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Introduction 

Light comes from the sun  

 

Chillida, Light Catchers                   Olaf Elliasson, The Weather Project 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
          

…and from man-made sources. 

 

Ian Ritchie/ RFR  projects: 3D light forms and EDF Pylons 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

…and there is night. 

 

“When […] the world of clear and articulate objects is abolished, our perceptual being, cut off 

from its world, evolves a spatiality without things.  This is what happens in the night…”  

 
 
 
 
 
 
 
 
 



© Ian Ritchie – March 2005 - Light       3 

 

Tractatus, ‘Et sic in infinitum’  

by Robert Flood, Etching 1617 

All space for the reflecting mind is sustained by thinking, which 

relates its parts to each other, but in this case, [the night], the 

thinking starts from nowhere.  

M.Merleau-Ponty: Phenomenology of Perception (Routledge & 

Kegan Paul, London / The Humanities Press, New York, 1962): 282-

83] 

 

Floating black square 

Light chases away darkness, but creates shadows in the process, 

and these shadows in turn frame the pools of light.  Shadows are 

holes in light. Darkness is never far away. Light and shadow belong 

together.  

 

  

Earth at night 

Since the industrialisation of lamp manufacture there has been an 

exponential growth in the amount of artificial light sources on the 

earth resulting in a continuing decline in the zones of shadow and 

darkness. In architecture, the dramatic increase in the use of glass 

and other translucent materials to wrap buildings questions the 

very significance of shadows. 

 

 

 

 

 

Moon at Canary Wharf 

“In terms of urban situations, one of the biggest mistakes is that 

by using light to lite the night we close off our perception of the 

universe.  As you put light around us – it’s just like having the lights 

on inside of a house – you don’t see into the dark.  This lack of 

vision to the stars really cuts off our very powerful psychological 

access to a larger sense of territory. These things might be 

something for architecture.” 

(James Turrell  p.195) 
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Electromagnetic spectrum 

 

Ian Ritchie Architects & Pilkington: Light Memory Installation, Ingolstadt, 1992 

Light often means that part of the electromagnetic spectrum that 

is visible to the human eye. We should not forget however, that 

living species also emit light through fluorescence and 

bioluminescence. The former depends upon ultra violet light, but 

bioluminescence does not. How does nature’s Lucifer – the Firefly 

produce light? It does it through a chemical reaction consisting of 

Luciferin (a substrate), combined with Luciferase (an enzyme), 

ATP (adenosine triphosphate) and oxygen - bioluminescence.  

 

Around 1925, in a lecture Einstein gave in Rio de Janeiro at the Academy of Sciences, he said the 

he could not accept the idea of light as exhibiting properties of both particle and wave – this 

duality did not fit classical physics – and one might say that from this moment on Einstein became 

part of history.  

 

The notion of quanta to describe light as discreet packages of energy evolved through 

Heisenberg’s quantum theory around the same time which allowed light – photons - to have both 

characteristics. The photonic age had begun.  
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Ian Ritchie’s sketch of the Ruskin exercise 

As an important part of my introduction, I would like to quote a 

number of architects on the subject of light, together with a few 

artists and lighting designers. They are in alphabetical order so 

there is no particular importance given to any of them, but they 

are from different parts of our world and thus cultural 

backgrounds. 

 

Tadao Ando 

Light gives objects existence as objects and connects space and form. 

 

Olaf Elliasson, The Weather Project 

Christian Bartenbach Lighting Designer 

Light as such is not visible. It can be perceived through reflecting 

surfaces. With optical perception information can be mediated. 

80%-90% of the mediation of information is done by optical 

perception. Man is, as psychologists put it, an eye animal. 

 

Chaix and Morel 

We like to deal with light, attenuating, modelling and sifting it, 

using processes quite different from those of the traditional 

pierced wall. 

 

David Chipperfield 

Light is the most beautiful of materials, it connects us to the 

natural world and, as this world becomes more artificial, its purity  

becomes even more powerful. 

 

Chillida shadow on the grass 

Erco 

Light can excite, but also calm. 

Light can illuminate, but also colourful. 

Light can be white, but also colourful. 

Light can be static, but also moved. 

 

 

Norman Foster  

If the spaces that we create do not move the heart and mind then they are surely only addressing 

one part of their function. Any engineer can quantify light by which to read a book. But what 

about the poetic dimension of natural light: the changing nature of an overcast sky, the discovery 

of shade, the lightness of a patch of sunlight? 

