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The studio has become the crucible in which human 

genius, at the peak of its development, brings back 

into question everything that exists 

-Delacroix 





Do you know what a painter's studio is, Bourgeois 
reader? 

It is a whole world; A universe apart 
with nothing to recall the world we live in. 

-Theophile Gautier 
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"One cannot fully appreciate what the modern studio 
means, however, until it is set in the context of its 
origin." 

The history of the artist studio exists in 

basically three periods. The first ranging from 

antiquity to the Middle Ages with little or no emphasis 

on the identity of the individual artist. During this 

time the artist worked more like a craftsman in a large 

shop like that of a blacksmith. Little record exists of 

this period. In the well documented period to follow we 

begin to see paintings showing artists at work in their 

studios. According to Leonardo Da Vinci, an artist can 

now "pursue his vocation like a gentleman" using his 

mind and not so much his hands like his uneducated 

medieval predecessors. During the Rennaisance the 

studio was an artist's link to the mainstream of life 

and the doors were always open to visitors. Changing 

times led the artist to search for his new place in 

society and become more aware of his isolation from the 

mainstream. 



Due to this new awareness and desire to search for 

a new place in society, artists have developed into a 

wide range of personalities leading to a wide range of 

studio types. This diversity in studio types makes up 

the third period in studio history which forms a mirror 

image of the evolution of modern art. The most recent 

change in the modern atelier is the advent of the loft 

type of studio, a typically "American" type of studio. 

It can be argued that the loft studio gave birth to a 

new American art as well as it can be said that the 

changing needs of American artists demanded the 

versatility of a loft studio. The American artist 

began to paint and sculpt on a larger scale. The first 

to realise the adaptability of old downtown Manhattan 

toy and button factories was Willem De Kooning who 

required an open uncluttered space with low rent. 

Because these spaces were limited to commercial use by 

law, artists like De Kooning used rollaway beds to 

canvass the fact that they lived there This type of 

space soon became fashionable in the artist community as 

well as the unwavering standard accepted around the 

world. 
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Perhaps we do not know what an artist studio is at 

all. Can so clear a picture really be drawn of an ideal 

artist studio? We have seen throughout history that a 

studio changes to suit the needs of the artist and what 

is important today may not have been important in 

Michaelangelo's time. As in the case of the American 

artist, one has to ask whether the artist's needs 

demanded a studio loft, or did the studio loft create a 

new opportunity in American art? Whichever the case, 

versatility of the working environment is the dominating 

factor in the design of a modern artist studio 

With the basic assumption in mind that an artist is 

inspired by his surroundings, the quality of the working 

environment becomes increasingly important. Architec

ture, or our built environment, can invigorate the mind 

and invigorate the creative process. 
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Operating under the supposition that an artist is 

inspired by his or her surroundings, I will create a 

place to live and work, allowing artists of all types 

to create. Creative people both live and work in 

unique surroundings, therefore my design will cater 

to this uniqueness in both aesthetic character as 

well as functionality and versatility. Thus, my 

hypothesis is that architecture can be both versatile 

and inspiring to the creative mind. 



In designing an artist studio, one must first 

consider the influence that the studio will have on the 

art produced within its walls. Michael Peppiat writes 

"although it has never been attempted, art history can 

be told through the studio. The shape, the light, the 

location, the look, and the feel of a studio constantly 

shape the images conceived and produced there."The 

artist studio becomes the user's whole universe, that 

he might realize his genius." On the one hand, a 

studio can be said to be an empty container, a pristine 

play of light on solids and neutral elements. Yet, on 

the other hand, the studio can be said to reflect the 

artist's personality, an emblem of creativity It is 

from these two contrasting view points that the modern 

artist studio must evolve. As in the architecture of 

Frank Gehry, he proves that the empty box can still 

evoke feelings and enhance an artist's creativity- The 

modular aspect of the studio allows for a planar 

architecture, an architecture of details, connections, 

and dynamic space. 
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When considering the design of a modern atelier, 

one must look at the activities and their relationships. 

