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Crown Hall, IIT, Ludwig Mies van
der Rohe, Chicago, 1950-56.
Interior Perspective View showing
the Zone of the “Open Region” and
the Quotidian Zone. All the figures
are |IT architecture students and
faculty.
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Experiencing Crown Hall:
Mies and the “Open Region”

Pao-Chi Chang and Alfred Swenson

Crown Hall represented a unique opportunity in Ludwig Mies
van der Rohe’s career. In 1938 he had been appointed
Director of the Department of Architecture at lllinois Institute
of Technology (IIT) and given a free hand to establish a new
curriculum for it. In 1939, he was chosen as the architect for
the new IIT Campus, and was commissioned in 1950 to
design a new building for the Department of Architecture and
the Institute of Design. Mies was in effect his own client, and
could at last fulfill the task of designing a building that would
embody both his ideas of architecture and architectural
education. When the building was completed in 1956, both
architectural critics and Mies himself recognized it as one of
his major achievements.

We were both students of Mies, and later we would both
come to be professors in this school, spending more than
two decades of teaching in this building, and experiencing
the challenging and provocative qualities of its glass-walled
interior. In this great space we taught our courses: Pao-Chi
Chang taught fifth-year and graduate design studios, and
lectured on theory in architectural design; Alfred Swenson
taught second and third-year construction studios and
lectured on energy in architecture and building systems. We
were in it under all kinds of circumstances, day and night
and in all seasons; on golden autumn afternoons and in winter
snow storms; when it was crowded with people, and when

FRELE.
BHH M= E"

KEBRMFRBER - HXH

EHEEIEH N B FHRVEERETHR—T=
FIMB. 1938 F AR AFFEFERIER (IT) BH
REFE HARETRIOFBNESHNA, 1939F, thEh
HENEFETIZRRENRNIT 190FHENRITER
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ABEREN, HIXRNE 1956 FRIMME, BHITR
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MZE, BREORDIZFROBIR, EXERH DT T 20
FEYREMHERARRE HEEFARINSEFUNEEER
BEARBAERSLR. EXFANZTEHE, BRINHFHR
B OKEEIRFAFRMARELRTTHEZHR, H1E
BRRUERHE MRHBER HXRAKREELZN=
FENTHEZTHR FEBRUEFRRRBENHE. BN
RERXEBMMBERE. —FREFHAEMNRE SUBF
EHNEENER. ABAFIARMNBLHNZ . EXHE,
BMNEHFEAT N RBENER IRREAXPRMNEEN
ZHRA.

a) German Electrical Industries
Pavilion at the Barcelona
International Exposition, Ludwig
Mies van der Rohe, 1928-29,
demolished 1929. Interior view.
Berliner Bildbericht, Berlin.

2) EEBBHFHESHEE
BETWIE. BESF  FE-
R -5, 1928 —-19294 1929
FHFB. AR/, Berliner
Bildbericht, #H#k.

b) Project for the German Pavilion
for the Brussels World's Fair,
Ludwig Mies van der Rohe, 1934.
Interior perspective. Pencil on
tracing paper, 10" x 17" (26.5cm
x 43.9cm). The Mies van der
Rohe Archive, The Museum of
Modern Art, New York. Gift of the
architect. ©) 2000 The Museum of
Modern Art, New York.

b) HBERHURERSBEN
Wit BELR  FHOA-#-
T 19345, TAEN. HERK
LHBEER, 10T x 17 KT
(26.5cm x 43.9cm), BT A -
- THR ARZAEDE. 4
2, BHMMR. © 2000 EHK
ZAREYE. 44,



¢) Project for a Concert Hall,
Ludwig Mies van der Rohe, 1942.
Collage. Hedrich Blessing Archive.

o) FRMRI. BH R ®-
B 1902F, HE, BRES -
HREHR.

d) Project for a Drive-in
Restaurant, Ludwig Mies van der
Rohe, 1945-48. Photograph of
Model. Chicago Historical Society,
Hedrich Blessing Archive.

d SERBRIT B A8
F 1945 — 19484F, WRIRE,
IMFHEFER. BEER - ®
REHR,

we were all alone there. It was during this time we gradually
came to our understanding of Crown Hall, which we now offer
in this essay.