 

Massimilaiano Fuksas 

Light is the attempt to give dreams to somebody who doesn’t have them. 
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Meinhard Von Gerkan 

Light is the energy which we perceive through architecture. 

 

Michael Graves 

Natural light is used in such a way as to create a sense of identity in individual rooms, energising 

the interiors with a dynamic sense of the times of day and the times of the year. 

 

Nicholas Grimshaw 

The existence of light allows us to walk along the tightrope between translucency and 

transparency. 

 

Frank Hammoutene 

The past lights the present, perceiving the future. 

 

Hans Hollein 

Darkness at noon. 

 

Jean-Marc Ibos, Myrto Vitart 

The depth of perspective, materialised by a glass screen, printed on a mirror in a seriegraphic 

manner permits, by reflection, a dialogue between present and past: the plan answers the 

volume, the plain the relief, the brillian the dim, shadow answers light. 

 

Toyo Ito 

Architecture of phenomena – marine landscape created by information network.  

 

Louis Kahn 

I sense light as the giver of all presences, and material as spent light. What is made by light casts 

a shadow, and that shadow belongs to light. I sense a Threshold: light to Silence, Silence to light, 

an ambiance of inspiration, in which the desire to be, to express, crosses with the possible. 

 

Richard Meier 

What I seek to do is to pursue the plastic limits of Modern Architecture to include a notion of 

beauty moulded by light. My wish is to create a kind of spatial lyricism within the can of pure 

form. 

 

Jean Nouvel 

Natural lighting is not the be all and end all. It is much more important to be able to vary the 

sources, to play with light and shadow, direct natural or artificial lighting. 

 

Vito Orazem, Thomas Luck (media artists) 

The artificial quality of laser light, which is part of the holograms, enables the creation of 

artificial light in media architecture. 

 

Dominique Perrault 

Architecture is the first identity of our contemporary culture. 

Humanity is the first dimension of architecture. 

Space (emptiness) is the first material of architecture. 

Light is the first movement of architecture. 

Matter is the first colour of architecture. 

Shade is the first function of architecture. 

Emotion is the first sense of architecture. 
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Renzo Piano 

Light has not just intensity, but also vibration, which is capable of roughening a smooth material, 

of giving three-dimensional quality to a flat surface. 

 

Christian de Portzamparc 

White is used to treat volume, colour appears as a surface. Pictorial light makes for the most 

important thing in architecture: the moment when architecture sets itself free from gravity. 

 

Ian Ritchie’s Leipzig drawing 

Ian Ritchie  

The Earth is simply the natural greenhouse of our solar system 

home, sustained by sunlight and the magic of photosynthesis.  An 

en-lightened environment is what we all seek, politically, 

economically, physically and architecturally. 

 

 

 

 

Richard Rogers 

Light is a temporal phenomenon caused by the burning of stars - a surprise in the blackness of 

space.  Light is the greatest magic of all, for all other magic flows from it. Without light there is 

no life. Without life there is no creation, no art, no architecture, no vision, and no expression. 

Seize light, celebrate light, design with light, and enjoy light. 

 

Michael Szyszkowitz, Karla Kowalski (architects and glass painters) 

Light and dark belong together as in all duality existing phenomena in the world. Through light 

and shadow stripes of architectures, it is possible to experience the length of space and time 

that is needed to walk along it, and to learn something about one’s life being spent there. 

 

Bernard Tschumi 

It is most important to create a variety of moods, starting with the most mysterious one, going 

to the very public – inspired by a very cinematographic atmosphere. (with ref.to Parc de La 

Villette, Paris). 

 

Norman Ackroyd etching, Skelligs 

A final quote from the Japanese novelist Jun’ichiro Tanizaki from 

his essay ‘In Praise of Shadows’ written in 1967: “...but the walls 

of the sitting room will always be of clay textured with fine sand.  

A lustre here would destroy the soft fragile beauty of the feeble 

light. We (Japanese) delight in the mere sight of the delicate glow 

of fading rays clinging to the surface of a dusky wall, there to live 

out what little life remains to them. We never tire of the sight, 

for to us this pale glow and these dim shadows far surpass any 

ornament. And so, as we must if we are not to disturb the glow, 

we finish the walls with sand in a single neutral colour. The hue 

may differ from room to room, but the degree of difference will 

be ever so slight; not so much a difference that will seem to exist 

only in the mood of the viewer. And from these delicate difference 

in the hue of the walls, the shadows in each room take on a tinge 

peculiarly their own.” 
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Kubrick’s 2001 A Space Odyssey 
 

So the phenomenon of Light has a very significant cultural 

dimension through our differences in perception.  