The first consideration is separation. Isolation of the 

studio space and the living/dining areas is a primary 

issue for several reasons, the first being: by allowing 

the studio space to be an entity in itself it allows the 

artists to escape form the everyday distractions of 

household life, the studio then becomes a "world in 

itself." Secondly, it offers the artist the possibility 

to escape from his or her work and relax in a different 

environment. "Just as a good wine ages in the cask, so 

a painting in progress often matures during those 

moments when you're not looking at it," (Hafnagel, 

American Artist). By separating the artist's work from 

household activities insures a tranquil environment in 

which to work. 

The studio space must have various areas located 

within close proximity of one another to accommodate the 

needs of an artist. The first of these areas is the 

design or planning area. This space must be adjacent to 



the actual "wet walls" or work spaces of artists to 

allow the necessary interaction between design and 

implementation of a work or art. This, compared to the 

studio itself, is a relatively seldom used space for 

most types of artists. The "wet wall" is an area in 

which a canvas may be hung while working and includes 

well lit space with high ceilings and materials on the 

floor and walls that allow for paint to be thrown about. 

Also included in the actual studio space is a "slop 

sink," a large wash basin to wash out materials and 

dispose of liquids. The actual work space must include 

approximately 36" high layout tables to suit various 

tasks with ample storage space below. Flat-file lockers 

are necessary to safely store paper materials as well as 

shelves to neatly keep all paints and tools needed 

within reach but out of the way- Vertical racks are 

necessary also to hold canvass and other panels. These 

storage areas must be kept free from humidity and direct 

sunlight to protect from damage. 
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While the artist studio is a creative escape, the 

living space within the studio is an escape also, an 

escape from the intense work usually associated within 

an artist's lifestyle. The living space should be a 

separate but connected space within the studio, a place 

to relax, escape, display work, and lead a "normal 

life." In some way the living space needs to have a 

physical connection to the studio space to provide a 

dynamic flow of activities between them. the focal 

point of the living space is the gallery or display 

space, a space naturally lit in which to display works 

and entertain friends. The gallery space acts as -an 

entry and receiving point for visitors, there should be 

wall space to hang work as well as floor space to 

display and entertain. The kitchen, dining and 

hybernation cell act as a separate entity but still must 

remain close to all spaces and act as satellite spaces 

to the main activities of the studio and gallery. 



The idea of prefabrication does not suggest an 

architecture of assembly line quality like so many 

automobiles rolling off to their new owners. 

"It would be quite impossible to buy or build 
a house today that does not contain a certain 
amount of prefabricated parts. That fact, however, 
does not necessarily make it a prefabricated house 

The idea of prefabrication is, of course, not 
new. Four hundred years ago the first 
"prefabricated" house was erected in New England. 
Pioneer settlers,moving from the Plymouth Colony to 
the south shore of Connecticut, took along the cut 
and partially assembled parts of a house to provide 
them with immediate shelter and protection in a 
hostile land. 

In those days each man built his own house 
from the cutting of the trees to the making of 
nails. As time went on, artisans turned to 
wholesale nail making and lumber sawing. When 
steam power replaced the water wheel, sawmills 
sprung up in every town, and doors, window frame, 
and sashes were made by the wagonload. Even stairs 
were cut to order. Prefabrication was on the way 

Since that day almost every house that has 
been built has been prefabricated to the extent 
that doors, windows, sashes, and staircases have 
been made elsewhere. In some of the so-called 
prefabricated houses, very little more than this is 
done. Even those with better claim to the title 
vary enormously in the amount of factory 
construction and assembly that .goes into them. In 
some cases all the lumber is precut, delivered to 
the site and assembled there. In others, the 
complete house is built and assembled in the plant 
and delivered as a unit to the site. And there are-
all degrees of prefabrication between these two 
extremes. In the broadest application of the term, 
then, a prefabricated house is one in which all or 
part of the materials are precut, preassembled, or 
both, before being inccrfiorated in the lin.al 
structure on the site." 