We begin with the observation that Mies seemed to make
Crown Hall different from his other IIT campus buildings. The
site of the building had already been determined in Mies’
campus plan, with its many small buildings treated as “sliding
planes” to create a series of flowing spaces. But other than
that, Crown Hall departs from all the conventions he had
established for the campus. The footprint of the building is
much larger than that shown on the original plan, indeed it is
the largest Mies would build on the academic campus. The
predominant materials of earlier buildings are black-painted
steel frames, in-filled with buff brick and clear glass; Crown
Hall has no brick, only steel and glass, and large areas of
obscure glass as well. The six ft. by six ft. module used in all
the other campus buildings is here abandoned for a five ft.
by five ft. module. All the other academic buildings are entered
directly from the flat plane of the site; Crown Hall's entrance
is dramatically raised above grade.

Perhaps Mies made Crown Hall unlike the rest of the campus
because he saw in it the chance to realize for the first time a
large glass-walled, column-free space £# a building type
which would become a major theme in his late work. This
type was first adumbrated in the German Electrical Industries
Pavilion at the 1929 Barcelona International Exposition (1928-
29, demolished 1929). The interior of this cubical windowless
building was lighted by a luminous ceiling plane, and the walls
were completely covered by photomurals which gave the
illusion to the observer of looking into “virtual” space (ill. a).
The next development appeared in his project of 1934 for
the German Pavilion for the Brussels World’s Fair, a large
hall with a glazed wall opening to a court (ill. b). The idea
emerged further in his Project for a Concert Hall of 1942;
here an auditorium defined by free-standing planes was
enclosed within a huge glass-roofed industrial structure (ill.
c). The type reached full definition in his project of 1945-48

BINFHERE BHOUFERERBRREESFRAT
FHEFEI¥RREEMGERAY. BHFOREAINE LR
ETRRVONE AYPRSNBAMIESD BE L
B el —RIRzEE. ERRAESHRE. B
BT EEHARERIMNRS . ZEANBRARIAT
BEYHUELMBRAAN BERLERBFAESRRER
BIMNBANEBAY. FHERANIEMHERENER H
ENAHEFRMEREE IRBRIIAR. REN. TR
MAERNERSE. HERERRPAEANEORR < 63K
R (1R =0.3048m) fyts, AXBEHOIER x 5ERM
HEHEARA. KR EBRMEREMENDFEERHEAN
#. MEBEHAOHNBEMASESHNZ L,

B EEHERAE THORERAVARETER . i
ARFXREARUAARBEE LA E—MERME
PESTEFIVHEALENNS, RXBET 1929FEE
ETHERERSHERRSTUE (1928 — 1928 &,
1929 £ 1R E) RRAGI, TENZEBREN=ZRRFH
REAMMRE HETLHBERRAES SUREUR
NE el ZEMOE (EEe). BTRHERREAE
fEF 194 ENHEERYRFRESITNERES X2
— M HEERNBERERT (FEED). BHHXMIBLH
—$HPEM 142 FERIUTNERTH, —PRBBEERL
TY#MaEEREARERARANE KT (FEECc) . %
KAFEH1945 - 1048 F R EREHTHRITPRETE
BE, HEMRTHI02RR x 104%R ., REAR MR
REEETRFARERRENTLHARFHEECE
M= (FEEd).




for a Drive-in Restaurant, where a roof plane 152 ft. by 104
ft. was suspended from two steel trusses, spanning in the
long direction, sheltering a glass-enclosed space with open
dining areas and a central enclosed kitchen (ill. d).