 

Is there a simple message here, that we sometimes forget – that 

by increasing the light level we deny our other senses? 

 

Plymouth Theatre Royal Production Centre (TR2) 

Our common origin is Homo sapiens sapiens. He became Homo 

faber, and one of his ancestors’ early works was to make light in 

the form of fire. Human binocular vision, honed over millions of 

years without artificial light, was now subject to extended periods 

of use, and this fire-light made Homo faber the most dominant 

species on earth – to the point where, today, Homo faber now 

threatens the survival of all other life. Perhaps we should look 

again at the definition of Homo sapiens sapiens. 

 

 

 

Fire 

When we left the cave, we constructed our own walls and a roof. 

We saw for the first time our walls from the outside as well as the 

inside. We made openings in them and the roof to let the daylight 

in. Later we put glass in these openings to keep out the rain. 

Throughout all this time we decorated our solid walls with signs of 

our changing culture, and used sunlight to illuminate the glass 

walls. We lived by the diurnal and seasonal rhythms of 

temperature and light. 
 

 
Amiens Cathedral 

I believe that the history of architecture is a story of the way light enters buildings and reveals 

the spatial composition and forms within, and also reveals the different cultural sensitivities to 

light as the key to architectural differences.  
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The question of how light penetrates space, shapes it and alters it by means of shadows interests 

an architect – primarily using natures own light pen – the sun, and secondarily, using artificial 

sources.  

 

Light is the material of architecture through which we can best design, and best appreciate the 

nature of space, surface, colours and objects. Textures and form are perhaps felt as much through 

the skin as through the eyes for the blind. A sculptor will more often feel the form and surface 

of materials through his fingers than his eyes to better read its qualities, meaning and potential. 

This is one moment where a sculptor’s approach differs from an architect. 

 

An extract from a description of Chartres Cathedral. 

“Around 1229, the time of another generation had passed. The architects believe everything 

possible. ….On the north, five years later, there is no more wall, and the corners are themselves 

occupied by windows or the fleurs-de-lis of France and the châteaux of Castile recall the 

patronage of Saint Louis and his mother, Queen Blanche of Castile. Of the upper rose windows - 

those adorned with effigies of the precursors of Christ - the façade is now all glass, and the 

cautious harmonisation of small rose windows around a large rose window make way for the 

luminous explosion of a constellation of medallions. The stone steps aside. Colour prevails over 

darkness.” 

Western architectural history has chronicled our progress from small openings in masonry walls 

and roofs, to infilling them with small pieces of glass, to total glass enclosures. 

 

gmp & Ian Ritchie Architects Leipzig Glass Hall 

The story of man’s architectural search for the mastery of gravitas 

by levitas, of light over darkness, began in the 13th century and 

reached a seminal point in the middle of the 19th century and is 

based upon glass. 

 

Decoration has for much of the twentieth century been discarded 

in a purge of architectural self-cleansing, best represented by the 

puritanical Adolf Loos in Ornament und Verbrechen. 

 

In our culture white light has come to symbolise purity, goodness, illumination, rationality, order, 

and hygiene. 

 

So, early in this century, glass, and with it white light, became an aesthetic in its own right; its 

crystal transparency symbolising rational and economic thought. As twentieth century 

architectural aesthetes we have fastidiously abjured decoration on the grounds of virtue. To 

decorate glass and other materials of architecture was to be decadent and immoral, to be less 

than pure. The search for minimalism - as if it were the same as a monastic existence - is to fly 

in the face of human nature. 

 

We moved from fire to oil lamps over a very long period, and then, in the 19th century the electric 

lamp arrived, and with Mr Edison, the system to light the world.  

In the same century we learned how to completely dismantle the walls upon which we inscribed 

our culture and began making them and the roof entirely of glass, held up by thin strips of metal. 
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Maholy Nagy auto-portrait 

In the 1920’s, at the time Heisenberg’s quantum theory found 

favour, artists like Maholy Nagy focussed almost entirely on the 

phenomena of light and photography. He worked on light, 

transparency, the dematerialisation of form and textural work 

(personification of image). This anti-material, anti-formal and 

anti-illustrative approach accompanied the dawn of modern art, 

space making and form (Archipenko, Tatlin, Bruno Taut); and in 

the work, Le Grand Verre of Marcel Duchamp (The Bride Stripped 

Bare By Her Bachelors, Even) found a metaphysical dimension. 

