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Preface

During my years as a student at the University of
Pennsylvania, from 1959 to 1966, I was exposed to
Louis Kahn and other faculty who were exploring
architecture s an expression of the human place in the
world, This exploration took place at all levels: social,
economic, acsthetic, and spiritual. Since leaving the
University, I have found few others who address
architecture with a similar degree of intensity or inte-
gration. Architecture is today usually seen either as
disconnected formal aesthetic manipulations or as a
means for the deterministic manipulation of behavior.
In neither case is there a sense of the humanness of the
human being nor a sense of the place of architecture

in such a humanness.

I have found a fuller sense of human being in some
spiritual disciplines, but no sense of the larger social,
economic, and cultural contexts in which we live, The
way | was taught architecture and the way Louis Kahn
practiced it brought architecture into 4 larger human
context and brought a spiritual awareness more con-
eretely into haman culture in ways which are rare
today. In this book | have tried to present a small part
of this view of architecture as seen in Kahn's work.

It seems that, from the beginnmg of self-awareness,
human beings have felt a discomfort with their place in
the world, and that culture is a consequénce of the
struggle to secure that place. This struggle can be ex-
pressed in the questions: what is human consciousness,
15 it differcnt from the rest of existence, and if so, what
is the relationship between the two? As will be seen
in this book, Kahn addressed these questions in both his
words and his bui]dings.

Section I of this book, “Silenccand Light,” isa
presentation of Kaha's own words illustrated with
photographs of his buildings, drawings by Kahn, and
photographs of historical architecture that I feel relate
toand complement his words. Kahn wrote little, bat
he gave many lectures over the years, The material pre-

sented here comes largely from a lecture he gave at the
School of Architecture at Pratt Institute in Brooklyn,
Mew York, in 1973, several months before his deatl.
Kaln's words as spoken are filled with the false starts,
digressions, and grammatical errors that naturally occur
in specch, but which are awkward in writing. 1 have
edited the matenal to correct these problems. 1 have also
extensively rearranged the material to place it in what

1 believe is its natural order, and I have made references
to other talks by Kahn, I must therefore take responsi-
bility as Kahn's editor for this material, and can only
hope that he would have approved.

Sorme writers today seek to avoid possible sexist
implications of such usage as mankrnd and the masculine
pronouns he, him, and bis te refer to both men and
women. Louis Kahn had no such concerns in his use of
language. Mot only did he use man and the architect .. .
e, but he would also say the architect iv the wan who,
and rhe city iv the place where asnpall boy. . . . Thave
tried toavoid changing Kahn's language in my editing.

1 assume that Kahn's usage in part resulted from a
desire to be concrete: oy is more concrete than child,
san is more concrete than percon. In his work, Kahn
collaborated with women as well as men; he had both
men and women students; and he addressed his words to
both men and women.

Section 11, " Architecture as Spirit,” contains my
thoughts on Kahn's place in architectural history, on
Kihn's insights, and on the heman place in architecture.
Although | attempt to explain same of Kahn's insights,
this section should not be seen as a definitive inter-
pretation of his words. [ fecl that his words must be
experienced directly, and that their meaning wall be
fresh and different for each person. I should also add
that Kahn's contributions are immense, and this book is
not exhaustive of them.

Section 11, “Some of Kahn's Buildings,” presents
plans, photographs, and brief descriptions of eight of



the buildings and projects he designed. I chose examples
that represent some of the ideas Kahn spoke about,

but the selection is not inclusive or even fully repre-
sentative, For a more complete presentation of Kahn's
wark, refer to the books in the bibliography.

Kahn's philosophy is unique in that it exists not only
in words but also in buildings and can therefore be
L'rpclitnc‘cd directly. There are finc ex .'lrnph:\ of Kahn's
work in New England, the mid- Atlantic, the Southwest,
and the Far West, I hupl;' that readers of this book have
the apportunity to visit at least one of these buildings.
My favorite is the Salk Institute in La Jolla, near San
Dicgo, Californa,

Section IV, "Appendices,” contains a bricf biographi-

cal sketch of Kahn and of me, notes on the illustrations
in the book, and a bibliagraphy.
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Introduction

Architecture stands between ourselves and the world,
If we define ourselves and the world as measurable, our
architecture will be measurable and without Spirit,

but if we allow ourselves to be open to the meeting of
the measurable and the unmeasurable, our architecture
can become a celebration of that meeting and the abode
of the Spirit.

Louis Kahn saw architecture as the rru:r:iing of the
measutable and the unmeasurable, He used the word
“Silence” for the unmeasurable, for that which is not
yet: and the word "Light”" for the measurable, for
that which is. Kahn saw architecture as existing at a
threshold between Silence and Light, which he called the
Treasury of the Shadow. He felt that a great building
begins with a realization in the unmeasurable. Measur-
able means are then used to build it, and when it is
finished, itgi\tp us access back tothe ul'igin.il realization
in the unmeasurable,

The spirit of creativity, the human spirit, 15 con-
tinually reborn in a person who seeks new realizations,
and who thereby carries the burden of enriching the
world. In our time, Kahn was such a person, and we are
all enriched by his efforts. In making these efforts, he
was an exception. He wasa form giver in an age that had
announced the end of form givers, an artist inan ageof
methodologists, and a suffering human being inanage
of corporate gamesmen, In his efforts to enrich the
world, Kahn might be compared with another great
American architect, Frank Lloyd Wright. Both Wright
and Kahn remade architecture from the beginning, but
their personal creative development, which made this
remaking possible, was very different. Wright began
young with a confidence of personality and a sureness of
hand, setting down his basic concerns between the ages
of thirty and farty, Kahn was not able to accomplish
the same task until he was between the ages of fifty and
sixty, after years of creative struggle. The architectural

historian Vincent Scully Jr. [5]* describes Wright,
whose career started in the late nincteenth century and
continued through the mid-twentieth century, as the

t not in words but in form or material of his age, an
age he both interpreted and helped to create. Wright
said, [ 7] "Every great architect is—necessarily-—a great
poet, He must be a great nn'!;irml inlcl?l'd:ful- his
time, his 111}-. his ;ls_c_" \\'."lighl bailt his buildings inan
era of confidence, a time in which a democratic society
seemed to flow toward harmony with the evolutionary
forces of nature, This flow became the primary element
of his architecture. He wrote, [8] "Space. The con-
tinual becoming: invisible fountain from which all
rhythms flow and to which they must pass. Beyond time
or infinity.”

One of Wright's last buildings, the Gugpenheim
Museum in New York ( 1996-59), was under construc-
tion during the same years as Kahn's first building of
major importance, the Richards Medical Research Build-
ing in Philadelphia { 1957-61 ). Yet much separated the
two men, far more than the thirty-two years between
their births. ( Wright lived from 1869 to 1939; Kahn,
from 1901 to 1974.) Wright drew strength from the
ideals of Jeffersonian democracy, from such great
American poets and writers as Emerson, Thoreau, Mel-
ville, and Whitman, and from the spirit of the American
Indians who had so recently departed the prairies on
which he set his houses joining the carth and the sky.
For Kahn, these sources were no longer vital. His was a
time of uncertainty and loss of spirit, a time of corporate
anonymity and bureaucratic banality, It would have
meant little for him to have created an architecture in-
terpreting such a time. 5o he turned instead to the
eternil, to that which transcends the circumstances of
any given moment, where he found Order and from

* Numbers in brackets [ ] refer to books in the bibliography.




Silence and Light: Louis Kahn's Words

All matevial in nature, the mowntains and the streams and the
air and we, are made of Light which bas been spent, and this
crumpled mass called material casts o shadow, and the shadow
belongs to Light.

Louis Kahn



Joy
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fele first of all joyous. I felt that which Joy is made of, and

[ realized that Joy itself must have been the impelling force,
that which was there before we were there, and that somehow
Joy was in every ingredient of our making. When the world was
an ooze without any shape or direction, there must have been
this force of Joy that prevailed everywhere and that was reach-
ing out toexpress. And somehow the word Joy became the most
unmeasurable word. It was the essence of creativiry, the force
of creativity. | realized that if | were a painter about to paint a
grt:ll catast rnphr, IL'('IL1]|j not put t]lq: ﬁrst \lfl')kﬂ on canvas
without thinking of Joy in doing it. You eannot make a building
unless you are joyously engaged.

[ would like to feel thae I have not forgotten, norhave you
as I speak toyou, about the stream of Joy which must be felt.
Otherwise, you really don’t feel anything. If what I say somehow
activates that feeling, I would, of course, be terribly pleased
and honored.

SILENCE AND LIGHT: LOUIS KAHN'S WORDS




Touch, Sight
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thought then that the first feeling must have been touch.

Qur whole sense of procreation has to do with touch. From the

desire to be beautifully in vouch came eyesight. To see was only
to touch more accurately, These forces within us are beautiful

|.|'Ii|'||${.\ !l'l-i[ youcan ‘ir.‘l] i-l't ven TI‘.\I-I.I\'.."h [}!"."}' come Fr(‘f'l'l EEII.'

rmed kind of exist

maost ]‘r”n(?l‘\!ll]; nomn=1 cnce.

l:lllnl tdu;[l Ll]::J'r.' j_"-l stnv |J'.;E IUJ‘“.'H FrJl not j'J.'i'. L:J'.J.LEI.. J.J'ld
from this developed what could be sight. When sight came, the
first moment of sight was the realization of beauty. I don’t mean
h\‘.:lirlfill or \'r;r).' E‘\','lll-.'lful or L'Yrrl"['l'll"l\' |'|l,':'|1|[:,f'l]|, il!‘r ‘lmp]}'

beauty itself, which is stronger than any of the adjectives

14 .1.]|_| toit. |[ 15 a :u[.ll .=|.1rn|\,:||1' Vou I'L-u! \\'Lth1_1ut Lno\.\.'_
ing, without reservation, wi

YOu mig

hout criticism, without choice. It is

a ]'-n:‘t‘hn;_{uf lrn_i] ]I;I rmony as thnugh you Weére meéeting your
maker, the maker being that of narure, because nature is the
maker of all that is made. You cannot design anything without
nature helping you.

Sight then came about and sight immediately felt the rotal
harmony. Art, which was immediately felt, was the first word,
one can say the first line, but I think the first word, the firse

utterance. It could have been, “Ah,” just that. What a powerful

word that is. It expresses so much with just a few letters.




Wonder
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rom beauty, Wonder. Wonder has nothing to do with
knowledge. It is a first response to the intuitive, the intuitive
being the odyssey, or the recard of the odyssey, of our making
ll'lr::ug}l l}l¢ untold billions of vears of [nnking_ Idon't believe
that one thing started at one time and another starved ar another
time. Everything was started in one way at the same time and
it was no time either: it just simply was there.

Wonder is the same feeling that the astronauts must have fele
when they saw the earth at a great distance. 1 followed them
and I fele what chey fele: this great ball in space, pink, ot rose,
and blue and white. Somehow all the things on it, even the great
achievements like, let us say, Paris, a great achievement, or
London, all disappeared and became circumstantial works. Bur
the Toccata and Fugue did not disappear, because it was the
maost unmeasurable and therefore the closest to that which can-
not disappear. The more deeply something is engaged in the
unmeasurable, the more deeply it has this lasting value. So you
cannot deny the Toccata and Fugue. You cannot deny the great
works of art because they are born out of the unmeasurable.

I think what you felt was just Wonder, not knowledge or
knowing. You felt that knowledge was not as important as your
sense of Wonder, which was a great feeling without reservation,
without obligation, without accounting for yourself. Wonder
is the closest intouchness with your intuitive,

SILENCE AND LIGHT
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Realization, Intuition
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rom Wonder must come Realization, because in your
maiﬁmg Y h:i\-'f.‘ gone rh rpilgh EVErY 1.1\\; of nature. Itis part nf

youl. In the intuitive are recorded all the greatsteps of t]'lt' mak-

ing in which momentous decisions were made, Your intuition

i your most exacting sense, it is your most reliable sense. Tt is the
most personal sense that a singularity has, and intuition, not
knowledge, must be considered your greatest gift. Knowledge is
\';L]u;ch })oc:u(o knnwiug can come frt\:‘n 1t :Lml ]ir|r'r\\'1'r1|.: cian
Si\'f You intouchness with your intuition, Rl:luwll.‘d_'.:l_' can be
imparted, but knowing can never be imparted because it s very
singular, very impure. It has to do with you. The life of knowing
15 very real, but it is personal,

In every thing that nature makes, nature records how it was
made. In the rock is a record of how the rock was made. In man
is the record of how man was made. When we are conscious of
this, we have a sense of the laws of the universe. Some can
reconstruct the laws of the universe from knowing just a blade
of grass. Others have to learn many, many things before they
can sense what is necessary to discover that Order which is the
universe,

must learn to honor the mind of one within whom lodges
the spirit. It doesn’t lodge in the brain, which is simply 2 mecha-
nism. 50 the mind is different from the brain. The mind is the
seat of the intuitive and the brain is an instrument which vou ger
potluck from nature; that is why each one is a singularity.

