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In the past, literary works have been a source of inspiration
for crossmedia expression.
This is especially true during the Romantic Period in
which the expression of an idea was attempted through several different
art forms. The most common of which were poetry and painting, as well
as, music and architecture - although there are some instances in which
poetry and music attempted to simulate each others ideas. An example of
this cross-media expression between poetry and music is Mallarme's poem
entitled The Afternoon of a Faun, written in 1865 and later expressed in a
tone poem by Debussy with the same title. Although the lone poem of
Debussy was inspired by Malarme's poem, the only common link between
them is the mood which they create. This dilemma of communication is
even more apparent in the cross-media expression between music and
architecture which was first practiced by Colonna, in 1520, who wrote, "the
architect should imitate the procedures of a musician" (I}. This imitation of
the musician's process was termed quadratura
, in which the architect was
to select the overall ordering system of the building and then base all
decisions of that building (mostly proportional) on the primary ordering
system. Through this process the architect could create the same harmony
as the musician - but this was not true because the structure of a note
sequence is dependent on the human ear and architecture is dependent is
dependent on the human eye(visual perception).
Architects through out
the ages have struggled within this frame work of the correlations
between music and architecture without finding any tangible results.
Terragni, in the late 1930s, began a new.direction in this movement with
his attempt to transform literature into architecture with Dante's, T h e
Divine Comedy, but was forced to stop work on the project due to the
beginnings of World War II and the rise of fascism in Italy. This is not to
say that Terragni had difficulty with transforming The Divine Comedy into
architectural form but the translation becomes watered down because it is
so literal [2].

In light of the previous problems that have encumbered this process of
translating one art form into another, this thesis will concentrate on the
the use of literature as an inspiration to design a physical object.
The literature selected for this thesis is the Rubiayat by Omar Khayyam, in
which Khayyam discusses the relationship between man and God.
Although the Rubiayat is not a descriptive piece of literature, it is believed
that it will provide the inspiration needed to create a great piece of
architecture - a chapel.
The chapel itself is to be an ecumenical structure and dedicated to Omar
Khayyam's thoughts contained in the Rubiayat. The chapel is to be a place
where a person can escape the everyday world in hope of gaining a belter
understanding of himself and his surroundings (be it physical or
metaphysical). The goal of this chapel is to create a place of solitude and
contemplation within a context that is juxtaposed.

11. Literature

The Rubiayat of Omar Khayyam is an ancient literary work which concerns
itself with man and his relationship to God.
Written during the I2ih
Century, the R u b i a y a t
strongly denounces the leligious practices and
beliefs of the 12th Century in Persia and provides a new belief system
which is a combination of all the religions to be covered in the background
study of this program.
Khayyam's denouncing and, at times, ridiculing of
populous religion did not make him popular with the people of his own
country and therefore the Rubiayat of Omar Khayyam is one of the most
mutilated works of Oriental Transcription.
The Rubiayat itself is a compilation of poetic verse written in independent
stanzas consisting of four lines each. These four line stanzas are written
with three lines in rhyme (the first two lines and the last line, with the
third line being a blank). Although these stanzas are separated, the work
is to be read in its entirety, much like the Christian Bible. This is evident
in the
structure and sequencing of the R u b i a y a t ;
Khayyam first gives
vague reference to what is being discussed and follows by clarifying his
points later, sometimes repeatedly.
The Rubiayat was first formally introduced to the Western world through
the writings of Edward Fitzgerald's R u b i a y a t which, in its first edition,
claimed to be a translation of Khayyam's R u b i a y a t .
However with the
translation of this work came problems which were later resolved with
Fitzgerald's fifth edition, which comes the closest to that of the original
Persian verse.
Fitzgerald categorizes the R u b i a y a t into four major
groupings: Deity, Destiny, Matter and Spirit, Good and Evil.
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However, these four categories are merely the beginning, since the stanzas
of the R u b i a y a t are interconnected.
Through these interconnections
Khayyam enhances the thought provoking power of his message which
allows the reader to comprehend the work entirely rather than in pieces.
The subject material of the Rubiayat is. as stated before, about man and his
relationship with God.
However, the methods that Khayyam chose to
translate this message are very unique and quite powerful.
The use of
metaphor is one tool which Khayyam uses in order to make his point clear.
Below is a sample excerpt from the Rubiayat and the subject matter which
is being discussed:
Quatrain

LXV

The Revelations of Devout and Learn'd
Who rose before us, and as Prophets burn'd.
Are all but Stories, v.'hich, awoke from Sleep
They told their comrades, and to Sleep return'd.
In this Quatrain, Khayyam is denouncing those who follow a false religion
or belief derived from worldly knowledge and where this type of faith will
eventually lead. He further makes his point by describing events that will
occur in the immortal life through mortal experiences, a device used
throughout the entire work.