Today, to quote James Turrell, ‘”Material – The idea that light will 

be the primary material means that concrete, steel, wood, etc., 

will have to be ‘dematerialized”’. (p.191) 

 

 

 

Duchamp Le Grand Verre 

There has been a great deal of technical and aesthetic refinement 

of glass architecture since the 19th century, and today architects 

everywhere have the relative freedom to design how much opacity 

and transparency they want in their buildings; and to construct 

layered walls and spaces of different light. The architecture that 

emerges from this freedom seems rarely influenced by artificial 

lighting – but it should be. The scope to exploit the multitude of 

surface treatments that glass can carry, together with the 

innumerable developments in intelligent and information systems 

which can, and will increasingly, be integrated with walls offers 

enormous scope for artificial lighting.  

 

 

 
 

 

Gmp & Ian Ritchie Architects Leipzig Glass Hall 

Many of our own projects have proposed such integration, and 

these experiences, and our appreciation of light artists working at 

the threshold of human sight such as James Turrell, have led us to 

think more about artificial lighting environments than hitherto.  
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Pantheon black 

Turrells’ rigorous approach as an artist to the natural condition of 

human vision,  our sensual reaction to light itself rather than 

light’s play upon surface and form to reveal architectural space. 

This leads to discovering that light continues to play upon the 

edges of material, and can leave us spatially deceived.  
 

  

Pantheon white 

“One of the things in architecture is that, generally, people are 

making forms and not spaces.  People make space by making forms 

and then stick the lights in.  That doesn’t get you the working of 

light into space and often the openings – the way light is let into a 

space – are completely arbitrary or oriented toward a view or the 

amount of light to come in.  It is rarely done in the way that light 

activates the space and makes it alive – so that you get space filled 

with atmosphere.”  (p.195) 

 

 

 

 

 

 

 

Georges Didi-Huberman wrote in the same book: 

“One must conceive of the visual place beyond the visual forms that circumscribe its spatiality: 

one must see beyond the eyes, since in dreams we also see, but with closed eyes.  This is also 

why a phenomenology of the waking vision begins with the visual experience of the night:” (p.49) 

 

Ian Ritchie’s Alba etching 

Alba di Milano – A  Light Monument for Milan   

 

Alba means dawn in Italian. Our design won an international 

competition in November 1999, and the project was officially 

inaugurated by M. Albertini, Mayor of Milan, in January 2001. 

 

 

 

 

 

 



© Ian Ritchie – March 2005 - Light       12 

 

Alba cloth 

Alba draws her symbolism from Milan’s weaving and industrial 

design qualities, and attempts to humanise the Piazza Duca 

D’Aosta. 

 

Alba is visible during the day as a colourless semi-transparent 

cloth; 

her changing light is scintillating at night, her curved form 

concentrating the emitted light. 

She springs like the water from the ground conducting the 

wavelengths of visible light.  

She is light that bends, and she moves gently in the wind. 

She is a sunshade. 

 

 

 

Alba is an image which conveys the idea of the hand of the weaver, the designer, the screen 

world and the deluge of information we have to live with today. There is no hierarchy, no centre. 

Her underlying metaphors are made manifest. 

 

Alba under construction 

Alba is made from randomly fractured optical glass fibre, 40 fibres 

encased in each transparent sheath and woven with a fine stainless 

steel wire weft to produce a light emitting fabric.  

 

Alba di Milano reflects the spirit of our age in which light is image, 

material and the information carrier of the 21st century.  

The photonic age which began 80 years ago has matured, and 

through optical communications and lasers, the synthesis of 

telephone, television and computer has just happened. 

 

 
Alba and Pirelli Tower 

In the case of Alba di Milano, light is the monument surface itself. 

During the day Gio Ponti’s Pirelli Tower is visible through the cloth. 

At night, the entire surface becomes a dynamic painting of 

thousands of points of coloured light emanating from within the 

fibres panel.  

