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Attila Batar

St. Sulpice
in Lights

and Shadows

St. Sulpice is the second
largest church in Paris after
the Notre Dame; however,
this is not the reason for its
fame. The peculiarity of
this church, built over the
course of more than one
hundred years (it was fin-
ished in 1784), is due to the
unique play of light and
shadow that continually
changes its facade, porch
and loggia. Observing a full
day’s display of this light
show, one comes to realize
how creatively light and
shadow participate in the
design of a building.

Dawn

Standing in front of the
church in Place St. Sulpice,
looking toward the
church’s west-facing facade
in the first glimmer of
dawn, one can see only the
silhouette of the church,
which hides the rising sun.
The image of the church is
indistinct; architectural
details seem blurred or
invisible. The scene is
painted in monochromatic
tones that are hard to dif-
ferentate: the graying blue
sky, the church’s pale yel-
low walls and the dark
shadow of the contours on
the concrete of the square.
Because of its indistinct
appearance, the church has

a mystical presence.

Morning

The sun slides out trans-
versely from behind the
church. As the morning
progresses, it angles

around the side of the
church and reaches higher
and higher positions, as if it
were sitting upon, then
next to, the building.

One can now read the
articulation of the facade:
Columns stand out against
the wall; the hollows of the
upper loggia can be per-
ceived. The profile, basic
features and proportions
define the sight. Horizontal
lines prevail. The body is
heavy: The massive, robust
edifice leans on the place.

1:45 p.m.

The sun casts its first direct
light on the facade of St.
Sulpice and continues on,
dragging parallel rays of
sunlight across the facade.
Suddenly, the whole build-
ing starts vibrating. The
smallest protuberances
glare and the tiniest edges
cast shadows; together the
light and shadow animate a
rich, saturated facade, as if
the architectonic elements
suddenly stepped out in
front of the building in
order to introduce them-
selves to the spectators.

Even the smallest pro-
gression of the sun insti-
gates a significant change
on the facade, New details
rapidly come to the fore;
the sun delineates then
obliterates one after anoth-
er the ideas of the design-
ers. The church is trying
on its scenery.

As sunlight climbs up
the columns, the edifice
appears increasingly elon-
gated. With one decent
gesture the sunlight has
dissolved the bulky form.
Vertical lines take com-
mand. Time is performing
the role of an architect.

Photos by Attila Batar.

PLACES 8:2



E5k ey

serpagy

(LTSN S VI

PLACES 8:2 +

~



48

3 pm.

The process of change is
slowing down. The sun is
moving behind us, shed-
ding a golden light over
the entire facade, which
leisurely contemplates one
last spectacle. The sun is
playing her last card; her
gestures have calmed; the
facade has been appeased.
Sunlight is no longer the
plaything of the facade.
It reaches into every
crevice, if only indirectly,
being capriciously reflect-
ed in even the interior of
the loggia.

The afternoon presents
a new gift: Four facades
appear one after another in
the hollows of the loggias.
One can observe three-
dimensional space, not just
a flat surface, as if on the

stage of the church several

sets had been installed at
once. The outermost layer
is the line of columns with
the architraves. Beyond a
breach comes the next
layer: a line of pillars with
arches. The light pene-
trates these niches, too;
thus, the hollow is not
empty. Another line of pil-
lars is revealed before the
wall; this is the third layer.
Finally, even the rear wall
does not prove flat.
Buttresses divide this
fourth facade and the sun-
light illuminates its shape.
With life breathed into
the loggia, St. Sulpice
changes proportions. The
newly revealed dimension
of depth gives the facade
the appearance of extend-
ing along its other dimen-
sions; the church seems
lighter as one’s eye is

drawn into the loggia.

6 p.m.

The setting sun approaches
the eye-level view of an
observer on the square. At
sunset the sunlight con-
fronts the facade of the
church head-on and strikes
against the wall. Where the
light hits the stone it sparks
and where obstructions
block it from reaching the
wall there are dark shad-
ows. The gleaming is over;
the facade is no longer
evenly lit but composed of
starkly contrasting bright
and dark areas.

Before leaving for good,
the sun paints a last scene
on the deepest layer of the
facade. The shadows of the
architraves and columns
out front become a faux-
facade, a fifth coulisse. The
dark, shady spots on gbld
glittering stone wall seem

to create a deeper layer. St.
Sulpice has become stage
for shadows. If clouds cross
the sky, the shadows disap-
pear then push through
again, continuously draw-
ing new shapes.

The loggia is exception-
al because it is not com-
mon that within one dis-
tinct architectural space the
same architectonic ele-
ments perform two func-
tions at once, absorbing
light and casting shadows.
While the columns, pillars
and statues intercept the
light, they also cast their
shadows on the rear wall

and on each other.

9 p.m.

When the sun sets, the
lights of the square are
turned on and the arcades
of the church are lighted as
well. The loggia is illumi-
nated from the inside. The
surfaces that were dark
during the day — the ceil-
ing, for instance — now
glimmer in light. In the
loggias, the upward-turned
light elevates the edifice.
Following this perfor-
mance to its completion,
an observer realizes that
the church of St. Sulpice is
not one and carries away a
thousand different images
of the building. The facade
is unfinished; it is still on
the drawing table and the
manifold, creative powers
of light continually redesign
it. Light and time continu-
ally recreate the space. ®
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Pike Place
Market

Marietta S. Millet

Winter

Morning fog shrouds Pike
Place Market. Within the
final stretch of open-air
arcade of the stalls, lines of
overhead lamps gleam yel-
low-orange against the
gray, marking the central
aisle. Around the corner,
closed in here, bare ceiling
lamps glimmer in rosette
patterns, reminiscent of a
carousel. Fennel, leeks and
savoy cabbage show pale
green in the islands of
warmth cast by the lamps
hovering overhead in dark
green enamel skirts.
Shoppers in wool caps and
mittens look over the
seafood, picking out the
large crabs for tonight’s
dinner parties. The color-
ful glow of neon signs and
warm pools of lamplight
mark the activity of the
market within the emerg-
ing structure of the pavil-
ion that hovers like a small
island at the edge of the
city above Elliott Bay.

