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A conservation plan 
of a woodworker’s 
retreat in New Hope, 
Pennsylvania, is informed 
by its physical design 
and accommodates its 
cultural significance. 

Located two-and-a-half miles south of New Hope, 
Pennsylvania, the Arts Building and Cloister are an 
integral part of a larger landscape of more than 17 
structures and garden spaces designed by George 
Nakashima (1905–1990) to serve the needs of his 
family and his woodworking business.1 The cultural 
significance of the complex in general and of the 
Arts Building and Cloister specifically is based on their 
associations with Nakashima, “one of America’s most 
preeminent designer-craftsmen” (Fig. 1).2 Since 1945 this site 
had been the focal point for his life and work, and it remains a remarkably 
intact and stunningly beautiful site that continues to serve as an inspiring 
setting for woodworking practice. 

George Nakashima’s 
Arts Building 
and Cloister: A 
Conservation and 
Management Plan

Cesar Bargues-Ballester
William Whitaker
Frank G. Matero

Fig. 1. George Nakashima sitting in a 
Conoid Chair in front of the Arts Building, 
1847 Aquetong Road, New Hope, Penn-
sylvania, ca. 1981. Courtesy of George 
Nakashima Woodworker.  

Fig. 2. View of the Arts Building and 
Cloister from the southwest, 2016. 
Photograph by the authors.

Fig. 3. Elevation studies for window walls, 
undated drawing sheet. The window 
wall was adjusted during construction. 
Courtesy of George Nakashima 
Woodworker.
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Perhaps more than any other structure, 
the Arts Building and Cloister (1963–
1967) embodies Nakashima’s highest 
aspirations as a woodworker, as an 
architect, and as an artist. It is his 
most personal building; a testament 
to his lifelong quest for enlightenment 
and understanding—of nature, of art, 
and of the human spirit—and of his 
“stubborn efforts…to create beauty and 
truth in objects and environment.”3 

In its design, the Arts Building and 
Cloister stands apart. It is selectively 
positioned and selectively used, and the 
objects associated with its conception 
and use over time are equally selective. 
At the same time, it is inextricably 
bound to an interrelated structure of 
landscape, architecture, and use. This is 
not a building conceived by Nakashima 
for daily life or routine work. It is a 
place of inspiration and retreat rooted 
in his personal experience of living and 
working at a Hindu monastery in south 
India in the late 1930s. “The monastic 
life is essential for understanding to 
be achieved,” Nakashima said, and 
it was the discipline inherent in that 
experience that formed the basis for his 
own approach to design.4 

For Nakashima, the Arts Building and 
Cloister provided a location to gather 
his most significant slabs of wood. In 
the beautiful light of this building, he 
developed a growing understanding of 
the singularity of each piece. Some of 

these slabs remain to this day; others, 
as was intended, were transformed 
by his artistic vision. Examples of his 
furniture design are also found here, 
early prototypes and masterworks 
alike. This is one of the only locations 
where his furniture can be seen 
together with the raw wood that 
inspired it.

The building is a also venue to celebrate 
the artistic achievement of Nakashima’s 
close friend Ben Shahn, among 
others, and the location Nakashima 
chose to concentrate a display of his 
collection of folk art and other works 
that inspired him.5 Nakashima hosted 
events in this space for spiritual and 
cultural enlightenment, and together 
with his wife, Marion, and his friends 
and family, he celebrated the coming 
of the cherry blossoms every spring in 
the landscape surrounding the Arts 
Building. 

Following George Nakashima’s death 
in 1990 and the transition of leadership 
in the business to his daughter, Mira, 
the Arts Building and Cloister was 
transferred to the George Nakashima 
Foundation for Peace in 2002. The 
rising concern for his legacy and long-
term preservation of the site became 
a focus for the family and for the 
foundation. The George Nakashima 
Woodworker site, which includes a 
complex of residences, workshops, 
storages, and miscellaneous structures, 
was designated a National Historic 
Landmark in 2013 and was included 
on the World Monuments Fund’s 2014 
World Monument Watch list.6 

Collaborations with the University 
of Pennsylvania, dating back to 
2006, were formalized in 2014 to 
advance the preservation of the 
landscape, buildings, and collections 
for the public’s benefit through a 
partnership with the Architectural 
Conservation Laboratory of the 
University of Pennsylvania School 
of Design (PennDesign). Building 
on public tours and on student 
work and curatorial projects, which 
provided primary research and 
documentation, PennDesign assembled 
a multidisciplinary team to identify 
areas deserving the greatest study. 

