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Intuition Stands To Reason?

"Man's agreement with architecture is an example of
something that stems from intuition...”

LouisKahn's theory of Silence & Light positsan architecture
of intuition. At its essence architecture has a universal or
absoluteexpressiverealmfounded inthecommonality of the
human experience. Kahn callsthisream Slence, otherwise
known as the unconscious. All creative inspiration existsin
Silence and is brought into Light by an intuitive act of the
artist. It isthis second notion that belongs to the architects
craft and the story of this paper.

Kahn describesthe process of realizing abuilding, which
is the craft of architecture, by asserting: ""A great building,
in my opinion, must begin with the unmeasurable, must go
through measurable means when it is being designed, and in
the end must be unmeasurable”.? | deduce two things from
this statement. First, if architecture is perceived intuitively,
then it must begin inintuition. Thismakes sense considering
the physics of a Newtonian universe and the laws of energy
conservation. Second, Kahn appreciates that in architectural
design "true intuition ultimately stands to reason”.* A
building on its way from intuition to construction reveals
itself asawork of art. Art isthe transitional step. Rational-

Fig. 1 "To The Fourth Dimenson", Doug Stockman's origind
interpretivedrawing (charcoa on illustration board) for a project
based on Mussorsky's  Picturesat an Exhibition.
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izing the art into material is design. Design is art coming to
reason.

The pursuit of designisthe lesson from Kahn | tender in
studio. The design studio is where critics have the responsi-
bility to teach the design portion of our craft. | define craft
in its fullest poetic sense of art, trade, skill, cunning and
profession. Itisfromthispoint of view that | speak of Kahn's
unusua distinction of intuition as craft. Intuition can be
regarded as a craft insofar as it identifies the essence of
architecture and the necessary giving over of oneself to a
transcendental source. It is, then, sensible to formulate a
studio that includes this venture.

Dealinginthe unconscious is the acceptance of aparticu-
lar architectural and life philosophy. Kahn articulates a
world view in which there is no distinction between life (as
it might belived) and architecture (asit should be practiced).
In summary, one can say that:

By lifting his architecture into the realm of the abso-
lute, Kahn hoped to make a meaningful architecture
expressive of the requirements of the human soul
(psyche) as well as of human physical necessities.
Kahn’s aesthetic interest in a language of universal
creative power apparently stemsin part froma contact
earlyinlife, through hismother, with German Roman-
tic thought. The Romantics viewed the poet or the
creative artist asthe priest like mouthpiece of deity, a
doctrine formulated in the late eighteenth and nine-
teenth centuries from a synthesis of mystical tradi-
tions, largely derived from the European Renais-
sance.’

These romantic foundations are the underpinnings of
Kahn's Slence and Light. He believed that architecture is
responsible to both the conscious (physical necessities) and
totheunconscious (the soul). The measurableisfused tothe
immeasurable to create aworld view. Subsequently thisrole
of the artist implies intuition is the action or verb of the
creative act. A theory of Slence and Light employs the
intuition, the artistry, in the architect.

What is the logic of an architecture which presumes the
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immeasurable? What is the meaning of implying that the
architect practice as an artist? These are not theological
guestions. The immeasurable, Kahn's Silence, exists as the
unconscious in the fullest psychologica perception. Kahn
asserts that the architect isessentially an artist in the service
of the human psyche. Itisthisnotion harnestedand operating
in reverse which defines the architect's craft.

The placement of the unconsciousin architectural design
is not an assumption. It is a fundamental critique to work
inclusive of the human spirit. C.G. Jung arguesMan isto be
understood as both his conscious and unconscious self. He
maintains: " Notwithstanding the fact that | have often been
called a philosopher, | am an empiricist and adhere to the
phenomenological standpoint.” Jung arguesthat the uncon-
scious is revealed conscious evidence from which we can
deduce drcams. "In other words, there is an unavoidably
illimitable and indefinable addition to every persondlity,
because the latter consists of a conscious, observable part
which does not contain certain factors whose existence,
however, we are forced to assumein order to explain certain
observablefacts. Theunknown factorsformwhat wecall the
unconscious.” In fact, "...thetotality of man [is] the sum
total of conscious and unconscious existence™.* Hence one
can say humans are both physical and psychic existence.