Spring

The weak but welcome sun
dapples noon-time shop-
pers as they scurry through
the market scooping up the
delicacies of the season.
Fresh herbs, asparagus,
dandelion and endive, new
potatoes — all seem more
vividly colored as the sun
peeking in the windows
patterns the counters filled
with produce. The sunlight
skips off the surface of
Elliott Bay to the south,
setting the market struc-
ture in relief. Geoduck and
razor clams, Alaska and
Dungeness crabs, and mus-
sels huddle in their ice
beds, protected from the
bright sky. The intense
colors of the tulips form a
gay backdrop against the
dynamic cloudscape out-
side. The center of activity
moves from the closed
corner building to the
arcades half open to the air
as the market awakens to

the world outside.
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Summer

"The warm afternoon sun
heats up vendors and
tourists alike, as the lamp-
glow fades in significance
against the vibrant day-
light. The pace is slow.
Crowds pack the aisles and
sidewalks, savoring the
trinkets and the bounty of
summer. Red tomatoes,
yellow corn and green pep-
pers lie crisp in the lamp-
light, silhouetted against
the view of the bay out the
window beyond. The
red-blue-purples of the
berries form a deep coun-
terpoint to the patches of
sunlight moving across the
tables. The pavilions,
where they are open to the
street and to the vista of
the Bay beyond, seem to
expand out into the bright,
sunlit surroundings.
Flower boxes top the edge
of the roof above the
marching round columns
with vernacular capitals.
The market buildings,
which are the result of the
gradual accretion of enclo-
sure over time, seem
unnecessary now under the

cloudless sky.

Autumn

The pale gleam of dusk
highlights couples walking
to dinner under the garish
pink neon of the market
sign. Gone are the vendors,
the oysters packed away.
The chanterelles and apple
cider await another day
when they will form a fore-
ground of neutral browns
to the foggy morning and
the short sunlit afternoon.
The market turns in on

itself. The lines of lamps

identify the rows of empty
stalls against the rhythm of
the open colonnade, calling
attention to the undula-
tions of the ceiling as it
shifts from low side bay to
high central aisle and back.
Out over the water, the
lights on distant islands
sparkle as a backdrop.

The market slambers, but
only briefly. ®

SEPVEL LS

RESTAURANT
COCHKTAIL
WATER ViEW

All photos by Marietta S.
Millet except photo at
top left of opposite page,
by Todd W. Bressi.




Light in
a Landscape

of Desire

William A. McClung

In Southern California, the
imagination of Arcadia
includes the sun as well as
moderate temperatures and
the orange tree. But what
kind of light is characteris-
tic of the area?

Today we bemoan the
loss of “a pre-smog Los
Angeles of sharply con-
trasting sun and shadows,”
which one historian
describes as the atmos-
phere necessary to appreci-
ate the Wrights’ concrete-
block architecture of the
1920s. Yet in the early
1930s William Faulkner, in
his only Los Angeles short
story, “Golden Land,”
describes how “the sun,
strained by the vague high
soft almost nebulous
California haze, fell...with
a kind of treacherous
unbrightness.”

We may misinterpret
his observation. “Trapped
down here,” John Rechy
laments in City of Night,

FIY
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“by the blanket of smog
and haze locking you from
Heaven,” we feel guilty
about filtered light. But the
Spanish explorers of 1542
described what is now the
port of Los Angeles as the
Baia de los Fumos because
the smoke of campfires was
trapped in the basin’s char-
acteristic inversion layer.
Photographs of the San
Gabriel Valley taken more
than a century ago show
the mountains veiled, to-
day we might say “choked,”
in haze.

By contrast, recent pho-
tographs taken during
occasional Santa Ana con-
ditions have publicized a
Los Angeles of dazzling
but rarely observable. The
photos do not show the
searing wind, which revers-
es the normal marine
breezes that modulate the
desert’s aridity and veil its
relentless transparence. In
his 1942 novel A Place in

View north near Pasadena
towards the San Gabriel
Mountains, about 1884.
Courtesy the California
Historical Society Collection,
Department of Special
Collections, Regional History
Center, University of Southern

California Libraries.



the Sun, Frank Fenton
writes: “The lingering mist
of morning fog was rising
and in the fog there was
the salt flavor of the sea.
Then the shreds of fog
melted and the great yel-
low and white city lay at
the mercy of the sun.” In
pre-air-conditioned Los
Angeles, the haze might
have seemed like a shield.
Part of it is natural and will
remain after, if ever, the air
is purged of its filth.