If itis a good instrument, it brings out the spirit within you.

SILENCE AND LIGHT
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The Unmeasurable and the Measurable
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here is the scientist and where is the poet? The poet is
one who stares from the sear of the unmeasurable and travels
towards the measurable, but who keeps the force of the un-
measurable within him at all times, As he travels towards the
rl'n,'.l.s.ur.ll_)lg:, |u~ 1]]11ml, t!iMl;IlJl'. o write a word. _'\iLhuLl_l',h hc Jt‘-
sires not to say anything and still convey his poetry, at the last
moment he must succumb to the word after all. Bur he has
traveled a great distance before he uses any of the means, and
when he does, it is just a smidgen and it is enough.

The scientist has unmeasurable qualities as a man, but he holds
his line and does not travel with the unmeasurable because he is
interested in knowing. He is interested in the laws of nature, so
he allows nature to come to him, and then he grabs it because he
can no longer stand the difficulty of holding back. He receives
knowledge in full and works with this, and you call him
objective.

But Einstein travels like a poet. He holds to the unmeasurable
for along, long while because he is a fiddle player. He also reaches
natureor Light at its very doorstep, because he only needsa
smidgen of knowledge from which he can reconstruce the uni-
verse, He deals with Order and not with knowing. No piece
of knowing, which is always fragmentary, is enough for a person
whois truly a visionary like Einstein. He would not accept
knowledge unlessit belonged ro all knowledge, and therefore he
50 l‘.’i’liilY wrote his beautiful fl:rrrm |_1 nf rc]ati'\'iu'_ ‘r|1-_|s_ |1|;-
could lead you to a sense of all of Order, which knowledge is
really answerable to.

There is nothing about man that is really measurable. He is
completely unmeasurable. He is the seat of the unmeasurable,
and he employs the measurable to make it possible for him toex-
press something.




Knowledge
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nowledge does not belong to anything human.
Knowledge belongs to that which has to do with nature. It be-
longs to the universe, but it doesn’t belong to eternity, and there
15 a big difference,

How much can be learned? Tt is not how much you learn that
is important, but haw much you honor the position of |':‘Jl‘ﬂil'lg
in what you are doing. You must know, to feel your intuition,
but you must not trust your knowing as something that can be
imparted tosomeone else. You transfer your knowing into the
work vou do, and that is your best character.

Everybody is not equally talented. They are all marvelous,
yes, but not equal, There is no person without talent. Talent pre-
\':u'h L'\'l:rywll;_'rc, ])ut th: L!ur_'\tlnn win wJa;lk t\':l)' !.‘IHJI' :.J'n,g;u-
larity can blossom, because youcannot learn anything thatis not
part of yourself. Many of vou have learned physics, I am sure,
and passed every examination, and vou don’t know a word of it.
That happened to me. [ copied the notes of the boy next to me
because he could both listen and write, Tf Tlistened, Tcould not
write. If [ wrote, I did not listen, The teacher might have said
to me, "Louis Kahn, it is important you learn physics because
vou're going to be an architect. But I would rather you don't
take notes, Juse listen. You will be examined, but T will ask you
to draw physics for me.” And I would have surprised him. Tt
would be my forte, my way, and therefore it must not be dis-
turbed. If you are crowded with thar which does not belong to
you, vou will forget it; it will never be with you, and you will
lose the sense of your worth,

I revere learning because it isa fundamental inspiration.

T isn't just something which has to do with duty; itis born into
us. The will to learn, the desire to learn, is one of the greatest
inspirations. L am not that impressed by education. Learning,
ves. Education issomething which is always on trial because no
system can ever capture the real meaning of learning.

SILENCE AND LIGHT

R =
: ...""'*-'-—1- nw-.nn
e T ! -
e g -------=b

L LOULS KAHNS WORDS/ 17



Order

18/BETWEEN SILENC

EAND LIGHT

tried to find what Order is. 1 was excited abour it, and |

1y, many words of what Order is. Every time [ wrote

Wrote m:
something, I felt it wasn't quite enough. If 1 had covered, say,

ith just wordsof what Orderis, [ would

two thousand p:

not be satisfied wich this statement. And then I stopped by not

saying what it is, just saying, "Order is.” And somehow I wasn't
sure it was complete until I asked somebody, and the person I
asked said, " You must stop night there. It's marvelous; juststop
there, saying, "Order is.” ™

SILEMCE AND LIGHT: LOUTS KAHN'S WORDS/1



Silence and Light

nspiration is the feeling of beginning at the threshold where
Silence and Light meet, Silence, the unmeasurable, desire to be,
desire Lo express, the source of new need, meers [ i_l:hl’. the mea-
surable, giver of all presence, by will, by law, the measure of
I'.hiugs ,1|rq:.1d§ [11.;|du,.1t a lhrc:;]n;]d \l'!lji_']\ 15 inspirilth.l[‘l. I]H.'
sanctuary of art, the Treasury of Shadow.

Thl‘ :1rl‘i~t nde:rs =1it wr]rlz tr'-!u\.' Artin l'hc sanctuary ﬂlf ﬂ” exX=-
pression, which T like to call the Treasury of the Shadow, lving
in that ambiance: [.ig,]l[ l(}S!lL‘['IL‘L‘. Silence to | iJ.;]IL'. I l;.;!‘rl‘.
the giver of presence, casts its shadow, which belongs to Light.
Whart is made belongs to Light and o Desire.

Ilikened the emergence of Light to 2 manifestation of two
brothers, knowing quite well that there are not two brochers, nor
even one. But I saw that one is the embodiment of the desire
{0 be, toex press, and one (not saying "the other™) is fo be, ta be.
The latter is nonluminous, and the former, prevailing, is lumi-
nous. This prevailing luminous source can be visualized as be-
coming a wild dance of flame that sectles and spends itself into
marerial. Material, I believe, is spent Light.

Silence and Light. Silence is not very, very quiet. It is some-
thing that you may say is lightless, darkless. These are all in-
vented words. Darkless—there is no such word. But why not?
Lightless; darkless. Desire to be, toexpress, Some can say this is
the ambient soul—if you go back beyond and think of some-
thing in which Light and Silence were tagether, and may be still
together, and separate only for the convenience of argument.

20/BETWEEN SILENCE AND LIGHT




Light

13/HETWEEN SILENCE AND LIGHT

gave myself an assignment: to draw a picture that demon-
strates light. Now if you give yourself such an assignment, the
first thing you do is escape somewhere, because it is impossible to
do. You say that the white piece of paper is the illustration;
what else is there to do? But when I pur a stroke of ink on the
paper, | realized that the black was where the light was not, and
then I could really make a drawing, because | could be discerning
as to where the light was not, which was where I put the black.
Then the picture became absolutely luminous.

Tsaid that all material in nature, the mountains and the
streams and the air and we, are made of Light which has been
spent, and this crumpled mass called material casts a shadow, and
the shadow belongs to Light.

So Light is really the source of all being. And Isaid to myself,
when the world was an coze without any kind of shape or direc-
tion, the coze was completely infilerated with the desire to
express, which was a great congealment of Joy, and desire was
asolid front to make sight pessible,
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Singularity

24/BETWEEN SILENCE AND LIGHT

ray of light is not the same ray of light as came
llc'fur:'. Ynu are hr:rn wilh r|:Ltur:."_-| a pprm—:] atamoment [!‘I.‘LF
isdifferent from any other moment. Nature gives toeverything
both measurable and unmeasurable qualities. In the measurable
every moment is different, but your spirit is the same.

Nature gives everything to you non-consciously, and you,
from nature, get consciousness of the Spirit, Your singularity
lies then in juv! how you are constructed as the custodian ul'thc
Spirit. The instrument that senses this is the brain, and that you
get potluck from nature.

Singularity is in the movement from Silence, which is the
seat of the unmeasurable and the desire o be, to express, moving
towards the means to express, which is material made of Light.
Light comes to you because actually it is not divided; it is simply
that which desires ro be manifest, coming together with thae
which has become manifest. That movement meets at a point
which may be called your singularity.

There are as many meetings as there are people. And there
must be, in a way, as many meetings as there are leaves on a tree,
for I believe that sense must be in a tree or a microbe equally as
much as it is in every other living creature.

SILENCE AND LIGHT

LOUTS KAHN'S WORDS/23



Making Something

26/ BETWEEN SILENCE AND LIGHT

here is a distinction between nature's laws and our rules.
We work by rules, but we employ nature’s laws to make some-
thing. The rule is made to be changed, but nature cannot change
its laws. If it did, there would be no Order whatsoever, There
would be what we think is chaes. The laws of nature tell us that
the color, the weight, the position of the pebble on the beach
are undeniable. The pebble is placed there non-consciously by
the interplay of the laws of nature. A rule is a conscious act
needing circumstances to proveits validity or its need for
change.

Any rule you have is really there on trial. The greatest mo-
ment of a rule ischange: when that rule comes to 2 higher level
of realization, that leads toa new rule. To discover a new rule is
todiscover a new avenue of expression.

T
art, is very dangerous, | would say that one should not employ

nat is why dealing with aesthetics, which are the rules of

any aesthetics. Aestherics are realized out of the sjnguhriq' ofa
making in which someone, sensitive to how the rules might be
\'I'I'Ip]ult'td. makes an aHLhelil:‘ ;5r:1'|c:'i]1|u, Aesthetics come afrer
you make something, not before. You can leave aesthetics to
somoenne -E]RE, to lhl."-'ll'i.'h'il(‘(“[urﬂ L'ritil;, for ilumncc.

Now what Lhave said is a categorical statement, which should
be Eul'gultcn. because there are l]m_m;: W f]u ]uu'}. atic VEry Seri-
ously another way, But let them think of it that way. 1 think of
it this way because I can work this way and ethers can work
their way. Therein lies the beauty of people, within whom the
greatest completeness of an odyssey of their making exists,
beautiful in so many ways.

SILENCE

AND L
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Form and Design

it]'l []1¢ Sense uf \x"r}ndcr COMmes Rq.‘lh?ath‘-n. l{ealtza-

tion 15 born out of the intuitive, Something must be just s0, and
it has a definite existence though you cannot see it. You strive
because that existence makes you think of what you want to
express. In this drive to express, you make a distinction between
existence and presence. When you give something presence, you
have to consult nature, and that is where Design begins,

Form encompasses a harmony of systems, a sense of Order,
ence from another. Form

and that which distinguishes one exis
is the realization of a nature, made up of inseparable elements.
Form has no shape or dimension. It is completely inaudible, un-
seeable. It has no presence; its existence is in the mind. You
turn to nature to make it actually present. Form precedes De-
sign. Form is “what.” Design is “how.” Form is impersonal;
Design belongs to the designer.

Design gives the elements their shape, taking them from
their existence in the mind to their tangible presence. Design is
a circumstantial act. In architecture, it characterizes a harmony
of spaces good for a certain acrivity.

28/BETWEEN SILENCE AND LIGHT
SILEMCE AND LIGHT: LOUIS K.

HKN'S WORDS /29




Place

30/BETWEEN SILENCE AND LIGHT

tisa decision coming from commonality that you choose
a place out of all places to build, a place where others can also
settle. It is a very important decision, of the same importance as
the posil.ioning l.'lf a Grt.‘l:k tem ph,' AMOnNgst (!u: hills. Of all the
hills, this hill is chosen for the temple, and then all the other hills
beckon toitasif bowing to this decision. You do not see the
hills now except as respecting the decision of the placing of this
eulogizing building, which is remarkable in that it has never

been there before,
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Space

pace has tonality, and I imagine myself composing a
space lofty, vaulted, or under a dome, attributing to it a sound
character .‘lll:."rn:.ting with the tones of space, narrow and ]‘1;5}1,
with graduating silver, light to darkness.

