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- EDITORIAL------------

• 
2 ·r I·C 

In r. rry firld oj mdu..,try. r1ro' problmu hm't pwtutrd thnn.1rh•r~ and nrw tooL1 hat•f bun nratrd mpablr of !f.~oluing thnn. If thu nru• 
fact bt ,,J a~am.st tk past, thnt )OU hlmt rtt•olution. 

In bwldu ~and COTlltmctlou. rfl(l.Sj-produlllou had alrrad) ~m: in faa of nru• f(Onomrc nrrd.1, ma.1.1-produdton w11L1 hat•t brm Ol'attd 
both m mrus and drtml. and tkfwitr mulb hat t btm achin•rd both in dttail and in mru1. 

Ij thtlfnrt bt rt O!!am.st tht past. lhnt vou hal't m·olution. both in tht' mrthod tmplo.wd and wthr lmgr 1calr on which it has brm canird 
out. 

Thr h1.1tory of architrcturr unfollb itsrlf slou.·6 turo55 thr mJttmt~ as a modificatton of stn1cturr and omamrnt, but m tlu lastfiftv year.\, 
1/1r/ and mnnttl' hat•t bmw.~ht rtrw ronqunb which arr thr indr..: of a grtater caparit)'for conMruction. and of an 01chttrclurt' m wluch thl' old 
C'()(fr, hnt•r brrn orrrr lunll'd. If u.·r challnJgr thr past. wr .1halllram that "st)'lt.s ··no longn rxist for us. that a .\h•lt bt'longwg to our own pmod 
hm wmr about: and thtrr has brrn a rn•olutron. 

Our nmuti hm·f coruciou.sf.) or unromciou.sl) apprthrndrd thrsr n•mts and nru• nrrds hm•r an.1r11, consciou.sl)' or unronsnously. Thl' ma-
chmrry of IOCUI), profoundly out of grm, osollntrs brtu·rm an amrlioration of hutonca( rmportnncr. and a catastrophe 

rhr pmnordllll irutinct of l'tlt'T) human btin(! is to a.ssurr himsrlf of a sklter. 
Tht vanous dasj~5 of u.'orkm irt $oclft) toda) 110 lon~rr hat·r du·~llings adaptrd to tlznr nrrds: nnthn th~ artr.san nor tlu mteluctual. 
It tS a qt.UjtiOn of butldrng u:huh u at tk root of thr .~ocial unmt of toda): archituturc 01 rn•olu/1011. 

IL i-, thi' plea for a re\olution in architec
ture, publi hed in rm unr :lrchrtrc/urt, that e~
tabJi,hcd Le Corbusier as a principle promoter 
of the Modrm,.. ~fainJy a collection of arttcles 
fir,t pnnted in the avam-garde magazine ''L'E -
pnt ~OU\eau·· founded 1920 m collaboration 
\1 nh Charles Dennee and the arti~t Amedee 
0Lenfam. the volume was the architect's major 
theoretical contribution to the writing of archi
tecture. A polemic on the tendencie, of the ar

chitectural expres ion of the earl) twentieth 
centun, r m un,. A.rchttrctuu wa to exercise a 
critical influence on the de\elopment of indu -
trial de,ign and city planning of the modem 
era. Le Corbusier's revolr against the historical 
l)le.;, the \isionistic and uncompromi ing aui

lUde of hi~ architectural concepts, pre' ented 
the realiution of the greater part of the ar
chitect's work. The Domino house, prototype 
of the prefabncated and mechanized dwelling 
unit, the "Comemporarv Cnv ofThree Million 
Inhabitants·· town planning ~chemc. and the 
Palace for the SonelS in Moscow, never went 
beyond the destgn stage. The always controvcr-
ial and sigmficam authority of the~e project<> 

on modern architecture has but recemh: ex
perienced its mo l condemning criticism.' 

Le Corbu~ier bore v.;tne s to the techno
logical e\olution ofthe industrial age v.hich em
phaucall~ remodeled the mean of communica
tion, up,ening traditional socio-cultural 
perreptions. The advance in knowledge and 
method of production, coupled with the imen
tion of ncv. materials were to conceive the tel<·
phonc, the automobile, the locomou' e, and che 
airplane. With the introduction of the new 
tool.,, man\ abilities wen· redefined as were hie; 
need~-.. mechanization was the symbc>l of com
fort and dlicienq in modem life." Accordingly, 
the art anticipated these changes and re
sponded; mu ic . an, and liten.uurt· challenged 

Le Corbusier. 
l'rn IHLI' Archtltclure, 1923 

popular influence to work with the the spirit of 
the age. Agamst thts . cuing. the theories of 
town planning and rc.•stdenttal design remained 
fuithfull to earlier truths which were now ob
solete. The new means of transportation de
manded a radical restructuring of the city, while 
the adherence to traditional social preconcep
tions of the dv. elling unit and its relation to the 
inhabitant prevented archrtecture from serving 
the needs ofindustrial man. In this perspective. 
Le Corbusier proclaimed baule against the con
temporary architectural scene and petitioned 
for a re,.olution in archnecture. 

Modem criticism censures the .\lodcru! as 
banal, a cul-dt-sac, Le Corbusier's work as aus
tere rationalism devoid of the human element 
venturing as far a., functionalism. This miscon
cepuon is not onl} due to a grave misunder
standing of the archncct but of the historical 
moment of his time. for in the most simplest to 
the most complex forms of Le Corbusier's ar
chitecture the image of man is prevalent. The 
suprcmecv of man ov<.•r nature expressed in 
landscape dcstgn, and the conception of the 
~iodulor, a proportioning system derived from 
the human scalc-"architccturc must be walked 
through. traver ed, it i made to be seen by our 
human eye at 63 rnche~ from the ground"
exhibit a human influence. 

Although the \tandarditation and uni,er
sality offonn r<.-jens the diverslly of man on the 
pcrsonallc .. el. th<· arc hitt•c t inJected m to his ar
chrtecture a human nobility which was threat
ened by m<.·< harutalton. Justtfmbly, Fran<;otse 
Choay ~tal<.''i , " ... Le Corbusicr's greatest concri
bution to tw<·nticch century architecture is 
probably that of having 1 cdiscovercd man, who 
had bewmc loc;t m th<' frenetic development of 
techntqu<·." 

- Gina Sara.fidis 

• 
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FORUM-

The Building of the Canadian Centre for Architecture 

The dream is to make and create a centre from which the most present and powerful 

expression of civilization can be explored and understood. 

The Canadian Centre for Architecture is a 
museum and study centre founded in 1979 by 
Phyllis Lambert to study and make known the 
significance of architecture in the unfolding his
tory of our society. 

Through its collection and activities it has 
come to be recogni1ed as an institution of impor
tance by both the local and intemational ar
chitectural communitites. Its collections, which 
include drawings and prints, books, photographs 
and other imponant architectural archives. num
ber approximate!} 100 000 item . thus providing 
a most important resource for study, research 
and exhibition. Since it. founding in 1979, the 
CCA has sponsored a number of significant ac
tivities, including exhibitions of its collections, 
publications, seminars and lectures. 

In its presem location at 1440 St. Catherine 
Street West, the CCA 's accessibility to all of the 
architectural community and the interested gen
eral public has been limited to the existing facili
ties available. It is therefore exciting news to 
learn that the centre is to be moved to a new 
building \\here its resources can be more fullv 
exploited. 

On Mav 13, 1985, the ground-breaking 
ceremon)- for this new building took place in the 
presence of a number of import.tnt government 
officials and representative of the mternational 
architectural communit\. The project. which is 
located on the grounds of the Shaughne S\ 

House in do,,·mown Montreal. and is centred 
around reno\'ations to thi-, histori<' nineteenth 
century propcrt), will increase the size of the 
l~tcilities to 120,000 square fe<'l. It will include 
exhibition gal lenc!i. a hbrary. a 250-seat 
auditorium. stud1os .1nd offices for an·hitects and 
scholars in residenc-e, .1 bookstore and a re tau
rant. In addiuon it will house the large areas rt•
quircd for the storag<.' of the collections and the 
olTices of the 11ft,· perm.uu.·m \t,lfT members r<'-

- Phyllis Lambert on Ma) 13,1985, at the 
ground-breaking ceremony for the ne~ 
building of the Canadian Centre for Archi
tecture (CCA) in Montreal. 

quired to administer and operate the centre. The 
construction is expected to take three year with 
the official opening planned for the pring of 
1988. Funding for the project has come from 
both the federal and the pro\ mCial government 
(each announced grants of four million dollar<> at 
the ground-breal-ing ceremony). wh1lc the CCA 
it elf is imesting I 0.6 million dolla~. and is cam
paigmng to rai e an additional five million from 
the prl\ate ector. 

rhc noted ~lontreal archlle<.t Peter RO'il' is 
the archuect for the reno,·auon-, and extt.' ll tom 
of the , haugne. s\ properue . Erol Argun, 
another Montreal architect of con identble re
puw and im oh ement in mam maJOT project'> tn 

downtown \fontreal, i tht• as,ooatc archttect 
Ph) !lis Lam ben. '' ho 1 founder of the CC.\ and 
unernattonalh reknown for her im·oh cment and 
mt<•rcst in mall\ aspects of contempor.tn anhi
tecturt•, Ut ban renewal and cultural heritage. i ... 
tht· consulttng architect. 

• 
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BUILDING 
WOMEN'S 
CULTURE: 
on architecture 
and politics 
bv Pauline Fowl er 

The competition held in Toronto in the faU of 1983 for a 
Women' Cultural BUilding has been discussed extensively m re
cent publicauons; description of iLS inception through criticism 
of the entries can be found in various ources. Now that some 
lime ha passed since the competition e\ent, it seems that the is-
ue most consistenLly touched upon by the prospect of making 

architecture for such a group are £Wofold: the making of a build
ing appropriate for women's culture and the relationship be
tween architecLUre and feminism. While these issues have been 
dealt with in the competition material, there is a larger one which 
has not been sufficienLly addressed. The Women's Cultural 
Building, more than any other recent project, necesSitates a con
frontation of the relationo;hip between architecture and politics, 
or form and content: hence, the subject of this article. Although 
the e remarls emplo~ the competition itself as example and illus
tration, they are intended to apply in a \\-,der forum to the circum
stance of groups who, like the Women's Cultural Building, stand 
out ide or at the periphery of mainstream society, culLUre, and 
politics. 

