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Creating a focus with davlight requires precise siting and orentation as well
as careful use of materials. In Orvieto, ltaly, the Cathedral is a strong focus at the

end of the Via Maitani. The chureh’s west facade (Lorenzo Maitani, constructed
during the fourteenth to seventeenth centuries) glimmers in afterncon sunlight
while the walls fronting the Via Maitani are in shadow The facade is highly mod-
eled and articulated, presenting a rich play of light and shadow, [ts stone is a light
golden yellow that stands out against the darker colors on the adjacent street. Gold
mosaics sparkle in the sunlight. Differences in form, material, colon and onenation

between the facades of the church and its neighbors focus attention on the

church in the afternoon sunlight.

[t might seem easier to create focus through Hight inside a building since the
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environment s mone controlled, but i
15 often a challenge to balance all the
forces that are involved. It is not just a
matter of punching one hole in a wall
and leaving everyvthing else dark: that
situation creates glare. There must be
balanced light; but the focus, o be
effective, must seem 1o be brighter. In
the apse of St Peters in Rome, the
sculpture of St Peters Chair (Bernin,
[66ETY incorporates a stained- elass sgn-
burst that attracts attention by its gold
color and through s luminosity in
contrast to the shadowed sculpture
below Davlight also enters the space
from windows al the same level and
higher up, providing ambient illumina-
tion. The sunburst, however, is sel aparl
by its coloring and by its small size and
circular form. The golden-colored ligh
that enters through it plays on the
bronze forms of the surrounding sculp-
ture, creating a composition in chiaros
cura It holds within it the image of the



Figuse 3-35a View of the crosses, altor, and polod oo the Chaach in Fiaure 3=358 Men of the Noht sources for the aliar and orosses,

Walisentniska, Irmvtra, Einfand,

dove, the symbol of the Holy Spirit; the light that enters through this window sym-
bolizes divine light. It is the golden burst of light that first draws one's attention to
the sculpture, but it is the many levels of detail that keep it there. Form, material,
and color provide the contrasts that focus attention on the sunburst

Almost three centuries later, the altar and cross of Christ Church Lutheran (Eliel
Saarinen, 1944) in Minneapolis, Minnesota, were made the foci of the sanctuary with
a completely different set of forms revealed in light. In Chapter 2, the way the form
of the cross is delineated in light was deserbed (see Figure 2-107. Earlier in this
chaprer, the way that light unifies the simple volume of the space was described
(see Figure 3-18). These two sets of lighting strategies together create the focus on
the crosses at the front of the church. The concept and the intention of the design
were brought together by lighting forms to create particular spatial relationships.

The altar and three crosses were made the focal point in the Church in
Vuoksenniska, Imatra, Finland (Alvar Aalto Architect, 1956-58),in quite a different
way This composition is one made up of subtle changes in value.The altar is white
marble with {at the moment of the photograph) an altar cloth of light gray; the
crosses are white; and the surrounding walls and ceiling are white. It is an effect of
chiaroscuro, but a quiet one, one in which light plays a larger role than shadow A
light cannon protruding through the roof grabs light from the sky and aims it at the
altar and crosses, casting shadows behind the crosses even when the sky is cloudy:
Two light niches in the north wall to the right of the altar direct light from the side
toward the altar and crosses and, through the cut-out in the wall to the left of the
altar, 1o the pulpit. Even though the entire interior is bathed in light, the focus on
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Ficure 3-38 I ix peande thet mhabil archi-
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FIGURE 3-36 A galfery in the museurn
Histanal de fa grande guerne in Péronae
France, Photograph by Virginea Cortrghi.

Ficure 3-37 Jr o shop in Barcedona, o trio of
incandescent globe ficiures not anly shed
useful lghi on the cash register bul also
dmate attenfion o the day shop itself

the necessary elements to a Lutheran church—altar table, cross, and pulpit®—is
achieved,

Electric lighting emphasizes and repeats this focus. Two small hooded incan-
descent fixtures are mounted on the top of the altar table, casting a warm glow on
its tap as well as throwing shadows of the crosses an the wall. The light niches
each have two incandescent fixtures made of brass that contribute warm light
from the side. These gentle gradations of light and shadow create their own subtle
high-key chiaroscuro to complement the daylight composition,

Focus is often desired in the daytime in museums to attract attention to dis
plays. [n the museum Historial de la grande guerre (Henri Ciriani, 1987-92) in
Péronne, France, electric light is used
in some gallernes to provide focus on
the displays while daylight plays a
background mle, The glazing above
the floor and at the end wall allows a
view out to the enciosing wall ruins—
a historical reminder—and also
allows daylight to wash over the floor
and wall surfaces. It is electric ligh,
however, from PAR lamps™ that pre-
visely highlights cerain displays The
color and intensity of the electric light,
as well as the precise panermn that it
takes, distinguishes it from the more
evenly distributed daylight and draws
attention to the objects it illuminates.