 

This gently curved inclined light cloth intended, among other 

ideas, to reflect the original idea of capturing curved light and 

that of the first glass fibres. In 1870, John Tyndal, a British 

physicist shone a light into a spout of water as it gushed out of a 

tank. The water fell in an arc toward the ground, and the light 

went with it, following the same curve. Light was trapped in the 

curving water. The spout of water was a light pipe demonstrating 

near total internal reflection. A little later, in about 1880, an 

English physicist, Charles Vernon Boys fired molten quartz 

attached to an arrow into the air. He made fine glass fibres. Thus 

In 1880 the ingredients for light transmission through glass fibre 

were in place. 
 
 
 
 
 



© Ian Ritchie – March 2005 - Light       13 

 

Fabric in warehouse 

In its simplest terms, a fibre optic is a medium for carrying 

information from one point to another in the form of light. Unlike 

the copper form of transmission, an optical glass fibre is not 

electrical in nature. It represents a peak in our scientific and 

industrial capacity to create some of the most perfect solids ever 

manufactured. The revolution in telecommunications is a direct 

result of this invention. Yet this development, which required 

several technological breakthroughs, including the fabrication 

processes to produce ultra-pure glasses and the ability to graduate 

the refractive index of glass fibre is only thirty five years old. 
 
 
 
Alba in Piazza dAosta 

Alba is wrapped in a textile woven from fiber optic threads.  Each 

1.5mm glass fiber is encased in plastic Megalon material.  The 

fibres are then woven into a fabric. The production process causes 

individual glass fibre threads to break, forming points from which 

light escapes.  When connected to a light box the fabric glows 

across its surface.  Megalon is PVC free, will not degrade under 

ultra violet light, extreme temperatures or pollution or be 

damaged by attack from insects or birds.  The textile is woven with 

an additional stainless steel thread, 0.35mm in diameter, which 

will sparkle in daytime.  No electrical current passes through the 

fabric. 
 
 
Colour Wheels 

Light flows through the fibre optic fabric from 72 LT100-MH-CW 

Metal Halide light sources enclosed in an IP65 housing situated 

within the superstructure frame.  A chromatic disc using dichroic 

coatings in front of the light source generates waves of coloured 

light which flows through the fabric, creating a plane of bright 

fluidity. 
 

The light sources are powerful enough to render the fabric bright 

at the structure’s edges during daytime. However, the fabric is 

particularly radiant during evening and night. 
 

In March 2002 it was removed following a visit by the Minister of 

Culture who considered that it was too modern and blocked the 

vew of the 1950’s baroque style main railway station. It is now in 

warehouse somewhere in Milan. 

The Spire (of Dublin) - A Light monument for Ireland 
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Nelson statue & Ian Ritchie etching 

We won this international competition within a 

month of Alba di Milano. 

However, this project took more than three years 

to be built as some competitors objected to it, 

and their objections heard in the Irish Court. 
 

 
James Joyce and the Spire towards the sky 

In the case of the Spire of Dublin I had the idea of 

trying to capture an idea of optimism, and the sky – 

not literally as a mirror image that one might see in 

a puddle in a gutter, but as light itself and its 

changing intensity as translated by the sky. To do 

this, the idea of both reaching out to touch the 

passing clouds and of creating a surface down which 

this light would travel seemed perfect. 

 

Night view image of Spire in O’Connell St & lit Spire at dusk from the GPO 

At night, it was not only important to be aware of 

the skies luminance from the city beneath, but also 

to provide a hint of light from the Spire itself in the 

night sky.  

 

This conjures up the eternal idea that all the 

darkness in the world cannot extinguish the flame 

of a solitary candle.  Thus the form – a slender spire 

made from a shot peened surface of stainless steel 

would physically translate these ideas. Even the 

idea of lightning – that most intense light – is 

suggested by the form that stretches to the clouds. 
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Across the cityscape 

120 metres high and 3 metres in diameter at the base, the Spire 

rises above O’Connell Street, breaking through the city skyline 

with as slender and elegant a movement as is technically possible. 

Its structure and surfaces respond to the character and climate of 

the Irish landscape; the spire will sway gently in direct response 

to the wind and during daytime the monument will softly reflect 

the light of Ireland’s sky. 

 

 

Rendered base image with ring of light 

From dusk the base will be gently lit and the tip illuminated from 

a light source within to provide a beacon in the night sky over 

Dublin. It has its roots in the ground and its light in the sky. 

 

 

Rolled plate at fabricator, Dungarven  

The spire is fabricated from stainless steel grade 316L (L denoting 

low carbon content). This is a material with great longevity due to 

its resistance to corrosion.  