Clear!) evident in all the material surrounding the competi
tion-the brief, thejul)'s comments, the entries themselves, and 
ub equem critique -is an association of architectural forms 

with mainstream patriarchal values, problematic for a dissenting 
m titution and its architects. The resulting outright rejection of 
architecture takes ~everal forms which include various non
architecturc:ll and anti-architectural expressions, and in some in-
Lance , the implicit expectation of a new, other architecture. 

'11te competition brief, for instance, articulates a profound 
di tru t of architecture as repre-;eming "patriarchal ideas of 
monumentalit~ . dominance, and power": another Collective 
member expre,.se a preference for "something between orcus 
tent, bcehhe. and octopus."! Both these quotallons have found 
promincm placell in publicalions on the compeuuon, auesting to 
tht•ir gt•neral acceptance. An earlier source contains a reference 
to 

anthropomorptucalh-ba~ ilrchitectural designs with their re
sultant oppres h cnes) <&ri ing from their obsess1on with the hu
man form.! 

4 I FC 

L 'auttur, ro anal)·sant Lt-~ projrts soumi.s a la com
pitition pour 1111 Crotrt Cultwtl dts Ftmmt.S, tn Vttnl a 
la conclusion qu.t la plupart sont (lltli-mchtttrturau.'l": a 
tattSt dt itun ajJilwtions a i'tdloiogu patriarralt: plu
sUuTS projtts sontltudils daru er radrt dt riflmtce. Pour 
illustri'T it litn tntrt la politiqut tl l'mchtlteturt, I 'au
tror analJsr rnsuitr it club masculin tl sa LJpologtt du 
paitl:;o. £lit m conclu.s qut lts hommts tilts fnnmts doi
vmt truuntmant participi'T plrintmmt a la thtorU tl 

pr(l(tiqut dr l'arthitrcturt pour ditruirt lr monopolt 
masntlm txistant tl ltablir lt status quo. 

Man\ of the entries are stmply not architec
tural proposals. The Gas Stations project,ll for 
instance, is the unaltered re-use of abandoned 
vernacular filling stations; another proposed 
quarters underground in a concrete bunker, with 
no visual, representative aspect. In the Door pro
ject, tt is onl~ the doorways which are consid
ered, and e\en then, each door is left to the in
dividual arttst to design. One such scheme 
proposes the transformation of a classical patri
archal structure, the Triumphal Arch . This is an 
admirable beginning, but the form ItSelf is not 
recognizable without verbal tdenufication, and 
there is no new narrative which disrupts anything 
but its " uselessness." The Snake and Ladders 
entry , in a brilliant graphtc, foregrounds 
women's place in history, but again there is no 
proposal for archttecture. 

Other entries exhibit anti-architectural 
biases. Several schemes which share the premise 
of radical decentralization have cnllcal conse
quences for architecture, and for the City: one 
wonders tfthis approach is born of the beltefthat 
architecture, as a large, centraltzed instiLUtion, 
necessanly means the existence of a servant class 
lO effect maintenance and cleaning tasks. The 
Lighthouse proposal makes a comcious effort to 
deal with the mstttution's publtc/venical repre
sentation, but the notion of a mot'tng lighthouse j 
gives rise to d"turbing connotatiom of imper- c 
manence, even treachery; similarly. the Arbour J 
scheme proposes the transformation of the l 
City's permanent artifacts m to ruins and ephem- ~ 
eral garden growth. 1 he Omphalos project uses ~ 
"disjuncture and uncertainty" to create a new ~ 
spatial order· is thts what we want our architcc- A 
ture to be;. f 

Furthermore, there is evidence throughout _I 
the competition of tht.• expectation of a new. fun-



damentally different architecture, expressive of 
women's culture and experience. G1ven that ar
chitectural history is almost devoid of contribu
tions by women, it may not be unreasonable to 
postulate that their work could be perceptibly 
different from existing architectural stock, and 
that such expression by women could reveal a 
coherent aesthetic. However, it' been a long 
time since anyone invented anything new in ar
chitecture.'~ The project of inventing new forms 
to embody feminism and/or the female sensibil
ity is one which could very well last as long as 
time itself. It can be seen, therefore, as a conve
nient diversion which diffuses opposition to the 
dominant group by channelling it into unpro
ductive pur uits , which at the same um~. are infi
nite!) amusing to those in power: participants in 
this fuule search thus become accomplices to 
their own bondage. Old parts can be made into 
an original whole, yes-a New Architecture, 
which is no t very likely. One competition entry 
rejected any trace of recognizable 1magery what
soever m favour of the tabula rasa. the proposed 
" Wedge"," Amoeba", etc., are more a denial of 
architecture than a New Archuecture. The form 
are mute, and illegible in an} context. 

One recent critic articulates the fundamental 
question as "was it really an architectural prob
lem in the first place?" This preposterous que -
tion contains within itself the germ of 1ts own an
swer, "the unavailability of architecture 
appropriate to the specified purpose." The ke~ 
word in the foregoing quotation is "appropri
ate": as m other instances. it imokes the expecta
tion that there exists a preCI e correlation be
tween form and content. and that out there, 
somewhere, i the perfect architectural counter
form for women's culture.just I\ ailing for some
one diligent enough to d1sco,·er 1t. In fact, such is 
simph not the case. As will be Illustrated short!\', 
architecture comes b) assooallon to repre ent a 
certain ideologY, and not, as this critic seem to 
feel, by building types embody111g certain values 
inherent at their inception and which urvivc am 
subsequent transformation. If we arc to agree 
with his conclusion, that "Architecture is ex
traneous to the pccified purpose of cxpres ing 
women's culture,"5 we arc left l\ith the unfortu
nate situalion of such dissenung groups being 
without architecwre, without s\ mbolic pre ence, 
without a place in the Cit\, and thus culturall) in
visible. Such a state of affairs is all too comenient 
for 1 he statu.\ quo. 

rill' c.tll for a Women·, Cultural Building oc
curs \\ lthin the Implicit rontt.•xt or a "modern .. 
sonet\ 111 1\hich "omen partirip.uc as full equal\ 
,HJd 1d11t h IH'Ct'SSit<llt' , 11 't.'t.'Ol, , a I<'JCCttOn of 
archltett lilt' .Is gi,en. 6 1mpltcit 1n the act of reJt'C
Iion, obv10usl) , is a profound nittquc of archl
tt.'tture a~ im•xtnrabl) bound up with the .11ntu.1 
quo Ill wlm h women art.• m.1rginali1ed or t•x
dudt•d, .1lthough the nitiqut• n•m.lms uncon 
\Oom and unarticul,ued. ' I hi' H:jecunn. \\c.: haH' 
st.·cn, t,tkt•s tht.• lot m ol non-.11 rhitt•rtur.tl and 

ttThe project of inventing new 
forms to embody feminism and/ or 
the female sensibility is one which 
could very well last as long as time 
itself." 

anti-archnectural proposal'i, as well as tho e 
manife ung the expectatton of \\holh· new 
form!>: the compeution emrie thu . can be 'een 
as criucal anti-proje<ts.i In addition, publio;hed 
uiuu ... m contain a similar latent and un
cle\ eloped critique of arc: hi tenure a ''cxtrane
ou "to the task at hand b) pointmg out the lack 
of arclutecture in the competition entries, but 
make' no counterproposal. In both m tance . 
the critique without a project-a \'iable Jltt:ma
ti\ t.'-1'- not JUSt ampotent: if si m ph an en
ththl:t m for cnun,m. it j, .1l'o nihili tic. an 1m i
tauon to C\er-dt.•epening de,pair. Leon Kner' 
obsenations seem appropriate here: 

:\ Rt.">ist<mce ~lthout a project i!> ... a u'clt· 
effon. bttau~e a uitk ~ithout a project ga1e 
a' impotelllh uno the future. as an archacolo
~·'t '' Hhout a 'j,ion into the pa~t-

It now 'cem' dt.·ar that there e.x1 t ,,;thin 
'oot.•t' and tht' .trdutt•<:tural di,ciplim· the im
plicit und<'r landing that the fonn' ol architcc
tUH' t•mbod\ tht· collc-lllH' \'alue' of the socict} 
whidl tht.•sc form' t<.'Jlll''<'lll . In the \\Old~ of 
P.ual Phahppc.· Ca et: 

... thl• d<.' tt:ne-r' of the pa. I Ita \c.' a]\\'3\ bC"Ctl 

ble to l!l\C' to ...,,d dtficrcnt onhzauon 
the1r mo't compkte c pre ton-thcar ar<'ha 
tccture.9 
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H Ar h• . . . c 1tecture comes 
by association to repre
sent a certain ideology, 
and not, ... by building 
types embodying certain 
values inherent at their in
ception and which survive 
any subsequent transfor
mation." 

An architectural form' first appeal, obv;ouslv, is 
at the level of the purelv v;sual-the plav oflight 
and ha do". olid to v01d. proportion, etc. But 
for a long as there has been a discipline of archi
tecture. it forms have been eo-opted for the 
polilical use of variou regimes by means of the 
rhetoric accompaming the act of appropnauon. 
The 'i.sual forms themselves do not ha,·e an~ m

hn-mt ideological content; they always require a 
component of language in order to become a 
'~tern of ~ignification: 

It u true that objects. images and pattern~ of 
behaviour can signif), and do so on a large 
~GI.Ie , but ne\ eT autonomously; eve11 semio
logial n nem has its linguistic admixture. 
Where there is a \isual substance, for exam
ple. the meamng is confirmed by being du
plicated in a lingumic message so that at least 
a pan of the JContc mes~age is, in terms of 
structural relationship~. ~ther- redundant or 
takn1 up b~ the linguistic sy<tem.IO 

Thus b) rhetoric and b~ com enLion, certain ar
chitectural forms can come to be associated with 
a certain value s~stem Smce it is conventional, 
the relation hip bet"een form and content is far 
from predictable, or preci e. Nonetheless, the 
~trong ao;~ociations which exist between architec
tural form and the dominant value system make 
architecture a main in trument of lhe society's 
ideological uper truc:ture. 