Crown Hall extends the structural steel parti of the Drive-in
Restaurant, with an even larger 220 ft. by 120 ft. roof plane,
suspended from four 120-ft.-long plate girders six ft. deep,
which are supported by columns at the long sides (ill. ). The
columns and girders are spaced to form three 60 ft. bays
with 20 ft. cantilevers at each end. Under the steel clear span
roof, a secondary concrete flat-slab structure, with small bays,
rises from the lower level to support the upper level floor.
This great glass-enclosed room of the upper level, with a
ceiling height of eighteen feet, was designed to house the
Department of Architecture with all classes meeting in this
one open space, where each student could see the work of
all the others. The lower level, partly raised above grade and
partly recessed, and lighted by clerestory windows, was
divided into more conventional rooms to accommodate the
Institute of Design. The glass enclosure of the building is
supported by steel I-beam mullions spaced ten ft. apart, which
run continuously from grade level up through the upper level
floor fascia to the roof fascia. The walls are glazed entirely
with obscure glass, except for an eleven ft. high ribbon of
clear glass that runs around the upper level, and extends to
the floor at the entrance bays.

Crown Hall’s exterior is a masterpiece of great architecture,
exquisitely proportioned and composed. The details are crisp
and refined. The overall impression is one of strength and
serenity. The steel elements have somehow transcended their
mundane origins in the rolling mill and the engineers’
calculations. Like a superb work of abstract sculpture, it seems
to draw the observers’ attention beyond the realm of
materiality.

T ‘ f f
P T
:

R AT AERENEMO AR FHATEAM
BIFE, k% 220%R < 120%R, BASEE4/N 120
ERK. SERBHHTRL, AKINETIE (FEe).
BTHHOREE. MRS NO0ERMAR SHE—4
W0RRMBE. #RBEWN T, 5— N BEMRRLFIR
EMMREFE, UXBEERR. IPAMBEY 1834
RMEANBEREECNLESE RABABAREERY
AEX-FFHEZEREMRIN. XB, SEFEBTUE
AHMAFENER. REXK. 5EME—CBE. BH4E
HHER BORRREANEE, MNRRARITER, %
ROBBERSEER 0 XRNIFRREXE NANTE
EELES FEEEHR, FEXBRRHKOD. BT 1%
RENBEREBEFRELE, FHEANDTFEEHEHIRS,
BETEHERBMM.

RAEMIIURBAHBRAAE, RAIRS®. B
BTRAS SANEEAODRRHESHE. BTERTH
R BE T ELIR R TR AN RO ERE.
REENREAE ZHERNIUSIENXIERTY
R .

BEANAR, AMSXEB. ZBAYHATF LER
MRANTBIFEHEN, RERBRNRENRESE—
B, SABIEHURLEE T FRBAMNAN ., ERNRK
RESRAELHEMbE. EEMWEAD, ARFEIRE
MAERESH . BE—MORREMARELERHTES, R
BEFEEFE, BELF—REMNEH, HEX—IRIME
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e) Crown Hall, IIT, Ludwig Mies
van der Rohe, 1950-56.
Elevations.

e) A, FFEFRBEI¥R,
@ - R - - B, 1950 — 1956
F, YEAE,

f) Crown Hall, IIT, Ludwig Mies van
der Rohe, Chicago, 1950-56.
South entrance. Chicago
Historical Society, Hedrich
Blessing Archive.

s FREREISR &
F-R-#®-F, 2EF, 1950 -
19564, AL, EMFHEE
2. BEER HEIHER.



g) Bauakademie, Karl Friedrich
Schinkel, Berlin, 1831-35,
demolished 1959. Entrance.
Institut fiir Denkmalpflege, Berlin.

o) BEFR, FR HERER-
EE/R, MK, 1831 — 18354,
1959£E 4% . A\ 0, Denkmalpflege
¥k K.

h) Alumni Memorial Hall, IIT,
Ludwig Mies van der Rohe,
Chicago, 1945-46. South
elevation.

Chicago Historical Society,
Hedrich Blessing Archive.

h) REE&8 FREFRIE
R Bf-A-®-F ENE,
1945 1946 4%, B EE. 2N
Fht¥s. BRER  HXF
HE,

(1) Fritz Neumeyer, The Artless
Word: Mies van der Rohe on the
Building Art, Cambridge, 1991, p.
227.

(1) #F%  AER, (FRAHHE
B EE R B FREBRZ
R), €145, 19914, 227 W,

(2) Colin Rowe, “Neo-'Classicism’
and Modern Architecture 11", in The
Mathematics of the Ideal Villa and
Other Essays, Cambridge, 1976,
p. 149.