The team received a grant from the 
Getty Foundation under its Keeping It 
Modern initiative in 2015 to expand 
the current knowledge of the Arts 
Building and Cloister and to develop 
a conservation and management plan 
(CMP) for its preservation in the near 
and long term. 

This paper includes a description of the 
building and construction techniques 
and then focuses on presenting the 
main conservation challenges for the 
site, namely the hyperbolic paraboloid 
roof. The final section discusses 
the planning methodology for the 
conservation and management plan, 
whose implementation is still in 
progress. 

Physical Description
The Arts Building and Cloister sit 
on the southeastern side of a nine-
acre complex, at the toe of a gentle 
slope. The landscape immediately 
surrounding both structures brings 
together Japanese-inspired features 
with areas having natural character 
(Fig. 2). It progresses from a carefully 
selected arrangement of pavements, 
plantings, and ponds to larger scenery 
combining mixed deciduous forest on 
three sides (north, east, and south) and 
a lawn with a hay meadow towards the 
southwest. 

The Arts Building is a two-story 
structure, roughly 36 feet by 40 feet 
in plan, covered with a rare example 
of a tilted hyperbolic-paraboloid 
roof emerging from stone-masonry 
buttresses. Towards the south and west, 
the Arts Building establishes a direct 
connection to the landscape through 
the interplay of structural wooden 
elements and single- and double-glazing 
infill. The large expanses of glass are 
shaded with Japanese-inspired grilles 
made of cypress, interior shoji screens, 
and curtains of casement fabric (Fig. 3). 
The north and east walls, of rendered 
Waylite® masonry set slightly into the 
adjoining slope, help to anchor the low 
edges of the hyperbolic paraboloid roof 
and minimize winter heating loads. 

A reinforced-concrete structure with 
an inclined west wall, approximately 
8 feet high, projects outwards on the 

Fig. 4. View of the Arts Building from the 
southwest, 1967. The inclined concrete wall 
would provide a base for the mosaic mural 
“Poet’s Beard” fabricated by Gabriel Loire 
Atelier after a design by Ben Shahn and 
installed in 1971. The entry door of rare wood 
contrasts with the concrete and the surfaces 
rendered with white stucco. Courtesy of 
George Nakashima Foundation for Peace.
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southwest corner of the Arts Building 
(Fig. 4) This structure has four 
functions: to anchor the high peak of 
the roof using an Eastern white-pine 
post, which, in turn, is supported by 
a horizontal waffle slab; to announce 
the main entrance; to serve as a 
terrace at the upper level; and to act 
as support for a mosaic by Ben Shahn. 
The Cloister is a one-story building, 
18 feet by 39 feet in plan, made of 
exposed Waylite® block masonry 
walls. It contains four rooms over 
a crawlspace and is covered with a 
shed roof (Fig. 5). One of the rooms 
reads as a humble furnished monastic 
cell to accommodate special guests. 
The remaining spaces are assigned 
to storage, a furnace room, and a 
service area with a kitchenette and 
bathroom connected to the guest room. 
The Cloister and the Arts Building are 
connected through both an L-shaped 
covered walkway and a pond (Fig. 6). 
 
The Hyperbolic-paraboloid  
Roof Technology
The most distinguishing feature 
of the Arts Building is its tilted 
hyperbolic-paraboloid roof. Engineers 
Paul Weidlinger and Matthys Levy, 
consultants for the Conoid Studio 
(1956–1958) and a number of other 
buildings at the Woodworking 
Complex, contributed to its design 
as early as 1963. Guidance for its 
construction came from experiments 
conducted in both the U.S. and 
the UK during the 1950s. The 
standards, such as the 1961 Standard 
Hyperbolic Paraboloid Roof by 
Newsum Engineers, aimed at timber 
construction, established guidelines for 
structural proportions, shell and edge-
beam thickness, and fastening systems. 
In the case of a tilted shell with one 
high point and three low points at the 
same height, the guidelines called for 
edge beams to rise at a slope of 1 in 
2.5. The overall proportions of the Arts 
Building roof, with a rise of 14 feet 
for the 36-foot edge, compare well to 
the recommendations made by period 
standards.7