In pite of thi, common understanding of ar
chitecture's ideological role, there is a reluctance 
or refusal on the part of most designers to deal 
rlehbcratcl) and con ciou•dy with this dimension. 

Just :u archite<lure itself is autonomous from 
political positions. neuher can it be exist or 
femini,t. We "ould be "dl-;td\ised to let ar
dmecture be archnt'cture, not propogand;t.ll 
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Citing it as neuU"al. as valid on it own terms, architects go on 
producing architecture which goes on being subconsciously un
derstood a reinforcing the prevailing value system. The refusal 

to acknowledge this role is not, in fact, an ideologically neutral 
act: it is in tead an imphcit acceptance of the prevailing values. 

To da cu the conventional meaning of a visual form is to open it 
to que uon, and to destroy the myth of its neutrality, its "natural

ne ;" to call architecture "neutral" is to render unassailable the 
ideologtcal ) tern it currently repre ents. Concomitantly, to con-

ider architecture a a vstcm of signification which is socially 
constructed. is to allow the pos ibility of its tran formation for 
other meanings. 

A di cu ion of a particular institution and its conventional 
architectural container wall erve to illustrate the preceding 
theoretical remark on form and ideology. In tha context, the 
private Men's Club and its palazzo building type seem especially 
appropriate as undnuablyembod);ng the quintessence of Western 
capitali t and patriarchal 'a lues, quite opposed to those of the 
Women' Cultural Building. Such an ideological reading can be 
applied to both the building itself and its complementary texts. 

~fen have congregated in clubs for at least as long as "West
em ci~;Jizations" has existed, their commonalities being political, 
literary. religious, militaf'), or social. The British clubs, since late 
in th 18th Century, ha~e represented the crystallization of that 
elite which conquered half the world, built the British Empire, 
and ruled it for more than two hundred years-the aristocracy 
and landed gentry, ministers' and officers' sons, industrialists, 
and the ci,;J sen-ice. Women were most definitely not allowed as 
members and were admitted, if at all, only on spectal occasions 
and very infrequently. It has been said of the London clubs that 
the} are still "a refuge from lhe vulgarity of the outside world, a 
reassuring!) fixed point, the echo of a more civilized way of liv
ing." Clubs in the New World freely adopted most of the customs 
of their Bntish ancestors, membership being drawn almost en
tirely from the weallh} upper classes of Anglo-Saxon descent. 
Some clubs came to be associated with particular political parties, 
such as one stronghold ofthe Republican party, whose unwritten 
rule was "no women, no dogs, no reporters, and no Democrats." 
Whatever Hs political persuasion, lhese clubs' memberships in
cluded, and still do today, the weallhiest and most influential men 
in the Western world. 

From formal begtnnings in late Georgian London through 
the Creek Revival and eclectac Regency periods, the Men's Club 

pur ued a deliberate search for a normative type. The ultimate 
choice of the Italian palazzo coincided with maturation of the in
stitULion itself, at a moment when architectural culture was en
gaged m a re-encounter with the Renaissance. If this moment had 
occured during the Creek Revival, the Men's Club could have 
been housed in a temple; similarly, maturation in the heyday of 
the Cothac Revival could have resulted in a castle as container. 
Once established as a palazzo at this critical moment, however, 
and c\·cn though architectural fashion moves on, the type en
dures because of now-established conventional associations. 

There is no quesuon that the choice of the palauo may be as
cnbed m some measure to a wash to partake of already-prevailing 

associations with the prestige of a powerful nobility, thus docu
menting the institutaon's own social pretentions. The essential 
architectural characteristics of the type in plan, section, and ele
vation "predisposes" it toward such an appropnallon and such a 
reading, exemplified in the Reform Club of London, 1837, by Sir 
Charles Barry. 



Palazzo Farnesc Reform Club 

H •• • architecture for a Women's Cultural Building cannot be a 
search for the perfect counterform. It is instead an opportunity 
for the subversion of traditional associations between architec
ture and the dominant value system, allowing the appropriation 
of these same forms for the new institution and its dissenting val-

" ues ... 
The building's principal entrance is symmetrically placed to 

its main bulk and to the major room inside. The areaway, the 
surrounding fence, and the raising of the threshold to just about 
eye level all act as distancing devices. setting the club at a slightly 
remote le\ el from the vulgar and ordinarv life of the sidewalk. In
side the door is a porter's tat ion, a point of control to maintain 
the club as an elite precinct. A further Right of step ets the 
club's preferred floor, the pwno nobtle, almost a storey abo\e the 
street. 

Passing through the colonnade from Ll1e entr\', one enters 
the large courtyard which is open for two storeys to a glazed roof; 
this room is the aloon, where members gather infonnallv on a 
dai ly basis for business and for pleasure. The dominance of thi 
great central hall gives the club a self-sufficient. inward-lookmg 
qualit} , as though the omside world did not exi t: the butlding is 
thus well-suited to its member . Two other major rooms are 
located on the building's principal axis. one on the ptano nob1lt 
and one on the first floor. both with views out to a mall park. 
Other spaces on these two floors are used as obvious adjunct to 
the principal rooms. fhe great tairca e which leads to the fir t 

floor is off to one ide within the buildmg's main bulk, true to the 
original paldno type. 

The secondary entrance, at the cast side of the buildmg. 
leads into a stdirca c which serves the dormitories on the second 
floor; a distinctly secondaq• emphasis 1s thus given to the residen
tial or "pri\ ate" component. Servants' quarters on the top floor 
are of an evc:nlowcr priorit\ 111 their lower ceiling hei~ht and lack 
of wmdo' ' s 10 the street. The two floor'> which are bclo'' grade 
con si t of th<.· kitchen and \'ariou other ~en tcc paces. e:. cnttalh 
all porlu•wnh no rcal lt:gibilitv in plan. nw entrance to thc-.c.' quar
tc·rs i~ b) the stc·ps into the north an•a" a\. wh1ch would .liso be 
used for dcln ering coal l0 tht· adjan•nt storage bin~. rhe onh 
connccuons with the JWinopal floors are a number of narrow 
stairways, through which food i~ tr.msportcd and 'anou~ other 
serving tasks performed. 

Otlwr club building cxhtbit ·omt· mteresting \ ,lfi<Hions on 
thts ba~ic palauo organ11atton. Ont' t\e'' \ ork club has lls en
trance h om a 'idt' forecourt , "lnd1 lwtht·r elabol.llt'' the.· main 

sequence of spaces. Another provides a special 
restaurant for the Lad1es. a discreet d1stance away 
and \'irtually unconnected with the dub proper. 
In )Cl another case, the great cemral hall is gi,en 
O\ er to a grandio e tairca e. which functions as 
a place of presentat ion and representation
here the marriagable daughter. of club members 
are presented as "deb.;" each 'ear. In mam m

tance • the residcnttal rooms of the upper floors 
are used b' members when the\ wi h. for their 
own reasons. not to spend the mght in their 
homes 

Returning nm' to the Reform Club, the ex
tenor of the bmlding 1s as a dear appeal to the 
a. sonauons of palatiaJ archnecture. cribbed di
rccth b\ ir Charle Barry from the Palauo Far
nese. The prano nobllt and the bmldmg'-; interior 
htt:rarch' can be read on the facade. v.ith the 
main floor windo"~ bcmg of a generou-; rze. the 
first floor of a ~irmlar itc btll more elaborate. 
and the residential room-; indicated b\ the 
smaller. plainer '' indo" of the attac '\o ''in
dow' for the servant-.' accomodation appear to 
the street. either an the menanine or. ob' iou~ly. 
in the basement. 

In ~ummation. the e"'it>ntial architectural 
charcten~t1cs of th1s L\ pe are threefold: the 
fac,tde. the pta"'' 11 ,IJ le .md the courtyard. "Il1e 
fatade con'ilsts of a ,jllglllal monumt•ntal en
ll anCl' agam~t .t hat kdrop of\\ indO\\ fabrit ; lhc: 
pl.m and en1on 1 CH'<tl ,t 'm gular monunwntal 
room slluated on till' ptmw ltobtll', mad(· po'>'ible 
b' .1 fabnt of min01 1 nom' and corridm '· "l he.· 
t\ pc.' thu' prondes t ht.• ph\''< .tl analogue.· lot 1 tw 
"orio-pohtu .. al pO\H'I sum tun• of c.,tptl.tlt t pa· 
ll i,u t h' .• 1 snull. '111'{\ll,u. 1uling gt oup '' ho't' 
po,ition of pn\ a kg c.· " .11 the expense of and 't't 
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3!if.iirl't n Jab,.ic compri-.ed of .11 the Other,. The 
pala:no buildmg t\pc remain.. in u<;e b\ ~kn"s 
Club' tod.1~ ,12 .1nd ha .. come to be a-.,ooated 
"ith a '' hite nlllt'" chtt.' and the1r collecll\ e patri-
Ichal \aluro...- ,, .. r .md imperiah m, exploitation 

of tht.• Eanh · .. re,ourcc-.. econom1c cla!>s 'truc
turt·, the margmah7auon and exclu. ion of 
\\Omt•n, and raci m, all apparent!~ in the in
tcrt.''b of accumulatin~ po,,er and profit. 

