Figure 3=12 frtermse of e Bio Grande Nature Conder and Presoroe in Albrguergue, Nou

Wexico The wirndois e profedre! el the displons

1e side walls UE::.'-. g the entrance labby is the 11'|:j}-'_\'.-{ ftened |F_'.|'If1'-'ulf-ll5'li' of a win-

ter afternoon, The incandescent [igh

is secn in layers against the outside light. As
in the Centraal Beheer office building (see Figure 1=-217,the incandescent lighting
defines specific places in the spatial layering of the building. The definitions huy-
nished by the electrical lighting distinguish the inside spaces from the outside in
the spirit of Fehins remark that light is the maker of the room

Daylight can separate inside from outside too. It seems paradoxical to think of
daylight playing this role, but light can creale a metaphorical separation between
inside and outside even when there is a clear view (o the outside, [n the Rio
Grande Nature Center and Preserve in Albuquerque, New Mexico (Antoine
Predock, 1982), the windows are designed so that they appear 1o be display pan-
els. Sel in splayed wall niches, the windows are interspersad among back-lit dis-
play panels in which the flora and launa of the surrounding marsh are presented
and explained. Looking at the windows, it seems as if a picture of the surrounding
wetlands has been cut out, immed, and hung on the wall—hut the clouds are movy-
ing. The windows are displays too; they are stopping points on the tour of the
museum, presenting an overall view of the wetlands o complement the detailed
explanations of the parts seen on the display panels.

The windows in the building are similar to the “windows"in the fence outside
which are located at different levels to frame particular views and to afford views
ter short, medium, and tall visitors. The fence is reminiscent of a construction fence,
meant to keep people outside the site and thus safe, but allowing glimpses in to
reveal the mysteries of the site. There is a sense of being allowed into a special
place after having been able to glimpse it through the fence. The windows in the
walls of the museum play a similar role, providing tantalizing views into the marsh
but clearly restricting access to it. The windows emphasize separateness, The inte-
rior light quality is incidental; it is the view presented as part of the museum dis
play that counts. As such, these windows where light separates inside and outside
are indelibly tied to the specific context of the museum in which the surrounding
envirenment is one of the displays.

Separation between inside and outside can be a means to mitigate the harsh
glare of the light in hot climates, Light quality and comfort were major considera-
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tions in Louis 1 Kahn's unbuilt project for the United States Consulate in Luanda
Angola (1959-61). In Kahn's words:"[ came to the realization that every window
should have a free wall 1o face. This wall receiving the light of day would have a
bold opening o the sky The glare is modified by the lighted wall, and the view is
not shut off.In this way the contrast made by separated patterns of glare which sky-
light grilles close to the window make is avoided.”'” Kahn thought of i, poetically,
as “wrapping ruins around buildings™"® These “ruins” were not randomly appropri-
ated and applied, however, but were carefully designed to solve the problem of
glare so as o provide visual comfont for people inside, These “ruins” would have
separated the interior light from the harsh exterior conditions.

In Kahn's proposed design, a very small courtyard exterior to the glazing acts
as a lighting fixture, modifying the daylight, Daylight and sunlight, liltered by the
shade roof structure riding on the beam above, would illuminate the inside of the
outer wall, the free wall, thereby lessening the cantrast between it and the view of
the bright landscape beyand. Leoking out from inside the building, one would see
a wall bathed in filtered light and, through openings in it, the landscape beyond.
The semicircular cut-out at the top would offer a view of the sky This exterior
buffer space would have been open o the sky above and to the sides as well, so
Fisume 3-13 Proposed well and roof con- that air could move freely through i, carrving off the heat, The thick brick pier
struction for the United Stafes Consalite in between two outdoor minicourtyards would block views rom the side but allow
uanila, Angola (ol built) Rﬂ.'lmlm..mm o light and air to filter through |||I..! tall vertical slot and doorsized opening below
fmaal efrateings in the Lowds | Kabn Codlectian L = : ; '
University of Fennsyloania and Pennsyluania These surfaces oo, then, would be revealed in gradations of daylight—incident, fil-
Histarical and Museum Commission, tered, and reflected. This free wall and the interstitial space it formed would have

Figuee 3-14a View fmam the lobdby throwgh the verandah o the owside,
Sulrewargy Control Hasgiial, Dheaka

Fioure 3-140 View clong the verandah. Plesographs by
George A, Lovsos
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furnished the means to modify the light and the viewing conditions between
inside and outside.