III.

Background Study
TiKAS TECH LIBRARY
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The intent of this background study is to familiarize the reader about
man's attempts to celebrate the spiritual world and how he attempted to
manifest this celebration in built form. However, since the historical timespan covered is extremely wide this study is presented in summary form,
thus pointing out the relevant information in a concise manner.
Mankind has always, in one form or another, acknowledged a presence
other than his own
that of the spiritual world.
Through this
acknowledgement, man began to express his spiritual ideas in built form
according to the beliefs of that time. The relationships between the type of
faith, how gods were symbolized and the actual constructed forms, are
extremely intertwined and it is in such artifices that the evolution of
religion and religious practices have their origin.
The first documented evidence of man's acknowledgment of a spiritual
presence are in the forrr» of paintings on cavern walls, believed to have
been created after the last Interglacial Ice Age during the emergence of
the Neanderthal Man. These paintings depict the "great
game of the
spiritual world awaiting the great hunters on earth"[31.
During the same
time period the ritual of burying the dead emerged. While the idea of
death is prevalent in all religions, during the prehistoric era death was the
primary reason for religion and would continue to be so through the
Paleolithic Period. The practice of burying the dead eventually evolved
into what is now known as "ancestor worship," and is demonstrated in the
remains of "passage graves," which consisted of a chamber containing the
deceased and a narrow tunnel-like corridor leading to a place for both the
worship of and the offerings to the dead (thought to be the mortal worlds
connection to the spiritual world). These tomb-like structures, constructed
from large monolithic stone for both the walls and the roofs, quickly
spread throughout Western Europe,
setting a precedent for the first
monumental mausoleums in Sicily, Sardinia, Portugal, and Spain[4|.
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Soon after the Paleolithic Period, man began to evolve a new religious
belief of how the spiritual world was linked to his existence. This new
belief involved man's surrounding environment; everything in nature was
possessed and pervaded by god. The list of such natural phenomena is
virtually endless - mountains, rivers, stones, plants and trees, clouds and
winds, to name a few. Stonehenge is one such corroboration of this "gods
in nature" belief. Constructed during the Bronze Age of Britain, Stonehenge
is believed to have been yielding itself to the celestial gods and was to
mark the beginning of the spring when the gods would pass through the
temple door v/hich lead to their tombs in the Netherworld [5].
The Egyptians, which many sources have referred to as the beginning of
mans attempt to acknowledge the spiritual world through well defined
building forms, are unique since they are the first to adopt a symbol or
medium through which their god could be interpreted.
Previous to the
Egyptians, man had been worshiping the idea of the spiritual world
without assigning it any unified symbol. Thus, the sun became the unified
symbol for the Egyptian god Amon-Ra, who was believed to communicate
to the people through their king or pharaoh. This belief was originated by
the Egyptian priests who proclaimed that the "fluid of life of Amon-Ra
flov/ed through the veins of the pharaoh." Therefore, the pharaoh became
the mediator between ilie mortal and immortal existence and was
worshiped accordingly. This connection between the pharaoh and AmonRa is the reason for the massive tombs constructed for each of the
pharaohs. The mortuary for King Zoser(constructed 2778-2723 B.C.) marks
the beginning of these monuments. The pyramid shaped tomb of Zoser
was to originally be a multi-chambered subterranean tomb fitted v^ith a
stairway and covered with brick and ruble. While this type of structure
appears to be comparable lo the passage graves of the Paleolithic Period, it
was not used for worship of any form but rather a monument raised by a
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king to his patron deity. Later in the Egyptian empire, these tombs were
burrowed into cliffs with elaborate courts, providing a sacred space where
people could worship [6].
The religions of India evolved from early Hinduism, to Buddhism, and
finally Jainism, Hinduism, dating from approximately 2500 B.C., is the
origin for the beliefs of the true Buddhist and Jainist religions. This belief
system considers religion as an individual search for a divine presence.
Therefore, the Indian chapels, with the exception of the chapels for the
Buddhist monasteries, are sacred monuments rather than places of
worship, which the term "chapel" often infers.
These monuments are
grandiose in scale and are a mortal