The artificial lights of
Los Angeles furnish writers
with convenient metaphors
of disillusion. “The day
wanes,” writes Christopher
Isherwood from the crest
of the Santa Monica
Mountains, “and the lights
snap on in their sham jewel
colors all over the plain.”s
“Los Angeles,” complains
Raymond Chandler’s
Philip Marlowe, used to be
“just a big dry sunny place
with ugly homes and no

style,” but now (in 1949) is
a “neon-lighted slum.”®
Los Angeles “smelled stale
and old like a living room
that had been closed too
long,” Marlowe observes,
“but the colored lights
fooled you. The lights were
wonderful. There ought to
be a monument to the man
who made neon lights . . .
There’s a boy who really
made something out of
nothing.”” Marlowe does
not sound fooled himself.
In Los Angeles literature,
the beginning of wisdom is
to “see through” the bright
lights to the shabby sub-
stance, and then angrily
and bitterly to denounce
those lights as deceptive
and insubstantial.

Those who actually
look at Los Angeles, how-
ever, may discover that its
lights say something else.
In Julius Shulman’s glam-
orous and thrilling photo-
graph of Pierre Koenig’s

AFERORNE

ILLUS

Los Angeles as Arcadia: the
cover of Los Angeles, Califor-
nia. lHlustrated. (Compiled by
Cyrus M. Davis and T.
Newman, published by Press
of Kingsley-Barnes & Neuner
Co., 1899.)

Courtesy the Henry E.
Huntington Library and Art
Gallery.
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Case Study House #22
(1959) in the Hollywood
Hills, an elegant pavilion
overlooks the vast, gridded
flatland, echoing its lineari-
ty and brilliance. Floating
in their successive wraps of
evening gown, crystal box
and illuminated space, the
luxurious young women
complete an image of a vast
and dramatic natural set-
ting transformed and per-
fected by the arts of design.
The picture is a vision of
the heights to which
money, technology and the
International Style can
convey a citizen in Los
Angeles. Here is no nostal-
gia for sunlit orange groves
and no sense of a dream
betrayed; on the contrary,
the dream has been real-
ized, and its medium is
(artificial) light.

Natural or electric, light
is a contested zone in the
landscape of desire. ®

Notes

1. John Beach, “Lloyd Wright’s
Sowden House,” Fine Home-
building, April/May 1983, p. 67.

2. William Faulkner, “Golden
Land,” Collected Stories of William
Faulkner (New York: Random
House, 1950), 706.

3. John Rechy, City of Night
(New York: Grove Press, 1963),
87.

4, Frank Fenton, A Place in the
Sun (New York: Random House,
1942), 101.

5. Christopher Isherwood, 4
Single Man (New York: Simon
and Schuster, 1964), 112,

6. Raymond Chandler, The Lirtle
Sister (New York: Ballantine
Books, 1971), 202.

7. 1hid., 90.

Pierre Koenig, Case Study

House #22, Los Angeles.

Photo © Julius Shulman.
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Henry Plummer

Architect Toyo Ito excels
in silver light. His is a
volatile brightness, made to
lighten and hollow out
solid things, to massage
static forms, to dispel the
last sign of earthbound
weight.

Glistening metals are
eaten into by air. Thin
steel vaults loft above
ground, opening like petals
of some strange metallic
flower with its delicate
petals unfolded to gather
sun and breeze. Solid
beams are punched with
openings, walls are dis-
solved into gauze-like tis-
sues, cach piece slightly
offset to relax and breathe
and draw light into imper-
vious material. Even the
lustrous rails seem pneu-
matic, as if borne on cur-~
rents of air, traceries of
light that glide and loop
along stairs.

Ito’s ethereal aims are
especially convincing in the
wonderfully flowing spaces
of his just-completed
Municipal Museum in
Yatsushiro, on the Japanese
island of Kyushu. The
evanescent light shaped
here not only reinforces
Ito’s general intention to

induce architecture to open

and float, but also is per-
haps the building’s primary
expression.

Devoid of any assertive
hue, this deceptively mini-
mal structure is able to
enjoy vast mutations of
fluid color and reflection.
Its pale tones take on a lic-
tle of every color outside:
now an overcast dove
gray, now a hint of yellow-
green, or watery purple,
or softly fading pink.
Reflections in the folded
glasswork and aluminum
screens insert flickering

images into a zone of quiet

Yatsushiro Municipal Museum.

Photos by Henry Piummer.

gray. The result is a vague-
ly drifting and even
nomadic light, yet one
strangely calm and still, a
luminosity quivering in
response to a visiting peo-
ple and sky, shifting with
every viewer and moment
in time while holding its
uniform satiny gray.

The superimposed light
effects run into each other
like transparent vapors, for
the many thin membranes
transmit and mirror light at
once, trapping the layered
brightness in a crystal lat-
tice, where it clings, devoid
of matter, and melts into
the air. Yet, even as the
light is magically suspend-
ed, it is immediately folded
back into shadow and sub-
dued. Gleaming aluminum
is shot through with pin-
points of blackness. Mem-
branous half-lights float
like mists before smudged
shadows in the roofen
structure. An exhilarating
transparence is turned
slightly misty, blurred
by overlapping films and

patchwork reflections.

Dusky tones ripple along
curving metals. The mono-
chrome light is thus
strangely full yet dim, clear
yet mysterious, and pushed
up into recesses one might
expect to find in heavy
darkness, uniting the light
with various ranges of
shadow and suspending it
all around in a faintly
glowing grayish air.

By these contrapuntal
values, especially a dual
austerity and elegance,
Ito’s light offers a startling
recreation of the gray sen-
sibility and tea-inspired
aesthetic of traditional
Japan. While colorless and
empty, lonely in its wintry
hues, its air of silence, the
restrained palette gives
rise to the most lamboy-
ant of optical phenomena
— voluptuous surfaces, a
delirium of glitter and
sparkle, infinitely multi-
plied images that seem to
encircle and accompany us,
a fairy-tale world like some
hollowed out diamond or
chandelier.