hi readin~ oftlw :\lcn' Club I' to deliber
ate..•!\ cbrit). in the contc:-.t of a Women'. Cul
tur.tl Building, the t"ommon relauon~htp be
t\\ ccn an msutution-a collecliYe of individuaL 
'' ho 'hare a common 'Cl of values-and its archt
tecturt.·. Fir,l, the fom11' nottmmtrdfor the pur
p<N~' of the 'pecific inqitution: there ~ no per
fnt <me-w-one corre,pondence between fom1 
and content econd, it ma~ be neces. af) to con
duct a con,CI•lU't 'earch among architectural 
I\ pt.''• and to cmpJo, rhetoric to argue for the 
dw,cn npe. Third, a t\pe can be deemed "ap
propriate" for a ~i,en cultural moment. but only 
b' a wilhng audtenct.•. £, entuall}. an architecture 
can come to "embod} ··or "represent" an in ti
llltion and it '''tern of value It is, therefore. 
entire!\ under,tandablc that a cenain reluctance 
to u'e 'uch a form-the palazzo--ma\' exist on 
the pan of the Women' Cultural Building Col
Ice 11\ e. '' hkh doe' not panake of the same \'alue 
,~.,tern as the :\fen' Club. At this point. it i ab o
lutch critical to recognize that this has been a 
rt>adm~ of ronuntwnal w.soaatwre: a bwldinl! l)pt at 
maptwn CUlltains no anht:rmt or bind~ valu'l. Just as 
other reading .. can e,iq for the palazzo, so can 
other meanin~. and therein lies the pos ibilit\' 
of tran,forming it commonly under.,tood mean
ill., ~urh a tran,formation can occur through the 
n •JJpr· •pnauon of an architectural t)pe for the 
u c of another in titution and by the rhetoric 
"hi eh accompanie' the act of appropriation. The 
prdCilr<.' i~ a old as architecture itself: it includes 
for in~tance, the repeated use over the age. of 
the honorific column. the appropnation of Ro
man/pagan secular forms for Christian chur
che,, a' \\ell a the occupauon of the Renais-
ance palazw b~ the modem-da) ~fen's Club 

"hie h has been dc,cribed. 
1lac reader will recall here that much of the 

aruucnal from the Women' Cultural Building 
Competition "a of a non-architectural, anti
architectural. or "neo"-architecural nature, 
brought about, I ha\ c argued, b} .di~comfon 
from ubcon ciou ideological as ociations. 
lma~nc an tead, propo.,al for this imtitution 
"tuch \\Crc able to panakc fred} and "ithout in
hibition of the immen e range of potcmiall~ 
3\31lablc architt>lture , "ith their multiple capa
nuc for nanati\c and ~ymbolk content. Jmag
im·. for in\tauct• .t Womt.·n's CulLUral Building 
l'<hich diO\t'IO inhabit the ~Ien' Club'' palatto. 
·rnc mere act of occup}ing uch architectun.· ren
der ,; able it nonnalh latent ideological mean
in rchitectural intcr\cntiom could pro, id<· a 
cnuque. and ulumatd jubvrrt 1~ old m'amug. 
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A new narr.UIH' could bt.' cn'<liNL combin1ng a reformulated vi
-,ion of pubhc and pri' .lit.' '' ith contt.'lll from women's history. 
Tlw pn~jcn could be made dcliberatcl~ analogous to women' 
ruhtu c and e\.penenn•. Tht• p.tlauo. once tht• 1\lcn 's Club· own, 
come to "represent" it' tdl·ologtcal opposue. tlw Women's Cul
tural Building 

The e~senual and etcmal fomh of architecture which are 
comtlluted of mass and 'oid. light and "hadow, proportion. tex
ture. colour. detail. etc , do not in them elve contain anv inmn
sic meaning: that meanmg i ah•a' s conferred by the given cul
tural context. For as long ,\\ archllecture ha~ ex1 ted, it ha~ 
pro' ided succeeding Cl\ 1hzauons '~ith their most complete cul
tural expre~sion, and as 'iuch plavs a major role in the mainte
nanc(' of am preYaJling 1deolog' . Di ·enting groups such as the 
Women' Cultural Building Coll<.'Cll\e, and their architects, mu t 
panicipate fully in architectural dt cour~e and production in or
der to ensure their place in the Cn'. By now tl hould be apparent 
that archnecture for a Women' Cultural Building cannot be a 
earch for the perfect counterform It is instead an opportuniL\ 

for the ub\Crsion of traditional as oc1allons between architec
ture and the dominant ,·alue S) '\tern, allowmg the appropriation 
of the e same forms for the new in titution and its di senting \'al
ue . all m the be t historical tradition. It would eem that such a 
reappropriation of architecture, hitherto the exclusl\e propert} 
of the Patriarch'. i entircl} appropriate to the Collective's subv
ersi\ e mandate 

Paulmt Fcru•l" gradualtd archattcturt from tlu Ur1i11mity of Toronto 
m 1984. Htr design tht.si.s u.oas a 1\'omen 's Cultural Butldmg. She has 
umllm for ;.tariou.s journals a11d i.s ncru• working m lht field of architecture 
m Toronto. 
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I Rcnee Bart .and J.ah.ann.a llou~eholdcr of the Women·~ Cultural Building, 
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1 rcuJ.rr lbco B. Whit<·, Nl110r, l'lul.trlelphla: 'llw A11 Alll<lllH l'rc5<. 1973, 
PP· 7t-n. 
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So. 3/-t (Stmng/Sumn•t·r 1911:1), p !13. 
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Blanchl' umco van Cmktl a ill employle quelqtm 
mou au bumw dt Le Corbtwer lor$ de la cr!atron dP 
l'Umt! d'l~abrtatron dt Marurllt. Ellt nous fart part 
dts le(ons qu 'tlll' a trr! du cellt txplnmu 

I low can you think about one problem, one 
clement, withoutthinkrng of the umver e? Wh~t 
1s the value of "office experience", "in-office 
training", "apprenticeship", in the educauon, 
formation , training, realization of an architect? 
What value? What is architecture? 

These were the question!> which first came to 
mind when I was asked to recount my experience 
in the offic-e of Le Corbusicr. It would not be dif
ficult to write a personal and factual account of 
the months spent in the office. It might be amus
ing and contain titillating gossip about the deni
zens of the famous 35 rue de Sevres-Wojensky, 
Cand1lis, Woods. Soltan. Xenakis-who later 
made the1r own mark rn architecture, town plan
ning, educat1on, music, engmeering and plastic 
arts; and the polyglot environment in which it 
\\a impossible to learn unadulterated French. I 
appreciated the luxury of working in a field in 
which the word matters less than the deed
expres ed in lines on paper, engineering figures, 
coloured sketches-all translatable into a buill 
form-to serve people without words-to be 
used, enjoyed, understood, no matter the 
tongue. 

Lesson: Thi.s is the essmu of archtlecture-that it 
tramcmds l!I!Tbal rxplanatwn. 

Of course. So do all the \ isual art . But then 
how do vou teach it? To ,·erbahze 1s our mo t ex
pedient method of communication. And thi is 
undoubted!) the be t method to tran mit ac
quired knowledge and ba IC skills. But there 
comes a moment \\hen, m order to learn
panicularl) in the field of de-.1gn-the onh way 
is, a Siasia Nowicki ays, 'just do!" 

"Young graduate 111 architecture. Meticulous 
cngmecring draughtsman. Expencnce in 
managing an office. Writing, presentation, 
communication skills. Some cxpencnce in 
film and equipment des1gn. data gathcnng 
and anal) MS 111 town planning office; theatre. 
actmg, set and costume de ign. In chool, 
dt•momt r.lled abll11 \ m bUtldmg construe
liOn; user/build111g program anal~'": spatial 
organ11auon ... 

That 1s the profCS!>IOnal dcsrnption for job
sed..mg purpose' of the neatme who "aU:ed 
into L<.• Corbus1er's offkt•. ''anung to start "do
ang" something m architecture. One mtght haH' 
added, "unsktllcd .md unknt)\\lng 111 architeCture 
and of a gencralh pro\innal b.lckground". 

Observation: Not a ltkd) candidal<.' to work 
for a world reuowncd architc<'l. much less lo 
contribute to an .lrrhiwcturallandmarl building. 

I lowcvet, I wa~ h1rcd b{'G\U~t·, < harant.'rtl>ti
call)', thert.' was ,\ ru~h lo lim'>h somt.• drawmgs 

Lesson to tlrrjob .11·rkn. /Ill p10t'tdmtral if )Oil hap
pru to nmrl' 111 nn ajflrr at tht ngllt timr. 

J 
If 
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Dunng the first v.cek , I made engineenng 
drav. mg of the concrete trucwre of the Unite 
d'habuallon at ,\fan.e11le. The p1lou had been 
poured. and the more con~enatl\ e Marsc1llai es 
had mounted a prote't again t the prOJCCt on the 
basi. that the rat would invade the building na 
the piloti'>. 
Lesson to tlu: inapmtnad: lt1.1 dl}finlltto forrstt 

all tht objtetions to inno-t:ation. 
The exacttn~ work of the engmeenng draw

mg under the d1recuon of an I ·raeh and a Greek 
engineer may not eem, on fir t cons1derauon. to 
ha\e been u eful m furthering the architectural 
de .. elopment of the candidate (nor her com
mand ofFrench). Howe,er. apart from the ab o

lute terror of making a mistake and thus preJud
icmg the entire performance of the bUlldmg. 
there wa more to it than drawing hnes of the 
correct len~th and pacing. with the correct di-

mensions and notes. 
There was the magic measure of the Modulor. 

To some extent an intellectual conceit, it 
produces admirable proportion, balance, com
po it ion, des1gn-but only in the hands of those 
skilled in u ing the tool. 

- di card the mbred feet and inches 
- n ualize the Panhenon 
- and its elements 
- remember Vitruvius. Leonardo 
- consider dimensions as proportionate 
- consider the measure of man 

Lesson: All mm art not creattd tqual of stature. 
But thrrt art baste proportiOns ... more or 
lm. 

Question: Is movement the common 
denominator? 

We lt, stand. bend and roll O\er the same way ..... 
more or les 

walL:. run 
bend. tretch 

The bab) wriggling 
the mfant crawling 
the vouth running 
the ancient tottering 

in proportion to the length of the limb 
with mechanics of joint and muscle. 

Are they all paced by the Modulor Man with the upraised arm? 

In anv e'ent. how can t:he pre-occupation 
with proportion affect the performance of the 
beam l am drawing? 

