Foundation Fund, The Nitkin Family Dean's
Discretionary Fund in Architecture, the Pickard
Chilion Dean’s Resource Fund, The Paul Rudolph
Publication Fund, the Robert A, M. Stern Fund,
and the Rutherford Trowbridge Memorial
Publication Fund.

Inside front / back covers: Rudelph Hall and
Loria Center, Yale University, New Haven,
Gwathmey Siegel & Associates Architects,
2005-08. Photograph @ Peter Aaron/Esto

Acknowledgements

For their assistance and support in organizing
Gwathmey Siegel: Inspiration and Transformation
at Yale, | thank Robert Siegel, Dirk Kramer, and
Vanessa Ruff at Gwathmey Siegel & Associates
Architects. For his curatorial vision and design
assistance, both in the original exhibition and its
showing here at Yale, | wish fo thank Douglas
Sprunt, former adjunct Curator of Architecture
and Design, Cameron Art Museum. Also from the
Cameron, | thank Holly Tripman, registrar; and
Bob Unchester, exhibitions designer.

From Yale University Library Manuscripts and
Archives, | thank Laura Tatum, former Architectural
Records Archivist, and Mary Caldera, Head

of Arrangement and Description, for their help
coordinating the Gwathmey Siegel & Associates
Architects records arrival at Yale as well as for the
loan of most of the original items in this show.

| wish to thank Bette-Ann Gwathmey for the invalu-

able loan of Charles Gwathmey's skeichbook and
scrapbock, as well as a number of his original
drawings and other ephemera.

At the School of Architecture, | wish to thank Dean
Robert A.M. Starn, for his direction and advice.

I thank Linda Thocher Visscher, Registrar; Alison
Walsh, installation coordinater; Jessica Svendsen
and Grace Robinson-leo, exhibitions graphics;
Angie Hurlbut for the building banner design;
Trueline Productions; and our installation tfeam of
David Marshall, Silas Finch, Mark Geist, Ryan
Cyr, Matthew Diedrich, Kevin Wiggington, and
Andrew Maglathlin. Finolly, | wish to thank David
Reinfurt of O R G inc., graphic designer, and
Nina Rappaport, Publications Director.

Brian Butterfield, Director of Exhibitions

FCp——
-

C oo