As built, the Arts Building roof 
comprises three layers of ⅝-inch 

plywood boards, which act in a 
structural capacity. The prominent 
tapered ribs, measuring 2 by 3 inches 
in cross section, are vestigial elements 
tied to the roof-assembly process and 
are, therefore, non-structural. Laid on 
temporary shoring, the ribs function 
as nailers while also concealing the 
longitudinal joints between the 
exposed plywood panels (Fig. 7). The 
first layer of plywood was laid parallel 
to the ribs. The second layer was laid 
crosswise, with all joints staggered, 
and the third was laid in the same 
direction as the first.8 

According to the oral history, the 
plywood sheets were trimmed, 
screwed, nailed, and glued together 
(Fig. 8). There are no reports about the 
type of glue used during construction, 
so it is assumed that after 50 years 
the glue had deteriorated and that the 
fasteners are now the elements that 
ensure rigidity. The roof was covered 
with a vapor barrier, two layers of 
¾-inch Celotex™ thermal insulation, 
asphalt-saturated felts, and, reportedly, 
eight tons of marble chips on top of 
the felts. The roof drains to a single-
sheet copper gutter, approximately 3½ 
inches deep by 4 inches wide, connected 
to the north and east eaves. The 
downspouts discharge into two ponds 
located adjacent to the west and south 
elevations, respectively (Fig. 9). 

Nakashima experimented with the 
plywood-shell roof first at his Main 
Lumber Storage building of 1958. 
However, unlike this storage shed, 

the Arts Building has an intentional 
display of craft made visible through 
the articulation of ribs and joints, as 
well as the application of a delicate, 
translucent whitewash giving the effect 
of a pickling stain finish to enhance the 
exposed faces of the plywood.

This continuous aspiration to enhance 
the wood’s natural beauty is also 
recognizable through built-in furniture 
and other architectural elements. 
Examples include the Conoid Bench 
with a double back, installed on the 
loft, and the monu mental lighting 

GEORGE NAKASHIMA’S ARTS BUILDING AND CLOISTER

Fig. 5. George Nakashima, detail of floor plan 
and west elevation for the Cloister, undated. 
Courtesy of George Nakashima Woodworker. 

Fig. 6. View of the Cloister from the Arts 
Building and covered walkaway, 1966. Note 
the irregularities of the black locust posts that 
resonate with George Nakashima’s free-edge 
furniture. Courtesy of George Nakashima 
Foundation for Peace.
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fixture. Interrelationships with the 
furniture are abundant, from the 
cantilevered stairs leading to the loft, 
which resonates with Nakashima’s 
earlier Milk House table, to the joinery 
on the exterior covered-walkway posts.

Changes came with Nakashima’s death 
in 1990. The Arts Building and Cloister 
that had received and channeled his 
many energies, quieted somewhat and 
later experienced some modifications. 
In the early 1990s the rainwater- and 
snowmelt-disposal system on the lower 
eaves of the hyperbolic-paraboloid 
roof was modified as a consequence of 
gradual deterioration, infiltration of 
water, and the damage by carpenter 
ants. These modifications also affected 
interior elements such as the fireplace 
lintel and plywood sheets. Other 
alterations included the addition of a 
canopy to protect the sliding window 
in the west elevation from further 
deterioration, the replacement of the 
waterproofing system on the roof of the 
covered walkway and the 

Cloister, the removal and replacement 
of sky domes, and the installation of 
a fiberglass membrane on the outdoor 
balcony. During the first decade of the 
2000s, nearly all posts of black locust 
(Robinia pseudoacacia) in the covered 
walkway were replaced, and the soffits 
were largely painted opaque white, 
rather than the original translucent 
finish. 

These alterations reflect a tradition 
of spontaneous intervention on 
the site. Repairs have ranged from 
routine maintenance work to 
replacements with similar species of 
wood, to modifications to improve 
functionality but that affect the visual 
and conceptual expression of the 
complex. The passage of time has not 
gone unnoticed for the collections and 
the building’s intended use. Along 
with minor deterioration in certain 
materials, such as bronze or papier-
mâché, the character and integrity 
of the interior spaces, in terms of the 
objects displayed there, have been 
altered in ways that significantly 

deviate from Nakashima’s preferences 
and intent.