 

 

Rolled plate being handled 

Corrosion resistance is a particularly important consideration in 

Dublin where the structure will be affected by industrial and 

traffic pollution and the marine environment.   
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Frustra being polished 

The curved plates arrived in Ireland with a certain degree of polish 

before being welded and assembled and finally polished and shot 

peened. Virtually invisible flush climbing sockets allow for future 

cleaning. 

 

 

Close up of peened surface 

Shot peening is a process that both cleans and hardens the metal 

surface, and the technique can also impart a texture to the 

surface.  It is through the nature of this texture that the quality of 

the reflected light can be defined. 

 

 

Preparing for transport 

The shot peening involved the use of 2mm diameter spherical 

stainless steel balls to create a lightly textured surface – similar to 

the skin of an orange . The shot peening process enhances further 

the corrosion resistance of the surface and retains the shine over 

a prolonged period.  

 

 

The Spire with the GPO in the background 

The effects of light on the surface are thus much softer than with 

a conventional brushed or grit finish. 

 

To show the creative hand at a work which may easily be 

overlooked by the sheer scale and precision of the monument 

suggested elaborating the base of the Spire. 

 

This more intense capturing of light of the activities of man – homo faber  with his cars, his city 

and all that collides and colloids – led to the notion of polishing this part of the spire but in a 

pattern that also revealed subtly more about the other, perhaps more cerebral thoughts behind 

the Spire. 
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Pattern from rock and DNA  

The pattern is made by mirrored areas being 

masked during shot peening.  

The pattern itself was created from the 

interference of a 2D double helix, DNA, laid 

upon a 2D scanned image of a rock core 

sample taken from the site. 

 

Day + night contrasted – reversal of mirror  

This 2D pattern was then retranslated onto the 

lower frustrum of the conical spire using a 

masking material which was impervious to the 

bombardment of the shot peening material.  
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Spire at night – close up and top 

The representation upon the monument’s 

surface of the hidden rock below the surface 

and the normally invisible DNA of man has 

provided an abstract pattern, but one that 

gives a hint of the Irish diaspora – the idea of 

scattering and of ebb and flow. 

 

 

 

 

 

 

 

 

 

 

 

Bright bronze in factory  

The spiral patterned base alludes to the continuity of Ireland’s 

history and an expanding future. 

 

 

Machining the logarithmic spiral & Image showing amplitude 

This is a cast bronze disc 

that incorporates a precision 

machined logarithmic spiral, 

with varying amplitude – 

higher and more intense at 

the Spire’s base and ending 

flush with the surrounding 

stone of the street. 

 

Base with end of spiral 

This horizontal spiral mimics the reducing spiral of the Spire itself 

as it moves away from the earth. 
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Base patinated 

The bronze disc is made of 16 segments, each machined by a 

cutting head controlled by the logarithmic spiral programme. 

Bronze has the additional quality of improving its chromatic and 

textural qualities as it weathers. 

 

 

 

 

 

Base with Spire in the street 

It allows individuals and groups to stand right up against the Spire 

and to touch its surface. 

And, inevitably, given Ireland’s climate, lying in the hollows of the 

spiral will be rainwater and the literal, though fragmented 

reflected image of the sky will reappear from its own juices. 

 

 

 

 

 

 

 

 

 

 

Two images looking up 

The Spire does reflect the changing light 

conditions of the sky and the streetscape, and 

offers soft focus reflections of people touching its 

surface. 

 

 

Two images looking down from helicopter on O’Connell St 

The top 12 metres of the Spire is illuminated - 

white.  
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Spiral Assembly of Diodes (without protective sleeve) 

The top one metre aviation warning light has a 

dense array of light emitting diodes designed to 

meet the aviation requirement of 2,000 Candelas 

over a horizontal band of 3 degrees. 

 

 

Top of spire section + nose cone 

The design envisages two separate spiral 

elements, which would alternate to reduce heat 

build up and to give double the life - up to 25 

years.  

 

 

 

 

 

 

 

 

 

Holes 

The lower 11 metres of architectural lighting has a less dense array 

of light emitting diodes illuminating the upper surface of nearly 

12,000 holes, each 15mm diameter. 

 

 

Deflection and light distribution diagrams 

 

By articulating the connection between each 1m long assembly, 

any sway of the Spire does not upset the light assembly, and each 

element can be separately replaced. 
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Lift + lower system looking up inside the Spire 

There is a lift/lower system which allows the lighting units to be 

maintained either at the platform at about 70m up the Spire, or 

lowered to the ground. 