representation of the divinity or
ecstasy to be found through an individual search.
The Greek and Roman form of religion is based primarily on mythology
and the mythological figures which take the form of man. This referencing
process, making the deity a human figure was new. Thus, it began to
expedite itself from the "gods in nature" belief to some extent, but still
searches for the interconnection between god(s) and man.
Temples and
other religious structures, constructed by the Greeks, show an obsession
with the human proportion and the search for perfection therein - this is
literally executed in the portico columns of the Erectheum, in Athens. This
phenomenon is due to the belief that the gods v/ere perfect and demanded
perfection in the structures which linked them to the mortal v.'orld. This is
also evident in the sites chosen for each temple. This belief, that the gods
were in the form of man, also implies that man had the ability to become a
god or god-like. The Greeks were also the first to combine religious
structures into religious complexes such as the Acropolis in Athens, where
the village of the mortal world is below that of the immortal world [7].
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The Judaic religion is a complete break from the religions of antiquity.
While the Jews maintain that man is an equal partner with god, they shed
new light on religious structures.
The Jewish belief is based on the
writings, brought forth by Moses and presented by Ezra (400 B.C.), known
as the Torali. Because of this belief in the written word, the temple or
religious structure becomes less important - merely a meeting place for
study. However, this practice of meeting to study the Torah is where the
idea of congregational religions, such as Christianity, originated. Thus, the
architecture of Judaism can be of any style and constructed from any
material since the interior space is of primary importance. The two
photographs on the opposite page show the variance in style as well as
building material. These meeting places, known as synagogues (the Greek
term for meeting place), were deemed as such because they housed the
Torah of that particular Jewish community.
Characteristics of these
synagogues were small well lit places which enhanced the act of study.
Another explanation for such belief and such eclectic building styles is the
fact that the Jewish people were nomads and desired the freedom to meet
in any place to practice their religion |8].
Christianity has several ties with
Judaism; most obvious is that of
congregational worship; although the Christian meeting places maintain
their own unique characteristics. One such characteristic is the form of
the early Christian churches. Although the form of the earliest Christian
churches is unknown because of their destruction during the battles of the
Roman Empire, the churches of the Fourth Century appear to be a
combination of Roman architectural ideas and the religious ideas of the
Judaic beliefs. The form of these churches was inspired and influenced by
the Roman basilica , previously the courthouse, commercial center and the
market area within the Roman Forum. The organization of the building
proper, is similar to that of the Roman basilica in that it consists of a large
central space(ienamed- the nave), the chancel which became the space for
21
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the choir and the placement of an altar at the intersection of the two axis.
The altar was raised from the floor of the nave by one or two steps and
was to represent the sacred place where man and God could meet. As
Christianity spread throughout Europe and into other portions of the world,
the architecture associated with it changed through a progressive
evolution, unlike the eclectic changes found in the Jewish synagogues.
However, with all of the changes that took place within the architectural
style or form of the Christian church the main ideas of congregational
space, space for the religious leader, choir space and altar have remained
up to the present [9].
The Islamic religions are also, to a large degree, individualistic in their
nature but more regimented in their practices. While the Moslem religion
does not have a priest or v/orship leader, the acts required by Moslems are
outlined in the Holy Koran which god revealed to Mohammed.
These
practices are prayers which occur at sunrise, mid-day, early afternoon,
sunset, and after the fall of darkness. The Moslem religion appears to be a
combination of the Egyptian beliefs of the Sun God Amon-Ra and the
individualistic worship of the Hindu's. This is evidenced by the worship of
Mecca through a regimented procedure as told by Mohammed (Mohammed
being equated with the pharaoh and their
connections with god or a
deity). The mausque becomes merely a place in which man can come to
make his submission to gods pov/er [10].
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Summary