The brightness of electric lighting
fixtures themselves attracts attention, so
they can be used as focal points. Their
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l[uminance must be controlled, however, so that it is not uncomforiably bright, Light
can provide focus, either through its source or through the surfaces that it illumi-
nates, Awareness of this guiding potential of light is an aid to using light that directs.

Light toa develop a hierarchy

Light aids in orientation when it adds cues that help us negotiale an estab-
lished spatial hierarchy As mentioned earlier, monuments and special parts of a
city are lighted al night to make them focal points in the nightscape. They then
become part of a spatial hierarchy that defines the city as a whole. An example of
a special district that has its own hierarchy within a city is Ghirardelli Square (orig-
inal renovation by Wurster, Bernardi, and Emmons, with Lawrence Halprin and
John Matthias, 196267} in San Francisco, California. A huge lighted sign on top of
the bullding announces its presence and establishes its location in relationship to
the rest of the city A hierarchy of lighting fixtures was developed to reinforce the
spatial organization of the complex. The lighting theme is a variation on carnival
lights: small incandescent lamps are used in lines and groups 1o delineate special
areas. The "Ghirardelli"sign is made up of these small lamps (although they are too
far away in the photograph to be seen as separate lamps), as are the lighting stan-
dards that line the stairway from the street to the square. In these lighting fixtures,
bands of the small lamps are arranged in a radial pattern to form a globe, These
lixtures indicate the transition from the street below—with its two fixtures with
plain diffusing globes—up the stairway to the delights of the square sbove,

The interior of Stockhalms Sodra in Stockholm (completed 1989 displays an
elegant hierarchy of light. The atrium is topped by a curved vault of glazing and the
end wall is fully glazed. Daylight provides all the light necessary on a bright sum-
mer day Electric lighting fixtures stand by however, for the long dark winter. White
saucerlike fixtures are suspended down the center The light sources are concealed
in the lower hemispheres, illuminating the upper “saucers” which become [ocal
points and sugeest separation of the lower lobby from the upper reaches of the
space. On the ground floor white globes are grouped on short street-lighting stan-
dards. tour globes Lo a post, giving a sense of human scale to this vast room. On the
first balcony, fluorescent wall sconces direct pools of light to the ceiling. On the sec-
ond and third balconies, cylindrical fixtures focus light on planters. Above the top
row of interior windows, indirect lighting fixtures illuminate the upper surfaces and
the skylight, The rendition of the atrium by day and by night are totally different, but
in each version the hierarchy of the space
is defined. In daylight, the grading of light
from top to bottom reveals the order By
night each area is defined with its own par-
ticular light The vertical organization of the
building and its spatial hierarchy are rein-
forced by the design of the lighting with
both daylight and electric sources.

Horizontal divisions of space are
defined in the Resurrection Chapel (Erik
Bryggmann, 19359-41, rencvated 19847 in the
Turku Cemetery in Finland. The mourners
sit in the pews to the left, and the casket is

Fiaiiat 3-41 The Kesurrection Chaped in the Turku
Cermetery in Finifond,

LiGwTt

* gGhirardeld

Figure 3-39 Ghurardelli Square, San
Freancison, at night

Fioure 3=A40 Interiar tiee of e oiriam,
Srackhalms Sodra in Stockholm.

REvVEALING SPACE 117




placed under the low ceiling in the light of the windows to the nght. The altar and
cross form another area of focus. Daylight furnishes the major definitions, washing
the altar and cross with light from the side and flooding the low-ceilinged area with
light from two sides. High windows on the right sprinkle light into the high-ceilinge
sealing arca, with a few small windows on the lelt affording more a view of the trees
outside than adding significant amounts of light ta the room. The areas for moume
ers, the coffin, and the crss are distinet one from the other in both enclesure and
Tight, Electric lighting fistures confinue the differentiation. Suspendesd brass fixtures
[see Figure 2-45) loat over the seated moumers and direct pools of light down-
ward. Brass fixtures mounted on the low ceiling of the lateral area direct light 1o the
Fioums 3-42 Communal hell Apoli ceiling as well as downward. At the altar candles both large and small glimmer even
Marmessont Schonl, Amsterdarn, The . y AN £
Netherlars. in the daylight, Each area has its distinetive light relating it to the whaole,