The Main Conservation 
Challenges 
It is important to note that the Arts 
Building and Cloister possess a high 
degree of integrity. Nevertheless, 
the study undertaken with the Getty 
Foundation grant revealed that the 
cultural significance is vulnerable, 
primarily from the visual impacts and 
additions that divert from Nakashima’s 
original design intent as well as 
accretive change through replacement 
of building components, and through 
the lack of formal connection to the 
site among important elements in 
the collection (furniture, artwork, 
and objects). In addition, the Arts 
Building and Cloister face a number of 
material-conservation issues, including 
systems that are approaching the end 
of their service life. The challenges are 
intensified by the lack of structural 
redundancy, chiefly with respect to 
the roof, and by Nakashima’s attitude 

Fig. 7. Closer view of the Arts Building, 
hyperbolic-paraboloid roof construction, 
1965. The bald cypress (Taxodium 
distichum) ribs, supported by scaffolding, 
are ready to receive the plywood 
sheets. Courtesy of George Nakashima 
Foundation for Peace. 

Fig. 8. Arts Building during construction 
of plywood shell, 1965. According to 
oral history, 160 plywood sheets were 
employed in construction of the plywood 
deck. Beyond the perimeter structure, 
the plywood shell projects to form wide 
eaves. The plywood sheets, 4 feet wide 
by 8 feet long, were installed with the 
large side parallel to the ribs. Courtesy 
of George Nakashima Foundation for 
Peace. 

Fig. 9. Arts Building, flashing installed 
on the north eave, ca. 1966. This 
configuration creates a wide channel to 
carry off rain water and snowmelt to the 
ponds at the west and the south. Courtesy 
of George Nakashima Foundation for 
Peace.
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towards joinery: each connection was 
expressed through a unique design 
solution more akin to furniture making 
than to standard building practice. 

After a preliminary investigation of 
the hyperbolic-paraboloid roof using 
infrared thermography, probes near 
the north edge exposed approximately 
2 inches of damp insulation beneath 
the asphalt underlayment related to a 
leak detected in the summer of 2016. 
Surrounding trees must be considered 
as a contributing cause, particularly 
where the ballast has been washed 
out and the asphalt lining is exposed. 
However, water infiltration cannot 
be attributed simply to punctures in 
the roof; flawed roof detailing and 
deterioration of the waterproofing also 
resulted in unanticipated decay and 
reduced the service life. Addressing 
these problems in the past has required 
various intervention campaigns, which 
have changed the building’s appearance 
and contributed to present decay in the 
wall assemblies.

The initial structural evaluation of the 
roof included a finite-element analysis 
based on computer modeling, including 
simulation of different support and 
edge conditions.9 This is perhaps the 
first time this methodology has been 
applied for tilted hyperbolic-parabolod 
roofs made of plywood. The structural 
theory relative to thin shells from the 
1950s did not address deflections, nor 
did it address unbalanced loads.10 The 
computer-assisted structural model 
shows that for typical hyperbolic 
paraboloids with balanced loads, 
the original hand calculations were 
accurate, but for the tilted shapes, the 
results vary up to 15 percent. In the 
case of the Arts Building, the current 
deflection, approximately 4.2 inches 
at mid-span at the corner of the loft, 
far exceeds the theoretical limit from 
current finite element analyses. This 
condition is likely due to creep from the 
dead weight and snow.11 

A 1981 photograph shows that 
deterioration of exterior exposed 
plywood as a result of slight 
delamination, moisture infiltration, 
soiling, or animal activity is a recurring 
problem. Deterioration extends to 

the original translucent whitewash 
finish. CCD-Raman analysis of the 
finish confirmed that titanium dioxide 
with calcium sulphate is the main 
constituent of the original finish. 
Magnesium silicate may have been used 
as an extender. Repainting campaigns 
have concealed the original finish and 
thus the natural grain of the wood that 
Nakashima desired. Other problems 
include architectural elements finished 
in a traditional manner using boiled 
linseed oil cut with turpentine, which 
has darkened considerably. 

Rigid connections, based on 
assumptions made for the structural 
roof design and insufficient 
reinforcement, have led to structural 
cracking visible on the north wall of 
the Arts Building; dynamic loading 
likely playing a determining role. In 
addition, moisture is speeding the 
deterioration of the exterior stucco and 
is an active force in salt migration. As 
revealed by the infrared thermography, 
moisture chiefly migrates through 
the mortar joints, which may have 
higher permeability compared to the 
concrete blocks. Along with hairline 
cracks, efflorescence and surface 
disaggregation are apparent. 