Spare yet abundant,
calming yet awakening, this
cool, silvery light refreshes
the eye, even as it hovers
between reality and dream.
In the fragile interval be-
tween outside and inside,
where we are opened again
to the poetic imagination
and to the wonders of sim-
ple perception banished
from practical life, we can
hear the breathing of
someone alert to the plea-
sures and adventures of
purposeless seeing. What a
splendid way to enter a

museum! @
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Charles C. Benton

On the Mississippi River
just north of New Orleans
lies an extraordinary place.
Rounding a corner on the
Woot River Road you
encounter an alley of live
oaks planted around 1690
by an anonymous French
settler. Today it is as
though a sorcerer gathered
the most ancient trees in
the Louisiana countryside
and aligned them in twin
rows eighty feet apart, their
intertwining limbs forming
an immense canopy that
shelters the grassy field be-
low. This leafy tunnel runs
three hundred yards from
the river’s levee to Bon
Séjour, a Louisiana Clas-
sic-style plantation house
built in 1832 to replace the
original settler’s cottage.
"The building, sited snugly
to the earth, its lines soft-
ened by shaded verandas,
provides a subtle counter-
point to the arboreal splen-
dor of the oaks.

Many visitors to Oak
Alley sit below the oaks to
share a small meal feeling,
I imagine, like the relaxed
subjects of Manet’s
Déjeuner sur Uberbe. Oak
Alley comforts their senses
in many ways. The air car-
ries the delta’s heady per-

PLACES 8:2

Oak Alley

fume of five parts blossom

and one part decay. The
bird songs and the whisper
of leaves serenade the ears.
The grass field provides a
soft carpet; gentle breezes
cool the skin. The great
trees provide a sea of shade
protecting everything —
you, the immense lawn, the
veranda, the house interior
— from Louisiana’s relent-
less sun. And this shading
produces the light and
shadow that mesmerize at
Oak Alley.

The nineteenth-century
Georgian poet Sidney
Lanier described the light
in a similar oak grove as
“Beautiful glooms, soft
dusks in the noonday
fire.”! A hundred years
later the light below several

acres of living canopy
remains every bit as allur-
ing. At Oak Alley each leaf,
each blade of grass, is a
spectral filter, transmitting
and reflecting the green
wavelengths to produce a
diffuse, lush, almost ethe-
real ambient light. Small
gaps between leaves cast
countless penumbrae —
tiny, soft-edged patches of
luminance falling vaguely

between sun and shadow

— to provide a subtle over-

lay of dappled light.
Occasionally there are
larger openings in the
canopy. Here, if thunder-
clouds permit, coherent
sunbeams provide bright
shafts of light as benign
reminders of the forces
that rail beyond. The bal-

ance of diffuse light, dapple
and sunlight is delightfully
animated by movements of
sun, patterns of cloud and
the fluttering of a million
leaves. All in all the effect
is breathtaking. As the day
winds down, shadows
lengthen until the sun
finally slips below the oaks,
flooding the alley in a brief
display of subdued golden
light. Even as dusk gathers
strength and the oaks fade
into night, the memory of
this light makes Oak Alley
a difficult place to leave. ®

Note

1. Excerpt quoted in Wayne
Andrews, The Pride of the
South (New York: Atheneum,
1979), 110.

Photo by Charles C. Benton.
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LIGHTING THE NIGHT: Technology, Urban
Life and the Evolution of Street Lighting

Alfred Holden

56

It was described as the longest electrical hook-up in U.S. history that February night in
1928, when Thomas A. Edison, in his laboratory at Fort Myers, Fla., pulled a switch that
turned on the new streetlights of Bellingham, Washington. Instantly the city was flooded
with light. Cheers rose from thousands of people, some of whom had come hundreds of
miles to witness the event. A band struck up the national anthem, and downtown stores
were resplendent with window displays befitting a great event in a city’s history.!

But in another sense this event was a last hurrah. Electric lighting, part of the tech-
nological revolution in which few aspects of American life were not transformed by elec-
tricity, was by now nearly ubiquitous. Its role in American life had been shifting, from nov-
elty to amenity to necessity, and it would continue to do so until light became invisible in
the public’s consciousness except when disaster cut the wires or the bulb burned out.

Street lighting, by nature, was one of the most public aspects of this technological
revolution. Sometimes with a splash, at other times nearly invisibly, it has not only reflect-
ed struggles over opportunities and hazards presented by technology, but also helped mold
attitudes toward community life and shaped places profoundly.

The celebration at Bellingham, where 271 ornamental concrete poles supported pairs
of frosted glass and cast-metal lamps lit incandescently, reflected the excitement that greet-
ed the early years of street lighting. Today’s towering thruway floodlights, with clusters of
powerful sodium-vapor bulbs that beam a day-bright orange glow along miles of highway,
respond to other demands and values. The use of high-intensity light in cities says much
about the triumphs and anxieties of modern living and our thirst, seemingly unquenchable,

for more light.
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How have places and people shaped street lighting, and
been shaped by it? Two themes that are common to American
history emerge. First, great industries with much at stake
in creating demand for their product led the way in shaping
public attitudes toward street lighting and determining the

public’s will to buy it. And second, once the technology was

accepted and commonplace it faded from public consciousness.