Kahn practically agrees. It is significant that he, as an
architect, articulates this psychological view of intuition as
the door to the unconscious. His life's inquiry discovers
humanitiesalliance with natureand the source of al creative
inspiration. Kahn contends:

Lifeto meisexistencewith apsyche; deathisexistence
without the psyche; but both are existence. | think of
the psycheas being a kind ofprevalence — not a single
soul ineach of us— but rather apreval encefromwhich
each one of us always borrowsapart. This applies to
every living thing, be itflower, be it microbe, or beit
amanor animal. Everylivingthing. And I feel that this
psycheis madeof immeasurableaura, and that physi-
cal nature is made of that which lends itself to the
measurement. | think the psyche prevails over the
entire universe. It demands an instrument of expres-
sion which it cannot hope to have in some other area
of the universe. | am sure that this very psyche ham-
mers at the door of the sun and says, "Give me an
instrument here upon which | can express love, hate,
nobility" — all the qualities which are, in my opinion
immeasurable.

Inother words, our placein natureisin Light and Slence.
Our life's purposeisto give expression to the Slence of the
human psyche. The mission of lifeisto express. To express
is to give presence to the Slence within oneself. The
architect (as an artist) is a particular instrument of the
collective psyche coming to presence, that is art. A notion
which distinguishes the architect in the artist's role.

The architect as artist is a rationa point of view. It is
consistent with both psychology's suppositions and the

means of creative insight. Kahn's struggle for a universal
language brings to architecture a primary typology: Man
exists as both forms of consciousness. An architectural
theory which embracesthis typology designs for a balanced
human experience. Albeit Kahnoriginatespoetry for hisown
plan, the Silence and Light opposition as an arrangement of
the world is a sensible basis for architectural design. Pre-
cisely because design (the bringing of intuition to reason) is
the architect's craft.

The philosophy of Slence and Light can be delineated in
pairs(fig. 1). Theillustration (below) represents my synthe-
sis, but is consistent with the diagrams in Kahn's sketch
books. These pairs are not terms in conflict or opposites.
Instead these expressions balance across a subconscious
connection. Thisoutlinecan be partitioned into three catego-
ries: one, Slence, the unconscious, the immeasurable psy-
chic source of dl creation; two, Light, the measurable, the
consciousworld wherethings have presence; and three, "'the
threshold" where the two forms of consciousness intersect.
Thethird category iskey, since thisisthe place of intuition.

In this context intuition should be understood as being
both a noun and a verb. As a noun intuition means a
perception, or cognition, of truth or fact, independent of any
consciousreasoning. Thisisthecommon definition of seeing
thingsin chunksor patterns, which through experience can
grow in size and complexity. For the student and ultimately
for the architect, this manner of seeing manifests itself as

SILENCE LIGHT
the unconscious

phyche or spirit
the immeasurable

the conscious
physical
the measurable

Material = spent light

FORM js what DESIGN js how
(impersonal) (personal)
inspirations

the threshold
Treasury of Shadows= ART

INTUITION

Figure 2: "' Silence and Light. Architecture has no presence, music
hasno presence, | mean, of course, the spirit of architecture and the
spirit of music. Music, this sense as in Architecture, favors no
style, no method, no technology: thisspirit isrecognized as Truth.
What doesexist isawork of architecture or awork of music which
the artist offers to hisart in the sanctuary of all expression, which
| liketo call the Treasury of Shadows, lying in ambience, light to
silence, silence to light. Light, the giver of presence, casts its
shadow which belongsto light. What is made belongsto light and
to desire...”!?
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form. Intuition isaverb in the axioms of Slenceand Light
asthe endeavor which connects the two forms of conscious-
ness. Accordingly originality can only be discovered in the
psyche and then only through intuition. This is the art in
architectural design. Or categorically:

Between Slence and Light is a threshold over which
movement takes place from one to another. The lan-
guage of thisthreshold, which Kahn called the Trea-
sury of Shadows, is art. Art is the means whereby
something moves from Slence to Light. Thus, if we
wereto ask where a building or awork of art is before
itisbrought into existence bythe architector theartist,
theanswer isthat it isintherealmof Slence. Thetask
of thearchitect iszo first bringit from Slenceto Light,
thatis, bringitinto Realization, and then bringit from
Lightintomaterial, that isfrom Realizationinto actual
building."