312/BETWEEN SILENCE AND LIGHT
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Structure

tructure 15 the giver of light, When I choose an order of
structure that calls for column alongside of column, it presents a
rllj"L|'|I11 of no |i§;|1'l, ]ll.;]l[_ e FIII.']I[I \_Jn, no ||||,;lt[| ||_l_:f'.1,_ A vault,
a dome, is also a choice of a characrer of light.

L/BETWEEN SILENCE AND LIGHT




Thtu Plan

think that a planis a society of rooms. A real plan is one
in which rooms have spoken to each other. When you see a plan,
you can say that ivis the structure of the spaces in their light.

56/BETWEEN SILENCE AND LIGHT
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The Garden and the Room

3/BETWEEN SILENCE AND LIGHT

n doing amemorial [ started with a room and a garden.
I['l\:l[ wWas ]" I |'|.id. \\”h_v ({lf‘l I ('51::.(1“- a room :irld a mrdcn asa

point of departure? Because the garden is a personal gathering of
nature, and the room is the beginning of architecture.

The garden has to do with nature asit applies to a place that
has been chosen by man and is developed for man’suseina
certain way. The architect becomes the advocate of nature, and
m:l'-;l?ﬁ r.'\'<'rylfu'n_1: mn rhrdg‘cpcd respect !-I‘JI‘ nature. He {‘]0{‘1
this by not imitating it atall, and not allowing himself to think
that he is a designer—if he imitates how, ler us say, che bird
plants the tree. But he must plant the tree as man, a choosing,
conscious individual.

The room is not only the beginning of architecture: itisan
extension rl'F u."“’ EF you [hi['l!l JE)T'ILI'[ E[, you I‘L‘.Ili?.l." :!ur Vol dnn't
say the same thing in a small room that you say in a large room.
If I were o speak in a great hall, I would have to pick one person
who smiles at me in order to be able tospeak at all.

The large room and the small room, the tall room and the
low room, the room with the fireplace and the room without, all
become great events in your mind. You begin to think, not what
are the requirements, but rather what are the elements of archi-
tecture that you can employ to make an environment in which
Itis .LL(HA[ ta learn i;u"nj tolive, or _5:4)1_'-1;] to work,

Also marvelous in a room is the light thar comes through
the windows of that room and that belongs to the room. The sun
does not realize how wonderful it is until after a room is made.
A man’s creation, the making of a room, is nothing short of a
miracle. Just think, that a man can elaim a slice of the sun.

ENCE AND LIGHT]
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Materic

A/BETWEEN SILENCE AND LIGHT

ealization is Realization in Form, which means a
nature. You realize that something has a certain nature. A school
lu: xg';'rr,],in nature, nqd in na:k;n!.,r a \c‘hﬁn! Ih{‘ cm1=t1|'[:|tirm
.ind J}\[\J'crta! nf nature Jrq:.llnu|u'll:|} Accossary. In l-'lIL'lI acon-
sultation you can discover the Order of water, the Order of
wind, the Order of light, the Order of certain materials. If you
think of brick, and you're consulting the Orders, you consider
the nature of brick. You say to brick, "“What do you want,

'|'|r|'¢§c?" Brig‘k says o you, ”] ]ikc an .irc|'|_" h‘ you say mhrick.
*Arches are expensive, and I can use a concrete lintel over an
opening. What do vou think of that, brick?" Brick says, " like
an arch.”

It is important that you honor the marerial you use. You
don't bandy it about as though ro say, “Well, we have a lot of
!n:LI'.l:fiJl, Wecan da it one way, wecando it zn<1t11|:1' \\'13'." It's
not true. You must honor and glorify the brick instead of short-
changing it and giving it an inferior job to do in which it loses
its character, as, for example, when you use it as infill matenal,
which [ have done and you have done. Using brick so makesit
feel as chough it is aservant, and brick is a beaurtiful material. Te
has done beautiful work in many }lLu.‘c:\ .uuj a“]l dq:n, Br';ck i,s
acompletely live material in areas that occupy three quarters of
the world, where it is the only logical material to use. Concrete
is a highly sophisticated material, not so available as you think.

You can have the same conversation with concrete, with
paper or papier-miché, or with plastic, or marble, or any ma-
terial, The beauty of what you create comes if you honor the
material for what it really is. Never use it in a subsidiary way so
as to make the material wait for the next person to come along
and honor its character.
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The Wall, the Column

42/BETWEEN SILENCE AND LIGHT

he wall did well for man. In its thickness and its strength,

it protected man against destruction. But soon, the will to look
out made man make a hole in the wall, and the wall was pained,
and said, "What are you doing to me? I protected you; [ made
you feel secure—and now you put a hole through me!” And man
said, “But Isee wonderful things, and I want to look out.” And
the wall felt very sad.

Later man didn’t just hack a hole through the wall, but made
a discerning opening, one trimmed with fine stone, and he put
a lintel over the opening. And soon the wall felt pretey well.

Consider also the momentous event in architecture when the
wall parted and the column became.
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[nstitutions

nstitution stems from the inspiration to live, This inspira-
tion remains meekly expressed in our institutions today. The
three great inspirations are the inspiration to learn, the inspira-
tion to meet, and the inspiration for well-being. They all serve,
really, the will fo be, to cx press. This is, you mighe say, the reason
for living. All the institutions of man, whether they serve man's
interest in medicine, or chemistry, or mechanies, or architecture,
are all ultimarely answerable to this desire in man to find out
what forces caused him to be, and what means made it possible
for him to be.

Today, shadows are black. But really, there is no such thing as
white light, black shadow. | was brought up when light was
yellow and shadow was blue. White light is a way of saying that
even the sun is on trial, and certainly, all of our institutions
are on trial.

[ believe this is so because institutions have lost the inspirations
of their beginnings. The constant play of circumstances, from
moment to moment unpredictable, distort the inspired be-
ginnings of natural agreement. The institution will die when its
inspirations are no longer fele, and 1t operates as 2 mateer of
course. Human agreement, however, once it presents itself asa
Realization, is indestrucrible. .

The City

The city is the place of availabilities. It is the place where a small
boy, as he walks through it, may see something that will tell
him what he wants to do his whole life.

A plan is a society of rooms. The plan of a city is no more
complex than the plan of a house, not at all. You must realize
thatitisn'ta bag of tricks or a collection of systems, but that it
must be true to its nature. Before the institution, was the natural
agreement, the sense of commonality. The city, from a simple

H/BETWEEN SILENCE AND LIGHT

settlement, became the place of assembled institutions. The
measure of its greatness as a place to live must come from the
character of its insticutions, sanctioned by theirsensitivity to
desire for new agreement, not by need, because need comes from
what already is. Desire is the thing not made, the roots of the will
to live. It is the mind of the architect thae is best suited to bring
all of the forces that make a city into a symphonic character.
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The Screet

In a city the street must be supreme, Tt is the first institution of
the city. The street isa room by agreement, a community room,
the walls of which belong to the donors, dedicated to the city
for common use. Its ceiling is the sky. From the street must have
come the meeting house, also a place by agreement.

Today, streets are disinterested movements not at all belong-
ing to the houses that front them, So you have no streets. You
have roads, but you have no streets.

The School

I think of school as an environment of spaces where it is good to
ii.‘ir!‘l, bxi'luul'i EJl:g.in w:‘lh aman undcr atree, u.'l'.q) d|d not know
he was a teacher, discussing his realization with a few, who did
not know they were students. The students aspired that cheir
sons also listen to such a man. Spaces were erected and che first
schools became, Tt can also be said that the existence-will of
school was there even before the circumstances of the man under
a tree. That is why it is good for the mind to go back to the be-
ginning, because the beginning of any established activiry s its
maost wonderful moment.

You get an order from the school board that says, *"We have
a great idea. We should not put windows in the school, because
the children need wall space for their paintings, and also win-
dows can distract from the teacher.” Now, whar reacher deserves
that much attention? I'd like to know, Because after all, the
bird outside, the person scurrying for shelter in the rain, the
leaves falling from the tree, the clouds passing by, the sun pene-
trating: these are all grear chings. They are lessons in themselves.

Windows are essential to the school. You are made from light,
and therefore you must live with the sense that light is impor-
tant. Such a direction from the school board telling you what
life is all about must be resisted. Without light there isno
architecture.

The Chapel

In understanding the nature of a chapel, T said first you havea
sanctuary, and the sanctuary is for those who want to kneel.
Around the sancruary is an ambulatory, and the ambulatory is
for those who are not sure, but who want to be near. Quside is a

ﬂyeSFree\ wa Foom b:’ mem L A(ﬁﬂmﬁ? court for thase who want to feel the presence of the chapel. And
Tt Thy wakfe o] whick bedniy g The dengrs it ) the court has a wall. Those who pass the wall can just wink atir.
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Architecture

BETWEEN SILENCE AND LIGHT

thought that Art was a kind of oracle, an aura that had to
be satisfied by the artise, 1f the artist made \unmtiﬁng. he dedi-
cated it as an offering to Arr, as though Art were something
that preceded the work. Art cannot be Art unless itisa work
and not something abstract, out in the blue somewhere. The
emergence of architecture 25 2 human expression is tremendously
important because we actually live to express,

A great building, in my opinion, must begin with the un-
measurable, must go through measurable means when it isbeing
designed, and in the end must be unmeasurable. The only way
you can build, the only way you can get the building into being,
is through the measurable. You must follow the laws of nature
and use quantities of brick, methods of construction, and engi-
neering, But in the end, when the building becomes partof
living, it evokes unmeasurable qualities, and the spirit of its
existence takes over.

Architecture has existence, but it has no presence. Only a
work of architecture has presence, and 2 work of architectureis
presented as an offering to architecture.

A work is made in the urging sounds of industry, and, when
the dust settles, the pyramid, echoing Silence, gives the sun
its shadow.

SILENCE

AND LIGHT
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The Architect

BETWEEN SILENCE

AND LIGHT

he way one does things is private, but what one does can

belong to evervbody. Your greatest worth isin the area where

vou can claim no ownership, and the part that you do that

doesn’t belong to you is the most precious, Tt is the kind of thing

you can offer because it is a better part of you; ivisa part of

general commonality that belongs to everybody. You feel thar
what you truly have to offer is in your next work, and that what
you have done is always incomplete. T believe that even a great
composer like Bach, who did evervthing as though it belonged to
evervone else, died thinking he did J\s:[!)i!;}:, because a person is
greater than his works, He must continue,

I believe it rakes a long time to be an architect; it takes 2 long
time to be the architect of one’s aspirations. You can become an
architect professionally overnight. But to feel the spirit of archi-
tecture from which one makes his offering takes much longer.

And where does the architect sit? He sits right there; he is the
one who conveys the beauty of spaces, which is the very meaning
of architecture. Think of meaningful space and you inventan
environment, and it can be your invention. Therein lies the
architect.




The Teacher

AL/HETWEEN SILENCE AND LIGHT

must reflect on the mystery of circumstances that lead a
man into paths which he could not have anticipated. 1 was to be
a painter, There was no question about it, until my last yearin
high school when a course on architecture hic me so strongly,
I knew [ would be an archivect. The course concerned the earliest
architecture: Greek, Roman, Romanesque, Gothic, Renaissance.
I felt a great happiness. | had no question as to what my career
would be. T had no idea, of course, of modern architecture. Now,
though we are living in the held of modern architecture, I feel
a closer association to this marvelous architecture of the past
than I do to the architecture of today. It is constantly in my
mind as a reference. | say vo this architecture, "How am I doing,
Gothic architecture? How am [ doing, Greek architecture?”
s answerable.
I also say to myself, “How am I doing, Corbusier?” You see,
Corbusier was my teacher, and Paul Crer was my teacher. Thave
learned not to do as they did, not to imicace, but to sense their spirit.

Everyone has a figure in his work to whom he fee

The work of students should not be directed to the solution
of problems, but rather to sensing the nature of a thing. But you
cannot know a nature without getting it out of your guts.
You must sense what i is, and then you can look up what other
people think it is. What you sense must belong to you, and the
waords of teaching must not in any way be in evidence, so com-
L‘Iirh'l}‘ has it been transformed into the su!;.:Ll].irl[l}'.