m 
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The purpose, or advantage of a modular house deals 

with the artist's need for inspiration. By allowing the 

relatively quick assembly of components, the artist can 

feasibly build on any inspiring site the same building 

several times. It has been previously stated that an 

artist may be inspired by his surroundings in relation 

to the interior spaces. This applies to geographical 

location as well. An artist for example may prefer to 

live and work in the mountains while painting wildlife 

A different artist, on the other hand, may prefer the 

same studio to be in Venice, California. 

The versatility of potential users cries out for a 

response of versatility in the studio space. The 

modular aspect of this studio is an attempt to 

accommodate all type of artists. Expansion is another 

aspect of an artists profession one must account for in 

designing a modern studio. Standardised building 

components allow for easy expansion of spaces, and this 

can be accomplished at a relatively low cost, both in 

terms of money and aesthetic effect of the original 

design. 



Artists throughout history have been known to 

congregate in colonies, districts or academies. This 

has come about both through economic reasons and also 

the need for interaction and stimulation. The studio/ 

residence must be able to connect in a modular fashion 

to another studio forming the possibility of many 

artists living in basically the same complex. The 

connection between these units as well as the possible 

fluidity of interior space within the two should not be 

a plastic connection. 

The psychological aspect of the loft type studio is 

a positive one in that the artist is allowed to arrange 

his studio to suit his own artistic taste. All 

connections of materials, volumes, and buildings should 

reflect this "artistic license." Given the ever 

changing nature of the artist's life style his studio 

should respond in a flexible, fluid manner. 

13 



The subject of studio lighting is often one of 

personal preference. Many artists prefer to design 

their own lighting systems to suit their own needs On 

the one hand an artist such as a ceramacist or sculptor 

may desire natural light. On the other hand the needs 

of artists vary to a dizzying degree and a painter may 

require artificial light to match that of the museum in 

which the work is displayed. While natural, indirect 

light is not always possible in all spaces the design of 

a studio should make all attempts to fully utilize this 

natural light source. The orientation of the studio's 

work space should allow for northern light and all 

direct light from the East, West, or South should be 

diffused. Types of diffusion include semi-opaque 

panels, cloth panels, and windows oriented such that all 

light is bounced off a surface before entering the work 

space. 

Natural light may be diffused but it still may 

change in colors and intensity unless it is Northern 

light which is the most constant in color and intensity 

According to Richard Horn, "many artists feel that some 



kind of natural light is best. . but, of the two 

artificial alternatives--incandescent light and 

fluorescent light—(he) prefers the latter," (American 

Artist 74). Objects viewed or displayed in incandescent 

light tend to retain their true colors , but 

incandescent bulbs tend to create shadows due to their 

single source nature.The life of an incandescent bulb is 

only 750 hours which is very low compared to the 15,000 

hour life of a fluorescent bulb. An incandescent bulb 

also produces more heat than is generally suitable in an 

artist studio and are relatively more expensive to run 

than a fluorescent bulb. 

At present, m-any artists dislike fluorescent ^ight, 

because of the many misconceptions about it. There are 

many types of light available from fluorescent bulbs and 

many come with deceiving product names such as 

"Optima," "Ver-lux," "True White," and "Daylight." Horn 

writes: 

Artists may not consider how. objects will 
actually look in a particular fluorescent light, 
for instance, many select so-called "warm white," 
because the bulb looks rich and pink. However, 
when "warm white illuminates objects, all the reds 
in them are 'grayed out,' appearing either 
Vermillion or off-white." (American Artist) 



There are approximately 50 colors of fluorescent light 

available, by selecting the color of the light and not 

the color of the bulb the artist can simulate the 

quality of light required to do his or her work. 