Large expanses of windows (some 
of which are single glazed), thermal 
bridges, and excessive air infiltration 
in the building envelope limit the 
optimum hygrothermal performance 
of the building. Although significant 
reductions in illumination are achieved 
with shoji screens, penetration of 
daylight and UV light into the building 
exacerbates the deterioration of interior 
architectural materials and finishes, 
such as the Amtico® Travertine tiles or 
the wood framing for the wall glazing, 
and collection elements, particularly 
during the heating seasons.12 A system 
to filter light compatible with the 
carefully designed elevations is needed.

Various sources of moisture also 
affect the interior of the Arts Building, 
making the interior dew-point 
temperature remarkably consistent 
during the winter and early spring, 
despite the wide fluctuation in exterior 
moisture vapor and the potential for 
air and moisture-vapor infiltration. 

Without induced humidification, the 
interior relative humidity approaches 
ASHRAE Class B/A criteria for 
collections environments, thus posing 
moderate to no risks to many artifacts, 
which is noteworthy.13 However, 
glazing condensation, biogrowth, 
and efflorescence are the undesired 
consequences. 

Discontinuities between the stone 
masonry and the concrete-block 
masonry and between those systems 
and the openings’ frame have been 
causing moisture infiltration, which 
ultimately has led to damage to the 
plaster, as evidenced by staining 
and efflorescence in a number of 
locations. The walls are plastered with 
Structolite™, and Scanning Electron 
Microscopy/Energy Dispersive X-Ray 
Spectroscopy (SEM/EDS) indicates the 
presence of sulfur (S), calcium (Ca), 
and silicon (Si), typical elements present 
in plaster of paris and quartz sand. 
Small traces of other chemical elements 
include phosphorus (P), potassium 
(K), magnesium (Mg), chlorine (Cl), 
and sodium (Na). The spectrum also 
indicates the presence  
of aluminum (Al) and small traces of 
iron (Fe) in the plaster. The analysis  
suggests that visible spot corrosion is 
likely related to the composition of  
the plaster. 

Historical documentation reveals a 
constant state of change in the displays 
of the furniture, wood slabs, and folk 
art (Fig. 10). Scarce documentation and 
lack of a collection-management policy 
have caused disassociation, as well as 
a loss of knowledge and understanding 
of the objects and their use in the 
building. This situation diminishes the 
authenticity of the visitors’ experience. 
This dissociation extends to changes 
to lighting systems (both natural and 
artificial), the hanging of artwork, and 
the presentation of folk-art objects—
especially in silhouette at night. In 
addition, the cultural significance of 
the building is vulnerable from the need 
to accommodate the collection with 
the concomitant pressures of continued 
use, storage, handling, and security.14 
The accretion of non-contributing 
objects remains a particular concern. 

GEORGE NAKASHIMA’S ARTS BUILDING AND CLOISTER
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Finally, the natural evolution of the 
vegetation poses a risk to architecture 
and has obscured the design intent, 
which is now difficult to understand. 
Even-aged stands of woodland are 
problematic from a forest-management 
perspective, since disease, weather 
events, or old age can decimate an 
entire stand. Nonetheless, trees and 
other vegetation help screen changing 
views. The deviation from the design 
intent is aggravated by the addition 
of non-historic features and visual 
impositions that conflict with the 
choices of the architect.15

Project Methodology
Planning for the project was based on 
the conservation method explained 
and illustrated by Australian heritage 
practitioner James Semple Kerr.16 
Internationally accepted, this approach 
was first established in the Burra 
Charter adopted by Australia ICOMOS 
in 1979 and broadly explained by 
the guidelines adopted in 1984. The 
methodology was adapted to the site 
and firmly resonated with Nakashima’s 

conviction about the creation of an 
integrated environment for living  
and working. 

Divided into two overlying phases, the 
project encompassed a multidisciplinary 
investigative phase, including material 
conservation, structural, and 
environmental analysis, followed by 
a second prescriptive phase in which 

the foundations for good management, 
maintenance, and treatment, as well 
as for supporting future interpretation 
programs, were laid. The link between 
the two phases relied on the evaluation 
of the cultural significance based on 
a comprehensive identification and 
nuanced understanding of the attributes 
present on site. 