(2) AT, "EXHAKRERR
T (ERGENRFREGX
). UK. 1976 F, 1490,

When one approaches the entrance, one encounters the
unexpected. The building is entered at the central bays of
the upper level on both of the long sides. This, together with
the general overall symmetry of the building, suggests that
Mies may be following the rules of classical architecture, but
soon one finds this is not so. At the principal entrance on the
south side, observers ascend a short flight of planar travertine
steps to a 60 ft. wide travertine-paved platform. They then
cross the platform and climb another flight of similar steps to
a smaller platform, where one must choose one of two pairs
of doors to enter the building (ill. f). The classically-expected
axial entrance is unclassically blocked by a steel mullion.
This entrance configuration may be a reference to another
school of architecture building admired by Mies "), Karl
Friedrich Schinkel's equally unclassical Bauakademie in
Berlin (1831-35, demolished 1959), which also had two
entrance doors approached by a flight of steps (ill. g). This
deviation from the classical architectural principle of an axial
procession (or marche) continues on the interior, where the
axis leads to no emphatic central architectural event, as one
would find in a classical building @. Instead observers find
themselves in the central exhibition area, defined only by
low oak partitions. These partitions were carefully composed
by Mies so that a direct view through to the north entrance
bay is blocked, but one’s gaze is drawn everywhere outward
over the tops of the low partitions to the glass walls beyond.
The overall effect can be likened to being transposed into a
special space - one is presented with a sense of openness
of the entire space, with no loss of definition even when one
looks back at the south entrance bay.

By contrast, the north entrance is approached by a bridge-
like pair of stairs and landing rising to the upper level floor,
where one again must choose between two pairs of doors.
Here one enters into a narrow vestibule-like space, defined

A, EXENANNFEER —HNZEAY (HET), &
ESHUMHTAMBAORNEEL#RBEE ZAONY
EITUSEETMEMNAI—EERRR " BFR-HE2
BEH IR REERBENRRELIRANEAZR
(Bauakademie) (1831 — 18354, 1959 £ ifk). EthiAF
BE—BREMBANBAIAADN (FEE). SHRABRARE
HEL—EEMEZAAR XENMEITIHSAETRE
FORITRABHSIATENPLORAAR. D ARERNR
BEAREROREXE, M2 TFHEREHRENR
AREZF. BHBOBEETXERE, FECFEERFE
JEARFE. BANKALT B RERARETER, B
T4 B B SR B SNE AT M 5 ST A BARED R TT L L
#EXRE T — MM ZE—EERGAMN—FENZET
ME R, MAMEREANBEMBEAAFENNE, GE
FREEWE,

xR, BiEdEA AR — TR, BT aF
ELRHR, ANBEEINBNTHEE-—HHA, X2
E—MRENBRAREOTT EEHTAOQFEHENE
E. AMNSSRIMaITRES RSB TEMNRUMEX
B FF =S 8]

MFH B R THRARBRITAR BERSZEH
ERTHENERMFEEN. AR RSERE E8ATR
SHERTER, EXEN. BHEEEBAENLENLFRSY
B, EREBNNOEKHSEEENLMEENRAKRRE
EFTH . ERXFRANBEE S, AMEET HARELSH




by one low oak partition which extends the fuil width of the
entrance bay. One then walks past this vestibule wall and
encounters the great open spaces on either side.

Unlike his precursor clear-span projects for the Concert Hall,
where much of the space was interrupted by the walls and
ceiling plane of the auditorium, or the Drive-in Restaurant
which contained substantial solid elements extending to the
ceiling, Mies was able to make the upper level of Crown Hall
nearly empty. The space is punctuated only by two small full-
height duct shafts and a few low oak partitions. In this
remarkable interior, one loses awareness of the great steel
structure one has admired on the outside. The beams of the
roof plate are hidden by the vast white plane of the acoustic
tile ceiling, with its minor rhythmic interruptions of recessed
light fixtures and air grills. It is the neutral tranquillity of this
planar surface that everywhere deflects the observers’ gaze
to the empty light-filled space above them. The effect of this
ensemble of interior elements is, we believe, exactly what
Mies intended: it looks at once simple and natural, yet clearly
intentional.