LIGHT SOURCES USEFUL FOR ARTISTS 
Compiled by James L. Nuckolls, l.A.LD.; 17 July 1979 

None of these light sources, with the exception of incandescent light, appreciably strengthen or gray colors. All fluorescent 
lamps are available in standard 4' long bulbs. Only major manufacturers are listed. Warm tints are at the top of the list, 
moving down to cool-colored light sources. 

SUBJECTIVE 
DESCRIPTION 

LIGHT 
SOURCE 

COLOR 
NAME 

TECHNICAL * 
DESCRIPTION 

MANUFACTURER R °K 

Natural sunlight at sunrise. Natural 

Incandescent light; dulls cool colors. Incandescent lamp 

Incandescent simulation. Fluorescent lamp Incandescent/ 
Fluorescent 

All 

Sylvania 

100 

90 

2,000 

8 9 - 2,600-
99 3,100 

3,000 

Mid-afternoon daylight simulati 

Noon daylight. 

Noon daylight simulation. 

Daylight. 

North skylight simulation. 

Northwest sky. 

on. Fluorescent lamp 

Natural 

Fluorescent lamp 

Natural 

Fluorescent lamp 

Natural 

Deluxe Cool White 
Living White 

Chroma 50 
Optima 50 
Vita-lite 

Chroma 75 
Color Classer 75 

All 
Westinghouse 

General Electric 
Duro-Test 
Duro-Test 

General Electric 
Duro-Test 

89 
93 

100 

92 
91 
91 

100 

94 
93 

100 

4,200 
4,300 

5,000 

5,000 
5,000 
5,500 

7,000 

7,500 
7,500 

25,000 

* °K = Degrees Kelvin which establish the real or apparent color temperature of a given light source. 

R = Color Rendering Index which establishes a comparison between a given light source and a referenced source; R is a 
ratio or percentage of how closely a given light source matches the color rendering ability of the referenced light 
source. 
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Hybernation Cell (Sleeping area) - 150 Sq ft, 1800 cu ft 
per person for 1 fullsize bed, location 
of bed to be determined during design 
phase. 

Closet (Clothes) - 30 sq ft, 240 cu ft for clothes 
storage located adjacent to bed. 

(Storage) - provide ample storage adjacent to 
sleeping area. 

Bathroom - 80 sq ft, 800 cu ft located adjacent to 
sleeping area. 

Kitchen - 150 sq ft, 1800 cu ft including 
informal dining area, located adjacent 
to all spaces. 

Relaxation Area - 300 sq ft, 7200 cu ft include 
entertainment space as well as display 
space for art work, personal 
relaxation or sitting area. Provide 
area to escape within studio, adjacent 
directly to studio and kitchen, 
bathroom. 

Gallery (Display Space) - 300 sq ft, 7200 cu ft can be 
incorporated into entertainment area or 
exist alone as transition from public 
to private. 
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Studio 

Delivery Area, 

710 sq ft, 11840 cu ft space to be 
divided to suit user's needs, adjacent 
to hybernation cell and gallery with 
North light orientation. 

Storage - located within work space and 
adjacent to street. 
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studio Space The actual s 
the largest 
should be th 
Adjacent to a 
space should 
without be a 
to another, 
required for 
allow for ea 
storage. 

tudio work space is to be 
volume considered and 

e focus of the design. 
11 other areas the studio 
flow into other areas 

direct path from one space 
Northern orientation is 
this space and should 

sy access to outdoor and 
clean up area. 
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Hybernation Cell - The sleeping area is intimate in 
nature and should be located in the 
most private of areas. The creative 
process is a constant one and this area 
should not be secluded from the work 
space. Many people keep a sketch pad 
or note pad by their bedside to record 
ideas and dreams in the middle of the 
night. In much the same manner the 
sleeping area should be located perhaps 
within the studio area. Because of 
paint fumes, sanding dust etc. the bed 
should be somehow separate, but a part 
of the work space. Any guest rooms 
shall be located away from work space. 