When I talk tostudents, the one feeling I always have is that
every one of them can surpass me in my work. They don’t, but
my attitude is that being in school is like being in a chapel, and
my duty is to write psalms. [ come refreshed and srlf-cha"t‘ngx:d
from the classroom. I learn more from the students than T teach.
This is not an idle thing. It is not what they teach me, but what I
reach myself in the presence of singularities. Teaching is an act
of singularity tosingularity. Itis not talking to a group, They
teach you of your own singularity, because only a singularity can
teach a singularity,




Time Beyond Time

have, in my place, books about English history. I like the

bloodiness of it. T have one sex of eight volumes. I read only
the first volume, and of that only the first L'|'1.I]"[(.T. in which each
time I see something else. But really, lam interested only in
reading Volume Zero, which has not been written, And then
volume minus one. History could not have started in the places
they speak of. History preceded this; it just is not recorded.
The beauty of architecture is that it deals wit h the recessions of
the mind, from which comes that which is not vet said and not
yer made,

Of all things, I honor beginnings. | believe, though, that what
1
be has always been. I do not think the circumstantial play from
year to year, from era to era, has anything to do with whart is
available to you. The person of old had the same brilliance of
mind that we assume we have now. But that which made a thing
become manifest for

was has always been, and what is has always been, and what wi

ve first time is our great moment of

creative happening.
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Why Architecture?

16/BETWEEN SILENCE AND LIGHT

TUDENT: \\\"]13. architecture?
KAHN: I think that if you were to define it, you would destroy
it. In a Hebraic way of ateacking your logical problem, I ask
you one question. Maybe you can answer it. | would say thar if
you ask your question as, ““Why anything?" maybe the answer
15 in that,
STUDENT : Because it is.
KAHN: Yes. Exactly. Because it is,

SILENCE

AND LIGHT
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Architecture

Architecture is the manifestation in form of the order

of our experience. It is a model of our consciousness, the
fitting of ourselves between the earth and the sky, the
patterns in which we relate one to another, and the
physical presence of our institutions. The architecture of
each culture is 4 model of that culture's world, not of

the world's shape, but of its underlying form. Thus, we
do not directly sce in modern architecture the expanding
universe that some scientists describe, nor do we see in
Hindu architecture the great dise, sct on the backs of
four elephants, standing on a giant tortoise swimming in
an endiess sea—which the Hindus once thought of as
their world. Rather, we find in architecture a model of
the underlying principles that govemn the world, the
forces that give it shape and the space and time for its
action_ It is in this light that we can see, fl)rl:sarnpl:, a
Guthic cathedral as a preat model of the Medieval
universe, depicting the boundaries of the human act,
comings and goings on Earth and in heaven, the naturc
of material and of light, the forces of nature, and the
human and divine wills as they were expenienced in the
Middle Ages.

In The Decline of the Wert [ 357, Oswald Spengler
described the architectures of each of several cultures as
expressions of their worldviews, Spengler saw the
ancient Egyptian moving down a narrow and prescribed
lifc-path that continued into and through death toend
before the judges of the dead. There was no considera-
tion of deviation to either side of the path, as nothing
existed other than the path, The great Egyptian temples
were a rhythmically ordered sequence of spaces, the
sacred way lending through avenues of rams or sphinxes
to the massive temple gates, and then theough arcaded
courts, pillared rooms, and halls to a sacred chamber.
Similarly, the pyramid presented a triangular stone sur-
face that defined the way across the desert from any

(e

dircetion, Life proceeded guided by the flat smooth stone
surfaces of an austere architecture.

The Egyptian directional movement contrasted to
the flowing Chincse Way, following the prinaiple of
Tao. The Chinese wandered through the world unre-
stricted by stone walls, moving through nature, The
Chinese temple was not & self-contained building, but
rather & complex that included hills, water, trees,
flowers, and stones, as well as the building itself, which
let space flow througl it like the breeze,

The Greek experienced the differentiation of the
individual from society and [rom nature, The evolution
of the statue of the standing nude youth shows the
emergence of this bodily self, The magical forces evident
in the archaic figures give way to anatomical idealism
and individual expression in Classical and Hellenic
figures. For the Greeks, presence was immediate, not
abstracted through space or time. Greek vase painting
had nw depth; the characters in Greek drama, no psycho-
logical change over time; and the Greek temple, no
useful interior. The temple was freestanding against the
landscape, its Doric columns perfect in proportion,
standing erect, free, and apart.

The Gothic cathedral prefigured the coursing move-
ment of Western consciousness through space. The
continuous change in the calculus, the elliprical orbits of
the planets, the complex tones of Baroque music, and
the emotional depth of Rembrandt’s paintings could all
beseen in the spatial depth of the Gothic cathedral,

Tt was lofty and afmost withaut walls, a stone cage with
vaults whose farces sprang up at their joinings, its fiying
buttresses cirrying farces from the cool interior out ta
the sun, and its stained glass bringing the sun, trans-
formed to luminous color, inside, Escaping the concrete-
ness of the body, the Western experience eventually
soused in the abstraction of pure space and time, down
into the haze of sub-atomic particles and out into the
infinite reaches of a pulsating universe.

To know the world, the architects of each period
turned both inward and outward, The Egyptian, the
Chinese, the Greek, and the Gothic architect each found
what was for a time a clarity before the world again
becarne a flux, The Renaissance architect, Alberti, upon
mastering the art of perspective, exclaimed, At last
I can see the world as God sees it!"”" Indeed, for that
moment, Alberti had captured the world in a crystalline
space defined by converging lines of perspective. We
saw in perspective, and the world existed in uniform
space and time from the fifteenth until the beginning of
the twentieth century, Then, the physics of Einstein,
the canvases of the Cubists, the novels of Proust and
Joyee, and the open plan of Frank Lloyd Wnight's
architecture set the world again into flux, to emerge ina
relativistic, existential space-time. The architect, like
the artist, the poet, and the scientist, is the vehicle
through which form continually comes into the world,
created anew,

Modern Architecture

Muodern architecture is an expression of the rational
wordview that began to emerge duning the Renaissance
as a reaction against the Medieval institutions of church,
empire, and feudalism. In place of these institutions,
Renaissance thinkers pliced the human being, which
they designated the measure of all things. They pro-

sed that the human being was a creature of nature,
capable of understanding both itself and nature with the
tools of mathematics, rational thought, and the senses,
Mathematics was the language of nature; rational
thought, the language of the mind; and the senses, the
link between the two. Newton's use of mathematics in
the seventeenth century to describe both carthly me-
chanics and the motions of celestial bodies lent great
support to the rationalist view. In the eighteenth century,

during the Enlightenment, rationalism was extended
from the natural sciences to human affairs, where it
played a role in the American and French Revolutions.
By the nineteenth century the Industrial Revolution had
secmingly confirmed the powers of rationalism not only
to understand nature but also to conquer nature. With
Marx and Freud, rationalism was extended to human
history and to human consciousness, and by the early
tweatieth century, it dominated architecture and the arts.

Rationalism is expressed in modern architeclure in
two ways: first, through functionalism; and second,
through abstract rectilinear shapes. All architecture is
functional if it serves its intended purpose, but in the
late nineteenth and carly twenticth century, functional-
ism took on a specific meaning: an architecture that
fulfilled sts direct utilitarian purposes and no others,
This definition served to deny the legitimacy of any
ornament or references to past historical styles. Of
course, an ornamented building can serve utilitarian
purposes just as well asan unomamented building, but
the elimination of historical styles was part of the agenda
of modern architects, and functionalism was used to
give that agenda a moral legitimacy.

Functionalism was promoted through the design of
maodern buildings from a program. Previously buildings
had been designed from prototypes, that is, from basic
bailding types that had proven serviceable in the past
and that carried certain symbolic meanings. A prototype
was chosen and adapted to a particular set of circum-
stances. In designing from a program, the architect
starts not with a prototype but with a list of activities,
their spatial requirements, and their relationships to ong
another, This list leads to diagrams of spaces and rela-
tionships, which then Iead to the shapes of the building.
Functionalist theory holds that there should be na in-
fuence on the design of a building other than the
program, the conditions of the site, and the nature of the
materials to be used in the construction of the building.
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This approach is designed to assure that those in-
tangibles, such as the human spirit, which cannot be
expressed in a list of requirements, will not be con-
sidered, According to this theory, if the proper method
is followed, a building with a beauty similar to that of

a machine will result. Tt is also held that the betterment
of human society will follow from an architecture that
serves identifishle physical human needs as listed in the
progiam.

Of course, architects do not strictly adhere to fune-
tionalism; it would probably be impossible to do so.
Equally as influential on modem architecture has been
the aesthetic of abstract rectilinear shapes. This aesthetic
became particulady pronounced in the 19205 and is
still with us today, Like functionalism, this aesthetic has
served to dissociate modern architecture from the styles
of the past. It also was intended to symbolize the regu-
larity and repetitiveness of modem industrialived
materials and construction techniques, although such
materials and techniques do not necessarily dictate recti-
linear buildings, The dissociation of modern architecture
from the styles of the past was not just a by-product of
other objectives but also an end initself. The modern
architects believed that the tools of rationalism had made
possible a scientific and universal architecture beyond
all past styles, based on mathematics and the immutable
laws of nature,

There were reactions against rationalism during the
course of its development in architecture and in other
fields, but on the whale, its development was steady.

The rational worldview might be described as a vision
of a great clockwork universe of uniform space and
time in which motion was governed by mathematical
laws. All was knowable, and ultimately all would be
known, From the time of the Renaissance through the
mid-nineteenth century, this crystalline vision was as
valid for the West as were the visions of the Egyptians
or the Greeks for their times. But in the late nineteenth
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century, just as absolute rigor in all of the sciences
seemed obtainable, the underlying foundations of the
rational worldview began to crumble. Experiments to
determine the Earth's absolute motion through space re-
vealed disquicting results, and eventually Einstein’s
special and general relativity did away with uniform
space and time, Later, quantum mechanics undermined
causality. Worse still, mathematics, which had seemed
the absolute and stable fulcrum between consciousness
and the world, began to give way. First, non-Eaclidian
geometries began to suggest that mathematics might not
have an 4 priori validity. Then, in 1931, Gédel pub-
lished his proof's demonstrating the necessary incom-
pleteness and inconsistency of all mathematical

systems [317].

The ability of science to adequately account for the
human experience of the world has been called into
doubt from many sides. At the same time 3s the modern
movement in architecture was looking to the physical
sciences as a model for an objective science of anchitec-
ture, the physical sciences themselves were retreating
from objectivity. In the early twentieth century, Frank
Lloyd Wright recognized the necessity of transcending
rationalism in architecture, but the modern European
architects who gained ascendency in the 16205 still
sought a rational rigor, After the Second World War,
these Europeans dominated architecture. By the late
1950s their rigor could no longer hold, and the glass
box, which once held promise of a crystal city, was
spreading a blight of anonymity, alienation, and sterility
to cities throughout the world.

Rationality is a discipline for understanding things
that are. However, if we attempt to see a larger world,
one that includes that twbich i not yet along with that
which is, as the creative artist, scientist, and architect
must, then a more powerful discipline is needed, one
used by the poets, which the ancient Chinese Taoist
philosopher Lao Tzu ealled the Tao, the existential

philosopher Martin Heidegger called Being, and Louis
Kahn called Order,

Order

Louis Kahn was cducated in the 19205 at the University
of Pennsylvania in the Beaux-Arts teadition. The Beaux-
Arts was a systemn of education dating back to the be-
ginning of the nincteenth century, onginally develaped
in France and strongly grounded in the classical orders
of Greece and Rome, At the heart of the Beaux- Arts
was the assumption that our culture achieved its solidity
through its classical foundations. This classical view
survived into the twenticth century in parallel with the
modern movement in architecture, but by the 1940s it
was no longer tenable and was abandoned. In the 1930s
Kahnbecame invalved with modern architecture, but
he was never fully comfortable with it. From his educa-
tion, he knew that there was a deeper order to be found
beyond rationalism. It could no longer be found by
returning to old stylesas the Beaux-Arts had done. It
would have to be found by going into and beyond
rationalism,

Kabn struggled for years in his search for order.

At first he thought he was seeking more solid organizing
principles for his architecture, Eventually he realized
that lie was seeking o gencral principle, one which would
apply to all of existence. At that time he began to speak
of Order.

Order became Kahn's means of finding the human
place in the world, the nature of our consciousness, and
the relationship of our consciousness to nature. Ra-
tionalism had separated conscipusness and nature, with
mathematics as their common link. Order placed them
together, each dependent on the other. Kahn did not
say what Order is, but spoke of it in metaphor. Order is
the principle behind all things and is expressed in them

s an existence-will, a quality things have in their be-
ginnings outside of time, which Kahn liked to call
Volume Zero, We might also say that Ocder is, not only
an underlying principle and a quality of things, but also
an active creativity: it is the way things come into being.
This understancing of Order is necessary so that we do
not limit or diminish its meaning, for Order pertaing
not only to things that are, but also to things that are not
yet., In human consciousness it s the creative force that
takes an active role in making through art what natuce
does not make. Order is ultimately beyond description,
and eventually Kahn said simply, "Orderis.”