Although the 2012 National Historic 
Landmark nomination addressed the 
significance of the larger Nakashima 
complex, this two-phased project 
methodology revealed overlooked 
but critical social and spiritual values 
as a result of in-depth research and 
interviews with family members and 
other stakeholders. This expanded 
understanding to the reintroduction of 
past uses to the site that are capable of 
nurturing and sustaining relationships 
integral to Nakashima’s artistic 
vision and woodworking practice. 
These activities, which promote 
transformative engagement at a cultural 
and spiritual level, can benefit future 
woodworkers and the public at large 
and help to ensure the conservation of 

the property. Recent efforts, stemming 
from the conservation and management 
plan, included the 50th anniversary of 
the building, an opportunity to recreate 
the Spring (O-Hana Mi) celebration, 
engaging donors and stakeholders, and 
a first attempt to rearrange furniture 
groupings, artwork, and slabs of 
wood in a manner consistent with 
Nakashima’s ethos.

Along with considerations of a 
technical nature, significance guided 
the development of policies that 
provided a framework to understand 
and implement recommendations for 
maintenance and material conservation. 
The combined study of the collections, 
the structure, and the landscape, 
filtered through the understanding of 
Nakashima’s preferences, served as a 
mechanism to balance conservation 
considerations with the continued use 
and experience of the building as a 
place to view art. 

Conclusion
As highlighted above, the Arts 
Building and Cloister are a manifesto 
of George Nakashima’s design ethos 
that explores the relationship between 
modern design and spirituality, which, 
in this case, acquires a multivalent 
and transnational dimension. 
Implementation of the conservation 
and management plan requires a 
phased approach linked to funding and 
institutional constraints. Key priorities 
focus on technical complexities 
and challenges associated with the 
hyperbolic-paraboloid roof and with 
efforts that reinforce the authenticity 
of the visitors’ experience. In the latter 
case, the experience takes advantage 
of the living connections to George 
Nakashima through his family 
members and through the continuation 
of the woodworking business.

The roof of the Arts Building is 
arguably the largest single component 
of the design, and it is central to 
the interpretation and protection of 
the building. The lack of structural 
redundancy in the roof presents 
problems. Although minor damage is 
evident in the roof, the original built-up 
roof assembly, now near the end of its 
service life, must be replaced. For an 

Fig. 10. Arts Building, view to the Loft 
and Gallery, 2015. The Loft is filled 
with Nakashima’s early works and 
prototypes, as well as a compelling 
collection of folk art and objects from 
early North America, Japan, and India. 
Deterioration caused by ultraviolet 
radiation and moisture spread 
through the wood framing and built-in 
shelving. Courtesy of The Architectural 
Conservation Laboratory. 
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informed intervention, the investigation 
conducted for the conservation and 
management plan has recommended 
diagnostic monitoring to confirm 
concealed deterioration of plywood. 
In addition, expanding the structural 
assessment through dynamic testing—
including determination of the natural 
frequencies and mode shapes of the 
roof—is critical to perfect the computer 
model. 

In addition to the significance of 
roof, the interior contains a wealth 
of increasingly valuable and fragile 
collections and materials. George 
Nakashima extolled the virtues of 
wear and tear and that this process, 
if properly understood, could become 
a tangible chronicle of a life lived 
and a means of revealing a positive 
perception of the passage of time. 
The conservation and management 
plan defines criteria to develop and 
implement strategies for maintaining 
the authenticity of experience through 
the continued active engagement 
with the site by the woodworking 
community and the public alike. The 
plan aims to recognize that these 
dynamics of change contribute to 
the spiritual value and experience of 
the Arts Building and Cloister and 
reinforce the delicate and considered 
relationships among objects, building, 
landscape, and the life spent therein. 
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Notes
1. Publications on Nakashima include his 
autobiography and woodworking statement, 
George Nakashima, The Soul of a Tree: A 
Woodworker’s Reflection (New York: Kodansha 
International, 1981); the book by his daughter, 
Mira Nakashima, Nature, Form, and Spirit: 
The Life and Legacy of George Nakashima 
(New York: Harry N. Abrams, 2003); and 
the interesting exhibition catalogs George 
Nakashima: Full Circle, ed. Derek E. Ostergard 
(New York: American Craft Museum, 1989); 
and George Nakashima and the Modernist 
Moment, Bucks County, Pa., June 9–September 
16, 2001, ed. Steven Beyer (Doylestown, Pa.: 
James A. Michener Museum, 2001).