Although the Consulate building in Luanda was not built, the concept of
“wrapping ruins around buildings”was used in later designs by Kahn including the
buildings in Dhaka for the government of Bangladesh (1962-83), At Dhaka, in the
Suhrawardy Central Hospital, the entrance verandah forms an interim buffer area
similar to the concept as drawn for Angola. The forms for the openings are bold
curved shapes, however, and there are no openings to the sky above The verandah
tempers the daylight and sunlight through absorption and interreflection before it :
reaches the lobbyViews outward from the lobby are framed by the outer walls thal Ficure 3-15a Le Corbuster’s vocobulary of
receive reflected light from the concrete floor and white ceiling and are therefore  Window f”’f”s an the west fagade of the
much lighter than the interior wall surfaces of the lobby: E:;::T::?L:’:q:ﬂ;:;:::;ﬁ;;;f’“ ot

Although the sunscreens of the High Count at Chandigarh (Atelier Le Corbusier, b )

1951-56) provided & precedent for the development of the form of the Luanda free
wall,'" Kahn's development of space between the interior and the free wall outside
was new He developed a totally new formal approach 1o the problem of glare—one
that resolved several issues of environmental control at once: preventing glare, pro-
viding adequate illumination, furnishing shade, affording protection from the mon-
soon rains, and allowing free ventilation, The surfaces of Le Corbusiers brisesoleils
form an interstitial space between the window and the sky but one can still view the
sky directly The free wall, however, blocks the view of the skyand the openings in it
restrict one’s view to the darker landscape. The free wall also forms another room
outside the window, whereas the brisesoleil forms a sereen, Bath forms separate
inside from outside with an interstitial space, but that space au:quir-; a .dilfcrcnl Foure 3-158. View fom inside ihe romhdic
meaning when it can be inhabited. At the Subrawardy Central Hospital, it affords g siudio showing andulaioires and aém-
prodection from the elements o all visitors—as well as more comfortable thermal feurs. Photograply by Ronatd Keltel,

and viewing conditions from the interior—as part of the experience of the building.

Both Le Corbusier and Kahn were deeply concerned with light as a design mate-

rial, both produced buildings that are paradigms of light in architecture, and each
had their own way of working with forms in light. (For a discussion of Le Corbusier’s
approach to light in a particular building, see Chapter 2,*Formal Light;” for Kahn's
approach, see Chapter 4,"5acred Light”") Le Corbusier tended to try to standardize
certain aspects of form that he had determined to be correct as indicated by the sub
title of his publication: The Modulor: A Harmonious Measure 1o the Human Scale
Universally applicable to Architecture and Mechanics ™ Le Corbusiers vocabulary of
forms that controlled light quality was developed through years of observation and
practice in hot climates, such as North Africa and India, where mechanical means of
climate control were not prevalent At the tme of the design of one of his last build-
ings, the Carpenter Center for the Visual Arts (1961-64) at Harvard University in
Cambridge, Massachusetts, Le Corbusiers vocabulary of architectural forms that
modify light had been set down, and he was determined to use all of them 2! They
were: prinsle-serre, panes of glass stretching from floor to ceiling; ondulatoires, verti-
cal mullions placed at varying intervals (according to the Modulor) between strips
of glass, brisesolell, large crosshallles placed in front of the fenestration o obstruct
direct sun; and aermtenrs solid pivoting doors for venltilation = Referring to the vocab-
ulary of epvironmental controls presented by NorbergSchule, this set of forms
encompasses the whole range of connectorbarmerdfilter/switch. The pans<leverre
connect inside and outside with light, and are a barrier to heat, air, and sound,
Ondulatoires and brise-soleil are filters for light, allowing it inside but modifying it in
different ways, The brisesoledl distinguish between sunlight and skylight, blocking the
former while filtering the: latter The aérateurs inserted in the ondulatoires, are switch-
es with respect to all the environmental forces: light, heat, air. and sound. The
dynamism of these froms emerges from their use in response to climatic factors and
their simultanecus manipulation of the spatial tension at the buildings edge,
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Fioure 3-16 Skeich of the Green Mosgue in
Broussa by Le Corbusies 1911, Reprinted
Frown: Le Corbusier, Transtated by Fredenick
Erchells. 1974, Towards o Mew Architecture,
{(New York, MY Proegern, Publsters), g 168,
At rngnent of Greenivood Pubilishing Group,
drec., Wiestponrt, CT Waneld! righils granted by
Butierworth-Hetmemann Lid 17996 Artrsts
Rigghts Sowivry (ARS), Noew: Yok ASPADEM,
Auis With permission of the pubiisher and
the Fndation LeCartuster Paris
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This palette of architectural forms was mixed and applied in the Carpenter
Center to support Le Corbusier’s aesthetic vision and also to fullill the building’s cir-
cumstantial requirements. The ondulatoires developed for La Tourette (see Chapter
4,"Formal Light") were at first intended to be used “everywhere” in the Carpenter
Center, but in the end were used only on the curved north wall of the second-floor
studio. The ondulatoires (in French literally “undulatory” or*wave™) clearly limit the
interior space. They form an implied visual barrier that defines the limit of interior
occupation while still allowing full floorto-ceiling views both from inside out and
from the outside in.The large expanse of glazing gives a wide view and much light,
but both the view and the light are interrupted. They are an architectural oxy-
moron,a form that says“connection”and "separation”at the same time, an example
of Le Corbusier's continual expression of dialectics, of opposing forces.

