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Inner end of the room, looking towards the The window wall, behind which were large

trv. Th i fd d ceil cupboards. In front of it isthe dressing alcove.
entry. 1he section or dropped ceiling The work table and light on the opposite
containing three flush lights, swings down to side of the room is seen in reflection

reveal one of the storage spaces. '

the window and an aluminium-backed cabinet in front of it.

It was a variation of the
aluminium-and-cork

cupboard she had made for her own bedroom at Roquebrune and
served as that one had, to provide handy storage, to separate spaces intended for

different uses, and to give an unexpected, strong visual accent to the room.
The new storage wall she constructed

on this side of the room was faced with
floor-to-ceiling mirrors,

which both gave the illusion of added space ;md further re
flected the dressing area. In the centre of the room, on a diagonal, she built a divan
(complete with reading light and pivoting table surface), and before ,t she set one of her
adjustable round tables. In the corner near the service area was a small dining table,
flanked by a tubular metal chair and a leather hassock (which being between the ta e
and the divan could relate equally well to either). On the other side of the room, near
the work table, was a Transat chair; and finally, in the middle of the back wall, was a
four-panel screen made not of lacquer but of painted industrial grating set within a
narrow wood6n frame.

c.
The new apartment, despite its small size, provided for the varied needs of its user

with ingenuity and sophistication. Also, and more importantly,
functional programme set down and worked within
of textures (metal, mirrors, textiles,
prevented it from seeming

despite the rationa
by the designer her # u
furs) and the care with which she treated details
in any way cold, schematic or doctrinaire - the qualities
attributed to so many contemporary modernist interiors by their critics.
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VIl TEMPE A PAILLA, CASTELLAR

Between 1932 and 1934, Eileen Gray designed and built for herself a second small
house. The site she chose was at least as restricting as had been that at Roquebrune. It
lay 4 kilometres from Menton on 2 precipitous, terraced hill. The narrow strip of ground
available for construction was sandwiched between a public road and a passage leading to
another house; the land available to her fora garden was on the other side of the passage,
separate from the house site. The spot recommended itself to her, however, because of
its spectacular views, which embraced both sea and mountains, looking out over the
valley and towards the ltalian frontier.

Another recommendation was the fact that the site contained three cisterns, which
she would be able to incorporate in the house. Building on this base, she used one as a
garage, another as a storage cellar, and the third to hold water collected on the flat roof
of the house.

The house itself is built of reinforced concrete above a rough stone pedestal.
Access to the garden is by means of a bridge that spans the passage; and despite the fact
that the house is hemmed in on both sides, the effect from inside is of being moored in
air at treetop level rather than on the ground itself.

On the main floor is a large living terrace, the largest space in the house, behind
which is a studio-living room, dining room, kitchen, bath, master bedroom and a small
second bedroom. Below the living terrace, because of the fall of the land, there is room
for a mezzanine containing a guest bedroom and bath and below that a garage.

Eileen Gray lived in Tempe a Pailla until the Second World War. In 1939 she
arranged and furnished a small flat for herself in St. Tropez, but it was destroyed in 1944
and no record of it survives. In 1940 she was exiled as an enemy alien to Lourmarin in
the Vaucluse, and on her return to Castellar after the war she discovered that little but
its walls remained. It had been occupied successively by ltalian, German and American
troops and had been looted.

She began to rebuild the house and remake the furniture; but by 1956 her eyesight
had deteriorated to the point where she was no longer able to drive. She decided,
therefore, to retire to her old Paris apartment in the rue Bonaparte, and sold Tempe 2
Pailla to the English painter Graham Sutherland.

The entrance to Tempe a Pailla from the road. The garage is built in what had been an old cistern.
Steps beyond the gate lead upward to the guestroom leyel and continue to the living terrace.
f ) 2 f




Throughout the house sliding windows and shutters set in tracks
are used for privacy and protection from the glare of the sun.
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he house from the road below. Stretching to the left of the living terrace Is the bridge

over the passage, giving access to the garden.

Overleaf: The living terrace. Here, too, sliding shutters
within tracks are used to open up or shield the space.
Through the opening in the wall on the right can be
glimpsed the public road. The glass wall to the rear

leads into studio-living room.
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Detail of the window louvres, showing the handle with which they are adjusted,

The work

ea of the studio-living room. The louvres in front of ti
the wall pivot to regulate the intensity of light permitted to enter.

e strip of windows high

B B




The living end of the studio-living room. Behind the rectangle above the radiator is the strip
of windows seen in the illustration showing the exterior from the road.



Metal wardrobe in the master bedroom.
[t moves on tracks and can be opened by pulling it laterally.
' T : C
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Pivoting chest, open.

Small chest, closed, with two tiers of
drawers, each of which pivots.

Eileen Gray used pivoting drawers

in different combinations

repeatedly in her work from at

least 1923. This chest, however, s
her most fully realized treatment of
the motif. loe Colombo's | 968 design
for the ‘'Boby'’ stand bears a marked,
and perhaps not entirely coincidental
resemblance to it, since the Gray
design was published in Roberto
Aloi's influential L'Arredamento

Moderno (second series) in 1939,




couch, when
 what had
slotted metal base, can be wheeled

The dining room, seen from the entrance to the studio-living room. The buil
' drawn forward, reveals row staircase leading down into the storage cellar |
previously been one of t terns. The table on its
forward or
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VIl

PROJECTS

Many of the ideas Eileen Gray was unable to build, she nonetheless worked through
with plans, technical drawings, and elaborate models. She had begun making archi-
cectural studies in 1924, and through the rest of her long life she returned to them. The
earliest of which any record survives is a 1926 project for a house for an engineer to be
built in the Midi. Constructed on pilotis, as was E-1027, it is a much simpler structure
than the house she and Jean Badovici decided instead to build in that year.

