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ANANT D. RAJE
By Attilio Petruccioli

Born September 1929 in Bombay.
Graduated in Architecture, Sir J.J. School
of Fine Arts, Bombay, 1954.

1957-1960 Professional practice with
Mr. B.V. Doshi, Architect in
Ahmedabad working on
Housing for the Textile Indu-
stry workers and Housing for
Low-Income group, Gujarat
University Science Laborato-
ries and Textile Pavilion for
Indian Industrial Exposition
in New Delhi.

1961-1964 Professional work in Ahme-
dabad.

1964-1968 In the office of Prof. Louis I.
Kahn in Philadelphia.

1969- 1971 Working on construction of
the Indian Institute of Busi-
ness Management Building
complex with Louis . Kahn,
as his local representative to
develop design details and or-
ganize site office unit and
construction work in Ahme-
dabad

1974 since Extensions and new work to
-the IIM campas Ahmedabad.

Court of faculty offices. Indian institute of Management Ahmedabad. (ig Yl.

Indian Institute of Management, Ahmedabad. (Fig. 92).

Right. Management Development Centre. Main hall on three levels. (Fig. 93).

He is Honorary Director of the School of
Architecture, Ahmedabad.
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Anand Raye is a shy personage of
few words, whose talent merits
greater fame, such as to go beyond
the limited confines of the world in
which he lives and works. In a
world of great design companies
(veritable holding companies), ba-
sing their fame on the prima donna
attitudes of the boss, on political
and financial relations favoured by
being located in the big "business
cities" of India, the studio in which
Anand Raje stubbornly goes about
his occupation of a good "craft-
sman" of architecture, is a happy
exception.
More a "Renaissance workshop"
than a representative office, it is in
Ahmedabad, on the ground floor of
one of the residential blocks of the
Indian Institute of Management,
where he works in just a few rooms,
surrounded by few students. As one
of the last mediaeval architects, he
designs directly on the worksite in a
constant direct verification between
graphic experimentation and con-
structive application.
As many people know, the IIM is
an institution that is constantly ex-
panding, whose campus is an enor-
mous area of work in progress on
the outskirts of the city. Since 1969
Anant Raje, first as supervisor on
behalf of Louis Kahn, and after the
master's death, as head designer,
has been the watchful guardian of
this great worksite, contributing
considerably towards constructing
its physical structure and its myth.
In particular, after completing the
central block with the library and
the students' quarters, he was re-
sponsible for the designs of the di-
ning hall and of the Management
Development Centre. AR's archi-
tectural world cannot be under-
stood unless one links it directly
with the city where he works: Ah-
medabad is a city that has experien-

FIRST FILOR PLAN SCALE 1/200

0GAE GER DiING ', ICEN $a.D

sECtION SCALE 1/2

ALaENY CH E RIE 0EL

SECTION SCALE /20

Indian Institute of Management, Ahmeda-
bad dining Hall: plan and sections. (Fig. 94).

Management Development Centre, the
porch in front of the court. (Fig. 95).
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ced past splendours during the local
pre-Moghul dynasties of the 15th
and 16th centuries and after
Akbar's conquest. Situated along
the main connecting line between
Surat and the capital of the empire,
Agra, its wealth has always been ba-
sed on trade and on a solid manu-
facturing activity. In the latter half
of the 19th century a particularly

enlightened entrepreneurial class
laid the foundations for modern in-
dustrialization. This class of indu-
strialists set itself up as the referen-
ce point for a cultural renewal in a
modern sense, making a bridge bet-
ween western and Indian culture (it
should not be forgotten that Mahat-
ma Gandhi was from Gujarat and
his Ashram in Ahmedabad bears