^^7i2C©M 

io "^OJ^IO 



Relaxation Area - This expansive 
display space, 
entertainment, 
relaxation spac 
space should b 
entry and the 
areas of natura 
well as a vie 
display of ar 
especially the 
area, one shou 
from his work 
different type 
space should 
though to the 
only an exten 
space is where 

space should encompass 
dining room overflow, 
and personal intimate 

e. The location of this 
e a buffer between the 

studio areas. Large 
1 light are required as 
w to both enhance the 
tworks. In this area, 

personal relaxation 
Id be able to get away 
and be in a completely 

of environment. This 
be indirect relation 
studio and perhaps be 

sion of it. In this 
the entry is located. 
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Kitchen The kitchen 
laboratory 
utilitarian 
entertainment 
adjoining di 
should be 
proximity to 
space. The 
important spa 
connection of 
static (dead 
work space 
dining area 
extend outdoo 
the best possi 

becomes 
for the 
space, as 

spot, 
ning room 
located 

an inevitable 
artist, a 

well as an 
Due to its 
the kitchen 

within close 
the gallery/relaxation 

dining room becomes an 
ce in relation to the 

the kitchen which is 
end) in nature, to the 

and the gallery. The 
needs the ability to 
rs and should be afforded 
ble view. 

^VOpio 

MviN<:̂  ^ ^ A O ^ 



Bathroom The bathroom should be located central 
to all other spaces to reduce the need 
for a private bath and a guest bath, 
the bathroom should enter off of 
kitchen/dining area as well as 
sleeping/studio area. The gallery/re
laxation space requires easy access to 
the bathroom as well. As in all rooms, 
this is to be an inspiring space filled 
with natural light. 

QO^tvm 
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SUBURBAN LOFT BUILDING 

Architect: Albert Pope, Princeton, N.J. 
Client: Virginia Avenue Partnership, Venice, CA 

Program: A group of young artists, weary of real 
estate speculation in downtown Los Angeles, wanted to 
explore the possibility of generation "loft scene" in 
suburban Santa Monica. The program called for six raw 
spaces of 1200 square feet each, and a collective lobby 
with living and gallery space. 
Site: A corner lot with a four-lane commercial and 
apartment-building street on one edge, a residential 
street on an adjacent edge, and a public park to the 
rear. 
Solution: The building is a sheared block, with a 
large-scale billboard facade projected to the street, 
and a large brick court with fireplace toward the park at 
the rear. The center of the block is raw, open space, 
individual porch vestibules (which link to form an 
arcade) and garage entrance with drive way are located 
on the first floor, while individual wet cores and 
belvederes surrounding the brick court are on the second 
floor. The building can be inhabited as six private 
units, or as one big house; the repetitive cells 
adjacent to the street can be used as individual porches 
or as a collective arcade connecting front and rear 
communal living and gallery areas. 
Construction Materials: Reinforced concrete and brick. 

I > 
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GEMINI G.E.L, 

Architect: Frank 0 Gehry & Associates 
Client: Gemini G.E.L. 

Program: Add 5000 sq. ft. to include studio/workroom 
space, storage, exhibition and documentation spaces 
Structural system: Wood frame, concrete block walls. 
Mechanical System: Gas-fired furnace, rooftop 
heating/cooling unit. 
Materials: Stucco and plywood, gypsum board. 