There is an Order of all things: of wind, of materials,
of our being, Kahn was in touch with Order in two
ways, The first was by direct questioning. This can be
seen in his conversation with the brick, swhich begirls_
“Brick, what do you like?” He explains that you can
have the same conversation with any material, or with
nature itself. Kabn begins the design of a building ina
similar way with the question, *"What does this building
want to be?” The second way in which Kahn was in
touch with Order was by looking into himself. Order
governs the making of everything that is made, and in
every thing is the record of its making, The record of our
making is in cur intwition. Tntuition is, therefore, our
truest sense. In consulting his intuition about his own
origins, Kahnuncovered the " genesis™ from Joy to
Silence and Light. He understood genesis or creation to
be not only something that took place in the past, but
samething that takes place at every moment, Since it
takes place also at this moment, creation is somet hing
we have direct access to, something in which we can
participate.

W hile the Order of which Kahn spoke is not subject
to direct description, it can be described through poetic
metaphor. In speaking of Order, Kahn called that which
does not yet exist, Silence. That which exists, he called
Light. Silence 1s the unmeasurable, the desire to be.
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Light is the measurable, the giver of presence. Between
Silence and Light is a threshald over which movement
takes place from one to the other, The language of this
threshold, which Kahn called the Treasury of Shadow, is
art, Art is the means wherchy something moves from
Silence to Light. Thus, if we were to ask where a build-
ing or any work of art is before it is brought into
existence by the architect or the artist, the answer is that
it is in the realm of Silence, The task of the architect is

to first bring it from Silence to Light, that is, bring it into
Realization, and then bring it from Light into material,
that is, from Realization into the actual building,

Kahn understood that the duality of Silence and Light
15 only apparent. He said that he saw them as brathers,
realizing that actually there were not two, or even one.
Beyond duality 1s oneness, and beyond oneness there is
still something, which Kahn called Order.

Kahnused the word Light to mean pure being. as yet
without material quality. He observed that material
begins where light {using the word in its ordinary
sense ) stops. Inmaking an architectural drawing, he
saw that the place where he made a line was where the
light was not, When the building was built, the line
became the wall, also where the light stopped, He said,
"All of the material world is Light that has spent itself.”

Light (again using the word in its ordinary sensc) is
of immense importance to architecture; it is the revealer
of architecture. The great modern architect, Le Cor-
busier, wrate [ 3], "Architecture is the correct and mag-
nificent play of masses brought together in light.” 1f
we compare the classical architecture of places with
differing light, for example, the architeciure of Greece,
with its intense sunlight, to the architecture of England,
with its hazy light, we see how important light is in
the making of buildings.

The great historical architectures were built in
masonry, which necessitated thick walls, Openings in
these walls reflected the light from their sides and
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sculpted the light as it entered the moom. Modern archi-
tecture, with the sophistication of its thin materials,
does not provide such modulation of light. Much of
Kahn's effort in design was to recapture the means, using
the materials of modern architecture, to again sculpt
light before bringing it into a room.

Kahn's concept of Order is inmany ways similar to
Lao Teu's concept of the Tao. Lao Tzu wrote [ 34]:

The Tao that can be told is not the eternal Tan.

The name that can be namied is not the etemal name.
The nameless is the beginning of heaven and earth.
The named is the mother of the ten thousand things
Ever desircless, one can see the mystery,

Ever desiring, one can see the manifestations

What Kahn called Silence, Lao Tzu called the
nameless, What Kahn called Light, Lao Tau called the
named, Elsewhere, Lao Tu referred to being and not
being, and he wrote:

The ten thousand things are born of being.
Being is boen of not being.

Kahn said that Light condenses to form the material
world. Lao Tzu called the material world "“the ten
thousand things,” which come from the named, or From
being. A
Kahn felt that Order lies beyond the apparent duality

of Silence and Light. Lao Tzu wrote:

Thee Tao begot ane,

Omne begot tw.

Twi hegot three,

And three begot the ten thousand things.

In making reference to similarities between Kahn's
and Lao Teu's poetry. I should also point out differences
between the two men, which might be characterized as
distinctions between traditional Eastern and Western
modes of existence. These are illustrated in Frank Lloyd

—

Wright's encounter with Eastern thoaght. Although
there are differences in Kahn's and Wright's philosophy
and architecture, they shared 2 common spirit and drive
to create, Wright had developed what he called organic
architecture in response to democracy, the openness of
the American landscape and the availability of modern
materials. Wright saw similarities between his organic
philosophy and Oriental thought. He wrote [4]:

But it 15 not so much the principles of this [ Buddhist]
faith which undetlie organic architecture, as the faith
of Laotse [ Lao Teu]—the Chinese philosopher. . . .
But I becarne conscivus of these only after Thad found
and built it for myself. . . . Fora long time, T thought
1 had "discovered ™ it, only to find after all that this
idea of the interior space being the reality of the build-
ing was ancient and Oriental, , . . When preity well
puffed up by this | received a little book by Okalara
Kikuzo, entitled The Boad of Tea, sent tome by the
ambassador from Japan to the United States. Reading
it, Teame across this sentence, “The reality of 4 rmoom
was to be found in the space enclosed by the roafl
and walls, not in the roof and walls themselves.”
Weell, there was 1, Instead of being the cake | was
not even dough. Closing the little book 1 went out to
beeak stone on the road, teying to get my interior self
together. | was like a sail coming down; | had thought
of myself 25 an original, but was not. It took me duys to
swell up 2gain. But | began to swell up again when
1 thought, "“After all, who built it? Who put that
thought into buildings # Laotse nue anyone had con-
sciously buife it When 1 thought of that, naturally
enough I thought, “Well then, everything is all right,
we can still go along with head up." [ have been going
along—head up—ever since.

We see in Wright a strong sense of personal ego,
an emphasis on the accomplishments of the individual,
and the value of the building as a cultural monament, a
work of art. This we find also in Louis Kahn, If perhaps
the ultimate intention for Wright and Lao Tzu is the

same, certainly the emphasis is different. Lao Tzu's goal
was the realization of the Tao; it is the ultimate; all
worldly accomplishments pale beside it. Wrightand
Kahn, however, could not be satisfied with finding or-
ganic space or Order. Each felt compelled to engage
what he found, wrestle with it, and bring it into circum-
stantial expression in this world with his personal stamp
on it, The artist is driven to create but is never fully
satisfied with his or her creations, Kahn said that even
Bach, who was undeniably a great composer, must have
died thinking he did nothing. Your greatest work is
always your next; you must continue, and even death
cannot satisfactonly conclude your struggle.

Institutions

The metaphor of Silence and Light told Kahn how a
building comes into existence. His understanding of
human institutions told him what a building serves.

Wetend today to regard institutions negatively. We
think of large, bureaucratic, unresponsive organizations
that are more concerned with their own growth than
with serving uman needs. But Kahn saw that behind
these institutions are desires, such as the desire to leamn,
which can be expressed only in community, through
people coming together. Kahn felt that service to these
haman desires remains faintly present in our institu-
tions today, and that architecture can serve those desires.
For Kahn, architecture is the art whose concern is human
institutions. Buildings are not mere abstract forms;
they are always for an institution: the house is for resi-
dence, the school building for leamning, the laboratory
for science, etc. A building can be meaningful only in
serving a vital mstitution.

Institutions grow out of the defining quality of
haman being, which is the desire to express oneself, It
is this desire that makes us human. Kahn said [18],
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""Desire—the qualities of the not yet said and the not yet
made—is the reasan for living. It is the core of the
expressive instinct and must never be stymied.”

For Kahn, desire is theavenue of expression, and
there are three great desires: the desire to learn, the
desire to meet together, and the desire for well-being.
Acting through their common will, people sought to
meet these desires, and they formed the first institutions:
the school, the street, and the village green. All of our
institutions today refer hack to these beginnings. It is
important to pote again that by beginnings, Kahn did
not mean historical beginnings, but rather eternal
beginnings outside of time,

A I‘N.I“(E]IJ'IIE can and should house the ﬁ]‘li ritof its
institution, even if its immediate users have forgotten it.
Teachers may become bureaucratic; legislators, corrupt;
and rlergy_ (!ngm;l:ir. But the halls of the school can
always be there to enable people to exchange ideas; the
chambers of the legislature can be there to enable people
ta gather in community; and the vaults of the church
can be there to aid in one’s communication with God.

It is not the measurable in the building, not anything
from the list of functions and spaces in the client’s pro-
gram, that can do these things. It s the architect’s
realization of the oniginal intention of the school, the
legislature, and the church, expressed in the building,
that keeps before us the institution's human-serving
purpose.

Kahn's most important work was done during the
1960s and the early 19705, 2 time of distuption and
questioning of institutions, Many architects felt either
that institutions must be changed and that architecture
must be suspeaded until that change was accomplished,
or that change was not possible and thatarchitecture
should withdraw into formal aesthetics, ignoring the in-
stitutional use to which it would be put. Kahn rejected
bath of these attitudes, one as utopian and the other
as nikulistic, For Kahn, architecture meant continuous
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engagement in the real world as it exists at the moment,
using the circumstantial, that is the specific building,

its uses and materials, as a means of reaching back into
the eternal to bring new Realizations into being, thereby
enriching the world,

Form and Design

Kahn distinguished between Form and Design, Usually
by form we mean physical shape araristic order. How-
ever, Kahn used Form to mean an existence-will, the
nature of a thing previows to its physical reality. An
existence-will is in everything; it expresses the Order

of athing, A rose wants to be a rose; a human being
wants to be o human being. Kahn's concept of the
existence-will is similar to that of the nincteenth-century
philosopher, Arthur Schopenhauer, who felt that every-
thing in nature, including human being, is an obhjectifi-
cation of will. Since this is true of both curselves and

of the objects we perceive, we can know the workings of
will through iatrospection. Ast held a pecial placein
Schopenhauer's philosophy, and he regarded music as
the dircct expression of the will, Architecture has been
called frozen music,

It is the role of the architect to discover the existence-
will of a building and to bring it into the circumstantial
world. Kihn would always start with the question:

"W hat does this building want to be?” The answer to
this question would yield the Form.

Inthe case of a chapel, the Form might be seen in
Kahn's statement [197:

First you have a sanceuary and the sanctuary is fior
those who want to kneel, Around the sanctuary is in
ambulatory, and the ambulatory is for those who are
Aot sure but who want to be near. Outside is o court for
those wha want to feel the presence of the chapel. And
the court has a wall, Those who pass the wall can just
wink at it,

In this case the Form is expressed in words. It might also
be expressed as a dizgram.

Kahn's approach of starting with Form was quite
different from the approach of most modern architects,
who, as discussed earlier, start with a program of activi-
ties and spaces. Kahn's first reaction to the program
given to him by the client was to change it. It could never
tell him what he needed to know in order to design a
building that would be an offering to its institution.
Thus, hesaid that if a school board requests a school
without windows, the architect must resist, Light is es
sential to life, to learning, and therefore to the Form
of the school, Once the Form is sensed, the architect can
begin Diesign. Design gives the Form specific shape
and materials, and brings it into the circumstantial
world. The design process also involves a play back and
forth, a testing of the Form in the Design, and the de-
velopment of 3 new Form if necessary. But Design can-
not begin without the Form.

Kahn felt that Form is impersonal; it belongs to the
building. But Design belongs to the architect. Kahn's
contribution to architecture was in Design as well as
in Form. As mentioned earlier, modern architects had
sought to cat architecture off from the past through the
use of abstract rectilinear shapes that would produce
buildings not recognizable in terms of previeus archi-
tectural styles. Kahn's approach was different. He re-
established a contact with the past through his buildings
because he felt that the great historical architectures of
Egypt, Greeee, and particularly Rome—which has been
a source for Western architecture for two thousand
years—were closer to the beginnings of architecture and
of human institutions, and therefare were more vital
than modern architeclure.