-

The information contained in this background study will assist in designing
the Khayyam Chapel in the following three ways,
1) Allow the designer to gain a better understanding of monotheistic
religions, thus enabling the designer to create a place where people
of different religious beliefs may visit in order to gain a better
understanding of themselves and their surroundings.
2) allow the designer to better understand the Rubiayat
of Omar
Khayyam, since this work is a compilation of portions of each one of
the beliefs outlined in the background study.
3) Allow the designer to better understand the symbolism involved in
each of the differing religious orders so that any symbolism that the
Khayyam Chapel may possess will not be offensive to anyone of a
different religious belief.
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IV. Case Studies
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The following case studies are lo be examined within four
categories :

different

Approach/Entry
The approach to the chapel is extremely relevant in the design of the
Khayyam Chapel because of the juxtaposition of the existing environment
and the desired environment which the chapel is to provide. The approach
to the chapel serves as a buffer zone between the chaotic environment of
the city and an environment to enhance the acts of solitude and
contemplation. The entry into the chapel proper once again serves as a
buffer to these juxtaposed environments by providing another layer of
space lo reinforce the state of mind that an individual must be in before
meditation can begin.
Mass/Void
The study of mass and void is pertinent because, through the use of these
sim.ple design principles, the architecture has the opportunity to become
monumental without begin solely dependent on size. This is not to say
that through mass and void monumentality can be achieved completely
but rather enhanced.
Scale/Monumentality

-

The study of scale and monumentality becomes relevant to the design of
the Khayyam Chapel since most religious structures have, in the past been
grand in scale and also dehumanizing. The chapel lo be designed should
relate to human scale while at the same time achieving monumentality.
Thus, monumentality becomes interdependent with the above mentioned
approach and entry, mass and void.
29
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The case studies selected for this program will be formatted
following maiincr:
Background

in the

-

This section slates the project, the designer, location of project, date
designed and constructed and any other relevant information for complete
understanding of the project.
Observations

-

This section is included in two of the case studies that were physically
visited and are written in narrative form to express the feelings of the
observer during the sits visit.
Specific issues to be studied - these issues are those discussed on the
previous page.
Approach/Entry
Mass/Void
Scale/Monumentality
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The case studies selected for this program will be formatted
following manner:
Background

in the

-

This section slates the project, the designer, location of project, date
designed and constructed and any other relevant information for complete
understanding of the project.
Observations

-

This section is included in two of the case studies that were physically
visited and are written in narrative form to express the feelings of the
observer during the site visit.
Specific issues to be studied - these issues are those discussed on the
previous page.
Approach/Entry
Mass/Void
Scale/Monumentality
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Case Study I
Background

-

Thanksgiving Square, designed by Phillip Johnson in the mid 1970s, is
located in the heart of downtown Dallas on land donated by the
Thanksgiving Square Foundation in 1964. The idea behind Thanksgiving
Square is one of "our oldest and most unifying traditions," expressing our
praise and thanks to God for the miracle gift of life [11]. The act of
Thanksgiving is not only an American tradition, but one practiced
worldwide - in some seven countries as well as the United Nations.
Observations

-

After visiting Thanksgiving Square I wrote these notes on my expeiience
there "I came to the chapel on a Sunday, not a typical day situation in
downtown Dallas, but (hen again is there such a thing as a typical
downtown situation in Dallas?
1 entered the square from the back
entrance to the chapel - up a sleep spiraling ramp thai lead to the
chapel door, but prior to reaching the door, 1 was confronted by a view
of the entire square; not grand in scale but unusual in its positioning
with (he rest of the city, in that, the square was almost entirely covered
by the shadows of the surrounding high rise lowers. Upon entering the
chapel 1 found myself completely shut off from my previous
surroundings as I siood in the middle of (he conical shapea space. 1
then began looking for a sign, what kind of sign 1 was looking for
I"m not sure, perhaps something that would give n;c more infonnalion
about this place. The panes of stained glass, in the ceiling of the chapel,
btgnn lo depict some sort of Assenlion 'oul only through thcii
placement in a spiral configuration and the movemeni of my eyes;
there were no staircases to provide mo the opportunity to make this
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climb. I then looked toward the altar, located directly in from of me, but
found no clues on hov." lo make this ascension. 1 find it ironic that 1
never once sal in one of the chairs provided lo contemplate ihis
assention. Perhaps the whole idea did not sil well with me and so I chose
lo leave. At any cost, I left the chapel without any answers - jusi more
questions."