witness to his civil and human com-
mitment).
To construct the environment of
Ahmedabad, in the fifties they cal-
led in such famous architects as Le
Corbusier (responsible for four
works there: the head office of the
Mill Owners, the Museum, the Sa-
rabhai villa and the Shodan house)
and Louis Kahn. And under the
wings of the two masters grew up B.
Doshi, today the most international
of Indian architects.
Raje received his training in Bom-
bay, a great metropolis housing all
social and cultural groups with their
relevant traditions. But this hotpot
of traditions, sometimes conflicting
with each other, means that none of
them prevails. In the English uni-
versity, the academic culture ack-
nowledges infact the existence of so
many styles, precisely to deny the
possibility of a national "style".
Typical in this aspect is the almost
botanical classifying accent of the
"Manual of Indian Architecture"
of Batley, AR's maestro. But this
western type academic training is
important to explain this apparent
detachment of AR from his past:
"Now, I have gone back to the old
folk forms, history" - he likes to
say - "but I was wondering to my-
self that all my influences are within
this 20th century. Can I honestly re-
construct a frame of mind which
existed 1000 years ago?". It is
equally important in explaining his
elective affinity with L. Kahn.
The chaotic metropolis of Bombay
deeply influences Raje and he in
fact proclaims himself an "urban
man" contrary to Doshi (who al-
though from the same school, looks
to village life). Parts of cities are his
architectures, from the IIM to the
Pathan Institute of Indology, crea-
ted for a city developing with the ty-
pical instrument of the compound
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derived from colonial times, whose
great virtue was that of creating a
periphery of formally accomplished
urban parts. But his meeting with
L. Kahn was to be decisive. The lat-
ter, in fact, as against Le Corbusier
and F.L. Wright, both linked to
their own cultural environment, is
the one who speaks a universal lan-
guage more than anyone else, and
who more than anyone else takes as
his basis a common (academic) cul-
tural model. As Raje himself says:
"with this experience and this kind
of impact, which I just explained,
meeting with Louis Kahn was a par-
ticular kind, talking with him the
first time, which he made me reali-
ze, that there is a dichotomy that
even though we are, as human
beings, a product of nature, that we
are not nature. Now this is a dicho-
tomy; that means that nature is the-
re, a human mind is consciousness,
is awareness, is something which is
not nature itself. Now this really
shook me up because we had never
thought of this before".
But the key moment is his sojourn
in the Philadelphia workshop. Here
Kahn's maieutic art based on perso-
nal teaching has a profound effect
on Raje's formation. Kahn's tea-
ching vehicle is correction as an
example. When Kahn put yellow
tracing paper over the drawing and
redrew the design, coming to entire-
ly fresh terms with it, he went back
along the whole history of the de-
sign. The correction became the
moment of verification between the
conception and the subsequent dra-
wing; while concepts, dimensions,
magnitude and impact were still
maintained. As Raje says:
"he wanted to see that, through
these corrections, the concepts are
still maintained, you know, the di-
mensions, the magnitude, the im-
pact.

The way he looked at certain mate-
rial forms through that little correc-
tion is still maintained. Now that's
marvelous. Now what he taught me
that when I started to do my own
work, I was also always thinking of
these corrections which means there
is a past. Now, hereabout, when
there is a past, you started to won-
der about what you are doing, is it
really a part of your concept, or so-
mething that is a certain, of course
all concepts come from certain be-
liefs, and therefore, when I say that
your testing of them in these correc-
tions is testing a certain belief, the
next question is there a break in be-
lief?, is there a crack, is there a
weakness in that belief? Now this
was marvelous, So I started to do
my own work, Kahn was already
there".
And also his constant "interroga-
tion" of the materials to under-
stand the most apt spirit and use
thereof - brick wants to be brick,
concrete wants to be concrete, steel

wants to be steel - are at the basis
of Raje's design method.
But Kahn's faith in Man and Insti-
tutions is his most important tea-
ching: once in India, Kahn studies
the Indian Way of Life, the cultural
traditions, the city and its institu-
tions. He convinces his clients that
the sole concept of management
cannot create the institution to
which they aspire. It is not just a