FIBST FLOOR PtAN N t- (-T—,—/",—r--,'20'/ 6m 

A m e l l , P e t e r . B u i l d i n g s and P r o j e c t s 1986 



HER LIFE FOR ART 

Architect: Arata Isoaaki and Associates 
Client: Teresa Bjornson 

Located in Venice, California, this artist's 

studio/residence was commissioned by Bjornson as a 3200 

sq. ft. residence for visiting artists. Responding to 

the client's request for a large open studio "with 

harmonious proportions and fantastic light," Isosaki 

designed a 25' x 50' x 25 ' high open studio. The studio 

space is basically a neutral container with skylights at 

the corners and little ornament. The $500,000 budget 

suggested restraint, with minimal materials such as 

white walls, wood floors, and natural light. 
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L.A. DREAM HOUSE: Vena Monte Studio/Residence: 

Architect: Frederick Fisher, Eric Orr - artist 
Client: Vena-Mondt 

A collaboration between architect Frederick Fisher 

and artist Eric Orr to ''yield spaces that elude generic 

definition either as architecture or as sculpture, and 

can soothe, bemuse, or shock with all the intensity of 

a walking dream." 

This loft is 5200 square feet and is one of 14 

units in an old dairy plant now inhabited by artists. 

53' X 97' living area includes his lawyer's office and 

her painting studio, as well as a gracious 

entertainment/living space. The kitchen, bedroom, and 

bathroom are located at one end to minimize 

interruption of the 97' long space. 

Architectural Record Feb 1985 
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RON DAVIS HOUSE 

Architect: Frank 0. Gehry 
Client: Ron Davis, painter 

Frank Gehry designed the Davis House to be 

adaptable and allow fabrication of large and small scale 

artworks. The interior was originally designed to be 

flexible with the interior partitions on wheels to 

create an ever changing, dynamic interior to suit the 

user's needs. The kitchen and bathroom core separate 

the bedroom spaces and living spaces, "The project was 

conceived as an open loft space delivered vacant by the 

architect." 

Amell, Peter. Buildings and Projects 1986 
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COLLAGE WITH A VIEW 

Architect: Frederick Fisher 
Client: Roger Herman 

Contoured to the wedge-shaped lot, the interior 

spaces are set in constant relation to the exterior 

decks. The deck located between the living area and the 

bedroom becomes an outdoor dining room shaded by a 

canvas awning. 

Fisher, who was once apprenticed to Frank Gehry 

shows his predaliction to raw materials and the 

juxtapositon of an ad-hoc composition. He explains that 

the exterior of the house was characterized by the 

artist's need to naturally light the interiors. Fisher 

explains that the rationale for the Herman house is 

based on economy utilising details such as scavenged 

industrial steel casement windows, raw plywood on the 

exterior, exposed studs, and a 10-foot-high front door 

to accommodate large canvases. 

Architectural Record Mid April 1987 
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An artist on a daily basis comes into contact with 

hazardous materials, materials known to cause emotional 

disorder. nerve damage, destruction of brain cells and 

cancer. 

Artists bring materials such as "industrial 

solvents, chemicals containing high concentrations of 

heavy metals, and coal-tar derivatives" (Saitayk 309) 

into their living and working environment, then wash 

their hands in them, breath their vapors, ingest their 

dust and allowing their bodies to be contaminated. 

Artists have a long history of poisoning themselves. 

People associated with the art profession such as 

dealers, historians and collectors tend to attribute the 

symptoms of chemical poisoning and stress such as: 

"chronic depression, irritability, aberrant behavior-, 

frequent colds or flu-like symptoms, low back pain, and 

headaches," (Saitsyk 309) to the inherent personality 

type of an artist, a creative genius. Artists have been 

damaging their health for years and thus their 

psychological and physical state has become a 



stereotype. The harmful nature of toxic artist 

materials is understood by chemists, doctors, a few 

government agencies, and a handful of artists, most of 

whom have been injured by these chemicals. This 

dangerous nature of such harmful chemicals is made worse 

by the fact that artists are using more toxic chemicals 

in increasingly unusual ways. Examples of this use are 

plastic resins in sculpture, solvents such as hexane, 

bensene, toluene,and metal fumes from welding. (Saitsyk 

309) "In 1981, The National Cancer Institute studied 

the deaths of 1,598 artists and found that among many 

other chronic illnesses, they have two to three times 

above the average rate for cancer." (Gaitayk 310) 