LIGHT AND SPACE

| Light eontributes to the definition of space, Our only clue o the vastness of
outer space is the presence of the visible stars in the galaxies. There may be much
more beyond what we can see. but we can only know what we can perceive with
our own pereeptual system or by extending it with instruments. Staright defines
the extent of our perceptible habitat. Likewise in the desert, in the wonods, in the
countryside, in cities, and in buildings, light defines the spaces we inhabit,

Just as the “room” was first created by the presence of fire, rooms are sull cre-
ated by the presence and arrangement of light, whether that be daylight, flunres.
cent light, or candlelight. The way in which light and form interact defines the
spaces that we perceive as habitable and comfortable or inhabitable and uncom-
fortable. That definition of comfort has changed over time, varying according to
culture and circumstance.” Light revealing space has changed along with evoly-
ing spatial definitions, but in the most powerful instances they work together

Le Corbusier, writing in 1523 about his experiences in the Green Mosgue in
Broussa during his travels in the Orient in 1911, described and sketched the space
according to the rhythm of the light in the mosgue:

You are in a great white marble space filled with ight. Bevond you can see
a second similar space of the same dimensions, but in half lght and raised
on several steps (repetition in a minor key); on each side o still smaller
space fn subdued light, tirning round, vou have iwo very small spaces in
shadde. From full fght to shade, a vt Tiny doors and enormous bays., .
You are enthrafled by a sensorial vithen (Tight and volarme) aned by an
able use of scale and measure, into a world of its cwn ... &

Light unifying space

In the Byzantine Church of Sta. Maria in Cosmedin (eighth century) in Rome,
the simple volume of the church is symmetrically illuminated by daylight. Deep
clerestory windows set under the ceiling cast light onto the enclosing surfaces of
the walls and the ceiling. Daylight enters from both sides. Both the space and the
light are symmetrical. Slight variations in shadow depth from one side to the other
indicating the location of the sun. The windows are located high in the wall direct-
ly under the ceiling, so the ceiling recejves light reflected from the deep win-
dowsill and from outside surfaces. The distribution of daylight from these hish
windows is recorded on the floor plane, and it is fairdy even by the Gime it reaches
there. Candlelight furnishes spots of brilliance, including patterns of reflected light
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on the floor Davlight defines the enclosure, and candlehight highlights the ritual
An inversion of this lighting scheme can be seen in Christ Church Lutheran
{Eliel Saarinen, 194%) in Minmeapolis, Minnesota, where daylight is admitted
through the lower walls. ln both churches, the light from two sides reveals both
sides of the enclosure equally, creating unified enclosures, Admitting the light al
the bottom, however, demands maore means of eontrol so that panshioners can
focus on the cross (see Figure 2-10) withoul being distracied by light and views
at the sides. The particular way in which the torms are detailed in Christ Church
Lutheran produces the effect of a unified whole, a softly lluminated, simple high
brick volume. The lighting details have been developed to express this unified
whele, In the lower and wider volume, wood-covered piers and windows form a
muted boundary that admits light without destroving the sense of enclosure
Direct views of the exterior are prevented by the geometry of the kower piers and
threugh the use of obseuare glazing The piers are formed so thal views to the exte
nor are biocked from the pews. The fillered light admitted through these windows

Ficuke 3=17 Sio. Mo in Cosmedin, Ruoere

FPhotograph by Catherine Jeon Barretr
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Figure 3-18 Chiest Church Luthern,
Minnegpohs, Minnesola, Interior tiew from
the aisle with daviight and elecire fighting.
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does not distract from the two points of focus at the front of the church: the bap-
tismal font under the low ceiling at the left, highlighted by the daylight washing the
brick wall behind it; and, the major focus, the cross,