The point isthat for Kahn it is necessary for the architect
to use intuition. Visualize the architect stationed in con-
sciousness(i.e. Light)where heisobligedto reach acrossthe
threshol d to create anew. Anything without presence(the not
yet measurable) awaits the architect in Slence. This para-
digmfor theact of creationisnot unique. For instance Authur
Koestler insists: "On the question how the new synthesis
comes into being, the evidence indicatesthat verbal think-
ing, and conscious thinking in general, plays only asubordi-
nate part inthedecisive phaseof thecreativeact...”'? Though
Koestler is ostensibly referring to scientific discovery he
supports abelief of intuition as a function. On this message
art and science agree.

Intuition functions as a craft in architectureas the aggre-
gate of three abilities: First, the ability to enter the creative
state of mind; Second, as truth setting itself free through
skilled hands; Third, the careful bringing of intuitive actsto
reason. Our design studiosare theinitiationinto thisspecial-
ized training which ultimately becomes mature with an
architect's philosophy and practice.

The ability to enter a creative state of mind means to
exploit intuition. Such development beginswith an initiation
into the ways of design. In thisinstancethecraft of intuition
is two fold, the skills of the hands (physical) and skills of
insight (psyche). An architecture of infiniteintent incorpo-
rates architecture's history as a guild. Therefore, the studio
critic is responsible for bringing students into a fold of
specialized skills and the ways of seeing utilized in design-
ing. Drawing and modeling have within them certain intui-
tiveingredientsso intuition asan independentskill isasmall
step. Employing intuition is to obtain the mental condition,
or time shift, of theright brain experience. In this the critic
canassist theinitiate. Indeed, intuitionisnot somuchlearned
as nurtured by confidence.

This practice of initiation recognizesthe design studio as
a cult experience. The depth of feeling required for truth
setting itself free is emotionally challenging. Subsequently

the studio professor, asinitiator, isresponsible for making a
guarded (if not sacred) environment in which the student
may explorenew feelings. Itismy experiencethat suchasafe
haven can be achieved through: emphasis on positive criti-
cism; the postponement of critical judgment; the celebration
of creativity for its own sake; public debate of individua
protests; and at times, defending the studio's work from
outside criticism. Generally, the teacher can be persuasive
— through prior intuitive experience — in assisting the
apprentice to overcome the cultural resistance to create
intuitively.'? By suspending the student's disbelief the critic
can build their confidence. Ultimately, conviction in their
owninsightiswhat theinitiatemust retain. Inthesesituations
leadership becomes synonymous with teaching.

In termsof bringing the fruitsof intuition, that isart, into
reason Kahn declares structure as an ordering principle.
Precisely," Structureisthe giver of Light.”'* Here, structure
connotesprinciplesof order and logicaswell asengineering.
The inherent psychic principlesin the strength of materials
and the static repetition of structural systems is rarely
forwarded as a critique of art or intuition. Seen this way
structurecan be part of theat evolving into reason. Instead
ofthe lawsof constructionimposing themselvesonto theart,
artimposesitspresencethroughengineering. Kahn’s Kimbell
Art Museumisan example. If art isthe presence of intuition
in Light, then structure is the intermediary between art and
dimensional form. The craft of architecture, the pedagogy
for the studio, in sequence are intuition: art: structure:
presence.

Considering this sequence, studio projects can offer a
process of making which brings the novice consistantly in
touch with their intuition. Engaging the unconscious is
making in the manner of the artist. | mean this precisely in
the practiceadvanced by Kahn. The difficulty isour students
have been taught to hold the rational above the intuitive. To
thecontrary Kahn believesthat, "' Y our intuition isyour most
exacting sense, it isyour most reliablesense™ But, reveal-

Fig. 3 "Rimbaud's Bungdow", Seen Zaudke. The origind inter-
pretive drawing (charcod on illustration board) for a project besed
on Mussorsky's Picturesa an Exhi biti on. Ultimately his program
wasfor amythic chamber, for amythic poet, captured somewhere
m theicein the North Sea.



10 83R0 ACSA ANNUAL MEETING e DESIGN & DESIGN STUDIO e 1995

ing intuition comes primarily from the mastery of basic
skills, or so it is perceived. This is similar to what my
basketball coach meant, when he said that we would never
play ball until we were able to dribble with our heads up.
Intuition can never come to the fore until the skills of the
hands are rel egated to the subconscious as habits. Therefore
in studio drawings and models are often produced with great
care and craft as ends in themselves. High quality work
breeds confidence and virtuosity.