Artists are becoming increasingly aware that 
they must be concerned about the safety of their 
working environments and about the proper storage 
of their artwork. They realize that positive steps 
must be taken to ensure their own health and the 
well being of those with whom they share a studio 
space. Furthermore, their working environments must. 
be designed for the preservation of materials and 
finished artwork. (Kotrozo 84) 

Safety in the studio is not an after thought but a 

fundamental issue, Kotrozo says, "caution and prevention 

are key words that link together the various efforts to 

solve problems involving hazardous ej.uipment and 



chemicals." The storage and use of such materials as 

lacquers, acids, resins, inks, and solvents require 

precise procedures to preserve health and eliminate 

injury and illness. One of the primary design 

objectives in a living and working type of studio is the 

location of activities to allow the least amount of 

exposure to hazardous materials. The space should be 

laid out such that activities that involve highly 

toxic materials are located the greatest distance 

possible from the high use areas of the living space or 

studio space. Although proper planning can lessen the 

danger of toxic chemicals in the studio, there is still 

a need for ventilation in almost all spaces. There are 

three types of ventilation, the first being general 

ventilation, where the hazardous materials are 

reduced through dilution. An exhaust fan is set up as 

the sole exit for the contaminated air, and an entrance 

for a supply of fresh air is established as far away 

from the fan as possible. This supply of fresh air 

traveling from one side of the room to the other will 

dilute the contaminates that accumulate in the air in 

the room (Saitzyk 314). The second, adequate 

ventilation is not just opening all the doors and 



windows. It is having constant exchange of air, with 

fresh air replacing the contaminated air approximately 

every fifteen to twenty minutes. This is generally 

accomplished only by being outdoors or by having a 

general ventilation system (Saitsyk 315). Lastly, local 

ventilation, is a system whereby the hazardous materials 

are removed before they have an opportunity to disperse 

into the room's air. Most local ventilation systems 

bear a certain resemblance to a large vacuum cleaner, 

and often contain a hooded area in or under which the 

work is performed (Saitsyk 315). 

There are basically two types of fans used in 

ventilation, the first being an axial flow fan which is 

a propeller type fan and the second being a centrifugal 

fan designed to remove dust and air borne particles. 

These types of fans have a cubic feet per minute rating 

to change the air in a rocm. 
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o i ^ IF'3E IM I'OP nn oiM 

Atelier - a-til-yay- an artist's or designer's 
workshop or studio. 

Studio - the working place of an artist, sculptor 
etc. rel- shop, workshop, workroom, bogetta. 

Studio Apartment - a small apartment 
consisting of typically of a main room, kitchenette, 
and bathroom. 

Studio Couch - a backless couch that can be 
made to serve as a double bed by sliding from 
underneath it the frame of a single cot. 

Artist - one who professes and practices an 
imaginative art. 

Art - the conscious use of skill and creative 
imagination especially in the production of aesthetic 
objects. 

Aesthetics - 1. a branch of philosophy dealing 
with the nature of beauty, art, and taste and with the 
creation and appreciation of beauty 3. a pleasing 
appearance or effect. syn. beautiful. 

Iconoclast - one who attacks established 
beliefs or institutions. 

Icon - symbol, emblem. 

Loft - 1. an upper room of floor, attic. 2. one 
of the upper floors of a warehouse esp. when not 
partitioned. 

11 
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Listed in the order that they appear: 

Robert Motherwell's studio in East Hampton, 
Long Island, Imagination's chamber 

Arshile Gorky, Imagination's Chamber 

Barnett Newman's studio on Wall Street 1954, 
Imagination's chamber. 

Braque's Paris studio. Imagination's chamber 

Allegory of the Arts ca. 1578, Imagination's 
chamber. 

William Zorach's stone carving studio in 
Hoboken, New Jersey, Imagination's chamber. 

Piet Mondrian's New York studio. Imagination': 
chamber. 

Alexander Calder's studio in Roxbury, 
Connecticut, Imagination's chamber 
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