The upper brick walls contain a darker space, channeled toward the altar and
the cross. The electric lighting reinforces this organization. Recessed incandescent
downlights cast light evenly over the lower surfaces of the church while uplights
from the left cast light onto the upper room surfaces, emphasizing the wall direct-
ly above them and reinforcing the asymmetry of the focal lighting. Light and form
revieal the space of the church as a unity which is complemented by asymmetri-
cal emphasis on the baptismal font and the cross,

Aalto used a specially-shaped vessel to enclose space in the Parish Church in
Seinajoki, Finland (1958-60). The Lutheran interior space, separated from the
worldly exterior, is expressed as a unity® Although upon first glance the space
seems Lo be a simple volume, in fact the enclosure is very specifically shaped and
maolded in light to achieve that impression. Both plan and section narrow toward
the altar, the walls converging and the ceiling sloping downwards. These converg-
ing forms, not the light, create a focus on the altar and the cross behind it The win-
dow forms respond to the shape of the enclosure, merging light and space into a
seamless unity Tall slots of clear glazing are centered hetween the columns at the
side, the columns for the most part baffling views from the congregation to them.
At the top, the glazing widens to span between the columns, following the curve
of the cross vaults at the top so that daylight washes over these surfaces. From the
oulside, these glazing forms express the interior structure and organization. From
the inside, the entering light illuminates the forms nearest it most strongly, casting
shadows that are softened by the light coming from the opposite side. The white
surfaces of the interior accept and reflect this light, so that in the end it is coming
from all directions, from all the white surfaces. This even light with subtle varia-
tions unifies the interior space. The forms do not stand out as strong shapes for
their own sake, but contribute to the unity of the enclosure,

A very different definition of unified interior space for Lutheran worship was
created with light in the Kaleva Church in Tampere by Reimi Pietild and Raili
Paatelainen {1959-66). Here the plan is convoluted while the section describes a
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Figure 3=19a Furish Church fn Selnagols, Finlad, Interior Figure 3-190 [nterior window elesation with
codurnns between the Fshaped opeaiigs.

simple volume with the intrusion of ceiling baffles for sound control. The glazing
is located between the ) concrete piers so that it is mostly hidden from view and
daylight entering the church falls on the curved wall segments. The ceiling is dark,
shaped in inverted channels, and so blocks light from traveling along it Attention
is thereby displaced to the walls. The surface of the wall segments is raw concrete
and the floor brick, both light-absorbing. The wood pews and organ casing stand
out as light and warm against this muted background. In the Kaleva Church, the

Figure 3-200 Section

Fiaure 3-20m Fan.

)

Fioume 3-208 Kaleun Church, Tampere, Finfand, fnterior Ficure 3=-20n  Exferior Kaleua,
el diiu e aisle,
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Fraure 3=21a Exhiturion galfery in e museam Histonia! de o
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groncle guerre, Pémnne, Fromnce. Phologrupl by domes T Tice Cearfeirighi,

Fariune 3-228 Rooarder Librery, interfor
i) shhaning wreas effffereniemied by gl

FGuee 3-228 Sechon, Rovanfemid Liliary

1. Corricor

2. Circulation desk
3. Main library hall

& Sunken naading arca

110

LigG M7

R E

VEAL

5!

wills, bathed in muted light, clearly protect the interior space from the outer
world The wall surfaces form the effective enclosure revealed in light as opposed
to the dominant ceiling plane leading toward the altar in the Seinajoki Chureh
Directly washing walls with light reinforces the effect of enclosure, In the
Historial de la grande guerre (Henr Ciriani, 1987-92) in Péronne, France, both day-
light and electric light are used to highlight wall surfaces. Daylight from above
washes the flat wall surlace that serves as backdrop for the exhibits. Incandescent
light washes the curved wall. The electric lighting fixtures have been carefully
selected so that they provide an even wash of light on the walls and are not them-
selves obtrusive®” The ceiling, not directly illuminated, is perceptibly darker than
the walls with the result that the walls, bathed in light, define and unify the space.