Crown Hall’s upper level interior, we believe, is of equal, if
not greater significance than the exterior. Here in this vast
open space, with this glazed enclosure, we come face to
face with Mies’ life-long struggle with the philosophical
expression of his architecture. Here, we believe, is where his
“architecture of truth” is at (ast clearly realized.

Qur attempt to understand the Crown Hall interior began with
areading of Mies’ few written statements of his architectural
intentions. We found these remarks of 1961 of particular
interest, in which he describes his work as a search for truth
in architecture:

“In 1900 there was a group of very talented men in Europe
who founded the Art Nouveau Movement. They tried to
develop everything anew, houses new, dresses new, spoons
new, life new, everything new. They thought, however, that it
was a question of form. The whole movement didn’t last much
longer than a typical fashion and nothing came out of it. They
were most talented people - there were no finer in the world,
and they still could not do it. It then became clear to me that
it was not the task of architecture to invent form. | tried to
understand what that task was. | asked Peter Behrens, but
he could not give me an answer. He did not ask that question.
The others said: 'What we build is architecture’, but we weren'’t
satisfied with this answer. Maybe they didn’t understand the
question. We tried to find out. We searched in the quarries of
ancient and medieval philosophy. Since we knew it was a
guestion of the truth, we tried to find out what the truth really
was. We were very delighted to find a definition of truth by
St. Thomas Aquinas: ‘Adequatio intellectus et rei’, or as a

M EEFNREMHIRE. RERNBNEXAE TEE
H7ERIEMNRR ELERAHZORNMENITRES
BREAEW. TARBLTANTIEREENTENTS. &
BUEEHAAEEAMN AT TAETEHNDE, XH
APTRBEARR. LBRMNEEERTRHMELNMNE
. —REZ. EEEAR AR4BFERAZM,

BIONWBE, TR LEEANRXEERLIINEHX.
HBFSHE . AXEANEBERSGNFRZ @S, BMNS
BHALSANBNEERIAEE, BIEE IE2M
THIEMEBR MEBEEHXIU.

BN ZAREANIAMRE T ARV BB ERNE
AEENBEE R, BRI XLE 1061 FRITILHEREM
X, HOMIEECH IR AR I KERNNEE.

“1900F, MNE—BRARXSNAY . MNFRTH
# REE) (Art Nouveau Movement), Mifi iR EEHF X —
VIEY. FHEE, FOREG, FORE FNLEE F7H
—1]. BR. #AlAARR—AFHREE. BMEahHRN
FEARAKF-TRENN S RTHEE. B&i— Xk
HANEREXSNAY—HRLEFLLMNERESN
AT ERNETEITNECNRE. TERBET. &8
EARHEEANES. BREEAEXTEZEMNA, BiF
BB - MBHF (Peter Behrens), BRMAELAR—IZ
. Mg FREHRTEE, HbAR: RNEB/ARER
ZEW  AMBMNHEAEERINEE, BFBNFRER
EANEE, BRNRERRE. BNETARNP LT $E
HeEF BARNMERXR2—1TAENEE, FAUENS
AFRXABRRTEM A, BNISXMERZRHDLE - FE
B (St. Thomas Aquiras) i HERHNSHHFS . R
MARBERAPRMNEBEEFREN:. EERFLAHE
X BERAEFRHES. IMRIEEHRE, 2HRMOSE
fT. ATENBRERERHFA BEXT7THBEE0OE—F
LRI,

REAREMKED, HHELTHESRAEXHARE,
EXRARREHARFN— MBI RUHENEEDN
XFEXE ERRERTEZENME, FHELRE
HAERNEREENEX. L. BHFEERREAN. hE18
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{3) Peter Carter, "Mies van der
Rohe”, Architectural Design, XXX!,
3, March, 1961, p. 97.

(M EE -+ 85 A&
B RFIY. XXX, 1961
F£3H38. XA,



(4) Franz Schulze, Mies van der
Rohe. A Critical Biography,
Chicago, 1985, p. 17.