Past architechures had a reverence for materials, which
were taken digectly from nature and translated through
the human creative consciousness into architecture, The
Industrial Revolution had separated the aschitect from

the processes of construction, and materials had lose their
special qualities. Kahn reintroduced this reverence. The
depth of Kahn's investigation of matenals can be seen
in his conversation with the brick, Tn his wark he used
brick, concrete, slate, teak, vak, lead, travertine, and
steel with a freshness that has renewed the vitality of
these materials in our architecture. Also from the past,
Kahn reintroduced a concern for the human plnL‘t in

the world, He stressed the connection between form and
human meaning in architecture. We see this in his em-
phasis on structure as the orgamizer of human experi-
ence, and specifically in such ideas as the place of the
column as the giver of Order.

Kahn also learned from the great modern architects.
From Mics van der Rohe, he leamed the richness ob-
tainable in the sparse and austere use of materials and the
use of structure to order space. From Le Corbusier, Kahn
learned the wse of form to respond to the human act.
And although he personally did not admire Frank Lloyd
Wright's architecture, Wright provided a model for
the remaking of architecture from the beginning [ 287,
At times, Kahn integrated the discoveries of these men
into his own wark, but primarily he tried, as he said, to
feel their spirit. Similarly, some of the younger archi-
tects who have responded to Kahn's influence have done
so by applying the depth of his investigations to uniquely
contemporary problems, being sensitive to his investi-
gations of Form, but pursuing their own Designs.

Kahn's concepts of the cternal and of Form are simi-
tar to what Carl Jung called the collective unconscious
and the archetypes. For Jung, the collective unconscious
is a realm of being that transcends the individual un-
conscious and is made up of archetypes, which are pat-
terns or forms embodying the eternal themes of human
experience, The manifestation of these themes varies
according te the idiom and the circumstances of a par-
ticular culture. Thus, the dying and the resurrecting god
is an archetype that achieves expression in Osiris, Di-
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onysius, Christ, etc. Similarly, for Kahn, the school is an
eternal Form that achieves expression in a particular
school building, which responds to its place and time,
but also is an offering to learning.

Where Architecture Serves

Kahn distinguished between desire and need. He said

[ 18], "It ws disgraceful not to supply needs, and it goes
without saying that if you are brought into this world,
your needs must be supplied, But desire is infinitely more
unportant than need.” As citizens we all have responsi-
bilities toward need. The primary purpose of architec-
ture For Kahn was not social reform or urban renewal,
bt in hais work, Kahin did address socinl and economic
problems, He designed low income housing and was
sensitive to appropriate technologies, using sophisticated
post-tensioned concrete in the United States, but bricks
in capitally poor, labor-rich Bingladesh and India.
However, several dozen buildings, the efforts of one
architect, can notappreciably benefit a country if they
respond only to need. If architecture is to be of service, it
must respond to more than need. The architect must

also serve desire; the desire of the building to be what it
wants to beand the desire of the human being for self-
EXPLESSION.

In serving desire, architecture contributes to the
spiritual enrichment of the world, This enrichment takes
place through the opening of a passage between Silence
and Light. Through this passage, the unmeasurable can
move into the measurable, and as the building stands
and holds open the passage, we can have access back to
the unmeisyrable, Kahn felt that a great building begins
with a Realization in the unimcasarable, This Realization
comes from the architect's search for beginnings-—of
institutions, of materials, of all things that are made.
The Realization is intangible and must then be brought

it /BETWEEN SILENCE AND LIGHT

over the threshold from the unmeasurable into the
measurable, first as Form, and then as a matenial build-
ing. The measurable includes bricks and concrete, and
also clients, budgets, building codes, and contractors.
When all of these have been consulted and respected
without losing the ariginal Realization, a great building
can emerge. Then, standing before the Parthenon, in
the nave of Chartres Cathedral, or in the open court of
Kahn's Salk Institute, we can experience access back into
the unmeasurable, and can thereby be more complete

in ourselves and more Fally inthe world, Kahn said
[177], A work is made in the urging sounds of indus-
try, and when the dust settles, the pyramid, echoing
Silence, gives the sun its shadow.™'

Of coutse, architecture is not always seen in this way.
1t is of ten regarded purely as the making of buildings
and as a profession. For Kahn, architecture was a
spiritual path. Kahn said [18]:

There are many possibilities that are still in the air
that we can make happen. The architect's job, in my
opanion, is 1o find ways that the availabilitics that are
not yet here can have spaces, and those that are here
already can have better enviconments for their matir-
in g inte that which talks to you. The spaces that you
make must be the seat of a certain offering of a person
to the next person. It is not an operational thing; you
can leive that to the builders and the eperators. Al-
ready they are building eighty-five percent of the
architecture, so give them another five percent. Take
only ten percent, or five percent, and be really an archi-
tect, not a professional. The professional will bury
you. You become so comparable. You will be prased
s equally to someone else that you will never recog-
nize yourself, You will become good in business, you
will play golf all day, and your buildings will be built
anyway. But what the devil is that and what kind of
living is that ? What Joy is there if Joy is buried #

1 think Joy i the key word in our work, It must be felt.
1F you don’t feel Juy in what you're doing, then you're

not really alive, There are miserable moments you
have to live through, but really, Joy will prevail

What Kahn had to teach about architecture should be
applicable to any discipline. A discipline, the activity
we choose for our lives, should engage us in our culture
and should enable us to give something that can be re-
ceived by others, A discipline will not present itself to us
in this way. We must make it so for ourselves,

The Human Place

WWhat is the human place in the Order that Kahn
descnibed? Kahn saw human being as 2 unique meeting
of the measurable and the unmeasurable. This meeting
can be seen in the play between knowledge, which is
measurable, and intuition, which is unmeasurable; be-
tween the brain, which we get potluck from nature and
is circumstantial, and the Spirit, which is eternal, Be-
cause of this meeting in us of the measurable and the
unmeasurable, we have a special role to pliy bringing
things from Silence to Light, with art as the language of
that role and therefore the true human language.

The philosopher Martin Heidegger, whose work 15
central to contemporary existential thought, had a view
of existence and of human being similar to Kahn's,
What Kahn called Order and Lao Tzu called the Tao,
Heidegger called Being. For Heidegger, Being is the
ground through which all things are [33], The human
calling is to watch over Being and to act as a shepherd
for Being, Heidepger felt that we have neglected this
calling and that we have become cut off from Being, a
condition that dates back to ancient Greece, For Parme-
nides, Being and thought were one, but for Aristotle,
the two became separated, and the human became an
animal that has rational thought but is torn from the
ground of Being.

Heidegger saw a "'darkening of the world" a5 we

become more and more interested in research, that is, in
manageable, p]:nmd, systematic tasks, at the expense
of insight and understanding, We have abandoned our
role as shepherds for Being. Kahn would say that we

are concerned with the measurable and have neglected
Onder, Lao Tzu would say that we are concerned with
the ten thousand things and have neglected the Tao,
Heidegger saw two disastrous consequences in our
abandonment of our calling. One is that Being stself has
become, in Nietzsche's phrase, “'a haze ™ It has suffered
from our neglect, and we no longer have a sense that it
exists. The other is that we ourselves have become lost.
We wander through lif e overwhelmed by the myriad de-
tails of the material world, but we have no sense of

what stands beyond that world and what our place might
be in a larger scheme of things.

The human place at the Treasury of the Shadow is
tenuous. To maintain it, the scientist must act out of
intouchness with nature, the physician must seek whole-
ness, the craftsman mustbe at one with material, the
poet must speak Being, and the architect mist seek
Order.

Architecture in stone began with Imhotep, the ancient
Egyptian architect of the first pyramid, inventor of
civilization, high priest, and later, god of healing, It is
interesting that the Eg}'ptians saw their Arst architect
also as a healer, The bringing of whaleness to the culture
and to the person were seen as one, The titles of archi-
tects have varied over history: in Eg_\rpt, a prii::s[‘—hc:tlrr',
in Gothic France, a chief artisan; in Renaissance Ttaly, an
artist-.engineer. But the role remains the same; to watch
over Being, to scarch for Order, and to renew culture
through the manifestation of Spirit in form.

The architect is directly engaged in the circumstantial
in building with materials and in making history. A
great architect recognizes the circumstantial changes in
a culture and embodies that change in buildings. By this
measure, Kahn wasa greatarchitect. But there is another

ARCHITECTURE AS SPIRIT /69



at time

= limited b

n nature, in humani
B

W5 over the ves

ris of hu

great build tells those wh
o thinse

: And it tells
wd time, It was by

theirage

tween th
And the re

n the motion

t us to understand the Order of the

between idea and reality, between

Silence and La

BETWEEN SILENCE AND LIGHT

Some of Louis Kahrs Buildings

Aslong asany of bis buildings stand, an
stand along, long fime, Low will be s
ing bumans whom be loved and wh
Baildi

Buckminster Fuller




Alfred Newton Richards Medical Research Buildings

1700 Hamilton Walk, University of Pennsylvania
Philadel pbia, Pennsylvanic

1957-61
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Salk Institute for Biological Studies

10010 North Torrey Pines Road
La Jolla, California

1959-65

The Medical Tt
Laboratory spaces were too small, exposed ducts in the
ceilings accumulated dust, and unshaded light coming
through the windows was disruptive to the scientists. In
the laboratory buildings for the Salk Inst . Kahn
overcame these limitations, The laboratory spaces were
made larger and more flexible, the ducts were given a
closed space of their own, and great overhangs rrn.‘c\'r{;-‘l
the windows from direct sunli

wvers had certain functional limitations.

ght. There are, however,

more important differences between the Medical Towers
and the Salk Institute, The Salk Tnstitute was Kahn's

first complete vision of a
onds to the whole human being. Kahn said [24]

tecture, one wh

!'l:'-l

When Salk came to my ofice and ssked me to busld
4 laboratory he said, ““There is one thing which | would
like b0 be able to accomplish. 1 would like to mvite
Picasso wo the laboratory.”” He was implying, of course,

ed with measurement, there 15

that in science, conce

this will of the least ]nu:,_- lJuinJ_- to be itself, The
microbe wants o be 1 microbe, the rose wants to be a
pose, and man wants to be man, to express. This desire
tor express was sensed by Salk: that the scientist needed
the presence of the unmeasurable, which is the realm
of the artist

Kahn designed the Salk Institute as a mandala. In
Oriental art, the mandala represents natural order and
hierarchy through the use of a series of concentric geo-
metric shapes, each containing an image of a deity or
amattribute of a deity, In Jungian psychology, the man-
dala is seen as a means of reunifying the various aspects
of the self. Kahn's building radiates inward from the
exteror utility spaces containing stairs and toilets
through the laboratory spaces—where the
ical research takes place—which are hermetically
sealed, monitored by computer, and served by great
spaces for ducts and equipment { mind ) ; through the
walkways, which are places of meeting ( society) ;
through the private teak screened offices of the sc
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ch wre places of contempla-

their ocean views, wl F
ith a -.-.r-n;!l;— band of water

; to the central court w
ehy it, which is 2 place f stillness, a facade
dral ( spirit ). Thus, the pr
gression 15 body, min tributes of
le human being. A great butlding maust serve
each of these well and be a means for integrating them
In the Salk Institute Kahn recaptured the richness
of the Forms and materials of the great historical archi-
tectures, and arranged those forms and materials be-
tween carth and sky so as to communicate to us things

running throt
tothe s

1
4 rociess cat

, society, ;pirir the at

the wh

about ourselves we would otherwise not know, Modern
1 tecture had become Fascinated by the machine-
like quality of the glass box. Kahn, in designinga

laboratory, also used glass to encase the work spaces,
biat e then w r,\|-|u._1| :Iu-gl_.,\ in concrete, in the rich
forms of hist ry Then, betwees
t‘-l.4||t|u|_=. |n.---j~-.nc-| i central LL'-|||:nIT~|. a |‘F.|a.=.'-.-f still-
ness, of Silence.

he two wings of the
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Salk Institute Community Center
(THE SALK MEETING HOUSE)

La Jolla, California

1959-65 ( project, not bauilt )

The Salk Institute was planned to be a complex of
three parts: the laboratories, which were built, and resi-
dences and a meeting house, neither of which was
built because of financial limitations. The Meeting
House, although it exists only in drawings, is one of
Kahn's great achievements. It is a series of rooms and an
auditorium surmounding a great enclosed interior court
that has no designated function. It might be used for
Formal dinne £s OF meetings, but its character lies in not
having a designated use. It is a fertile potential, a place
for things which are not yet, which still "'desire to be.”
The '\|!-=J"l\ that Kahn usedin the M-;.‘tlin_l_.; House
and the strong peometry that organizes these shapes de-
rive in part from ancient Roman architecture, With
these references, Kihn showed how modern architects
could learn from the organizing principles of the past,
and in so doing, once again open up architecture to
history. Kahn used some of these shapes, specifically the

square enclosed in a circle and the cirde enclosed in
a sqquare, Lo give some of the rooms double walls, In
Kahn's design the sun comes through openings in the
outer wall and is eeflected back and forth between the
two wills before entering the room. Thus, he was
able to modulate and scolpt the incoming light with the
thin walls of modern architecture rather than the mas-
sive walls used by the ancient architects,

Several of Kahn's Projects were never built. He
said {19]:

That which is not built is not eeally Jost, Onee its
valize is catahlished, ity demane for preseace is undeni

able. Tt is merely waiting for the right circumstances
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Sher-E-Bangla-Nagar, Master Plan

(CAPITAL COMPLEX PLAN])

Dacca, Bangladesh
1962 —(not completed )

Kahn loved the city. He thought of the city as the place
of gathering for human institutions, and he thought

of the arrangements of streets and buildings as a talking
toeach ather by the institutions. In his Sher-E-Bangla-
MNagar Master Plan, originally the plan for the Second
Capital of Pakistan, he sought the right relationships
among the Assembly, the Mosque, and the Supreme
Cour, He said [16]:

T was given an extensive program of buildings:
the Assembly, the Supreme Court, hastels, schools, a
staclium, the diplomatic enclave, the living sector, a
market, all to be placed on a thousand acres of fat land
subject ta fload. Tkept thinking of how these buildings
might be grouped, and what would cause them to
take their place on the land. On the night of the third
day, I fell out of bed with a thought that is still the
prevailing idea of the plan. This came simply from the
realization that assembly is of a transcendent nature.
Men came to assemble to touch the spirit of community,
and 1 felt that this must be expressible. Observing the
way of religion in the life of the Pakistani, I thought
that a mosque woven into the space Fabric of the as-
sembly would reflect this feeling.