Let it be secure 
Let it not waste material 

It is po ible to make working drawing~ of a con
crete structure, under the supenision of an engi
neer, v.ithout under tanding what }OU are doing. 

Thi~ ma~ be usefuJ to the office 
useful to societ> 

but not U'>eful to self development. 

On the other hand, drawing it makes it more 
comprehemible. 

- Correct representation of a three dimen
sional element by means of two dimen
ional drav. ings: 

- Checking the dimension, connection, fit 
again l the next element requires 
thought, and ma} be means consulting a 
colleagu<·. 

~fuch ea ier if you understand the \\hole struc
tur-.tl s~stem . 

But that i not <~11-that slab and b<>am arc insig
nifinmt C.Xl cpt a elements in the total it\, 

Ptrko i~ d<•tailing the kitchen, v. hose ·scrvtce 
I in<· arc earth-originating and the lmmchcd ven
tilation duct~ ri-.c.· to the sky. 
Of cour ,c.·, e\cr tudc:nt knows that architecture 
prc uppose a < onccpt. 
Of cour e, the concept ~tern from u er require
ment • from pcople-~pace 

IO'J'fG 

which must be comained by material 
supported by structure 
and serviced. 

Lesson: Tht proof of tlu: concept tS m lht realiz.a
ltOn But before tht actualtly, peopled and 
wtd, lht !Lst tS m 'tht u•orkmg drawtngs. 

It was a concept of many facets 
-to free the building from the ground 
- to let the ground flow through undis-

turbed 
-to give each family views, cross

ventilation and outdoor space 
-to use technology for efficient/economic 

production 
-to have all daily needs at the doorstep 
-to create a pleasure garden for the com-

munity on the roof. 
It was pre-computer era, but the program could 
have been translated into bUilt form by computa
tion. 

It is doubtful whether this would have produced 
the actual form of the Unate d'habitation: 

PtlottS 
sol arttfiml 
tott-tmasSI' 
- integral to the structure/concept but also 

unto them~elves . 

Lesson: aaordiug to Lt CorbtLW'r (and others) 
"C 'tst dur, l'archtttcturt " 



n Happy day! The candidate is charged with 
design of the lott-tmasse. Vi ion ofliule children 
enjoying life in the nursery school, skipping 
through the play spaces; everyone exercising in 
the gymnasium and running around the track (30 
years before our fimess fetish) ; music and theatre 
under the sky; leaning on the parapet to absorb 
the Mediterranean view, air, sun; Wow! 

Given, were the Mructural and mechanical 
drawings up to roof level and a perspective 
sketch by Le Corbusicr. 

Q uestion: Can you do a good job, earn your 
salary and learn at the same time? If you work for 
a great "master" do you only execute his wishes? 

The overaiJ design , " landscape", and parti 
of the roof was self-evident. It grew from what 
was beneath it and from the program. If you un-

E/h.<nlwn du tmt-ltrra«r 

dissertations over the draughting table for my 
edification. Reacting again t the gratuitous deco
ration of m} ~ion treat formation, I have nothing 
positive to offer. I question and demur. As Le 
Corbusier said, " You young people. you are such 
purists!" 

After a week of stn1ggle I disco' ered what the 
wall should be. (Premonitions of Louis Kahn?) 
Lesson: tl wall i.s mon• than a U'all. 
It had something lO do ~' ith its Mediterranean 
context-an environment which 1 had not yet ex
perienced. But b) then. through immersion in 
the office, and in particular through Le Cor
busier's life-simulating. poetic exhortation there 
was at least a vicarious experience. 

Lesson: Tltr lustor)' of archrltcturr 1.\ much morr 
thmr .-1 I Orttga ·~ "blottwg pap" sticks". 
Thr 1•1ranou.1 n.prnrncr of tltt past 1s uu
fulto t/lt' apprrriatron of today and potm-
twlh stwwlalwg to a t•rsiou of thr futurr. 

Warning: Distinguish bt·twc..·l"n 
the spint and the mamfestation 
the philo1.oph' .md the pr·inriple 
thC' whole and the components. 

l'hc VC'ntilator-; \H're another matter. The} 
were taken for grantt•d ,ts tall concrete cylinder 
raised on a concn·tc..• cubl'. Pcrhapll I was intox
icated '' ith pt•rsonal discm eries-1 dared ques
tion the1r form. llw plllll>t at work again. \\'hat 
wa~ m tht• t\hndcr? \\'hat W.tll in tlw cube? Tri
partite methalllc.tl l'qUJpment. Comcquentlv. 

der')tood the concept, if you absorbed the spirit 
of the design-and with the Modulor omnipres
ent-it was not difficult to design and detail. 
Nevertheless, there were some elements whose 
fonn was not obvious, for which the intellectual 
exercise did not produce an undisputed solu
tion-for which there were options: the gym
nasium, the nursery school and two ventilator 
structures. The gymnasium had been given fonn 
by Le Corbusier-a casquetlt. The nursery school 
wao; the second main building mass in the town
square-on-the-roof and wa unresolved. The 
venulators were in the fonn of cylindrical col
umns-the vertical elements, beloved of all ar
chitects in their composiuons. 

The nursery school b~came a pavillion, 
scaled to both adult and child (hopefully). IL had 
walls. Concrete walls. Le Corbusier was not 
happy. Man) illustrated leCLures on walls-

...... ~ 
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the \Cntilator became a trefoil m section. and 
splayed out to the sk}. (Comic tnp rep re en ta
Lion of exhalation. Also the das!tic wind crea
ture' blo\\;ng in the corner of a map.) 
Question: Fonn followed function . But wa 
thrs enough to make the ventilators of the L1nite 
d'habitation at Marseille one of the most phOLo
graphed architectural elements of its time? 

Bet"een the mechanical requirements and the 
resoluuon of airflow there sull '~ere opuon of 
line. subtle though the~ might be. And the line of 
Le Corbusier was most ubde. fhcre ¥.as also 
the detailing ofjoims and offoml\\Ork, which ul
tirnatel~ produced the fonn. 
Lesson: .\'othmg lu1s brm lks,gnrd untilthr Hna/l

es/ drtail has bcm ttsoh·rd, unit/ n.•n) lmt 
and dimmstmt ts p11•n.v--a11d capablP of 
r:wmt ion. 

One could ha\e lcamed thh from a '>culptor 
lilt' B1 ancusi or Hepworth: or from an engmc:er 
like Maillart Bm we are dealing wtth architec
ture---at once realit\ and sunulauon 

for mlnerable people '' ith durable maten.tls. 
bread and dream'>. 

fhis. one could lcam at the atelier oi Le Cor
bu tt•r, 35 me de 'c' re . 

Rlaurhr l.rmco t•tm Gmlcrl ts nmt11lil a proft~or 
of atehllrctuu at tht ( 'nn•rrsal) o{ 'f"orotllo, aud 1.1 11 
pmt11n 111 t•au Giuktl A!..IDntllt.s 
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L 'mm qUJswt a it! ridigi pour lt cours .. thlorit dt 
l'nrchlltcturt dll 1D' nklt" offtrt a l'unit•miU .\fcCill. 

L 'L'm/1 d'habitation cU .\lannllt) tst analyst stlon wtt 

mithocU itabllf par lt proftsstur Radoslat Zuk. 

The following essa\, written for a twentieth 

centur: architectural Lheon course at McGill. is 

an auempt to analvze Le Corbus1er's Unit~ 

d'habitation at ~1arsellle. In our analv is, I will 

first look at the image wtuch Lhe Unit~ project . 

That is, the idea which underlies the building. 

Lhe \mbols it contains and Lhe experience of the 

building as a whole. I will then look at the space 

organization of the Cnite and, finallv. dicus its 

nine sy tern . The nine s,- terns are: movement, 

pace type. growth and change, pace and 

\Oiume. geometr:. enclosure, sen;ces, structure 

and materials. 1 am entire!} mdebted to Profes

sor Rado,Ja\ Zul for Lhe method of anah is 

which I ha\e emplo~ed. · 

"Le Corbusier 'iewed housing and urban 

planning a\ a single problem-the problem of 

human shelter ... "' The Unite, which is a re

spon~e to this hou ing problem, "contained 

within it and in it extensions all the senices 

nece <>ar: to complete family life: parking spaces, 

shop . a dav nur Cl"}. a laundr:. space for recrea

tion and ph)"ical exercise."2 A town planning 

programme is implicit in the wholi~tic approach 

Le Corbu ier take in Lhe Unite. Hence, the city 

is the ource from \\hich Le Corbusier drew the 

ide-a for thi building. 
'f he underl~ing message in Le Corbusicr''i 

Towards n Sw Archlltclrlrt i~ that "each previous 

g<·neration \\hose architecture is admired had 

de\ eloped an archncnure appropriate to 1he 

-~ lime . whcrea.; 1he bu1ldings in which most pco

j plc were Ji,ing in the 1920'~ were lotall..- un

~ uitcd to their age."! Le Corbusier wa'l prcoc

~ cupicd with th(• earch for an architecture 1hat 

1 )lllbolitt.-d it epoch. lie anticipa1ed, reacted to 

~ .uad influcncc·d the rapidly changing social, ew-
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nomic, and political forces of his centurv. His 

genius lies primaril in this and in 1he ~onse
quenl broadnc s of bts vision of architecture. 

To-wards a Xru Arrhtltclurt IS full of excited and op

timistic statements such as, "A great epoch has 

begun. There exists a new spirit. "4 Or, "Indus

tr:·- O\erwhelnung us hke a Aood which rolls on 

lO\\ards its desuned ends, has furnished us with 

ne\\ tools adapted to this new epoch, animated 

by the new spint. "5 He appeal to technology to 

create a new and healthter wa} oflife by creating 

an architecture thal 1s born out of the machine 

age. "The Engineer's Aesthetic, and Architec

ture," he writes. "are two 1hings that march to

gether and follow one from the other: the one 

being now at its full height, the other m an un

happy stale of retrogression. "6 Le Corbusier 

e\'olved an association between ships, i.e. the 

fruits of technology that belong to the "Engi

neer's Aestheuc," and an architectural system. 