Studio projects which follow the manner of the creative
act (i.e. asynthesis of previoudy unrelated issues, forms or
concepts) practices intuition. Such an exercise needs to
establishanoriginal quandary. In other words, establishaset
of circumstancesoutsi de consciousassociations. Thisbegin-
ning, or point of origin isthe professor's prerogative. There
is a certain arbitrariness to this approach, but given the
breadth of personalities involved in a studio, any assigned
beginning is arbitrary. In this light, one proposes projects
which emphasize individual resolution within a genera
topic. For instance, a project might proposethe architectural
exploration of apiece of music or an insectsskeleton These
were two projects conducted during a Fall 1991 studio. For
the Pictures at an Exhibition: a study in light and formal
trandation the students were asked to select one of themany
renditions of Mussorsky's piece to serve as a program (see
figures 1, 3 and 4). This was the complete program and
dilemmafor architectural interpretation. Based on the idea
that art bringsintuition to presence work beganwith aseries
of interpretive drawings and constructions. A series of art
works (at least three) is an important part of the process.
Firstly, it demonstratesthat multipleinsightsare possiblefor
asingleproposition. Secondly, aseriesisconsistent,interms
of many variations on a theme, with how artists work.
Thirdly, the structured practicing of skillsisobvious. Inthis
particular case, the success of the studiosart was confirmed
when nine of theten interpretive piecessubmitted for jury in

Fig. 4 "Immortality Realized", Don Keenan’s projectinspired by
Picturesat an Exhibition (charcoa onillustration board). Thiswas
a solar powered crematorium in the Arizona desert. Importantly
the author developed (with the assistance of our Physics Depart-
ment) all the necessary calculations and panel sizes of the energy
requirements.
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Fig.5 KenGregg, "for Dwelling™ . A project evolvedfromtheshell
of a crayfish for Exoskeleton: Variations on A Theme of form
Generation A structure which attempts to house Heidegger's
"Four Fold" of dwelling (in final form).

the universities student art show were selected. After the
interpretive series of worksa critical analysis was imposed
by the authorsto devel op a use. The use became an inspired
architectural program. The novices then structured their
research and the analogy of their individual brief and site
selection. Criticism was held to articulating the form with
intentions, while creativity and craft were publicly cel-
ebrated.

The second project for the semester was Exoskeleton:
Variationson thetheme of form generation (seefigures5, 6,
and 7). This project asked the student to select a represen-
tativeanthropoidasthepoint of departure. Similar to thefirst
project the student's were asked to develop, in series,
interpretive sculptures. Each act in the series was critiqued
asart, nomore, noless. Thestudentswerethen asked to sel ect
one of their sculptures for elaboration into a structura
system. Again, several models representing structural sys-
temswereconstructedand critiqued leading toausereading.
In this case we defined use (after Kahn) asan " Institution of
Man". In other words, the individuals read their forms as
something architectural. Afterwards they invented the pro-
gramor brief. Asinthefirst problem, craft and art are highly
valuedasintegral totheprocess. Admittedly, thereisnothing
unigue in such problem statements and that is not the issue.
Studio teaching which privileges intuition and craft will
develop the craft of intuition.

Any student work will of course, carry the stylistic
imprintsof their criticand thetimes. However, these notions
of studio play to a paradigm of sanctioning intuition and
craft. Thecrafttrilogy of intuition, skilled handsand rational
articulation betraysa design processinclusive of an immea
surable. The craft of intuition would ultimately be manifest
inthearchitect by: the mastery of the architect's handicrafts
includingall those associated with construction; the courage
to enter into the realm of art regardless of the pressures of
practice or deadlines; and, the development of a personal
philosophy where architecture and life are coincident. As
studio teachers we give the means to begin the journey.
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Fig. 6 Romulus Gatapia, "Reaganville: Raiders of the Office
Lost™. A project evolved for Exoskeleton. Thisis a prototypical
portableofficefor corporate raiders. Theofficearrivesfully intact,
by helicopter, under the cover of darkness and invades the bought
out workers with umbilical hallways.

The realization of a building is the practice of architec-
ture. The skills of intuition connect the practice, designinga
building, to the physicsof human experience. But thisistrue
only to an architect who knows existence as both forms of
consciousness. In his hands humanity is reveadled by art,
given dimension through design, and built to again be
perceived intuitively.

Conclusively,""Man's agreement [with architecture] isin
areal sense the gift of his intuition.”®
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Fig. 7 Doug Stockman, " Project Mohole II”. Built to house
machine and scientist on the Siberian Plains while an exploratory
hole is drilled to below the earth's thinnest crust. A project for
Exoskel eton.
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