"This changed the way people lived with light and left what
lighting did to America’s urban nightscape unnoticed — until
that nightscape had changed dramatically, along with ways of

thinking about places and patterns of living in them.

Do they sparkle with white fight? /.- Dothey discourage critne and row-
dyism? Do they safegtiard traffic
and’ pedestrinis 7
Are they a credit’ to' youir city
administration ? .

Aretheya shining example of what
a good: lighting’ company can do
for a city 2 Do.they cause you to
hold up your head in honest pride?

Do they draw people from far and
near to go “window shopping?”

Are they an inducement to live
and do business in your city?
Do they increase the value of
your real estate?

Do they advertise the city?
If you live in a G-E Lighted Town; you‘cari give ari_eimphatic
“YES" 10 every question.
¥ you can't say "yesask the nearést GE Street Lighting Enginesrs
to help you make those dark highwags fito bright “White IWays.”
GENERAL 'ELECTRIC: COMPANY

SCHENECTADY, N, ¥. Sales Offices’ iy Pelscipad Ciies.

7328

Lighting manufacturers made
sales by appealing to civic
pride.

From The American City, 1917.

Street lighting, unlike many phenomena of the Industrial
Revolution, did not suddenly burst on the urban scene. For
millennia, efforts had been made to create light in public
places, both to expunge primal fears of the night and extend
the boundaries of human activity. The advent of gaslight in the
early nineteenth century made street lighting a “system” for
the first time, with fuel taken from a central, steady source and
distributed on a wide scale.?

Within a generation this technology was universal in urban
areas and had greatly altered the way people lived. Gaslight
“brought about a reordering of most people’s daily schedules,”
Sarah Noreen wrote about Washington, D.C., in the gaslight
era. “The theatre, which had entered city life in the 1830s, was
no longer restricted to daytime performances or early evening
olios. The concentration of gas lamps on the Mall made
evening lectures at the Smithsonian both possible and popu-
far.”3 By the 1870s dynamo electrical machinery permitted
a strong, steady current, and electric lighting for home, work-
place and city became possible.

Gaslights were replaced with electric lighting, but only
partly because of the merits of the new technology. The great
corporations born of the Industrial Revolution, including the
swiftly emerging electrical industry, not only commanded vast
resources for research and development but also sought mar-
kets for their products just as scientifically. Events such as the
World’s Columbian Exposition at Chicago in 1893 and exposi-
tions at Buffalo in 1901 and St. Louis in 1904 were seized
upon by firms like Westinghouse and General Electric as
showcase opportunities. As intended, the dazzling lights of the
fairs awed millions of Americans. Along with the fairs” ordered,
neoclassical, monumental exposition buildings, electric light,
including street light, became part of America’s collective
vision for its future.

Flectric light conquered the night in our cities and towns
at both a formal political level and, quite literally, on the street.
One outgrowth of the fairs was the City Beautiful movement,
whose proponents (including leading architects, municipal
officials and citizens) advocated the use of planning and archi-
tecture to resolve the chaos of the nineteenth-century city.
City Beautiful projects made ample use of lighting for streets,
parks, public libraries, train stations and government buildings.
Night light could highlight and “edit” the visually cacopho-
nous workaday world and make it seem ideal #

At the turn of the century, incandescent light was preferred
over other technologies for its sparkle and uplifting character;
the newest innovation was the tungsten “Mazda” lamp, which
cast a brighter, purer, white light that rendered its environ-

ment in truer colors. Engineers looked longingly at the bright-
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ness of electric arc lights, but their harsh blue-green or amber
color was incompatible with the practical goals of street light-
ing and with the City Beautiful vision. City Beautiful advocates
rejected new technologies that promised brighter, more effi-
cient light, including a type widely used today, sodiam vapor.
“Engineers should not cling too closely to the most efficient
and economical devices,” the 1912 meeting of the Hluminating
Engineering Society was told, “for lighting must be made
agreeable to the eye.”’

A broader picture of what urban lighting was becoming
can be found in a phenomenon that reached every community
of any size in the country: The Great White Way. White
Ways (the term may have come from the “White City”
World’s Fairs, or the nickname for brightly lighted Broadway
in New York) usually consisted of City Beautiful-inspired lamp
posts installed along the principal street of a city or town. The
pedestrian-scaled, ornamental posts were topped with one
to five frosted white globes or rippled, sparkling translucent
acorn tops that provided modest levels of illumination and
reduced glare to a minimum.

Stock fixtures of endless variation were available from
manufacturers. But such was the enthusiasm that Kansas City’s
Municipal Art League held a design competition” and Los
Angeles commissioned different designs for each main boule-
vard.® Most designs reflected an ornate, classicist Beaux-Arts
flavor, but they steadily evolved as technology and require-
ments changed: Lantern-like fixtures, inspired by the gaslights
they replaced, quickly gave way to round or oval globes atop
classical posts.

The streetlights were, perhaps, incongruous in the ordinary
context of Main Street, but White Ways satisfied the public’s
thirst for spectacular effects and served as highly visible sym-
bols of progress. They were frequently put in after lobbying by
civic or business groups, who saw in them the prospect for
greatness and prosperity, or were afraid of being left behind. In
some cases, local merchants underwrote White Ways in a ges-
ture of civic pride and boosterism.?