(1) B8A% - FREK. BE - -
® F—FeMEC ZE,
19854 17 T,

(5) See text p. 79.

(2] BRT9TIXF.

(6) Saint Thomas Aguinas,
Summa Theologiae, 1266-1273,
Prima Pars, Quaestio XVI - “De
Veritate”, Articulus | : “Quod autem
dicitur quod veritas est adaequatio
rei et intellectus”.

(3] EFEOH - [EEH . Summa
Theologiae , 1266 — 12734 Prima
Pars, Quaestio XVI — “De
“Quod
autem dicitur quod veritas est

Veritate”  Artictlus |
adaequatio rei et intellectus”

(7) George Steiner, Heidegger,
London, 1978.

[4) 36 - HFIB4N. BEHBR . £
¥, 1978 &,

modern philosopher expresses it in the language of today:
‘Truth is the significance of fact.’ | never forgot this. It was
very helpful, and has been a guiding light. To find out what
architecture really is took me fifty years - half a century”®.
Although in this statement Mies gives a definition of truth
from Aquinas, it was apparently only a turning point in his
search. Having found a satisfactory verbal definition of truth,
he says it took him many more years to translate it into an
equally satisfying architectural definition of truth. Now Mies
also telis us that his interest in philosophy began at the age
of about eighteen, when he started to work in the office of
the architect Albert Schneider in Aachen circa 1904 . There
he by chance found in his drawing tabie a copy of “Die
Zukunft’ [The Future], a leading intellectual journal of the day;
he began reading it regularly and it marked the beginning of
his life-long engagement with philosophy and the spiritual
aspects of culture. It must have been shortly after this that
Mies first posed his question: “What is truth in architecture?”,
and he tells us that he arrived at his answer some 50 years
later, which would be in the early 1950's when Crown Hall
was being designed.

We will argue that the remarkable spatial quality which Mies
first achieved in the upper level of Crown Hall was an
important aspect of his demonstration of architectural truth.
All of Mies' other concerns, such as structural clarity,
refinement of detail and elegance of proportion help to bring
about this demonstration. It was an achievement worthy of
the challenging aphorism of Spinoza that Mies alluded to in
his “Address at the Dedication of Crown Hall": “All things
excellent are as difficult as they are rare” 9.

But how is this building, and especially its spatial qualities,
related to Aquinas’ definition of truth? His formula, “veritas
est adaequatio rei et intellectus”, “Truth is the correspondence
of statement and thing” ¥, seems to have no obvious
interpretation that would relate to Mies’ late architecture, or
indeed to any architecture at all. Likewise, the paraphrase
by the un-named “modern philosopher”, “Truth is the
significance of fact”, is no more helpful. It is the singular spatial
quality of Crown Hall that appeals to the imagination, and yet
both these definitions have nothing spatial about them. When
asked to explain his work, Mies would offer laconic remarks,
always in terms of function or construction, which would
indeed be true, but which would give no insight into the spatial
character of his buildings. He was certainly not being
deceptive, but we believe he left much unsaid.

Our intellectual understanding of Crown Hall began to
approach its present form when we were studying at Oxford
University some ten years ago. While there, we encountered
a book ") on the work of the German philosopher Martin

13

SERFHAMNEESENE, B 1804 £/lE, MRIFH
FETER (Aachen) FYFT/R1A4E - MEZ=1E (Albert Schneider)
BREAGIE. " ENE EARNAMYES Ln—
AU RIBOMIRART (Die Zukunft)h [EKK (The
Future)]. feFFsREMEE. INSHEMEENELTENX
HERAEELNTR, —ERELETA. BHIREL T/
MEE. BRARERMT4r T MERERN. KAET 50
FE MARHNER ORER 0L 0 ERFTHKRIR
PR 1R, BATHIE ARBELET. BEHEAXNR
THRENZERE XRMBEAEENLIE. BHSROH
BROTE, WEHEW. BBERUR O BB
Bk pRit SR, X —EC B LB EEH R ERE
W PIRIMETERT (Spinoza) MBI ARBHIRE.
BEHENEMNERE—BRAE" . -