"In my mind the Supreme Court was the test of the
acts of legislation against the philosophic view of the
nature of man, The theee [the Assembly, the Mosque,
and thnﬂuprrmr: Court | became iriﬁepuahlg- in thinking
of the transcendent nature of assembly,

It was presumptuaous to assume this was right. How
did I know that it would fit their way of life. But this
assumption took possession,

“We saw the Chief Justice the next day, and we were
greeted with the usual tea and biscuits, He said; "1 know
why you're here—the grapevine is very well developed
n Pakistan, You're barking up the wrong tree, be-
cause [ will not be a part of this assembly group. T will
go to the provincial capital site near the provincial high
court where the ]:lw:'rr': are, and [ think T will feel
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mirch more at home there.” I turned to him and said,
"Mr. Chief Justice, is this your decision alone oris it also
the decision of the judges who will follow you? Let

me explain to you what [ intend to compose.” And |
made my first sketch on paper of the Assembly with *he
Mosque on the lake. [ added the hostels framing this
lake. T told him how T felt about the transcendent mean-
ing of assembly. Aftera moment's thought hie took

the pencil out of my hand and placed a mark represent-
ing the Supreme Court in a position where I would

have placed it myself, on the other side of the Moseue,
and he said: “The Mosque is sufficient insulation From
the men of the Assembly.”

In describing the complex, Kahn said [ 247:

"My design at Dacca is inspired, actually, by the
Buths of Caracalla [the great Roman public baths], but
much extended, The residential spaces of this building
are an amphitheater. This is residual space, a space
that is found, 3 conrt. Around it there are gardens, and
in the body of the building, which is the amphitheater,
are the interiors, and in the interiors are levels of gar-
dens and places that honor the athlete and places that
honot the knowledge of how you were made. All these
are places of well-being and places for restand places
where one gets advice about how to live forever. . . and
so that is what inspired the design.”,

Maodel of the Master Plan flate
veriion ).
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National Assembly Hall, Sher-E-Bangla-Nagar

Dacca, Bangladesh
1962 —(not completed)

The National Assembly Hall for the capital complex in
Dacc is one of a series of projects in which Kahn re-
discovered the center of the building as a primary order-
ing force. In speaking of the building Kahn said [17]:

The Assembly isa ;\Eate of transcendence for politi-
cal pcnple— Ina house of legislation, you are dealing
with cincumstantial conditions. The assembly estab-
lishes or modifes the imstitutions of man. 5o 1 could
see the thing reght from the start as the atadel of
assembly and the eitadel of the institutions of man,
which were opposite, and I symbolized the institutions
of man. I made the entrance to the Assembly a Mosque,
I weas seeting the nature of it, because [ noticed that
the people prayed five times a day. In the program
there was a note which said that there should be a
prayer room of 3,000 square feet, and a closet to hold
rugs; that was the program. I made them o Mosque
which was 30,000 square feet, and the prayer rugs were
always on the floor. And that became the entrance, that
is to say, the Mosque became the entrance, When [
presented this to the authoritics, they accepted it right
WY,

A great hall is at the center of this building and is
Lit by natural Light £ rom above. The roof overthe hall
becomes a glant structure for transforming the hight as it
shines in through holes of various shapes and reflects
off of the great beams before coming down into the
space.

Kahn's belief in the importance of a building’s
relationship to its institution can be seen in this state-
ment [16]:

What | am trying to do is establish, out of 2 phi-
losophy, a belief that I can turn over to Pakistan, now
Bangladesh, o that whatever they do is always an-
swerable to it. | feel as though this plan, which was
made weeks after 1 saw the program, has steength,
Does it have all the ingredients ? If only one is lack-
ing, it will disintegrate,
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Model.
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Kimbell Art Museum

Will Rogers Road West
Fort Warth, Texas

1966-72

The Kimbell Art Museum is Kahn's offering to Light.
The materials are luminous, teuly light that has spent
itself, and the form of the building is dedicated to
bringing the viewer and the paintings together in natural
light. Mast muscums use artificial light because the
ulteaviolet in sunlight can damage paintings. However,
Kahn preferred natural light, as it is alive and ever-
changing, To deal with its damaging qualities, he
brought it in through long skylights in the vaulted ceil-
ing, and then used a screen inside to Alter the light and
reflect it off of the concrete ceiling. The exposed concrete
of the ceiling, usually a dull material, here hasa warm
glow. :

The building is simple and austere and at the same
time rich and noble. Its richness comes, not from decora-
tion applicd as an afterthought, but rather from the
reverence with which Kahn treats each of the materials.
The structure is concrete, alive in the light; the walls
are traverting, a form of limestone, here used as a non-
structural surface material; the floors are oak, warm
under fool; afd the roof 1 lead, an ancient and Impervi-
ous material that easily bends to fit the roof’s curves,
and which refleces a dull sheen in the southwestem sun,
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View showing the vasdt-like form: of
the roof, which are actwally eyelonds
The firit one is often, I!J.r“.l:J'.lJ\’- i ontinde
Poveh. At the top of the others are
skylights, The structaral frame is cons
crete, the fufill wills are travertive,

and the roofi are lead
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Library, Phillips Exeter Academy

Exeter, New Ham pshire
1967-72

For the Exeter Library, Kahn again used a great central
space. In classical and neoclassical buildings, the central
space had symbolized a social hierarchy, with certain
people or functions eccupying the center and others rele-
;:ﬂr.'d to the pcri]'h:ry Modern architecture had rejected
this centrality as undemocratic. Frank Lloyd Wright
placed a massive fireplace at the center of his early
houses, displacing people from the center to move about
it in an architectural version of the Copernican revo-
lution. The r‘-uJ'r.I]‘l.'.Ln architects, such as Le Corbusier,
used a grid made up of columns that made all of the
SPACEs u;ul.:“_\' important and none central.

But Kahn realized that hierarchy is not necessarily
incompatible with democratic ideals. The differences
among people implied by previous hierarchies can be in-
ternalized into each person, Kahn's realization was
similar to those of Freud and Jung, who saw the great
human deamas, which had previously been acted out by
Oedi puis, the Hero, or the Mother Goddess, internalized
into the individual's psyche. By reflecting a full range
of human complexity, or hierarchy, in his buildings,
Kahn restored a richness to architecture that had toa
large extent been absent in the modern movement,

In the Exeter Library, Kahn was concemned with how
the person and the book come tagether. He said [197:

I see the library as a place where the librarian can
lay out the books, open ¢=.|\cn.1|l|' to selected pagesto
seduce the reader. There should be a place with great
tables on which the Librarian can put the books, and the
reader should be able to take the book and go to the
light.

At Excter, Kahn designed a great central space,
Through the roof, through the stacks, and through the
great circular shapes cut in the walls, light comes into
the space. In this central space, the librarian can display
books, and the reader can then carry them to study
carrels, or slooves, .Ill.l!!lLL the [wfimcl:r.'l of the hui]ding.
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The carrels are illurminated by great windows starting
above the eye level of the reader, and each carrel hasa
smaller eye-level window with a sliding wooden shutter,

which can be closed for privacy and concentration, or
u]‘c-nu:d to l'\crrnir,: view of the wooded campus.
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Yale Center for British Art and Studies

1080 Chapel Strect
New Haven, Conneeticut

1969-74

Finished after his death, the British Center embodies
many of Kahn's concerns. The building is urban in
character, with \|1L||$.3 along the street on the pmum!
foor. Itisclad in geey, pewter-colored stainless steel.
Here again, Kahn was designing on the edge of available
technology, using a new steel finish for the first time.
This fimish gives the steel the quality of slate, dark and
grey in the climate of this old New England town.

Dark on the outside, the building explodes with
light inside, A system of skylights brings ultravielet-free
light into the galleries of the top floor and, in two courts,
brings this light down into the bailding. The courts
are paneled in a luminous light oak and have balconies
Inoking into them from the other floors of the building,
Oine court is at the entrance, The other is near the center
of the building and is Kahn's last offering o Silence,
a space without a function, a place for that which is
not yet

View from the Northeast. The near
corner is the entrance, and to bhe vight
are ihopi al the grownd level, The walls
are paneled with specially finirhed
wrainiens iteel, The ikylights are fust
visible at the roofline
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Biographical Note on Louis 1. Kahn

Louis Isidore Kahn was born on February 20, 1901, on
the Baltic island of Saarama, Estonia (Russia), There,
a5 a young boy, his face was scarred by fire while carry-
ing hot coals. He emigrated with his parents to Phila-
delphia in 1905, where they lived in poverty. His up-
bringing was a traditional Jewish one, although not
strictly Orthodox, and his later pursuit of knowledge
always had a Talmudic, questioning quality to it. As a
high school student, Kahn was gifted as a painter and a
musician, winning city wide art prizes and supporting
his family by playing the piano in silent movie theaters.
He lizd won a st;lmlarship to study art, but in his last
year of high school he took a course in architectural his-
tory and resolved to become an architect.

From 1920 to 1924, he studied architecture at the
University of Pennsylvania, eatning his luition as a
teaching assistant. The University of Pennsylvania was
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at that time a school in the Beaux-Arts tradition under
the leadership of the respected architect and teacher,
Paul Philippe Cret. Kahn was an exceptional student,
and after graduating, he worked in important architec-
tural offices. He also traveled (o see historic European
architecture and, during the depression, organized a
research group Lnlnptntd of unr.-rn[ll.n}'cd architects and
engineers. Kahn's Beaux-Arts training made it difficult
for him to come to terms with the modeen movement in
architecture, and although he became an outspoken
thinker and theorist, his carly buildings were undis-
tinguished,

From 1947 until 1957, Kahn taught architecture pt
Yale, He had acquired a reputation as a thinker rather
than a doer until 1931-33, when he designed the Yale
University Art Gallery, which contained the seeds of his
later ideas. Then, in 1957-61, he designed the Richards
Medical Research Building in Philadelphia, and it was
quickly recognized as a major contribution to modern
architecture. Kahn's maturation in his late fifties was
extcephional, even in the field of architecture, which tends
to be a late-maturing field and tends to sce long-lived
practices with significant work done late in life.

From 1957 until his death in 1974, Kahn taught at
the University of Pennsylvania. For many of those years,
his studio was in a beautiful vaulted space in the top of
an old library. Twice a week he and his fellow critics
would meet with students from all over the world; the
classes became known for lively and profound discus-
stons that often continued late inta the night, sometimes
adjourning to a nearby restaurant o apartment.

Kahn was the intellectual and spiritual leader of the
school at the time of its rebirth, when it again became
the Anest architecture school in the country, a position it
had held when Kahn was a student there, The school
was also at the center of the rejuvenation of the city of
Philadelphia and the emergence of a new architecture in
this country.