functional fact of give and take, but
something more. His stress is placed
on the integration of culture and
spiritual wellbeing. His efforts as
designer are aimed at process of in-
tegration of man, the space around
him and the elements making up
this space. Only in this sense does
architecture become an "Institution
of man". The Indian Institute of
Management represents an exem-
plary effort in this sense. In the long
course of the design of this work,
from 1962 to 1974, Kahn's capacity
was that of consultant architect. In
1969 Raje returns from America
with the task of official architect,
commisioned to follow the work
and to transform Kahn's sketches
into final drawings. It is as well to
emphasize at this point that in Phi-
ladelphia, apart from various other
projects, Raje had taken care of the
design for the presidential residence
and the Capitol in Islamabad, a
project of considerable expressive
potential, but unfortunately not
constructed.
In 1969 the students' sleeping quar-
ters were under construction, while
the central complex with the square
was still being constantly rethought
(at least three main versions exist).
It is not to be excluded that the clas-
sical simplicity of the square ope-
ning into the landscape, much sim-
pler than the earlier versions, was
due also to Raje's influence. The
sketches kept in the museum of the
University of Pennsylvania are bitty
and not in chronological order, and
do not help us to understand this
moment in the design process.
After 1974 Raje, having completed
the "herring-bone" elements of the
square and the central library, desi-
gned various other works. The first
one in order of time is the dining
hall: a low building, correct in its
setting, where the lesson on the se-
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Left. Institute of Indology Patan, (Fg. 96)

Ibidem. (Fig. 97).

Farmers Training Institute. Banas. (Fig. 98).

paration of service spaces and spa-
ces served and the techniques of in-
direct lighting and graduation of
the light are applied in masterly fa-
shion. The second and most impor-
tant is the Management Develop-
ment Centre: the C-layout of the
large piazza of the main rooms
girds a garden-court, which opens
from the opposite side. The central
block houses the hall and the service
spaces for the managers; the side
arms with their double prospect
house the residences. The hall is a
complex spatial system on several
levels, traversed by overpasses,
which become luminous spatial mo-
dules, in counterpoint to the deep
shade of the base. The services
block is separated from the court by
an arcade up to full height contai-
ning also the stairs. The arcade ele-
ment acts as backdrop to an incli-
ned plane with the function of an
open-air theatre. While the main
piazza opens towards the horizon,
Raje's court, while apparently ha-
ving the same plan design, is an inti-
mate space screened off by a line of
green. The scale of the former is
Homeric and underscores both in
the cut of the volumes as simple
prisms, and in the simple treatment
of the internal fronts, the power of
the Institution that it contains. In
the second one, while with an evi-
dent continuity of language and a'-
plying the same techniques of distri-
bution of scalar relations, the spa-
tial effect is very different.
In the hall of the Management De-
velopment Centre, Le Corbusier's
definition becomes relevant: "Ar-
chitecture is the wise play of volu-
mes in the light". The light in India,
a tropical and subtropical country,
is always accompanied by glare,
and is most difficult to handle! And
under the beating rays of the sun,
arranging spaces cannot be reduced
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to arranging volumes under the sun.
In India the light is the real arran-
ging element in architecture: before
entering an inner room, this has to
be diverted, damped and rendered
harmless. The infinite gradations of
light, from darkness (but total
darkness is an abstraction) to the
greatest brilliance guide the visitor
and become elements ordering the
hierarchy of spaces. An analogous
impression springs to my mind,
found a thousand miles away in Sa-
haran city in Lybia: Gadames. Ga-
dames is an urban settlement with
the typical ramified structure of a
tree; but for reasons of climate and
defence, almost all the roads and la-
nes are covered. Two worlds over-
lap: that of public life, taking place
under cover, in the shade, and that
of private life wich takes place on
the upper floor, on the terraces, un-
der the sun. A number of "wells"
of light illuminate the streets from
above and their frequency is direc-
tly proportional to the section and
importance thereof. One thus goes
from the maximum brightness (but
always indirect) of the public ba-
zaar, to the deepest darkness of the
lane which leads to the house (whe-
re only the owner is able to move
around with the ease of a mole).
Going around the now abandoned
city, I recall that I was trying to
guess the meanings to be ascribed to
the various nuances and tones of
light.
To Raje, certainly, light does not
merely have the significance of a
functional signal:
"Now, the light in India, we're tro-
pical, from semi-tropical to tropical
to hot and dry in all these regions
that we have, but particularly in
Ahmedabad where it's hot and airy
with a tremendous amount of glare
and as you go north it really beco-
mes more and more kind of extre-