That groups other than the electrical equipment manufac-
turers became a force behind urban lighting expansion sug-
gests both the success of the industry’s efforts at the great fairs
and the speed with which the utility of electric lighting was
accepted as a requisite of modern life. “How do your streets
look when the sun goes down?” General Electric asked the
municipal readership of The American City in 1917. “Do they
sparkle with white light? Do they draw people from far and
near to go ‘window shopping?’ Are they an inducement to live
and do business in your city?”10 GE’s “Street-ology” advertis-
ing played on light both as science and magic.!!
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City Beautiful-inspired street-
lights graced wealthy residen-

tial districts as well as main

thoroughfares.

An Event Worth

C@lebratm;%

ﬁe%}*

GRAND OPENING

THE WHITE WAY

Program

L2

Only a few months ago, Mt. Clemens,
Mich., celebrated the opening of its
new White Way, in which King stand-
ards were used.  The feeling of civic
pride, increased safety and improved
trade from such an installation, may
be possessed by any city,” Our Engi-
neering Department is available to
help solve your lighting problems at
any time,

King Manufacturing Co.
53 Waest Jackson Blvd. Chicago, Hiinols

When wiiting b0 Advestisoes ylease mension Tws Aueescan Cisv.

Cities without a Great White
Way were made to feel behind
the times.

From The American City, 1933,
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Top: A common streetlight
until the 1960s was a bare bulb
under a porcelain reflector,

Center: 1930s-era ornamental

streetlight.

Bottom: The cobra-head, sodi-
um-vapor streetlight, here
with twin lamps, was ushered
in because of concerns about

efficiency and functionalism.

Selling America on Light

Today’s emphasis on street lighting as a requirement of auto-
mobiles and a security device can be traced to the era between
the wars, particularly the rise of automobile culture after
World War L.

In 1926, The American City, 2 magazine that had long advo-
cated City Beautiful ideas, explored how street lighting might
mitigate traffic hazards. It recommended bracket-type stan-
dards that held the lamp over the street, instead of the type of
lighting found in the business district. These would enable dri-
vers to see farther and put a sheen on the pavement, so obsta-
cles would appear as silhouettes. Poles were to be higher,
ostensibly reducing glare in motorists’ narrow, horizontal field
of vision.12 In 1930 the Illuminating Engineering Society pub-
lished a street lighting code that it urged municipalities to
adopt. Urban streets were classified by traffic count, with high-
er light levels recommended as traffic increased.!?

The lights of the great world’s fairs of the 1930s were no
less spectacular than those of a generation earlier: New York’s
1939 World’s Fair introduced fluorescent lights and added
neon and glowing glass blocks to a palette that, in the previous
generation of fairs, had included only floodlighting or strings
of bulbs to outline buildings. More prophetic for the future of
lighting, however, was General Motors’ Futurama, which por-
trayed an automotive utopia of cities knitted together by a sys-
tem of four-lane, limited-access highways.

Streetlight fixtures evolved in response to the age of
streamlining, when industrial designers stripped ornament and
applied windswept curves to virtually everything. By the late
1930s, the streetlight had emerged sleek, slim and poised for
the future. The most popular designs consisted of a 20-foot
concrete, pressed metal, or slightly dressier cast-iron standard,
from which a spare, functional bracket projected.

But the Great Depression slowed the spread of this dazzle.
Many jurisdictions opted to save money by halting public
lighting expansion (municipal street lighting did become eligi-
ble for federal financing under the National Recovery Act) and
even turning off lights.

The industry turned to the fears and emotions of Ameri-
cans to sell street lighting, exploiting and mirroring growing
anxiety about urban life. “Any reduction in essential service...
may very well turn out to be a net loss...resulting from
increased accidents and crime,” the International Association
of Electricians warned.!1* Americans would be “sold” on
vastly improved street lighting because they “don’t want to be
bumped off by a gun or a car on a shadowy street.”!5

The industry also dusted off technology that had earlier
been shelved. Sodium vapor, for example, had been written off
because it painted the landscape an eerie pinkish orange. But
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with more cars and less money around, it now had attractive
qualities. An 80-watt sodium vapor lamp produced as much
light as a 215-watt incandescent.!® There still were complaints
about the garish environment sodium vapor created, assuaged
by the expectation that its use would be “confined to highway
lighting and to other outdoor lighting where color discrimina-
tion at night is of little importance.”’7 Engineers counselled
that the color was “not objectionable” at low intensities and
would improve night vision in fog. General Electric trumpeted
sodium vapor’s color as a virtue. In 1936 it ran a bright orange
advertisement for the trade, urging municipalities to “make
sure GE Sodium Lighting is considered.”!8

These efforts, combined with the massive road-building
that followed World War II, would bring the lights of the
highway — their highway-defined shapes, and the orange glow
of sodium vapor followed by bluish mercury vapor light — to
the dense city. The shift was a refection of disparate changes
in society, and it was not without irony. Light was being called
on not only to speed traffic but to mitigate decline caused by
phenomena the automobile helped bring about: exodus to the
suburbs, disintegration of urban public transportation, and the
carving up of neighborhoods by automobile corridors.

There were contradictions in this progress. The number
and brightness of new fixtures often cancelled out the new
technology’s increased efficiency. “10 times as much light...
for only 2 1/2 times more electrical current” was the equation
on the boardwalk at Seaside Heights, N.J., in 1952.19 This
mirrored a less advertised element of street lighting cam-
paigns, to “sell public utility executives... that it can be prof-
itable to them t0o.”29 And there were technical problems, in-
explicably absent from many discussions. Lights very bright at
the source, such as mercury- and sodium-vapor lamps, caused
the eye’s pupil to contract, causing glare that called into ques-
tion the gain from brighter illumination.