2. David Kimmerly and Catherine C. Lavoie, 
“George Nakashima Woodworker Complex, 
National Historic Landmark Nomination” 
(nomination, April 2014), 14.

3. George Nakashima, xiii.

4. Vince Curran, “The Spiritual Pilgrimage of 
an Early ‘Hippie,’” The Catholic Standard and 
Times, Dec. 13, 1968.

5. George Nakashima, 32.

6. The buildings at the Nakashima Complex 
include the Workshop (1946), George 
Nakashima House (1946), Showroom (1953–
1954), Finishing Department (1954–1955), 
Main Lumber Storage Building (1958–1959), 
Chair Department (1956–1957), Conoid Studio 
(1956–1958), Lanai (1958), Pool Storage House 
(1958), Pool House (1960–1961), Swimming 
Pool (1960), Arts Building and Cloister (1963–
1967), George Nakashima Garage (1967), 
Reception House (1974–1977), Heating House 
(1977), New Lumber Storage Building (1977), 
and Pole Barn (1990; 1995). On the north side 
of Aquetong Road are the Mira Nakashima 
House (1970), Mira Nakashima Guest House 
(1970), and Mira Nakashima Garage (1985). 
Nineteen of the buildings were designed and 
constructed by George Nakashima and are NHL 
contributing; only the Pole Barn and the Mira 
Nakashima Garage are noncontributing.

7. David Biggs, “George Nakashima Arts 
Building and Cloister Conservation & 
Management Plan. Structural Assessment” 
(unpublished report, Biggs Consulting 
Engineering, 2016).

8. Engaging with the popularity of thin shells 
in the 1950s and 1960s, Nakashima had 
already demonstrated his proficiency in using 
plywood on his property, including the Lumber 
Storage (1958–1959, expanded in 1961), Chair 
Department (1956–1957), and Pool House 
(1960–1961). For the Arts Building, Nakashima 
reproduced the plywood-shell roof devel oped 
for the expansion of the Main Lumber Storage.

9. Andi Troci, “Modeling and Analysis of 
Plywood Shell Structures” (master’s thesis, 
Advanced Master’s in Atructural Analysis of 
Monuments and Historical Constructions, 
Czech Technical University in Prague, 2016).

10. Eric Reissner, “On Some Aspects of the 
Theory on Thin Elastics Shells,” Journal of the 
Boston Society of Civil Engineers 42 (1955), 
100-133. “Standard Hyperbolic Paraboloid 
Roofs” (unpublished report, H. Newsum and 
Sons Joinery Works, 1961). 

11. Biggs, 7.

12. Janki A. Vyas and Shin-Yi Kwan, 
“Daylighting Simulation Using DIVA Software” 
(unpublished report, Master in Environmental 
Building Design, University of Pennsylvania, 
2016).

13. Michael C. Henry, “Conservation Issues and 
Preliminary Recommendations Environmental 
Management and Hygrothermal Performance 
George Nakashima’s Arts Building and 
Cloister” (unpublished report, Watson & Henry 
Associates, 2016).

14. William Whitaker, “George Nakashima’s 
Arts Building and Cloister: Collection and 
Interpretation Assessment” (unpublished report, 
The Architectural Archives of the University of 
Pennsylvania, 2017).

15. Nicholas Pevzner, “Cultural Landscape 
Report for George Nakashima Foundation for 
Peace. Arts Building and Cloister” (unpublished 
report, Dept. of Landscape Architecture, 
University of Pennsylvania, 2016).

16. For a greater understanding on the 
methodology, see James Semple Kerr, The 
Seventh Edition Conservation Plan: A Guide 
to the Preparation of Conservation Plans 
for Places of European Cultural Significance 
(Australia ICOMOS, 2013).

The APT Bulletin is published by the 
Association for Preservation Technology, an 
interdisciplinary organization dedicated to 
the practical application of the principles and 
techniques necessary for the care and wise 
use of the built environment. A subscription 
to the Bulletin and free online access to 
past articles are member benefits. For more 
information please visit www.apti.org.
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