In 1933 she designed a house and studio for two sculptors, and in 1937 an elliptical
“tube”” house. By now, however, her interests had considerably broadened, and she
worked out a complex scheme for a vacation centre, including offices, garages, de-
mountable cabins, a large youth hostel, a restaurant, gymnasium, and a theatre.
Le Corbusier was much taken with it and drawings and the maquettes for the various
elements were exhibited in his pavilion at the 1937 Paris International Exposition.

Her last major project, on which she worked from 1946 to 1949, during the time
she was attempting to rebuild her war-damaged house at Castellar, was for a cultural
and social centre, which included conference rooms, galleries, a library, theatre,
restaurant, and outdoor theatre.

Once Eileen Gray returned to Paris, she went into virtual retirement. She had an
operation on one eye, but her sight did not improve. She did still work intermittently
on her projects and attempted to find ways to incorporate the new materials that had
reached the market since the War into furniture. In her mid-80s she converted an
old barn near St. Tropez for her use as a summer house. It was her last building, but it
was not to be the end of her career.

When Eileen Gray was in her nineties, a younger generation of designers, architects,
and, by now, historians, began to take a fresh interest in her work and to seek her out.
Although essentially shy, she responded to their interest, showing them her work and,
with their encouragement, putting some of her most original designs — which had been
too advanced for general acceptance when conceived - into production. Shortly before
she died in 1976 at the age of 97, she was even able to see her work featured in the
exhibition *“1925"" at the Museé des Arts Décoratifs in Paris.
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ENGINEER'S HOUSE

This project was developed in the same year Eileen Gray began work on E-1027 at Roquebrune,
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HOUSE FOR TWO SCULPTORS i
One section of the wall of the egg-shaped studio folds back, allowing massive pieces of
sculpture to be moved in and out.
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CULTURAL AND SOCIAL CENTRE

Eileen Gray's last architectural project provided for a multiplicity of activities within a single
structure. Its most striking feature was the sloped roof over the cinema-theatre, which in
turn provided seating for the open-air theatre above.




TUBE HOUSE
These small units were inten to be capable of being prefabricated and set up, either
singly or in series, in the shortest possible time and with a minimum of foundation. They
emergency housing. Each unit contained two

d serve either
bedrooms, a living area-kitc
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CONCLUSION

Looked at in one light, Eileen Gray's career breaks neatly in half. There seems to

e very little connection between the luxurious, meticulously finished objects that

preceded 1923 and the rigorously intellectualized work that followed it. Scholars and

collectors drawn to one period tend to ignore the other; they seem to have so little
relevance to each other.

And yet, despite the dissimilarities between early and late styles, there is an
overriding consistency about her work and her life. Themes recur: the manipulation of
pivoting drawers, for example, the fascination with barriers that at once define space
and are penetrated by it. Many of the ideas developed in her late work are implicit in
the early. Her career, seen as a whole, is one of ever broadening horizons, of a lively
intelligence and genuine talent constantly exploring, testing, and moving on, never
satisfied, always on the go.

To understand her, one must have some appreciation of the world that shaped her,
however hard she may have attempted to shape it. Born into a privileged, provincial
society, she broke away early, initially taking the relatively safe and conventional path
of art school in London but almost immediately —and entirely characteristically ~
moving off on her own, to work in an extraordinarily demanding medium. There were
plenty of young women in London at the turn of the century, the height of the arts-and-
crafts craze, creating hand-made objects, but it seems safe to say that she was the only
one with the imagination and courage to tackle oriental lacquer.

Once she had mastered her craft, she began to investigate new ways to use it,
working always within the framework of her own vision, never within the confines of
popular taste. Had she been born fifty years later she probably would have trained as an




architect, but it was only chance that brought her to the attention of Jan Wils, Oud,
and the other de Stijl architects. Without their encouragement and that of Jan Badovici,
Christian Zervos, and Le Corbusier, she might never have attempted architecture. But
once she had tried building — had, in a sense, gotten her hands on space — there was no
going back.

Her architectural output was negligible — two houses, both for herself, an apart-
ment, some projects, ambitious but unrealized. But it must be remembered that she
was a woman working almost entirely alone on the edge of a profession that was both
highly organized and almost exclusively male.

There were two other women in the period whose talents and achievements may
be compared with Eileen Gray's: Lilly Reich and Charlotte Perriand. Both of them,
however, worked in close proximity to and remained much in the shadow of the men
with whom they worked — Reich with Mies van der Rohe and Perriand with Le Corbusier.
But Eileen Gray did not find it easy either to collaborate or to share. Although she and
Jean Badovici remained friends, they worked as partners only once. And it is significant
that instead of choosing (or being chosen by) a towering figure such as Mies or Le
Corbusier, she found someone she could lead. The billing for E-1027 at Roquebrune is
“Eileen Gray and Jean Badovici”, not the other way round.

Ultimately she was most comfortable alone, working out her own ideas, solving her
problems her own way. Her work had little influence on her contemporaries; only E-1027
at Roquebrune, thanks to Badovici and I'Architecture Vivante, was widely known. And yet
her designs, both early and late speak to us with freshness, intelligence, and integrity.
She was, first and last, an original.
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