But the perception of safety may have derived by now more
from the visibility of light than from the actual need for vision.
And the industry and its customers took care in their discus-
sion of color, referring to sodium-vapor as a “soft golden
glow” and mercury’s blue as “romantic and futuristic” or, in
one case, as “glamorous.”?! American cities gradually took on a
blue or orange glow that may have been otherworldly but was,
finally, accepted.

Thus, the popular perception of street lighting was chang-
ing. In the late 1930s, nighttime appearance was still sufficient-
ly a source of pride that it often was pictured on the linen-fin-
ish postcards of the day. But in 1942, The Little House, a chil-
dren’s book that tells the story of the building of cities through
the eyes of a small house, found lighting to be a different
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General Electric hoped to turn
the orange glow of sodium
vapor light into a selling point

in this ad.

From The American City, 1936.

A policﬁna -
b

n-every 50 yards!

Eicivat, amdera sireed Mgt ™ S N are ke wasitines paticemen . . Treir reseuting gl
arives fawdireaboes, weay They 0% help procent erime by Hglting op the dark eommre where
exrine brewbs, € er's u pentinent fuct, fn one eity orivien derroamet 3 e ot those seesions
whiere hetter street Hihting v fostaflod. Good steer Tighting nekes pobie work ouster, €, With welk
Vighted siewvts, tratlic spoede . ecidente deorease o . bisiueen inpeoses. €, 1F e o ftied eity
buiget 0 b s, evasusicat etalation may be fiad throngh careful planming, Suboantiol ravinge
mas e e oy eloeking botl oviginat crsie and Tt ot

1o b i scloction of standards.. <. by proper spasiog. €, Vhows b G'——"'b"""R
valse cinmples, prabions, Graghar's experionrel sireer lightisig spevial: i ¢ ay a

ot e ot el quakified sid witting (0 hefp ging solvs sic probiems.  STREET LIGHTING

By the 1930s, lighting manu-
facturers began to appeal to
fears of urban crime.

From The American City, 1933,
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emblem: “Now it was not so quiet and peaceful at night.
Now the lights of the city were bright and very close, and the
street lights shone all night. “This must be living in the city,’
thought The Little House, and she didn’t know whether she
liked it or not.”2

Enlightened Questions

The relighting of the American city continued apace through
the 1960s. Firms marketed double and triple versions of

the universally used lamp that became known as the cobra
head, for its resemblance to a serpent. But by the early 1970s,
as sodium-vapor began to beam from sea to sea, some were
asking if all this light were needed and whether it contributed,
through psychological or other factors, to the decline it was
installed to halt.

America’s cities were neither thriving nor crime-free, and
if high-intensity lighting was an attempt to compensate for
other, larger societal ills that had brought this about, it wasn’t
working. A study in Norfolk, Va., undertaken for the city’s
redevelopment authority in 1974, questioned conventional
views of the relationship between lighting and safety, after
user-surveys disclosed “definable and quite low levels of illumi-
nation which were regarded as satisfactory ... "2} In Toronto,
the city council halted conversion to sodium-vapor lamps in
the 1980s, deciding 30,000-plus postwar incandescent street
lights contributed to the safety and vitality of the city.

In the 1990s, technology seems to promise the chance to
relight cities in ways that better complement the environment.
Metal halide, an improvement on bluish mercury vapor, is
mentioned and specified more often; its whiteness comes close
to incandescent though it falls short of matching the latter’s
warm sparkle. Compact fluorescent lights sometimes are used
outside; at a boardwalk on Lake Champlain in Burlington, Vt.,
the lighting character convincingly approaches incandescent.

The question remains whether generations who grew
up with sodium-vapor lamps and accustomed to urban decline
and expressway culture care for or would support a change.
The ability of light to create comfortable places must now be
weighed against the perceptions that high intensity light is
necessary and comfort in the public realm unimportant. This
might help explain why, paradoxically, the lighting industry
is heading in several directions.

An official from the Holophane Co., a major manufacturer
of street lamp glassware, said public dissatisfaction was so great
with sodium-vapor that it would be replaced by new sources
within 10 years.24 But sodium- and mercury-vapor lamps also
stand on the doorstep of high-intensity lighting’s last frontier
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— homes, interior public spaces of office buildings, subway
stations, transportation terminals and apartment buildings.
Their economy understood if not always realized, the intense
quality of their light familiar if unimproved, and fixtures cheap
and plentiful, they offer a path of least resistance to a public
accepting of conventional justifications and claims.

Obscured by the stresses, anxieties and pressures associ-
ated with modern life is the question of whether people are
thriving under these bright lights. Our understanding of basic
matters like the human eye’s latitude to adjust to vastly differ-
ent light levels has not been heeded, as Harvard University’s
William Lam tried eloquently to remind modern lighting
engineers.?’ Fear, often based in grim reality, and expectations
for technology remain the most potent fuels for lighting public
places in the 1990s. They obscure better understanding of
light as a shaper of architecture, place and real security and
comfort. Urban light, which had briefly created remarkable
city environments, has become a catalyst in their change, and

arguably their erosion. @
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For Those
Who Spend Time

in a Place

Ralph Knowles

Whether we occupy an
inside or an outside space,
two scales of the passage of
time can be noted. One
measures a day of experi-
ences and actions; the
other, a year. People must
remain a while. They can-
not really know their possi-
bilities, or the possibilities
of a place, by passing

through just once.
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Any space that is orient-
ed from east to west
strengthens our experience
of the seasons. One main
wall is nearly always dark;
on the other side of the
space, a shadow line moves
gradually up the wall then
down again. To experience
the complete cycle takes
Drawings by Ralph Knowles.

exactly one year. The basic

moverment is always the
same. As the sun’s path
drops lower in the sky dur-
ing the summer and fall,
the shadow moves up. As
the sun’s path rises in

the sky during the winter
and spring, the shadow

moves down.
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Any space that is orient-
ed from north to south
sharpens our experience of
a day. Both main walls are
lighted, but at different
hours. Every morning,
light from the east will cast
a shadow that moves quick-
ly down the opposite wall
and across the floor. Every
afternoon, light from the
west will cast a shadow that
crosses the floor and climbs
the opposing wall. To
experience the whole eycle
takes from before sunrise
until after sundown.

