











on perception, The Aesthetics of Space and Geometrical
Optical Ilusions (Leipzig: J.A. Barth, 1897), and the
two-volume Aesthetics: the Psychology of Beauty and Art
{Hamburg and Leipzig: Voss, 1903 and 1906).

10. Charles-Edouard Jeanneret and Amédée Ozenfant,
“Purism,” in Robert L. Herbert, Modein Artists on Art
{New York: Prentice Hall Press, 1964), 58-73; “Le
Purisme” initially appeared in L’Esprit Nouveau 4, January
1921, 369-386.

11. As recounted in Amédée Ozenfant, Memoires,
18861962 (Paris: Seghers, 1968), 109. This definition
was later applied to architecture in Le Corbusier-Saug-
nier, “Architecture: Pure Creation de I'ésprit,” L'Esprit
Noavean 16, 1922, 1903-1918. There, a captiontoa -
photograph of a detail of the Parthenon reads: “Voici
fa machine a émouvoir. . .” This article later appeared
s a chapter in Vers une architeciure (Paris: Arthaud,
1977), 173.

i2. Jeanneret and Ozenfant, 369-386.

13. Sigfried Giedion, Space, Time and Awchitecture
{Cambridge: Harvard University Press, 1941), 416. The

aotions of “new space” put forth in this book are often

confused and contradictory, as pointed out most intelli-

atly by Peter Collins, Changing Ideals in Modern
itecture (London: Faber and Faber, 1965), 289-291.

ns’s review of the “concept of space” in architecture

283-293), though written in the mid-"60s, remains
credible and thorough. However, Collins’s conclusions
arding “The Influence of the Allied Arts” on architec-

rure (271-289) seem categorically incorrect when he

claims that “there seems little reason to believe that the
somtribution of painting and sculpture in the 1920s was
aything more than a useful means of rejecting all ves-

of Revivalism” and notes that “painting and sculp-

sure may well prove more of a hindrance to architectural
reativity than an aid” (284).

Cszorge Nelson, Problems of Design (New York:
Publications, 1957), 104-109. Nelson’s extensive
evaluation” of the Villa Savoye is extremely

. It insists on considering the villa as a weekend
compares its underlying premises to those of
American vacation houses, and consistently

rits the unique perspective of the author, for exam-
2. in his offhand remark: “the main ‘stair’ is a ramp.”

“weison upholds the Villa Savoye as a paradigm for con-

-2ty building, indeed for contemporary life, while

scrutinizing its peculiar aesthetic and underlying
»ns. Still, it is revealing to note that Nelson—
any who had written about the villa at that
apparently never visited the house; for he

: eied-critique that “some of the curved walls on

¢ tloor set off areas for sun bathing, and behind
o5t of these walls we finally locate the master

ced in its own penthouse, with a fireplace

r, a pair of huge dressing rooms and a

sly, Nelson here describes the first pub-
—one that was never built. He has formed
nably intelligent opinion based entirely on a
:

A

s and images provided by Le Corbusier
wa volumes of the Oexvre complete. Interest-
selerts Both “Sous le pilotis” and “Promenade”

sranis to itlustrate his article.

znd Pierre Jeanneret, Oeuvre complete,
joesiger, ed. (volume 3, Max Bill, ed.),
edition (Ziirich: Les Editions d’Archi-
. 1991). This volume covers the years
was originally published in 1929, before
n on the Villa Savoye.

ns in this paragraph are my translation

r and Pierre Jeanneret, Ocuvre compléte,

volume 1, 186-187.

17. An advertisement for “‘I'Immeuble Villas’ en Villas
de banlieue” found on page 220 of Le Corbusier’s A/-
manach derchitecture moderne offers the Pavillon design as
a kind of prefabricated suburban dwelling. It shows near-
ly blank side walls punctuated by the occasional door, a
kind of “canopy” added to the rear facade, and the stan-
dard Le Corbusier “stair and bridge” clip-on that here
leads to the contained terrace room. This stair and
bridge motif appears most famously on the garden facade
of the Villa Stein-de Monzie at Garches, but oddly
enough it appears as well in the original scheme for the
Villa Savoye, where it allowed one to move directly from
the suspended garden to the ground. As such it gave pri-
macy to a certain “side” of the Villa Savoye, thus eroding
the sense of a facade-less building-in-the-round. It was
removed from the final design, of course, but arguably it
might have inspired the idea of a ramp-bifurcated build-
ing, such as those that Le Corbusier would later realize
with the Mill Owner’s Building in India and the Carpen-
ter Center at Harvard, though more likely it was Mel-
nikov’s Soviet Pavilion at the 1925 Paris Exposition des
Arts Décoratifs, with its immensely bold diagonal ramp-
stair motif, that initiated this notion. In the Pavillon de
I’Esprit Nouveau, one of the side walls served as a bill-
board, carrying a colossal “E” and “N.”