In the Apollo Montessori School (Herman Herizberger 1980-83) in
Amsterdar, The Netherlands, light defines use The communal hall is topped Ly sky
lights and borrows daylight through side openings, The classrooms have fluores-
cent lighting fixtures for ambient light in addition to daylight from large windows
Al the classroom entry, fluorescent lamps hidden behind vellow plexiglass cast
warm pools of light onto the wood surfaces of the private wark place. There arg
three levels of lighting organization that are consistently applied: ambient daylight-
ing far the communal hall, overhead fluorescent lishting and perimeter daylight for
the classrooms, and ocal lighting for special individual areas, The spatial hierarchy
of the school, from commumal areas to private retreats, is reinforeed by its lighting.

Light and movement

Procession can be encouraged by light. We tend to follow light. Light can
beckon us down a path, through the woods (o the open hields, 1o the end of the
tmnnel The brightest objects or points of light attract us most,so relative brightness
is important. If one wants to sugiest a direction of movement in the dark coun-
irysicle, the light need not be bright. If one wants to foster movement in Times
Sguare, the light needs to be very bright,

Movement is encouraged by light at the destination. At the Stockholm Public
B Library (Erik Gunnar Asplund, 1918-27],the main staircase leads up between dark
Flouke 3-43 Meain sminooy in the Stockioln Bray walls to the daylit rotunda above. The havening glass bowl of a lighting fixture
Pt Lifirens ‘ catches the daviight, becoming a daylighting fixture in addition to its role as an

Fiuaz 3-44a Corridar i te Carmine Real Hoted indciapa, Mexstce Fiure 3-d4da Anather comdor by night
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Fiaure 3-45 \fan shopping arcode i e Fike Flace Market in Seatte, Woshmgion

electric lighting fixture, It marks the destination and distributes light both by day
and by night.

In the corridor of the Camino Real Hotel (Ricardo Legorreta, 1981 in Ixtapa,
Mexico,a screen of yellow-painted open concrete blocks creates a clear perspec-
tive and a differentiation between the outside wall and the inside wall. The alter-
nation of light and shadow also creates a sense of movement by the rhythim it sug-
gests. The light patterns produced by the vellow sereen suggest a siacoaio rhvihm
that accompanies one down the coridor. The pattern of light changes rhythm
bevond the doorway where it takes up the longer interval of a colonnade. An
enclosed comdor at the same hotel is made into an event by the spacing of incan-
descent lamps in low boxes that create patterns of light on the ceiling and floor
These rhvthms are regular beats, like a bass accompaniment. steady and repetitive.,
The light patterns, séen in perspective at constant intervals, mark off the distance
already covered and yet 1o go, registering one’s movement

Four rhythms of light mark the variation of movement in the Pike Place Market
in Seattle, Washington: the continuous wash of daylight from the side; the steady
heat of the dark green enamel industnal fixtures with incandescent lamps spaced
evenly between columns, highlighting the goods for sale; the {aster rhythm of the
bare incandescent lamps outlining the edges of the ceiling over the center walk
way; and mtermittent loud accents of neon signs announcing special altractions
(just visible in the background). The davlight provides the ambient background
light. The industrial fixtures demarcate the “stop and look” areas, where people
who have escaped from the current of the central corridor gather in eddies 1o sam-
ple the goods. Reinforcing the natural perspective of the eolumns and the ceiling,
the lights also reflect the relative speed of movement in the market,

The arcade at the court level of the Salk Research Institute (Louis L Kahn,
1955-65) in La Jolla, Calitornia, displays a rhvthm af light and dark in daylight and
at night as well. The clear alternations between sunlight and shadow,and light and
dark, define the receding perspective. The light, coming from the side by both day
and night, draws one out into the court. Repeating the direction of the davihght
with clectric light connects the two situations in one's memory One is simultane
ously drawn both down the arcade amd 1o the light.
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FauRe 3-48s Arcade af the lower fevel of the FauRt 3-a80 Nigft
Salk Research Inshitute fn La Jolla, Caltforme
Dy

All of these wavs of expressing space in light—defining the boundary
between inside and outside, defining spatial enclosure, and directing movement—
enrich our experience in buildings. When light is used purposefully to reveal the
spatial definition intended by the architect, then form, space, and light are joined
together to create experiences rich in light,
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