 

 

View along Henry Street  

There is an intermediate warning light at 70m, composed of 6 twin 

diode fixed units focussed onto a glass disc. These emit about 250 

Candelas. 

 

As the Spire does not touch the bronze disc base as it passes 

through to the foundations, the opportunity to make this gap glow 

at night was irresistible as an expression of its origins from the 

earth below. An arrangement of white l.e.ds in watertight ultra 

violet inhibiting acrylic sleeves achieved this.  

 

Lumiled, La Conch and Ledalite worked on achieving the lighting 

installation with us. It was not straightforward, and the most 

demanding technical aspect of the diode lighting was the quality 

control of the electrical connections and heat management. 

 

 

CONCLUSION 

 

Louvre Inverted Pyramid (low-iron glass polished 45 deg edges) 

I believe that lighting designers should always work with nature’s 

own light pen as the basis for any lighting composition. This may 

sound paradoxical.  

It is not through defining the lumen output required upon a surface 

that the lighting designer begins - that is for those who formulate 

regulations and for those uninspired who slavishly follow them. 

 

 

TR2 Plymouth Rehearsal Pod (bronze) and Workshop (silver) 

Instead, more and more lighting designers now allow natural light 

to determine the scenarios for artificial lighting. 
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TR2 Plymouth external assembly hall (zinc) 

Natural light is dynamic, to be tamed, manipulated or left wild by 

both architect and lighting designer. 

 

 

 

TR2 Plymouth Rehearsal Pod external + internal 

This means, quite simply, that architects should 

now be able to work with lighting designers on the 

same conceptual wavelength. 

 

TR2 Plymouth internal Workshops (plywood); Internal Walkway 

Design collaboration with sensitive, skilled and 

professional colleagues is both a pleasure and a 

necessity. Lighting designers are essential to the 

architectural design team. 

 

 

 

 

 

 

 

 

TR2 Plymouth internal Workshop and Cafe 

Instinctively, I conceive internal and external 

spaces in natural light rather than imagine them as 

artificially lit environments, unless, of course, the 

space will always be denied the sky and sun – and 

such a space is not for humans to live in, but simply 

to occasionally visit (e.g. a cinema). 

 

Druid St Vent Shaft (galvanised steel sheet) 

Subsequently, I seek the insight and skill of the 

lighting designer to inform the design team of the 

ways spaces can be connected, isolated and 

reconfigured in artificial light. 
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Ian Ritchie Architects Offices, London  

My empathy lies with the lighting designer who says 

that the longer we keep the lights switched off the 

better we feel and the less energy we use.  

 

 

Plymouth Zen rocks 

The challenge to lighting designers has never been greater - to 

help give us wonderful spaces both inside and outside our walls 

wherein we can frame our dreams and display our culture. If we 

allow the natural environment to be the instrument of design at 

all scales, then our designs will be more intelligent and more 

responsive to our senses. 

 

Crystal Palace Concert Platform  

Our perception of spaces, surfaces and forms differs greatly 

between sunlight and moonlight, artificial light and fire or 

candlelight.  

 

As with the dance of light upon moving water, the sky during the 

phase transitions between day and night offers us with some of 

nature’s most magical moments. On a different scale, so too does 

the flickering candle flame, or watching the slow death of a fire. 

I tried to capture this with the Spire in Dublin. 

 

Water & Light 

                          

This subtleness of nature is non-linear; and I believe that beauty is non-linear. 

Paradoxically there is a sense of stillness in a sunset and restlessness under fluorescent lighting. 

This is why the static (linear) and defined value of artificial light is a challenge to all of us. 
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Dublin Candle 

                                                     

The enduring candle is testimony to our reluctance to relinquish the fire-light, the shadow and 

the contact with nature that creates atmosphere - love and hope live in that flickering light and 

its perfume.  

 

 

Ian Ritchie, Chania, Crete, April 2004  

 

 

Quotes from : architects, artists and lighting designers from ‘Festival of Light’, Ed. Inger 

Maisch, Germany, 2002; except Renzo Piano ‘Made of Light, Exhibiton, RIBA 2004;  

Louis Kahn (forgotten!). 

 

Quote from: ‘James Turrell: the other horizon’, Publisher: Hatje Cantz Verlag, Germany, 2002; 

Essay by Georges Didi-Huberman, p.49