"For him that association was a reflection of a 

new morality, new creative potentials, and above 

all a new wa} of life that was machine-oriented 

and machine ba.,cd. "7 A specifk aspect of tech

nology which exci1ed and absorbed Le Corbusicr 

was mass-production. 
He wri1es: 

Architecture ha~ for its first duty, in 1his 
period of renewal, that of bnngmg about a 
revision of values, a revision of the comtilU
ent element'> of the hou\c.8 

He cominucs: 

If we eliminate from our hearts and rmnd!> all 

dead concept~ m rc.'gard to the house, and 

look at the quc,uon from a cn11cal and obJCC
trvc point C>f vrew, we '>hall arrive.' at the 

"llou'>e- ~iac:hirl('," the mass-produced 

hou)<.', h<.·ahhy. (and morally ~o Loo) and 

beautiful in the sam'' way that the working 

tools and insu umcnl\ which ,)ccompany our 
exi,tcnce arc heautilul.'' 



Le Corbustcr wanted to free the house from all 
superfluou!> things in order to make mass
production possible. " 1 o this e nd he designed a 
protOt}pe house ... , which he christened 'Cnro
han'." 10 The Citrohan H o use la te r evolved into 
the Unite d 'habita tion. Hence. the Unite stands, 
in a symbolic wa}. as a proud monument to tech
nology. It expresses. in its Mediterranean et
ting. resolute and profound optimism in the new 
creative potentials of this century. 

\'incent Sculh. rcfering to the 'ni te. writes: 

It can be seen pnmaril) m nenher structural. 
spatial, nor abstractlv massl\e tcnn~-neither 
as a mountain, nor a cage. nor a box-but 
onl} as an aniculated, unified sculptural 
bod\.11 

In o ther words. like a GrceJ.. temple, the l'nite 1s 
experienced onh as a sculpture. Le. a a thing m 
itself, and it does not spark an analogue in the 
obsener's mind. 

The high!) organized and controlled qualit\ 
or the Unite exerts a strong influence on its em 1-
ronmenl. Le Corbusier's conception of nature 1s 
central to under.,tanding h1s an hitecture. which 
resemblt>s, m us rclauon to nature. more to Hel
lenic than to Mcdw' al .trchitecture Scull\' reft•rs 
to Le Corbus1er when he wntcs: 

.. rhe ilXI~ or the Acropohs." he \HOle in hi. 
I m IHlt' .hc/utrrlurt, of 1923. "rum ... Crom the 
sea to the moumain " He "ent on "The.' 
Grct•J.., <m the \ cropolt' ~et up tt.'mple '' hich 
.1re amm.Ht·d b) a singk· thought. drawmg 
,u ound tht•m tht· dt·sot.ue l.mdsc.lpt• and 
g.lllwnng it into tlw composuion.''l:l 

I k then rd<.·rs to tlw l'mtc wht.·n ht' '' rite~: 

It is 111 rdation w the mountams and tht· ~C'a 
that tlw hUJiding as ,t wholt' hould be st•t.•n 
llw. 1s till' l;u gt•r, llellt•m< t'll' •ronmC'Ill that 

11 lft'<lle, . l ~ 

The mg.mit.llion of'tlw lmt(• 'hould be t•en. ,l\ 

Sculh suggests. in broad term to include the 
~1editerranean to it We t and the mountains to 
its Ea~t . B\ looking a t the Unite in such broad 
tcrmc;. we learn somethmg of Le Corbusier's in
tention. Hi s buildmg stands in nature, confroms 
it and tries to order 1~ mtrinsic chaos. 

Le Corbusier wmes ''Time, durauon. e
quencc. and cominuit~ are constituent elemems 
of architecture ... "14 He also" nte .. rcfering to his 
Villa a'oie. that " ... This hou'e ~~a real architec
tural wall that offers a crie~ of comtamlv varied. 
unexpected, sometimes a tonishing views "15 

The'ie ideas are clcarl~ drawn from cub1c;m 
\\'hen one look' at the mo\emcm ~'tern of the 
Cnne. one is truck b~ its straightforwardne in 
plan. To gra'p the nature of th1' '">tem. one 
mu~L consider the following idea, '' hich will also 
emerge in our di'>CUS. 1011 of the en 1ces S\ o;tem. 
The ucccss of Le Corbus1er '!>building must be 
ascribed, in large measure. to his bn lhant blend 
of poctn and pragmausm. In other word • the 
c11 culation i~ 'traightforward. because thl' 1s 
rno~t app1 opnate to the building tvpe. but the 
opponunit' 1. not m1sscd to imbue it" ith po<.>try 
and rai'e it to an important pmnion in the build
ing. "llw., oc-nm, m the link bt.•t,,een the e\en
tt•enth floor and tht• roof terr.tn· and m the 
,culptUI<tl fi~t· ... t.m on the ' onh 'ldt'. ' ' • rulh 
pon\l' mu. l e Corhu u.·r·' htuldm~' are a \t.t~e 
for action: mm enH.'nt and action .1re highh 
'.tlued h) 1 t' C01 bu,tt•r and thi, find strong cx
pn•,,ton in tht· lmtc: h' tlw mt·numwd hn.· 'tair 
and b' tht· nmnin~ ll<u k ''hidt ~r.IH'' the top of 
the building. l t' C01 btNt.'t '' ritl.'': 

A1 chitnturc.· 1 an be.• '<.'l' ll onh b\ .1 \>aiJ..ing 
man ... \o mud1 '" that \\h('ll it cnmt'\ to thc.
lt'\t, buildinR' t . lll b(' da"tlit-d ,, ahH• ur 

<kad ,\l((lrdtng to \\ht•thu tlw rult• of moH'· 
11\t'llt h,,, ht'l.'ll appht•c.J <H nut .l6 

I knu:. ,1lthnugh till" lmtt: dot'' not ollu .m .u
chitt'lllll.l ,,,1lk lU tlw ,,mw dt'J.:H't d' tht• Villa 
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S.woie, the Capitol of Chandigarh or the Car
penter Centre. 11 i~ nonelheles a living buildmg. 

rh(' l nitc ha twenn three different typel> in 
ib 33i apartment umts. But as G1ed10n point, 
out, "l.t· Corbu,1cr had two great gifts. he could 
reduce a comphcated problem to a~tom hmgly 
simple ba,ic element • and he could ummarize 
the-.e result' 1n formula of lapidaq 
deamc~s."l-:' I he twentY three different apart
mt.•nt l\pt•s in the L'nite can be rtduced to fin• 
pale t~pe . 1 he e fi\e pace t\pes are m tum 

compo ed of onh two elemental space types. Let 
th callthe~e two generic tYpes A and B. T\pe A is 
one by two grid module in area and i one floor 
in hd~ht. The gnd is based on quare module 
of approximatelY four b' four metre . T\ pe B ts 
one b' t\\'O and a half grid module in area and i 
a~n one floor in he1ghL The orculation is one 
module in ,,·idth. one floor in height and _ tret
che' almo ... t the entire length of the bUIIdmg. 

The impJe,t space t\"}>e is it elf elemental 
and con i't' onh of generic t\-pe A. You will note 
that t\-pe A i.., alwa\ on the same Je,el a the cir
culation and the two together fonn a T ( ee fig
ure I). The econd pace tvpe. slighth more 
complicated. i composed of the 'ertical stacking 
of a l\pe A and B (see figure 2). T) pc B IS never 
on the same level as the circulation. The third 
"pace type i composed b) the addn1on of 
another B to the side of the pre,ious space tvpe 
hee figure 3). Wherever a \enJcal tad..mg oc
cur,, a ... in t)pe two and three. a double height 
"pace is created. The fourth is again an addition 
of at~ pe B to space type two. but now the two B's 
are connected at their ends (see figure 4). The 
fifth pace t~pe i!> composed by an addition of a 
t} pe B to the latter. in the manner shown (see fig
ure 5). 

The clarit~ and the simplicit) of this S} tern 
h o;tunning and the efficient packing of the space 
I\ pes reduce imerior circulation to every third 
floor. The ~hopping Aoors. seven and eight, are 
the onl~ exception to this. 

The ncces!.ity for the inherent capacit} of 
growth and change. w;thin a building, is a dif
ficult idea to grasp. Its premise, howe\er, is fun
damental to the natural world. Heraclitus 
claimed that e' ef! thing is in a state of flux and 
that ne, er can we step in the same ri\er twice; he 
aho, claimed that even the unchangmg hills 
change, but more !owl} than other things. Serge 
Cherma~ elf brings this idea closer to us, 1 e to 
archit<."Cture, when he puts it in this way: 

We arc lxginning to abandon the notion of 
cre-c~ting "complete" things. We are recogni£· 
ing that \'it' are participants in a procen of 
t'\olution: "change and growth."IS 

1 he need~ of an occupant of a house do not 
undergo 'iubstantial qualitati'e changes over 
lime. Jn other words. we will always need to1lcts, 
unle s an unlakcl · evolutionary mutation makes 
1hi unncce sar) one dar. and the ~tandard of 1hc 
toilet at tht~ nite will probablr remain adc-
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quaLe for a long time. The concept of growth and 
change does not have as much Significance to the 
Unite as it would to a factory where changing 
methods of produClion, changing products, ex
panding markets and countless other forces may 
require an internal reorgani7..ation or expansion 
of the facility. Growth and change would be im
portant to an mstitutional building as well. h is 
true, however, that the spatial requirements of a 
famil) change. When a home becomes too small, 
two things may happen: i) move to a larger 
home, or ii) acquire the adjacent home and link 
the two. The former normall) transpires. How
ever, it should be said that, due to the inherent 
qualitv of the structure and 'oervices of the Unite, 
change in the form of the lauer can conceivably 
take place Without an) difficulty. 

Whereas the Unite can easily accommodate 
internal change, it is a different matter when it 
comes to growth. An) lind of exterior addition 
to the Lnne will enormously compromise the 
geometn and mass of the building, thus. maJ..ing 
it absolutely undestrable. 

