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From his arrival in New York City in 1976, Peter Nadin forged
his career with creative integrity. The British-born artist
achieved success in collaborations that bypassed style
and collector trends, and his solo endeavors followed the
heart rather than the market. But perhaps Nadin refused
categorization within the art scene most emphatically by

stepping away from it: Upon concluding an exhibition
of paintings at Yale’s Center for British Art in 1992, he
decided to stop showing work and, as New York Times
writer Randy Kennedy chronicled in an expansive profile,
“he became, for all intents and purposes, a farmer, sitting
out an era in which the art world . .. [became] increasingly
driven by the demands of commerce and popular culture.”




Nadin arranged his hiatus at Old Field Farm, which
he and his wife, Art + Commerce cofounder Anne
Kennedy, had purchased shortly after the bicen-
tennial of the property in 1984. Located near the
Catskills in Cornwallville, New York, the partly
reforested site allowed the couple to adjust to
agricultural life meditatively. In the turn-of-the-
last-century farmhouse, Kennedy and Nadin took
on new duties—beekeeping followed by gardening,
then animal husbandry—with an ethic and delib-
erateness that today are exemplary of the locavore
and sustainable farming movements.

Old Field Farm represented a kind of artistic res-
idency for Nadin to reconsider the point and pace
of his work, but he decamped from New York only
psychically. He continued teaching at Cooper Union
while Kennedy attended to her Manhattan-based
photography agency, and in 1996 the couple pur-
chased a townhouse in Greenwich Village as an
urban base.

Kennedy and Nadin approached architect Michael
Haverland two years later, when they decided to
do something about the grandfathered toolshed
standing neglected behind the townhouse. Feeling
a kinship with the way Haverland had adapted his-
torical modernism to residences in the Hamptons,
they commissioned him to create a 220-square-
foot pavilion in the toolshed’s place. The process
yielded a steel-and-glass jewel box, and an invita-
tion to Old Field Farm.

It was 2005 and, Haverland recalls, Nadin was
preparing to increase agricultural production,
to make art solely from harvested materials. He
and Kennedy had just purchased an adjacent
property uphill and to the west of the farmhouse,
to reconstitute Old Field Farm'’s original 160 acres,
and they asked the architect to develop a master
plan for the entire plot. Haverland was to plan and
conceive an artist’s studio, large greenhouse, and
farm manager’s office and apartment, as well as
outbuildings and outdoor spaces.

The greenhouse, studio, and newest archive building (left to
right) designed by Michael Haverland for artist Peter Nadin.



A barn-like studio and kit greenhouse were the
initial puzzle pieces to come to life. Ascribing a
vernacular character to the pair of buildings “was
nearly an automatic choice,” Haverland explains.

“The amount of snow obliged a pitched-roof struc-

ture, and installing a foreign presence would not
have been responsible to the historic landscape.” In
plan the two buildings form a slight hinge around
the pond where Nadin grows kemp and bamboo
for art paper.

How should the casual observer reconcile Old
Field Farm with Haverland’s Greenwich Village
or Hamptons commissions, which appear to have
more in common with Adolf Loos and Le Corbusier
than Old MacDonald? The architect responds that
all his projects reflect the teachings of his men-
tors, famed postmodernists Robert Venturi and
Denise Scott Brown, irrespective of one house’s
style versus another’s. Postmodernism champi-
ons the architectural image of a place, Haverland
explains, “and Venturi specifically talks about the
complexity and contradiction of that image—
between what it seems and what it really is.” As
for how appearance and reality differ in the case of
Old Field Farm, Nadin’s studio, for example, “just
looks like another barn from a distance, but as you
get closer the details are unexpected.”

Scrutiny of Old Field Farm produces several reve-
lations to that end. Nadin’s 2,000-square-foot stu-
dio features facing mahogany doors that soar to
fourteen feet high, a dimension that somersaults

traditional barn buildings and which blurs in-
side and out. And ancillary structures that rarely
demand unexpected detailing, let alone much
thought, sport innovations: chicken coops are out-
fitted with tractor wheels, so that droppings may
fertilize swaths of pasture on rotation; the green-
house is geothermally heated.

The architect recognizes Kennedy and Nadin as
mentors on this project, as well, citing, “I no longer
presume that an obvious material solution is the
best solution. You can use labor-intensive methods
that are still cost-effective.” Materials and labor
were selected with intense purposefulness because
the clients wanted to build in a regional, precor-
porate manner consistent with their farming. The
studio’s scissor-truss structure is a product of
hemlock trees felled on site, and Amish carpenters
made the tall mahogany doors a few miles away.

The intellectual influence has been mutual. After
almost two decades away from the scene, in
2011 Nadin showed his locavore art as the series
First Mark at Gavin Brown'’s Enterprise to positive
reviews. “For Nadin, art finds form in agriculture,”
critic Linda Yablonsky wrote, adding that the exhi-
bition “symbolizes Nadin’s return to the fold and
represents the path that led him out of it.” Further
recognizing the essential role that Old Field Farm
has played in the creative journey, Nadin, Kennedy,
and Haverland more recently realized an amend-
ment to the master plan—a building where Nadin
is archiving his work.

The buildings are configured in part to frame distant views
of the property and landscape.



Old Field Farm represented a kind of
artistic residency for Nadin to reconsider
the point and pace of his work.
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