Through his sixties and into his seventics, Kahn de-
signed buildings and projects in several countries for
the major human institutions: residence, religion, art,
government, science, industry, theater, and education
His buildings were great contributions to architecture
and to human culture, and severl in this country are
ranked among our finest. e

uned recognition as one
of the leading modern architects and was awarded pold
medals and honorary -]C_!{l\'_'l’_'h, among these, the Gold
Medal from the American Institute of Architects, and
the Royal Gold Medal for Architecture from the Royal
Institute of British Architecrs. He was also made a Fel-
low of the American Academy of Arts and Letters. Many
of lus ulnu_'m[mr.irit_-'i felt fortunate to be influenced h}' a2
person they believed to be one of the most powerful
architectural minds of all times, one that cr:t;r)mp;;.-;scd
the deepest meaning and spirit of architecture.

Although Kahn was absorbed in his architectural
practice and was fortunate to complete many commis-
sions, his ciroumstances were at times miserable. His
method of working, which was frequently slow, ex-
cluded him from commissions by clients who were moti-
vated by t".i]'u:d'u-m')- or F!rﬂfﬂ. Business inefficiency in
Kahn's office and his commissions in India and Pakistan,
which somctimes consumed great expenses and then Fell
through, burdened Kahn with crushing debts. What is
temarkable is that he was able to prat'tiic architectire as
the highest of arts—totally uncompromised by expedi-
ency—and not only to survive, but also to complete so
many exceptional buildings

Kihn died of a heart attack on March 17, 1974, alone
in the men's room at Penn Station in New York. He was
retumning from a trip in India and had missed several
connections trying to get back to Philadelphia for his
classes. Despite his age of seventy-three, his death must
be considered premature, as he was under extreme pres-
sure from his finances, work that was going poorly,
and the stress of traveling alone to and from India and

Bangladesh twice in o short period of time. He was at
the height of his creative powers and d

i some of his
finest work at the time of his death, Due to the carcless
ness of New York authorities, his body lay unclaimed

Far two days after his death,

The following are some of the remarks made at me-
moarials for Kahn in Philadelphia and New York [29]:

He was the most rurnJ'IL-'.-; mtellectual 1'd ever known.
I think this was because his intellect was so strong, that
it wag all lJITUu!_'iI his body. His body knew what his
mind knew, which 1 think is one reason why he was a
great archilect, . .. Nobody ever gave off so much Light.
Ir was a !Z‘Jl}"iili] light that came from the Jl[j\'l[}' of his
imagination and the aliveness of his intellect through
all his pores. . .

Vincent Scully

Kahn was working within the realization of the indi-
vidual, his |:L\l:l::'(|:-r:\i||g-i, his dcp.l.:riunc.hiﬁ scale to Eﬂ:\cr
and to nature, . . . Few architects pl.lt'c.] more attention
on the subtle transition of human activity: from work to
relaxation, to play, to comfort, with no separation or
distinctions—but reaching for a simple dignity in the
acts of life.

Romaldo Giwrgola

. . . The essential is not the disguise but the mflexible
metal of creative will power.

Rokert Le Ricolais
Lou Kahn materiafly influences every architect, mot

merely through his visible works of architecture, but by
the principles he enunciated so beautifully, . ; .

MNorman Rice
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Biographical Note on John Lobell

John Lobell is an architect and a professor in the School
of Arpchitecture at Pratt Institute in Brooklyn, New
York, He teaches architectural theory and history, and
has served as o Chairman of Curriculum and a Chair-
man of Faculty at Pratt, He received a Masters of Archi-
tecture degree from the University of Pennsylvania
{where Louis Kahn taught) in 1965, and 2 second
masters, in architectural theory, in 1966, Professor Lo-
bell has written articles and reviews for Artforunt, Pra-
gressive Architecture, AlA Journal, and Ari Mapazine,
for which he was a contributing editor for architscture,
and has lectured at schools throughout the country, He
has served on the Board of the Architectural League of
New York, as Chairman of its Scholarships and Awards
Committee, and a5 its program director during the 1960s
when he produced a series of proneening environmental
and participatory art shows. His own work indudes
"Corridors,” an exploration of topological space con-
structed at the Architectural League in 1967,

Professor Lobell is currently concerned with architec-
ture in & cultural context, and is working on a book on
architecture and structures of consciousness, Professor
Lobell says of his work:

I have become interested in how conscicusness
organizes one’s environment as meaningful for one-
self. T feel that this orginizing, or constituting of
meaning, 1s pervasive in aature, and that human con-
sciousness is a gathering of this quality. Working from
this assumption, [ kave become interested in the kinds
of meanings consciousness generates, that i to say,
the ways in which consciousness is structured. This
leads to-an interest in the ways that structures of con-
sciousness are manifested in cultural forms—mathe-
matics, cosmology, physics, painting, literature, urban
design, and architecture—and the ways in which these
structures change, which we experience as history.
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Kahn's poetry and his buildings reopened architecture
to be experienced on the level of human meaning,
and they therefore contribute to making possible my

work in this area.
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India, Photo by John Nicoluis,

Page 19. Temple in Segesta. Photo by Henri Stierlin. Courtesy
of Office du Livee, Fribourg, Switzerland

Page 21.  The dome of the Pantheon, Rome, Ttaly. Photo by
Yvan Butler: Courtesy of Office du Livre, Fribourg,
Switzerland,

Fage 23.  Drawings by Lowis | Kaln, Courtesy of the Lowis 1
Kihn Collection of the University of Pennsylvania, Phila-
delphis, Pennsylvania

Page 23, Strip of water at center of court, Salk Institute,

La Jolla, Califarnia. Photo ||"l John Lobell

Page 27, Pyramid of Cheops. Photo by Jean-Louis de Cenival.
Courtesy of Office du Livre, Fribourg, Switzerland

Page 19, Paraportiani Church 2t Mykonos, Photo by Myron
Heney Gold finger,

Page 31, Promontory and Temple of Poscidon at Sunium
Phito by Bruno Balestring

Page 33, Candes { Indreeet-Loire |, Church of 5t Martin,
Mave, France. Photo by M-Audrain. Courntesy of Editions
Arthaud, Paris, France.

Pape 35, Walkway, Salk Institute, La Jolls, Califomiz. Photo
by John Lobell.

Page 37, Model of the Sher-E-Bangla-Nagar Master Plan
{Capital Complex Plan ), Dacca, Bangladesh (early
wversion ). Photo by George Polil

Page 39, Exterior view, Kimbell Art Museum. Photo by Bab
Wharton, Courtesy of the Kimbell Art Museum, Fort
Worth, Texas.

Page 41, Detail of exterior wall, Ayob Mational Hospiral,
Duacca, Bangladesh. Photo by John Nicolais.

Page 43, Oil Factory at Brisgane, near Tebessa, Algeria,
Photo by Yvan Butler. Courtesy of Office du Livre,
Fribourg, Switzerfand

Fage di. Deawing by Lows |, Kahn. Courtesy of the Louis L
Kaha Collection of the University of Pennsylvania, Phila
delphis, Pennsylvania.

Page 47, Drawing by Lows | Kahn. Courtesy of the Louis I,
Kaln Collection of the University of Peansylvania, Phila
delphia, Pennsylvania

Page 49, Model of Hurva Synagogue, Jerusalem, Israel. Photo
by George Fohl.

Page 31, Chte basque dite Clite d Argent, entre Socoa et
I'Espagne. Photo by A. Trincano. Courtesy of Edittons
Arthaud, Panis, France

Page 35, Upper: The Basilica of Maxentius in the Forum,
Romamam. Photo by Yvan Butler, Courtesy of Office du
Livre, Fritourg, Swtzerland

Latrer: Passage under dormitory, Indian Institute of
Management, Ahmedabad, Indiz. Photo by John Nicolais.

Page 33, Funerary Towers, Valley of the Desd at Palmyra.
Pheto by Yvan Butler, Courtesy of Office du Livre,
Fribotirg, Switzesland

Page 37, Opening at library, Indian Institute of Management,
Ahmedabad, India, Photo by Joha Nicolais,

ILLUSTRATIONS: LOUIS KAHN'S BUILDINGS

All plans and sections | pages 75, 83, 84, 89, 93, 99, 103, and
111 ) are used courtesy of the Louis 1. Kahn Collection of the
University of Pennsylvanin, Philadelphia, Pennsylvania.

Page 74, The Alfred Newton Richards Medical Research
Building, University of Pennsylvania, Philadelphia,
Pennaylvania. Phato by John Lobell.

Page 74, The Alfred Newton Richards Medical Research
Building, University of Pennsylvania, Pholadelphia,
Pennsylvania. Photos by John Lobell.

Pape 74, The Alfred Newton Richards Medical Research
Building, University ol Pennsylvania, Pliladelphia,
Pennsylvania. Photo by John Nicolais,

Pages 77-62.  Salk Institute, La Jolln, California, Phtos by
Johin Lobell

Page #5.  Madel of the Salk Trstitute Community Center ( The
Salk Meeting Housed, La Jolls, California. Photo by
Geonge Pohl

Page 87, Model of the Sher-E-Bangla-Nagar Maseer Plan
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{Capital Complex Plan), Dacca, Bangladesh, (fate ver-
sion . Photo by George Pohl.

Fage 85, Hostels and Lounge Builidings, Sher-E-Bangla-
Nagar, Dacca, Bangladesh. Photo by Heary N, Wilcots,

Page 88, Hosicls and Lounge Buildings, Sher-E-Bangla-
Magar, Dacea, Bangladesh, Photo by Anwar Flosain,

Page 01, Model of the National Assembly Hall, Sher-E-
Bangla-Nagar, Diacca, Bangladesh. Photo by George Pohl.

Page 32, The National Assembly Hall, Sher.E-Bangla.Magar,
Daccs, Bangladesh. Photo by Henry N. Wilcots.

Puge 92 Model of the Natonal Asserbly Hall, Sher-E-
Bangla-Nagar, Dacea, Bangladesh. Photo by Gearge Pahl.

Paper 9398 Kimbell Art Musewm, Photos by Bob Wharton
Courtesy of the Kimbell Art Muscam, Fort Worth, Texas.

Pagei 107103, The Likeary of the Phillips Exeter Academy,
Exeter, New Hampshire. Photos by Jobn Lobell.

Page 104, - The Library of the Phillips Excter Academy, Exeter,
MNew Hampshire. Pliota by John Nicolsis.
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Fage 114, Lo |, Kahn, Photo by Joan Ruggles.
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“Tdeas change socety; anchitecture changes the visible, funchoning environ-
ment. Occasionally, one man's creativity spans both; and the way men build to
express their emotionat and physical needs is never quite the same agam. Louis
Kihn was such a man, .. A passionate fundamentalist, he was as concerned
with values of the heart and mind as with architectural esthetics. He soaght
solutions of beauty and integnty, true to materals and structure and to func
tional and expressive e, The kind of sensuons searching excellence that
resulted is unmeasurable by time or plice.” — The New York Times

In the development of contemporary architedune; noone has had a grearer
influence than Louis 1. Kahn, whose many btldings inchude the Salk Institute,
the Yile Study Center, and the Exeter Library. He is remembered, however, not
only as a master builder, buot also as one of the most important and creative
thinkers of this century. Kahn searched for beginnings: the origin of joy and
wonder, of intelligence and intultion. He sought the basic principles of being,
which he called Silence and Light. He spoke of these things with a tremendous
yet gdll[]a’: power H-L'.i-.fln_;_l his words, we feel that wé are ||}|_ﬂ||ng b & I,'\ll_h‘_‘l_ al
the human spirit

Far K.ﬂm. the sluu'!.' of arg h:|l;1.[|1.l‘l;‘ was the :\.lud} of human h':“".":-'" ther
highest aspirations and most profound truths. He searched for forms and
materiitls to eXpIess the M.Il.'[]iﬂ!u and the Fl.llhh".l.l’ of life. In his I\l.uldm.u:, Wi
see the redlization of his vision: luminows surfaces that evoke a fundamental
awe, §ilent ururl}'.lhb. that \pl:J.k uf the CXUNSivEness and the y..j||.|.ti|.3 of the
sparit, monumental columns and gracelul arches that embody  dignity and
st rl‘ll!i.'ﬂi This is the fiel book about BKahn for a H|;-|.||_'|.|_| audience wnd the First
to bring together his own words with illustrations of his buildings. A major
statement on human creabivity, it showes us Lowrs Kohn as architect, VERFOILLTY,
and poet .
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