Approach

and Entry-

The approach to Thanksgiving Square is unusual in that there are five
approaches that an individual may use rather than one or two. This is
unusual because most religious structures use approach to increase their
monumentality and control views to the structure so that everyone has the
same or nearly the s;ime experience.
Four of these approaches, or
entrances into the square, are at ground level with the fifth being below
ground with linkages to the surrounding high-rise structures; therefore,
providing accessibility to all and providing perhaps a different experience
during each visit - something that Johnson's earlier work on the Rolhko
Chapel did not achieve.
The square itself is divided into three main areas which are abstract
depictions of the universe. When entering from the main gateway, marked
by the bell towers, on the right hand side, Johnson attempts to create the
desert by leaving this seating area stark and separated, to some degree,
from the rest of the complex.
On the left, almost directly across from the desert, is the forest with
deciduous trees planted approximately six feet on center.
The downward sloping ramp opens on a court which is a combination of
these two situations in the tnortal world, the court is penetrated by a
series of stairs that lead to the bridge, which in turn leads to the chapel
entrance.
35

Mass and Void The concepts of mass and void are not applicable in the Thanksgiving
Square Chapel since the chapel consist of one continuous monolithic spiral,
a replica of how the Tower of Babel could have appeared.
Scale and Monumentality

-

Monumentality is achieved in the Thanksgiving Square Chapel by the
constant change in horizontal levels during the approach to the chapel.
While the Chapel appears to be overpowering in scale at the lower levels of
the Square, the Chapel becomes modest in scale once the entry to the
chapel proper is reached. The chapel does not stand out in its surrounding
environment due to monumentality but because of its contrast in building
materials.

37
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Case Study U
Background

-

The Rothko Chapel, originally designed by Phillip Johnson and finalized by
Eugene Aubury and Howard Barnstone, was constructed in Houston, Texas
in the late 1960s, early 1970s. The chapel was originally intended to serve
the needs of St. Thomas University as part of Johnson's campus master
plan of 1959. However in 1964, John and Dominique de Menil, major
contributors to St. Thomas, approached Mark Rothko, a New York painter,
to prepare a permanent installation for the proposed chapel.
Although
Rothko was never extremely religious, he was very familiar with
permanent installations since he had previously prepared paintings for a
permanent installation in the Segrams Building in 1958.
Unfortunately,
these paintings were never placed in the Segrams Building due to Rothko's
disgust with the space with which his paintings were provided.
The
perfectionist quality of Rothko would follow him to his grave and is
excessively apparent in his work on the chapel. In fact, it is questionable
as to how much of the chapel design is Johnson's, Anbury's or Barnstone's
and how much was actually designed by Rothko. From many of the early
drawings of Johnson it appears as if Rothko's ideas prevailed until the time
of construction and Rothko's taking of his own life [12].
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Observations

-

After visiting the Rothko Chapel, 1 wrote down the following
my feelings.