Let u now discu s the spaces of the living 
units and then the volume or culptural form of 
the UnJte as a whole. Gtedion explains that.: 

AJI of Le Corbusier's houses auack the ~ame 
problem. He was alwavs endeavoring to open 
up Lhe house, to create ne"'' posstbihties for 
connections between it interior and exterior 
and w1thin the interior itself. We want rooms 
which can be thrown open or en dosed at will. 
rooms \\ho e outer partitions fall away when 
we w1Sh.l9 

Tht de cription apphe al o to Le Corbu ier' 
apartment units in the L'nlle where pace blend 
into one another. The parents' bedroom bor
row from the li\'ing room, the dining room bor
row from the kitchen and the pia\ room flow 
into the children·., bedroom . Th1 occurs both 
horiwntall\ and \Crtically. The lauer ofLCn OC· 

!"UN between the hnng room and the dining 
room. All the units. except for the bachdor and 
hotel rooms, have a double height living room. 
rhis htgh ceiling within the t\\0 storey apart
ments crc.•ate-. a tension and perform~ what Le 
Corbll',ier -.t.'h out to do a' a cubi t painter. pro
duce ~patial ambiguity . The rt.•.,uh j, what Gie
dion call" a comtmction in 'pact.·-time. The dou
ble lwight )j, ing room abo prm idt.•' other 
bt:ndH'. lt giH'' the li\ing room the dignit\ ofa 
htgh 'f>.llt.' and pt'mlih light to pt:netrate deeper 
into the d" dliug unit. 

Sp.1u.• t\pt•, l'lntr and fi\e, dt•,cnb~:d c.·arlic.·r, 
t·on,tnutc.' OH'r t \\ o tlunh of the aparnnc.•nt unit~ 
in tlw Unite\ ,\n impottant k,tture ol thc.•,t.• two 
l\J>t.' ' j, th.u the.'\ n.tc.·nd the.· emite '~idth olthc.· 
buildin~ . •ttu:it ''de.•, ,1rc dtlst•d, ·'' m the.• uthc.·r 
unit t' pc.·s. hut .tn.• opc.•n at tlu.· ft ont ,IJld tt.•at 
\\hich in wmbin.uinn ,,ith lite.• open plan, allo"' 
nm,·\l'tllil.ltion .md crc:.llc.'' a 'trong link '' ith 
tIll' c.·xtc.•t im. 

llw folio'\ ing quote.•, al o from Ciedion. I'C

I.ttt'' to the \nlunu.• of the mtc. 

rFC 15 



At ont" period in hi~ de' t"lopmcnt Frank 
LlnHI Wri~ht u'cd to emplo' the ... maJic,t 
crt·\lu'' m thc rod~ ... to help bind ht' house 
,1111 more do,t.·h to thl" eanh. In tht• 'a\'OIC 

hou,c.· l.e Co1 bu,ic.·r did exaCLh tht• oppostte. 
Tlw Cll\·d\H'Jiet for \\hOm it WO!' dC'IgTIC.'d 
wanted to look out O\er the c.·ountr}'idc 
ratht•t th.m to bl" 'et down among't trt.•cs and 
meado" '· llc "-"allted to ct~oy the 'it"". the 
bn·clt''• and the 'un-to C'-pent.·nce that un
hunic.·d n.uural freedom which lm ,,orl.: dc
pn' c.·d hun of. 'Tl11 tl' .mother in,t.mcc of op
powd rt•,pon'c' to nature. a contt·mporary 
rdkt tinn ol the diflerence bet\H't.'n tht.• Greek 
temple.-, 'harph outlined a~aimt ll~ bad
~und, and the medie,·al lO\m, attached tile 
a pl<lnt to tht· ... ne on which it 'land,.~ 

Thc'e tw( dt..tmctricall} oppo,cd n:-.pon e. Lo 
nature mu't ,tt:m from equalh di ... imilar con
t.t.'ption' of n.lturc. Le Corhu,ier· l'nne 'land-. 
O\ a and ahoH· the natural land cape 'ature. 
one i, tempted to conclude. is perhaps t.•en b~ 
Le Corbu,ier a' an alien and hm.tile force. a con
"tant 'ouret· of anxtet' to man and a thin~ that 
mu't bt: ou•rcomc uch an auitude towards na
ture mi~ht be tht. 'ource for the htc,hh ordered 
span· 01 ~nazation of this building ~1milarl~. it 
mi~ht bt.· tht• 'ourt'e for the \olumt, created by 
Le Corbu,icr. which stands m '>Ul'h 'harp con
trcl~l to it-. back~round. Both might bt.· attempts 
at o\ercomin~:r nature. 

Gcom<.·tn i' ~'en a great deal of importance 
b' Le Corbu,icr. He write-;: 

I built m' fir l hou~e when I "-a' ,e,cnteen; tl 
\\"3~ coH·red with decorations. I " -d t\\ent~

four "hen I built m~ second hou,e: it was 
"hue and bare: I had tra\eicd in the mean
time. The plam of thi" second hou~e "ere I~
ing on m\ drafum:: board. The ear "'3'- 1911. 
I wa' uddcnh 'lruc.L. b' the arbitral') plarin~ 
of the openin~ on the fa~de. I blacked them 
in "nh a ptcce of charcoal; the black ~pots 
now pole some kind of language. Again I 
\\a~ .'>trud.. b' the ab <>nee of a rule or Jaw. Ap
palled, 1 rt"alizcd that r wa-; "orking in uucr 
cham. And I then discon.·red, for my own 
purpo e the need for a regulatin~ de,ice. 
·nu, ob es ton would hcnrefonh occup~ a 
corner of nn mind.!!l 

lnc idea of hannon~ and regulating diagram-; 
pia}., an important role in Le Corbu<iicr·~ theon 
of architccllual dc~ign. He \\rite : 

A regulating dta~ram i~ a \\3} of cn,uring 
our eht• agam 1 \\hatt~ arbllrdn : it i~ a tt• r
ing dC\1cc to check a worl.: that h<~ been con

<.CJ\Cd "''h pa' ion.H 

lie pomt to the engineer "hile prai ing him for 
achieving ha1 mony b} obe' ing th<· Jaw of 
ccon<>m\ ami h' letting himself be goH·tncd by 
mctlhcmatic . l nlikt.· ttl(' cngincc1. l.c· Corbusier 
u (·d regulatin~ diagrams, the Colcku S('ctinn 
and hi Modulor to .tU a in h.u 1111 JJHou pr opor
uon . I k cxplam th,lt uch method'i \\ere u ('d 
m great penod ofard1itcc turc up to and indud
ang the Rf•na• ancc and rcgrct!i trongl) thei1 

l(i IFC 

ubsequem neglect and d•.,appearant'e. Le Cor
buster de' eloped the :\lodulm through his study 
of the Golden <i<'ction. He belie' ed that the mea
-;ure~ of th<. \lodulor, which rclatt.•d directly to 
the human bod~. would makt.· -.tructures bellcr 
adapted to human requirement'> and thus create 
harrnon~. Cnfonunatel), Le Corbusicr's meth
ods of anaining harmony arc widd) nmmndcrst
ood. ··~tam people believe that he was talking 
about read~-rm1d<· formulas when he was talking 
about tool., that like an) tools. arc effective when 
used effecti\ eh. "23 He is ab-.olutdy clear about 
the limitatiom of the \fodulcu or of the regulat
ing diag1ams \\hc•n lw write': 

The ~fodulm i' a wmking tool, a prcrision 
tool. You c-ould think of it a' a h·yboard, a 
piano tha1 h.ts bt·c.·n 1uned. ' I he piano i~ in 
tunc; how \\'ell \Oil pia~ on 11 depends on ~ou. 
and }OU alww. Jlw Muclulcu clot·~ no1 give 
talf'nl. or Mill le s, gcnim. lt doe~ nut \lliupcn 
dull \\11~. 11 giH•s 11' USl'r tht· sall\bction of 
wcod ing "i1h wc•ll.fi,uncll·d nw.t~urt·mcnts. 

Btll out of tht• unlimit<·cl supply of Modulor 
combin.llion' you ate· llw on<· whu has 10 

malw I~H' 1 lwic c·.~4 

Similm ly. h<" w.um th.tt: 

'J11c rcgulaJing pr•H ('S', b.tM·d un.• g«·«mlt'lric 
<.•qwlthnurn. Jhu nu·n·l} <•lcl(•t , «l.u ifit~ •• md 



purifies a de~ign that has already been drawn 
up. A rcgulaung diagram doe~ not supply po
etic or lyn cal adeas, it does not anspare 
themes, and it doe~ not create has a source o f 
cquahbnum. IL is a tool for solving plastic 
problems 2S 

Le Corbu~1er conunues to say " I am, generally 
speaking opposed to modules when they get in 
the way of the imagmation, and in pursuing ab
solutes, end up by paralyzing invention. "26 In 
The Modulor he writes: "Your eyes are your 
judges, the only ones you should know."27 The 
Unite was, for Le Corbusier, the first experiment 
in applying the Modulor. All its proportions are 
based on the Modulor cale and the Golden Sec
tion. Geometry penneates every aspect of the 
building, from its overall fonn down to its cabi
network. The grids, which generate the building 
both in plan and in section, are al o based on the 
Modulor. The surprising thing about all this is 
that a sensitive observer of the Umte can feel the 
harmonious and mysterious presence of Le Cor
busier's careful geometry. 

" Around 1910 Picasso and Braque, as the 
consequence of a new conception of space, ex
hibited the interiors and exteriors of objects si
muilaneously. In architecture Le Corbusier de
veloped , on the same principle , the 
interpenetration of inner and outer space. "28 By 
1918, Le Corbusier and Ozenfant, who was an in
fluence on Le Corbusier's work, had published 
the1r tract Apres lt Cubumt: in which thev argued 
against the decorative aspects of cubism and put 
fonvard a new art, puri m. "Purism had taught 
Le Corbusier the merits of clarit\ of outline and 
geometric order combined with an ambiguity of 
spatial arrangement, of tran parenq in the ser
vice of dematerialization and of a restricted pal
cue of broken pastel hues. "29 We find these ele
ments in Le Corbu ier's architecture and I will 
now try to relate them to the enclosure of the 
Unite. 