Where east—west and
north-south spaces pierce
each other, we can experi-
ence both time scales. The
common volume intensifies
both a seasonal and a daily
cycle. It combines them,
laying one over the other.
The resultis a crossing in

space that proportions

time. Its celebration has
often lifted architecture out
of the region of fact into
the realm of art.

In great cathedrals, sun-
light cycles occupy a year
in the nave, a day in the
transept. In a monastic
church of the Middle Ages
as well as a basilica of
Renaissance Rome, some
sort of spatial crossing pro-
portions time. In these
places, the perpetually
renewed experience of
wonder is intensified by
the changing qualities of
light, variations of hue as

well as value.

San Marco Plaza in
Venice is oriented so that
its two parts manifest dif-
ferent solar cycles.
Consequently, some build-
ing surfaces are mostly
subdued, even a bit
gloomy. Others are mostly
alive and radiant. Still oth-
ers alternate, moving first
to one mode, then to
another. The places where
people choose to direct
their attentions and ener-
gies, especially where they
find a cafe table to sit
down, all vary with the day

and season.
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There is a special place
in San Marco Plaza that
celebrates these two levels
of awareness; it is marked
by a great campanile.
Shadows from its towering
height sweep from west to
east by day, from north to
south by year. The tower
and its shadows mark a rit-
ual passage in time.

My family sits down
every day to eat. But
instead of sitting in the
same place, we sit at differ-
ent tables. The way this
happens has been gently
guided by rhythmic
changes of sunlight and
shadow on our back porch.

Almost every day we eat
at least one of our meals on
the back porch. The meals
that we do not carry out to
the porch we eat in the
dining room, separated
from the porch by glass
doors. In and out, begin-
ning at dawn and ending
after sundown, we carry
food and utensils through
the doors.

Two independent sun-
light cycles provide multi-
ple combinations of places
to sit down. In winter we
are likely to eat breakfast
and dinner in the dining
room. But for lunch we
have the choice of sitting
on the sunny part of our
back porch. In summer we
are more likely to eat

breakfast behind sun

screens in the dining room.

But for lunch and dinner

we have the choice of sit-
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ting on the shady part of

the back porch. The tex-

ture of possibilities is rich
and rewarding.

A neighbor’s tree
spreads over the south end
of our porch. To catch the
warm winter sun, we move
our table northward. To sit
in the cool summer shad-
ow, we move the table
southward. Back and forth,
once each spring and again
each fall, we carry the table
across a shadow line. The
moment we know that it is
spring is not exact. We
could remember the calen-
dar, but more often than
not, on a warm and sunny
morning, somebody will

say, “Let’s move the table.”

Summer shadows on the back porch, morning, midday and afternoon.

@

And then it is spring, no
matter what happens next.

Somehow we are always
astonished at the seasonal
changes and the possibili-
ties they evoke. Moving
the table shifts all our con-
nections to the house, the
view and each other. After
25 years, we are still think-
ing up new ways of arrang-
ing things.

Architecture, by
depending too much on
machines, has destroyed
ritual as a2 mode of self-
expression. This is the
result of neither designed
nor accidental chaos in the
patterns of space and
events. It is, rather, the

product of rhythms that
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Winter shadows on the back porch, morning, midday and afternoon.
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are too simple and insistent
to challenge our imagina-
tion. We learn too quickly;
too quickly we forger.

The great advantage in
these machine-made places
lies with those who are just
passing through, who don’t
have the time to establish a
more complex set of con-
nections to a building or
space. This may be helpful
to a population on the
move. But for those who
spend time in these places,
there is a quick decline of
original possibilities.

For those who spend
time in a place, time-rich
environments offer a
complex of possibilities

for ritual. ®
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with the world in which we
live and the uncertainty of
that which is to follow.
"The place of worship plays
an important role in this
process, informing, clarify-
ing and potentially em-
bodying the process itself.

The Chapel of the
Benedictine Monastery of
Las Condes is located in
the foothills of the Andes
Mountains outside San-
tiago de Chile. Open to
secular as well as monastic
use, it is a bridge between
a traditional, cloistered

monastic community and a

The experience of mov-
ing through the chapel
evokes a series of revela-
tions about the nature of
these worlds and their
relationship to one anoth-
er. In the Latin tradition,
it is an architectural drama

played out in light.

Approach

The monastery sits atop

a prominent hill, visible

from a distance in all direc-

tions. The path to the
monastery directs visitors

around the hill in an up-

AR S - t
catches morning light is
the bell tower; its position
foreshadows the termina-
tion of the spatial sequence
that is about to begin. As
one enters the chapel, one
is afforded a final view of
the mountains beyond, a
reminder of the awesome
severity of the natural

world — a world that is

about to be left behind.
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