thoughts on

"1 arrived on a Thursday, a bright and glorious day wiih a slight breeze
blowing in from the soulhwesl.
From the park like setting ihal
surrounded ihe chapel I began to make my approach toward the still
fountain with a sculpture of an inverted obelisk placed on lop of a
pyramid in ihe center of the pond.
Afier staring inquisitively al the sculpture, I began my walk toward the
chapel entrance. The chapel itself was nothing oul of the ordinary, a
simple brick structure with a large double door in the center of the
facade.
Upon arriving at the door, I opened it, which was more of a
challenge than 1 had bargained for, because of the door's weight.
I
then entered the portico of the chapel and t)nce again, there was
nothing extraordinary about the space in which 1 was standing except
for the contrast in lighting.
Outside, it was intensely bright while,
inside the chapel portico, ihe lighl appeared very diffused - almost
hazy. Directly in from of me and to the right, was one of iwo entrances
lo the chapel proper so I ventured forth and was struck by what stood
before me. The chapel was lighted by a large skylight, in the center,
with a diffusing mechanism directly below it. The walls were a drab
white color with several dark colored paintings hung on them.
The
paintings, although quite simple, had a tremendous sooihing effect and
I immediately became relaxed and sal down on one of the four wooden
benches lo take in this peaceful atmosphere. As 1 stared al the painting
surrounding me, attempting lo understand them, 1 began to forget all of
the things around me and ihosc things thai I needed lo gel done ihat
day. 1 still, to this day, do not know what the paintings were about, if
they were about anything al all, but I do know
that I would like to
possess that feeling once again."
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Approach and Entry The approach to the Rothko Chapel is almost nonexistent - it is almost
something that is happened upon. This is perhaps caused by its placement
in respect to its surroundings - a park with large sculptures, the Menil
Museum on the other side of the park, and the intimate neighborhood that
suirounds the chapel.
The still fountain with the Broken Obelisk sculpture
outside and to the left of the entrance is the only gesture of formal entry
to the chapel.
Mass and Void The concepts of mass and void are not applicable in the Rothko Chapel
since the chapel is basically a brick box and depends on its somewhat
surreal surroundings for its bold statement.
Scale

and Monumentality

-

The scale of the Rothko Chapel fits well within its surrounding context of
renovated residential buildings but lacks in monumentality.
However,
with respect to this particulai site, monumentality becomes a secondary
issue, and thus the chapel works quite well. The mystique of the chapel is
not in its exterior scale but the scale and proportion of the interior
volumes of the chapel. The journey from the wide open space into the
intimate space of the chapel entry and then into the chapel proper is an
attempt to capture Ihe previous exterior space while maintaining a
protected feeling.
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Case Study HI
Background

-

This case study will concentrate on three selected works of E. Fay Jones as
they are all interrelated and are not as thoroughly published, or as easily
accessible, as the previous works of Phillip Johnson. The three works to be
covered in this case study are the Cooper Chapel, near Bella Vista,
Arkansas (late 1970s); the Thorncrown Chapel in Eureka Springs,
Arkansas; (early 1980s) and the Marty Leonard Community Chapel in Ft.
Worth, Texas, now under construction.
The above mentioned works
possess many of the same characteristics and appear to lack in distinction
in reference to what religious order they subscribe. However, since this
case study is to follow the previous format, the questioning of religious
order appears to be of lesser importance [13].
Approach and Entry Cooper Chapel - The approach to the Cooper Chapel is unique in comparison
to the other two selected works of Jones because of the site that it
occupies.
Nestled in the densely wooded Ozark Mountains of
Arkansas, the chapel is only accessible on foot and, within this
context of the forest, the chapel is something that is actually
happened upon. This type of approach appears to signify the journey
ihat those seeking a higher presence must take in order to find
salvation.
Thorncrown Chapel - The approach to the Thorncrown chapel is also site
dependent but in a different fashion. The Thorncrown Chapel is also
placed in a densely wooded area and the chapel becomes one with
the landscape in its construction.
Constructed out of small
45
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dimensional lumber and enclosed in glass, the chapel becomes a
three dimensional abstraction of the forest and it is questionable
where the forest ends and the actual formal construction begins.
This however brings into question how much of the architecture is E.
Fay Jones's and how much previously existed in nature without the
assistance of the chapei.
Many Leonard Community Chapel - The approach to the Marty Leonard
Community Chapel is virtually nonexistent in comparison with the
above mentioned works, The chapel is placed on a parcel of land
located approximately three tenths of a mile away from a major
thorough-fare connecting Ft. Worth and Dallas and gradually slopes
uphill from the freeway. The chapel is approached on foot from the
side opposite of the free-way and is very abrupt because of the other
religious and residential structures that surround it.
Mass and Void Cooper Chapel - The Cooper Chapel, while Gothic in style, is enhanced by its
mass and void relationships occurring at the entry portion of the
chapel. Through the detailed connections of the structural members,
Jones creates a rhythm or a musical score of mass and void which
continues throughout the entire chapel.
Thorncrown Chapel - The Thorncrown Chapel, while using similar
structural details, captures its sense of mass and void with its use of
materials and their relationship to the site. Thus, the rhythm of the
structural members mentioned with respect to the Cooper Chapel arc
secondary to the materials selected for enclosure of the building.
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Marty Leonard Community Chapel - The mass and void relationships of the
Marty Leonard Community Chapel are obtained through the same
methods as the Cooper Chapel. Although the Marty Leonard is not
Gothic in style, it does use the entry portion of the chapel to once
again create a rhythm of mass and void.
Scale and