ZMIZER BIHIBTHSERE RNTSHERE
BHYEXHEXNR, ik, HERNSUNFE
BPHEERBHEESSHEREHREAX AXFLES
EERAERX. B KREN WUREER HREREX
MEX BABESY. s FRNTBREBSIEANN
B MRLEEXSTEREERMIR. SREBHERAE
SHER, BHFLENTERIENHTEHRTEENITL, X
EUAMLIRIE, AFSREBRIBRSEEERNEMAE.
LR HAREHRK BRNEGHARETRE.

RAVOEFHAFFRFMAOEBR, RO A%
MHERTRBELCHENER. ARE, BNEHT—XK
ZEXZHIFRTE - #r1B4H (George Steiner) SHXFIE
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Heidegger by the American literary critic, George Steiner.
When we first opened it, we were struck by the epigraph
Steiner had chosen for it; it was the same aphorism of Spinoza
alluded to by Mies, only it was given in the original Latin:
“Omnia praeclara tam difficilia quam rara sunt.” As we read
the volume, it became clear that Heidegger as a philosopher
had applied himself to the pursuit of truth as intensely as
Mies. And indeed we found in our subsequent study of
Heidegger’s later work, a remarkable intellectual parallel to
the work of Mies, a spatial conception of truth that connects
Agquinas’ “correspondence of statement and thing” to Mies’
late work.

How much did Mies know ot the work of Heidegger? The
only connection we have found is that a copy of Heidegger’s
“Kant and the Problem of Metaphysics” (the original German
edition of 1929) was listed in an inventory of the books in
Mies’ library when he died. ® Nevertheless there are some
provocative similarities in their lives and work. Mies (1886-
1969) and Heidegger (1889-1976) were exact
contemporaries, and shared the turbulent German culture of
their times. Both had a strict Roman Catholic upbringing, Mies
in Aachen as the son of a stonemason, and Heidegger at
Messkirch in Baden-Wurttemberg as the son of a church
sexton - but both would later abandon the formal practice of
their faith. Both had intellectual masters or mentors who
helped to establish them in their respective fields, with whom
they would later break. Mies’ master was the architect Peter
Behrens (1868-1940) for whom he worked in Berlin during
1908-1912 and Heidegger’s was the philosopher Edmund
Husserl (1859-1938) under whom he served as an assistant
teacher at the University of Freiburg during 1918-1922. Both
rose to prominence in the feverish years of the Weimar
Republic; Mies with the building of the Weissenhof Siedlung
in Stuttgart (1927) and the Barcelona Pavilion (1929), and
Heidegger with the publication of “Being and Time” (1927)
and “Kant and the Probiem of Metaphysics” (1929). Both had
encounters with the Nazis; Mies with the closing of the
Bauhaus and the design of the Brussels Pavilion, and
Heidegger during his short tenure as Rector of the University
of Freiburg. They then both went into exile. Mies left Germany
for Chicago in 1938, and Heidegger withdrew into a kind of
internal exile for the rest of the Nazi period and the subsequent
Allied occupation. Finally, after the age of 70, both would
make symbolic visits to Greece. It was in this later period of
exile that both intensified their search for truth, and the
parallels in their work emerge.

This parallel construction begins with Heidegger’s essay “On
the Essence of Truth”, first delivered as a lecture in 1932,
published in German in 1943 and first translated into English
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in 1949. Heidegger begins his discussion with the same
definition of truth from Aguinas quoted by Mies: “Veritas est
adaequatio rei et intellectus”. He goes on to point out that
this notion of “correspondence of statement and thing”
contains an inherent conflict: “How is the statement able to
correspond to something else, the thing, precisely by
persisting in its own essence?” ® He then sets forth his
resolution of this conflict with his remarkable concept of “das
Offene” or the “open region™:

“What is stated by the presentative statement is said of the
presented thing in just such a manner as that thing, as
presented, is. The ‘such as’ has to do with the presenting
and its presented. Disregarding all ‘psychological’
preconceptions, as well as those of any ‘theory of
consciousness’, to present here means to let the thing stand
opposed as object. As thus placed, what stands opposed
must traverse an open field of opposednessand nevertheless
must maintain its stand as a thing and show itself as
something withstanding. This appearing of the thing in
traversing a field of opposedness takes place within an open
region, the openness of which is not first created by the
presenting but rather is only entered into and taken over as &
dormain of relatedness ... All working and achieving, all action
and calculation, keep within an gpen region within which
beings, with regard to what they are and how they are, can
properly take their stand and become capable of being said.”
[Our italics]

Heidegger then goes on to identify truth and the “open region”
with the Greek word aletheia (alhgeia), which is usually
translated as “truth”, but which he turns as “unconcealment”
“Western thinking in its beginning conceived this open region
as ta aletheia, the unconcealed. If we translate aletheia as
‘unconcealment’ rather than ‘truth’, this translation is not
merely more literal; it contains the directive to rethink the
ordinary concept of truth in the sense of the correctness of
statements and to think it back to that still uncomprehended
disclosedness and disclosure of beings.” "

Clearly Heidegger is dissatisfied with much of the classical
development of Western metaphysics, and wishes to
withdraw from Cartesian subjectivism to the simpler and more
profound insights of the pre-Socratics. In the “Letter on
‘Humanism’ ” (1947), Heidegger traces the origin of the “open
region” to Heraclitus:

“The saying of Heraclitus (Fragment 119) goes: ‘Ethos
anthropoi daimon’. This is usually translated, ‘A man’s
character is his daimon.’ This translation thinks in a modern
way, not a Greek one. Ethos means abode, dwelling place.
The word names the open region in which man dwells ... The
fragment says: Man dwells, insofar as he is man, in the
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nearness of god ... [or] ‘The (familiar) abode is for man
the open region for the presencing of god (the unfamiliar
one).’ 12

Finally, in “The End of Philosophy and the Task of Thinking”
(1966), Heidegger goes on to identify the “open region” with
an even more primitive image, the “Lichtung” (literally
“lighting”) or “forest clearing”, a familiar sight to him ever since
his youth at Messkirch in the Black Forest:

“To open something means to make it light, free and open, e.
g., to make the forest free of trees at one place. The free
space thus originating is the clearing ... Light can stream into
the clearing, into its openness, and let brightness play with
darkness in it. But light never first creates openness. Rather,
light presupposes openness. However, the clearing, the open
region, is not only free for brightness and darkness but also
for resonance and echo, for sound and the diminishing of
sound. The clearing is the open region for everything that
becomes present and absent.” ¥

Now it is certainly possible that Mies may have read these
works of Heidegger, either in German or in English translation,
aithough we can find no direct evidence that he did. But the
paraliel lines of their thought seem unmistakable. Heidegger's
exposition of truth consisted of two facets, “aletheia” and “das
Offene”, the physical and the metaphysical. In Mies’ search
for truth, these two facets were first developed independently
in his later work in Chicago, and finally coalesce in his design
for Crown Hall.

Thus while Heidegger first sets forth his concept of truth as
the “open region”, this abstract space to achieve the
correspondence of statement and thing, in “The Essence of
Truth” in 1932, Mies had first suggested his architectural “open
region” in the German Electrical Industries Pavilion of 1929,
And Heidegger's other facet of truth, the pre-classical notion
of aletheia or “unconcealment” can be identified with Mies’
advocacy of the equally unadorned, and craftsmanlike use
of traditional architectural materials such as timber, stone and
brick, which he announced in his “Inaugural Address as
Director of the Department of Architecture at IT” in 1938:

“ ... Letus guide our students over the road of discipline from
materials, through function, to creative work. Let us lead them
into the healthy world of primitive building methods, where
there was meaning in every stroke of an axe, expression in
every bite of a chisel. Where can we find greater structural
clarity than in the wooden buildings of old? Where else can
we find such unity of material, construction and form? ... What
better examples couid there be for young architects? Where
else could they learn such simple and true crafts than from
these unknown masters? ... Nothing can express the aim
and meaning of our work better than the profound words of
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