18. Oeuwre compléte, volume 1, 130.

19. Anyone who has spent time in Le Corbusier’s native
La Chaux-de-Fonds will recognize the ascent as parallel
to the upward climb from the town’s commercial main
streets, located in a valley, through layers of at first dense
housing and then occasional single-family houses, then
through the wooded hillside and ultimately to the
breathtaking meadows high above all-—a wondrous
world. Regarding movement from city to country, a bio-
graphical parallel might also be found. Toward the end of
his life, Le Corbusier spent more and more time “exiled”
from the suffocating urban conditions of Paris at his tiny
and rustic Cap-Martin cebanon at the seaside near Roque-
brune. It was here that he died while swimming in the
Mediterranean. And if one ascends the steep hillside of
Roquebrune, it is here—beneath the clouds and over-
looking the sea, in the town’s magnificent cemetery, its
“toit jardin”—that one finds his remains, beside those of
his wife, in accordance with his wishes.

20. All quotations in this paragraph are taken from Le
Corbusier and Pierre Jeanneret, Ocuvre compléte, volume
2, 1929-1934, 24.

21. See, for instance, L'Architecture Vivante, volume 4,
plates 2 and 4.

22. Le Corbusier, Vers une architecture, 3. My translation.
23. Most, if not all, of the photographs of the Villa
Savoye reproduced in the Oezvre complete were taken by
Marius Gravot. Gravot’s stamp, as it appears on the back
of the occasional “original” print in the Fondation Le
Corbusier, reads: “M. Gravot & Co./PHOTOGRAPHIE
ARTISTIQUE & INDUSTRIELLE/159, Boulevard St.
Germain, PARIS (VI).” It is often difficult to determine
with certainty the photographers of Le Corbusier’s work
from this period, since as a rule he did not credit the
photographer in the articles and books that he wrote.
Other journals, L'Architecte for example, did carry by-
lines, and one must rely on these as well as on archival
research to ascertain authorship. The latter is not always
fruitful as very few of the prints that the Fondation Le
Corbusier holds in its collection carry the stamp of the
photographer and one is not permitted access to the glass
plates from which the original prints were made. Con-
founding the search is French law, which assigns credit

for the photograph to the owner of the rights of repro-

duction, who is not necessarily the author of the photo-
graph (but who may well be a photographer who has
purchased the work of another photographer). Le Cor-
busier was only partially responsible for the photographic
images of his work. Pierre Jeanneret was, before his
departure in 1940, the office photographer. When a
building neared completion, Jeanneret would photograph
it with his twin-lens Rolleiflex. Contact prints would
then be submitted to Le Corbusier. Le Corbusier would
make selections from, and edit, these images, and then
use them to indicate his preferred perspectives to profes-
sional photographers (seldom hired directly by Le
Corbusier but typically sent by journals or press agen-
cies) when they arrived to photograph the newly finished
building. The least unadulterated versions of these pro-
fessional photographs are often found in a loose-leaf,
portfolio format in L'Aschitecture Vivante, which pub-
lished special editions of Le Corbusier’s work. Le Cor-
busier himself chose, cropped, and placed on the printed
page the illustrative text for most of his early books,
including the Oewwvre compléte. By comparing “original”
photographs with those “ordered” by Le Corbusier (he
sometimes used “regulating lines” to determine final
compositions), it is apparent that the “truncated pyramid
composition” is applied to the photographs by Le
Corbusier—available but not readily evident in the origi-
nal, unworked image. This is the case as well for the im-
ages selected from catalogues and other sources, images
not of Le Corbusier’s architecture but of machines, the
Parthenon, ocean liners, etc. For a detailed elaboration
on this topic, see “Le Corbusier and Architectural
Photography,” in my unpublished dissertation, Le
Corbusier’s Seeing Things: Ambiguity aid Hlusion in the
Representation of Modern Architecture (Philadelphia:
University of Pennsylvania, 1996), 49-121.

24. Perhaps the best known of these is the photograph of
the interior of the Ozenfant Studio. For a more thorough
survey of Le Corbusier’s use of truncated pyramid con-
figurations, see Daniel Naegele, “Photographic Illusion-
ism and the ‘New World of Space’ in Le Corbusier:
Puainter and Architect (Denmark: Arkiteckturtidsskrift B,
1995), 83-117.

25. See, for instance, Paul Klee, The Thinking Eye, Jurg
Spiller, ed. (New York: G. Wittenborn, 1961), in which
he verbally and graphically analyzes “truncated pyramid
space” in terms of perspective, horizontals, etc. Perhaps
the most concise visual statement on this is Jacques Vil-
lon’s painting of 1932, Abstraction.

26. Oenvre complére, volume 1, 74.

27. For the colored version of this image, see L'Architec-
ture Vivante, third series, spring 1930, plate 9. A black-
and-white version is featured in the Qenvre complete,
volume 2, 43.

28. The early, pre-brutalized scheme for this
monastery—as drafted by Iannis Xenakis and featuring
both taut skin and an external diagonal ramp that moved
from the entry level to the upper level—is remarkably
reminiscent of the Villa Savoye, hollowed and enlarged.
See Brooks, Le Corbusier, 149.

29. For a sketch of the villa as a standard cell in suburban
Argentina and for a very thorough and insightful account
of the making of the Villa Savoye, see Tim Benton, “Villa
Savoye and the Architects’ Practice,” in Brooks, Le Cor-
busier, 83-105.

30. Le Corbusier-Saugnier, “Trois Rappel 8 MM. LES
ARCHITECTES,” L’Esprit Nouveau 1, October 1920, 92.
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