Monumentality

-

Cooper Chapel - The Cooper Chapel gains its monumentality by the
assimilation of components. This is to say that Jones's precision with
construction details allows for a predominantly wooden structure to
have the over powering effect.
However, this precision detailing
also assists in humanizing the scale of the chapel. Through the use
and placement of these detailed members, the structure becomes a
« compilation of smaller more intimate spaces all joined together
through unified ordering principles.
Thorncrown Chapel - The Thorncrown Chapel also gains its monumentality
through the same method as the Cooper Chapel but is also dependent
on its site to assist in humanizing the scale of the building. This siteto-building relationship enhances both the chapels monumentality
and scale through the use of mass and void which was discussed
prior to this section. The massing of the chapel is caused by the
formal enclosure, however transparent it may be, in the enclosed but
yet open forest. The scale of the chapel is humanized through the
use of these structural members which once again creates a series of
spaces within one complete space.
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The Marty Leonard Community Chapel - The Marly Leonard community
Chapel obtains it monumentality through pure massing. This h io
say that the chapel has little mass void reiationiihip with the
exception of the transept ends and is read from a distance as a large
and obtrusive mass. However, once again, on the buildings interior,
Jones creates the series of spaces within spaces as he has done with
both of the above mentioned works.

51

V. Spatial Narrative
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The activities of the Khayyam Chapel cannot be defined or restricted by
any definition because the acts of solitude and contemplation are
extremely inwardly focused and each individual will act and react
differently to these situations.
However, the following narrative may
assist in describing some of the characteristics qf this place.
"Through a narrow and dimly lit passage, I enter this complex. With
every step I lake ihe surroundings from which 1 have come begin lo
diminish and soon all dial 1 hear is the sound of my shoes colliding
with the cobblesionc walkway. What is this place, thai 1 now stand at
Ihe edge of, and should I be here? The lavish plants against the cold
concrete walls appear to be a mural portraying my eveiy day
environment superimposed with what my environment should be like.
I must wonder if I could adapt to such a place with no noise, beautiful
greenery, and ample space lo move around. Such a place does not exist
outside of these wails, but 1 can not say thai I feel comforiable here
either. As I move turiher into this complex, I begin to hear a hushing
sound, much like the one thai my first grade teacher made when she
was attempting lo settle us down for our afternoon nap. Suddenly, I look
to my left to discover a magnificent fountain, this was the producer of
ihc hushing noise. The water from the fountain flows into ihree basins
and finally into a trough recessed in the ground which crosses
perpendicular lo the path on which 1 am walking. As 1 follow the route
of the water with my eyes I cee that it diminish inUi the thick greenery
that I had walked through upon entering. "Is this the water that give
these plants such vibrant life, and if so, where does it come from?"
Directly behind the fountain is a large monolith of while marble which
extends further lo the right of the fountain with an opening, much like
a doorway, al the far right end. I step across the water trough and
through the opening where I immediately become confronted by a
small square courtyard lined with slabs of white marble and lacking in
vegetation. There is a large wooden bench placed approximately two
feet away from the furthest wall and is in complete sliadow, while the
wall directly opposite of the bench is washed by the bright sunlight. I
begin to feel as if I have happened upon a stage set and become the
major character in this unknown play.
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Quickly I search for an escape route and find a low narrow opening
located directly behind the wooden bench.
I promptly move through
this opening only to find myself in a forest of round concrete columns
and losing all sense of direction.
To my Icfl 1 see a small set of steps,
made of the same white marble as the courtyard, leading upward, and to
my right I see a set of concrete stairs that appear lo be leading down to
an area ihat is extremely dark.
Without hesitation i proceed up the
white marble stairs which eventually end on a seemingly small plateau.
After catching my breath 1 look up and directly in front of me is a large
vertical slab of concrete with a large green door on the left hand side.
The concrete slab seems fo have very little thickness but in actuality is
almost five feel thick.
Opening the heavy door, 1 enter and find myself
completely
encapsulated
from
everything
that
had
previously
surrounded me. The space is intimate and dimly lit in places, while in
others, streams of natural lighl pour into the space displaying stone
panels with writing engraved on them and also disclosing the areas
where seating is allowed.
All of the furnishings are constructed of
concrete and the sam.c type of wood that the bench in the courtyard is
made from and were oiienied toward one of ihese stone tablets.
As 1 sat
in front of one of these stone tablets reading it again and again, I found
myself in a stale thai I had never been in before.
1 was calm and fell
comfortable even though the whole experience of ihis place had, in the
beginning, made me feel uneasy.
I remained in the same position for
the rest of the day and eventually exited the way 1 had entered but with
more confidence in where 1 was and why I was there."