Light differentiating space

Light can define distinctly different places within a large area, In the
Rovaniemi Library in Finland, (Alvar Aalta Architect, 1963-68) five areas—all visu-
ally and physically accessible from each other—are nevertheless defined in light
as separate “rooms. Exhibits on a display wall of the corridor are illuminated by
flucrescent fixtures suspended friom the wall above them, Two parallel lines of fix-
tires—aone line of round “saturn rings” and ooe of Auorescent “disk” fixtures—
define the circulation corridor A large rectangular skylight draws attention to both
the stairs descending to the lower floor and 1o the cireulanon desk, while a denser
pattern of the “disk” fixtures accentuates the circulation desk. [n the main hall,
perimeter book stacks are flooded with daylight from a clerestory and scoop,
Leswer down in the center of the main hall, book stacks lining a reading arca are
highlighted from fixtures mounted at the top of the stacks, the vellow glow stand-
ing out against the crisp white light in the main hall bevond. These spaces flow
smadcthly one into the other, and yet are differentiated by their light. It is easy 1o
find one’s way: each area is visible from the others. The hierarchy of both kinds of
light—daylight and electric—and the armngement of the lighting fixtures {includ-
ing the “davlighting fixtures”) accentuates the divisions of the reedlowing space

Light can also define a vertical separation of space This layering oceurs when
electric lighting fixtures are suspended helow the ceiling, forming an implied ceil-
ing plane Two layers of light are also produced, one directed down inte the rmom
and one defining the upper reaches ol the room. By imiting the amount of light
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FiGure 3-23 Councll Chamber Dnlunsalo Twon Hall, Finfand Faure 3-24 Meering room, Mantia Luthers Chunch, Halmstad
Suwredlern, Photograph by Feter Cohan,

emitted upwards from the fixtures, the upper pan of the room can be left in rela-
tive darkness, thereby changing the perceived space of the room between day-
time and nighttime. This effect is created using suspended fixtures in the Council
Chamber of the Culunsalo Town Hall in Finland (K.and R. Niskasaari, 1982} in the
main chamber and also over the balcony The enclosing forms of the room create
ane definition of spatial enclosure, while the definition created by the distribu-
tion of light creates another, The upper and lower parts of the rooms are differ-
entiated in light

Light slices the room in hall in a meeting room in Martin Luthers Church
(Bertl] Engstrand and Hans Speek, 1970) in Halmstad, Sweden. Of the two shallow
vaults that form the ceiling, one is glazed and the other is opaque, so that the sense
of enclosure differs drastically from one side to the other. Light 1s related to func-
tion, as bookshelves are gathered together under the skylight, identifying that side
of the room as a place {or reading. It is a room with two quite different characters
depending upon where one is seated, One [s seated either *under the sky" looking
intoa“cave™orin a cave” looking out toward the "sky"The spatial division between
light and dark, expansion and compression, is quite distinct. It is clearly one room,
and a small one at that, but light differentiates between the use and the experience
of the two sides of it.

Light disintegrates the spatial enclosure of the dining room at Maximilien's in
the Market, a French bistro at the Pike Place Market in Seattle, Washington, It does
so through its multiple reflections in mirrors, Covering all
interior walls that are not glazed, the mirrors reflect the sky
and Elliott Bay creating a crazy-quilt of reflections that chal-
lenge one’s perceptions of the edges of the room. For diners
seated facing a mirrorcovered wall, the mirrors, reflecting
the view, become their windows, Space seemingly extends
bevond the walls in all directions.

Light connecting Inside spaces

Within a building rooms can be separated from one
another physically thermally, and acoustically, and yet be
connected by light through the use of glass partitions, The
light is often “bormowed” from a perimeter space with direct

Fiauwe 3=25 Ve of wlndon: and mirmoes,
Maximitien’s in the Market, Seartle,
Washington

Fawse 3-268 View of the adminfsirarive
offices, Weleman Musenm of An, Minneapalis,
Mirmesola
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access (o daylight and “delivered” 1o an
interior room. The interior space then has
visual access to the perimeter, and so the
sense of available space is expanded,
Daylight from perimeter areas can then be
utilized in internal areas of the building,
obviating the need for electric lighting and
thereby conserving energy

But light from any area can spill into
another. Light can be "borrowed” from an
area with relatively high levels of illumina-
tion—such as offices—for areas where low
levels of illumination are adequate or
preterable—such as corridors. In such a case, no additional electrie lighting may
be needed for the corridor, thereby saving energy Visual privacy can be provided
by locating glass high in the wall or using obscure glass,

At the Weisman Museumn of Art (Frank O. Gehry and Associates, 1991-93) in
Minneapolis, Minnesota, the administrative reception office is nestled inside the

Foune 3-2Te  View of window fa shafr
L]

B 3_.“ Gl hall Aoolls activelyshaped volume of the fagade (see Figure 2-18). This reception area has no
Montessor School, Amsterdarm, The exterior walls, It is, however, light-filled due to the glass walls between it and the
Nethedands west gallery and the north lobby as well as the skylight overhead. It also pantici-

pates in the spatial dynamism of the western lobby space.