me, this light is so sensitive to han-
dle and hereabout we find that, un-
der the hard sun, to be able to order
the spaces, the light cannot be just
light but, say, that you open a win-
dow and you got light, but there is a
tradition of light. From no light to
light, from dark to celebral like
conditions. It also gives you a clue
that everytime you're talking from
dark to'something which is unac-
ceptable hars light, we're really tal-
king about different kinds of faces.
Now, in our old own work, also in
my work which I try to do, is like
this whole taking light in the form
that is brought to us in the sense of
the plan and the choice of material,
that you have these gradations of
light which actually becomes evoca-
tive of certain kinds of uses. When
I'm talking about dark spaces, I
don't mean to say absolutely black
or anything like that, because no-
thing is really black; even night is
not really black if you look up into
the sky, there is a little luminous
glow. And in the tropical countries,
the blue sky comes really from the
Milky Way. Now, what I mean by
this is that if you put a group of ac-
tivities, and realizing that they need
a certain kind of light, in our plan,
in our disposition, you would never
allow that activity to be anywhere
else but under those particular light
conditions".
A comparative examination of the
two buildings in the campus of the
IIM calls forth another important
reflection. The more human scale
of Raje's building compared with
Kahn's Homeric proportions, well
brings out the tenacity of the craft-
sman, brought up in the workshop
of the great artist, who follows his
work, placing the accent on "diffu-
se quality" (it should not be forgot-
ten that in India the handicraft tra-
dition, an asset possessed by many

levels of the population, can reach
levels of perfection without equal).
The "diffuse quality" of architec-
ture does not come out in empiric
bursts but in a loving relation with
the materials of construction, in
precise execution by means of conti-
nuous presence on the worksite
(contrary to the "toccata and fu-
gue" of the master). All of AR's
work, in the drawing room as on
the worksite, is based on the concre-

Terminal Agricultural Produce wholesale
Market complex. New Bombay. Model,
(Fig. 99).

Terminal Agricultural Produce wholesale
market complex. View of the housing. (Fig.
100).

teness and the heroism of the every-
day.
The Patan Institute of Indology is
built around the Again Mandir, a
strongly symmetrical structure (like
Humayun's tomb in Delhi) in a free
combination of elements. Here
Raje freely reelaborates the urban
elements of the traditional city:
from the court represented by the
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mock arcade on two sides, which- effect. Counterposed to this whirl- abstract, useless reference to so-
screens the students' residences, to
the basin of still water with the re-
flection of the adjacent architecture
in it; to the garden, and so forth.
In the Farmer's Training Institute,
also, Raje reveals his mastery of
handling spaces and an almost
Piranesi-like ability to invent new
meanings, uses and situations for
volumes and spaces from everyday
life and from Indian tradition. In
this case, the ordering element of
the composition is the negative of
the central court; but it is a broken,
centrifugal space, which together
with the oblique elements of the
classrooms and the open-air amphi-
theatre, creates a strongly dynamic

of spaces in movement is the elegant
"lens" line that closes off the volu-
me of the utilities.
Less interesting is the Mafco Dairy
in Bombay. Here the very rigid or-
ganization of the layout is probably
influenced by the productive cycle.
Tradition is therefore an important
reference point to Raje. But in
what sense? It is not a nostalgic har-
ping back to a way of life, which in
India is still at the basis of many
traditional spaces of the city and of
the village, nor is it, even less, a sty-
listic reference to one of the nume-
rous Indian styles of the past (in this
he goes against the manual of the
eclectic Batley); nor again is it an

called "poor" technologies (Raje-
does not use certain futuristic mate-
rials as unfortunately certain Indian
colleagues are starting to do). I
would say rather that his attention
to tradition lies in the meaningful
use he makes of each material. Sei-
zing with his empirical sense, from
time to time, the expressivity of the
material and each time discovering
new potentialities of materials that
are as old as the world itself. To the
"craftsman" Raje, therefore, tradi-
tion is the great edifice of the Histo-
ry of Construction, to which it is al-
ways possible to add a stone, wi-
thout every time destroying its
foundations.
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