While the Khayyam Chapel cannot be defined by one activity, it can be
defined by the following tentative spaces.
Transition Spaces - The transition spaces are to be any spaces that are
serving as connections between two or more different spaces and are to
repiesent the journey from one space to the next. An example of one of
these spaces is the walk from the ciiy into the complex as depicted in the
narrative above.
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Destination Spaces - The destination spaces are to be those spaces where
contem.plation and solitude can occur. These spaces are to be varying in
scale with reference to theii proposed purpose. An example of this type of
space is the small marble lined courtyard, with the one wooden bench
placed within its confines, as described in the narrative above.
Therefore, the complex will become not only a single chapel and
formal/ceremonial entry, but a series of defined spaces where the acts of
solitude and contemplation can occur on different levels.
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VI. Site Narrative
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The site of the Khayyam Chapel - a place of solitude and contemplation, is
theoretical because this type of chapel could and should happen in any city
possessing the characteristics described below:
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"At night the city quiets down lo a low roar after another eventful day.
The sidewalks and streets release painful moans from deep below their
surfaces, as they recover from their daily punishment.
A dense smoke
filled mist hovers over the city as if it were a sleeping cap, but this
place knows no sleep only periodic pauses when it can catch its breath.
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With the rising of the sun comes the rising of the city's inhabitants and
the beginning of a new day. Turn on the coffee pot, take a shower,
shave, get dressed, quickly drink a cup of coffee, only to rush out the
door down the stairs and onto the weary sidewalks and streets just
recovering from yesterdays bailie wounds.
There is no time this
morning for polite gestures like "a Hello, a Good Morning, or a How do
you do;" because the woik-place is everyone's primary objective.
From
9:00 a.m. on, life is a singly focused effort - moving up the corporate
ladder and the only way lo achieve this is lo work, work, work. Al 5 p.m.
the flood gates are once again opened and these same inhabitants rush
oul onto those same sidewalks and streets to punish them even more.
Tomorrow will be the same as today, and yesterday was the same as the
day before."
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The reason for choosing such a site is obvious. How can one possibly
understand the concepts of solitude and contemplation unless he has
experienced their counterpaits - overcrowding and turm.oil? The Rubiayat
of Omar Khayyam stales this idea clearly in Quatrain LXXXI where it reads
in translation:
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"If Malediction come from thee, there also comes mercy,
The created thing is dependent on thee since Destiny is in
Thy hands.
If malediction be my lot, I do not fear.
There must be poison, everything is not antidote."
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Khayyam tells us in the last line specificly that one of these items can not
exist with out the other, they are interdependent. The same holds true for
solitude and contemplation; they cannot rightfully exist without their
counterparts overcrowding and turmoil. An architectural analogy in this
line of thought would be Louis Khan's statement about the phenomenon of
natural light in architecture. "If a space is to be completely dark, there
should still be a sliver of light to let you know how dark it actually is" 1141.
Therefore the site for this thesis is one that is densely overcrowded and in
constant turmoil. One such place wilh these characteristics is Times Square
in New York City. While this site may be the harshest extreme it would be
extremely beneficial to the thesis and thus deserves adequate
compensation when selecting a site for the design portion of this thesis.
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