In the Apallo Montessori School (Herman Hertzberger, 1980-83) in Amsterdam,
The Netherlands, glazed pantitions between perimeter classrooms and the intenior
central hall exchange both light and views. Large panes of glass at the top of the
walls joining classrooms and the central hall transmit light and views both ways, so
that the central hall has light around its edges and the classrooms have light from all
sides. Children playing in the central hall can see into the classrooms and vice versa,
The lower glazing at door height serves more directly for visual communication at
the classroom entries. A passage for light is repeated at a smaller scale in the stair
wary A hole in the concrete wall accommodates four glass blocks as well as a small
incandescent lamp shielded behind frosted glass. The small “window™ at the level of
: . the stair tread is localed where children can appreciate it It creates a special con-
FigURE 2-28 I'Jr{v light is F.r;*n;,red nection—a special window to the daylight and a special place of light on the stairs
between the corndor and office space in the
adiditien to the Baneo Popofare {[Carlo
Scerp, TRT3=51) i Vierowra, ffabyl The ohscire
glass malmaing visual and gooustical privacy
far office wearkers, Photogeeph by Lucy Career
Slaman, ©1596, ‘The quality of light in adjacent rooims can, on occasion, separate them. In the
Yale Center for British Art (Louis 1. Kahn Architect, 1965-77, completed posthu-
mously by Pellecchia and Meyers Architects) in New Haven, Connecticut, the gal-
leries open onto the light-filled foyer (see Figure 3—4). As discussed in Chapler 2,
the skylights in the galleries are specially constructed o prevent direct sunlight
from reaching the paintings (see Figure 2-33).The level of illumination in the gal-
leries is therefore lower than that in the foyver to which it opens, and the quality of
the light is softer, mare diffuse, and less active. The human perceplual system easi-
ly accommodates these changes, but one is left with a clear lighting cue as to the
different nature of these two spaces.

Only one skylight has been used to define two distinetly different adjacemt
spaces in the Mannisté Church (Juha Leiviskd, 1892) in Finland. Upon entering the
lobby, ane is immediately confronted with the wall that separates both the skylight

Light separating Inside spaces

Figure 3-29 Dymision of light belween the

foyer and a fourth-floar gallery in the Yale and the two spaces of the coat room and lobby Although a wall separates the two
Certter for British Art, New Haven, rooms, the quality of the light in each does as much to separate them as does the
Connecticul. wall. The light establishes a different character for each room. In the coat room,
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Frawse 3-30a Litasion of ight betioesn the Ficure 3-308 The coal room
coal roomn anid fobiy, Mannisid Church, Finfkaned.

only a narrow aperture allows daylight to be reflected from the wall behind the
coal rack. The white surface of the wall stands out in contrast to the dark brick wall
opposite iLThe cool daylight is alse clearly differentiated from the electric light,
golden-colored due to the brass fixtures. Daylight is let in as a background light. In
the lobby, however, daylight defines the wall as the dominant feature of the room,
Oin this side, the daylight aperture to the sky is much wider, and davlight is invited
in directly to highlight the wall and spill over into the rest of the room.

LIGHT THAT DIRECTS

Humans are phototropic; we respond to light. The brightest spot in a scene
usually attracts our attention first, whether it be a patch of sunlight in the forest or
an illuminated billboard in Times Square in New York. Light is a practical and post-
ic means of providing crientation at all scales of the built environment. It can
define a focus, reinforce a hierarchical organization of space, or encourage move-
ment along a path or through a space.

Light to create a focus

Al the urban scale, brightly illuminated monuments are tocal points and
attractions in major cities—the Arc de Triomphe in Paris, the Brooklyn Bridge In
Mew York, Trafalgar Square in London, and the Piazza Navona in Rome, to name
only a few. These historical markers serve as guideposts for the city marking events
in the nighttime experience Smaller structures without historical significance can
also serve as focal points for a neighberhood, In Barcelona, a café space is creat-
ed at night on the Ramblas by the simple technique of lighting a curved trellis
overhead, The enclosure is largely symbaolic since it prevents neither rain nor dust
ner noise from entering the sheltered area but it does deline the "enclosed” space
in light and provide a visual focus for this area of the street,
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