The Unite, as mentioned above, resembles a 
Greek temple in the way it stands with its profile 
sharply outlined against the background. The 
pilotis, by lifting the building into the air, make it 
more plainly vi iblc and heighten one's experi
ence of the building' outline again t its sur
round. He nce, the piloti here en·e a a de"ice 
to achieve a composll ional S\ max taken over 
from painung. 

Three of the four fa~ades on the Unite are 
dematerialited. The\ are n.·duced to a transpar
ent I aver of brut 'oltal and balcony railing O\er an 
inner skin of glas~. As a re ·ult, an ambiguit} is 
created between the intenor and exterior. The 
apartments sp1ll into tht· exwnor space since 
there is almost nothing to contain them. 

All the fa~ades re tain a stro ng geometric or
der. This ordc:r is expn: sed on the three 
demawrialitcd fa~adc~ b\ the bmr-soll'll and bal
cony ra1hngs. On it1> North fac;adc, the onh one 
that 1s left Cllllrcl) intact, geomctq 1s expressed 

by the comtruction joints bet~cen the precast 
concrete panel . 

The strong primary colour of the Unite are 
differem from the hues characteri tic of his pre
war schemes. Colour enli\'ens the fa~ades and 
comdor of the Unite. Its polychrome fa~ade, 
however, was the result of an accidental e\ent A 
mistake was made in some of the window di\i
sions and in the modules used to cast panel . Le 
Corbusier writes: " I was so distressed by th1s off
hand treatment of measurements in the midst of 
the Modulor hannonies that, in a fit of exaspera
tion, I hit on the idea of a polychrome fa«;ade. 
But the pol}chromy would be so dauling that it 
would wrench the mind awa~ from the disso
nances by an irre is table torrent of major colour 
sensation ... Had it not been for tho e mistakes, 
the ~farse11le buildmg would perhap not ha'e 
had a polychrome exterior."SO 

Le Corbusier writes: "the elements of archi
tecture are light and shade. walls and space."Sl 
Unhke the .<;mooth white surfaces of his buildings 
of a decade earher. the Unite pia} on light and 
shade bv its strong surface articulations and 
rough concrete treatment. Th1s rough concrete 
treatment of the Unne provtded mspirauon, m 
the 1960's, to the school of thought called New 
Brutal ism. 

The following quote I think describes per
fect!}. though not entireh, the gemu of Le Cor
busier and at the ame time it di do es one of the 
reasons the Cnlle enjo\ such . ucce s. Refering 
to Le Corbusier, the author ~nte : "The par
ticulant\ of hi contnbution i due to a charac
tenstic blend of poell") and pragmati m that all 
hi project re, ea I. "S2 The Unite is indeed a ven 
sober building\\ hile being exciting and I} rical a 
well. \\'hen one looks at its ervices y tem. the 
point the author 1 making i brought home in 
full force. 

The distribution of entce i "ea: pragmauc 
and intelligenth olved b\ containing it in the 
tran ver al masonl) partiuons between each 
apartment unit. Hence, a multitude of \'ertical 
riser reduce horizontal distnbution enor
mou I> and makeo; cle,·cr use of the con trucuon. 
The en 1ccs pia) no ae theuc role within the 
bmldmg. Howe\(~r. the geniu of Le Corbu. ier 
doe not mt the opponunit} to blend poetry in 
the requ1red a1r exhau t chinme\ \\ hich ri'e 
abo'e the roof terrace. In doing o. " ... a pureh 
utihtarian de,elopmentl tran muted imo an ex
pressive means. "~S Thu .. b\ tran cending a 
pure!\ utilitarian need. architenurt' i created. 

Le Corbu-;1er l'nite. as • rulh explain' bc..·
lo'\. 1 not ju t a rontaincr lor human action but 
1s 11 self m ,\ct ion . 

Le Corbustel, after a lifetime of con~i tent ef· 
fou. finalh da lOH'red a mean' for f:'mbod~ · 
mg the human act in architectural form. 
" ... lli . mf:'thod bt•c-.ame one \\hach made a 
b\Jilding not onh a containt•a lor human he
inR' and their functiom-a' mml buildlll~'> 
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arc..'--but also--a' mo t bu1ldings are not--a 
-wlptural unuv that nself ee1m to act. lilt· 
fi~ural ,culpture. and o acung to e~1b~' th_e 
pt't uhar human meaning of the lunctwn_ ll 
wntain, , ln accompli,hing this, Le Corbu 1cr 
ha' crt·atC'd the monumemal architecture of 
hi' umc ... "Si 

h i-. nn contention that the building' ~tructure 

hold' a \en important po uion in th1s re,pt•ct. 
,,Huralh. otht'r S\stem participate a' \H'll in 
prorlud~g a 'ibranL bu1lding. It IS m the- naturt• 
of' good archtteeture and a s1gn of the presence 
of a coherentmtellectual order. whKh penncatcs 
c..·' er~ a'pect of the bUtlding. ''hen in am dtscus
sion tht· \"dnOU!. s•.- tem flow into each other and 
n.•'i't clear houndanes. 

l'ht• mo t siqmficant element of the c;tnac
ture, a poured concrete frame left rough. I'> the 
ptloti . L.t: Corbu<oier first aw pilotis dunng his 
tra'd' atom~ the Boo;phorou:.. In the ea. e of the 
L nite, thin~ ,jx pilotis rat e the prismatic fom1 
Hlll• tht• air and ~ne it monumental 'italit\'. 
...,tulh ''rite in ht-. .\lodrm .lrrhll«turr: 

Le Corbu icr's experiments of the thirties ap
parcnth auempted three thing : to create a 
btnldmg more total]~ acti\e. to unif} that ac

tion into monumental form and to make the 
\d10le more Slructurally massi-..e and ~ohd ~~ 

Le Corbu ier ''-as employed part-time in the 
atelier of Cu ta\e and Auguc;te Perret. He ,,a_ 
cxpo,ed, during- thi period. to the mo'it ad
' anced building- technique of the time. panicu
larh to reinforced concrete. Le Corbusier ''rite 
in Towards a Xrw A.rchrttclurt that "Pa <;ion can 
create drama out of in en stone. "56 To create 
drama. 

In an as:e of H~n advanced technolo~n and 
building maten;l~ he favoured reinforced 
concrete beau e it appeared to him the mo)t 
pla~uc of all a\ailable materials. endowed 
with texture and pure surfaces.5i 

The open Mair' on the !'orth side and the air ex
haust chimne' on the roof terrace arc good cx
ampk'i of d,.;matic sculptural forms produced 
b} the union of passion and concrete. 

Giedion \\rite!> that "Le Corbusier took fer
roconcrete a the instrument for the expression 
in archite<'ture of his idea . "~ This i indeed 
\Cn tme. Howe\er. -.omething cl e al o hap
pen . 'l11c new materials. such as reinforced con
crete. and their propenic!. were in thcmsehcs 
gcncr,tlor of tdeao; for Le Corbuo;ier. He \Hite\: 

Steel and reinforced concrete .. .led 10 the 
open plan: the open plan led to the: nonhc·ar
mg fa~adt·; the nonbearing fa~ade led to che 
gl<ns ~n Jt \\a~ a natural. inevitable e"olu
tion. ' I ogt·ther with ~tilt~. which entire!~ free 
tlw ground lcH·I. thi~ evolution ha~ created " 
n·volu110n in architecture and urban 
de 1gn.511 

He al o write~ : 

:'\~~ teduuque ha\e also produ<t·d a u dui 
in trum~lll for tho~e "hQ crt-aac· pl<t t1c form\; 
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suit . What a man·l'llou. W<\\ to ltft the center 
of proportions. the cc:nter of all measure
ment~ into the air. ''here ll., four s1des are 
platnh 'tstble1 rhanL.' eo rem force-d concrete 
or tee!. tht\ rat\cd pn m ts more legible than 
e\·cr.~O 

Concrete assumed the ft'ature of natural 
rod. in the hand!> of l.t• Corbustcr. He con id
ered it a "recomu uctcrl '>tone wonln of being 
exposed in ll!> natural stal<.'. "4 1 A fe" )-ears laler, 
New Brutali~m a1 osc.> m ~ ngland which took this 
approach as its startmg- point. 

This condudes our discussion of Le Cor
busier's Unite d'habllatton. Our analysis has 
taken us through cn•rv aspect of this building. 
Due to limitauom on length, however. there re
main a great deal that can ull be aid. It is dear 
that, de pile cenain fault-.. the l'nite is a \'ery 
succes ful building. It l'i. .1bo a \en significant 
buildmg becau e 1l cmbodie mam ideas and at
titudes of the modern period. 
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by Francois Chaslin 
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1\ Maneillc.-. dam l' immediat aprc~-guerre. Le • rbu ier 
construit la celebre Cttc radieusc, premiere application de sa 
theorie de " l't.:nite d 'habitation de grandeur conforme", c'est la 
famcusc " matson du fada" , immcublc prodigieux, visite par de 
Oots de touristes, et sans doute le plus chic. le plus snob peut-ctrc 
a ccrtains egard,, des ense mbles de logcments collectifs qui aient 
jamais Cte edifies. 

Trois autres SUi\irent, a peu prcs idcntiques: Reze-les
Nantes en 1955, Brie} -la-Forct en 1961 pui Firminv-\'ert en 
1967. Ici et la, on ne les appelle que les "Corbu". Ils ont focalise 
haines et enthoustasmcs et connu Jcs destms les plus contradic
totre . Et voici que run d 'entre eux e t mort. Depuis l'ete dem ier. 
Bne\ e t ferme. 

\tarseille, pnntcmps 1947. 

"Ccuc fois-ci. la chose o;c fait: !'Unite d'habita tion de grdn
dcur conforme ~e b5tit a \tar'ietlle ... EIIe e!ot le fruit de \ ingt-dnq 
annees d'ctudes. mlassablemcnt cntrcprise~ ou rcpn-,c " En cc 
pnntemp 194 i. Le Corbuster exultait. ll alia it bient6t po.,er la 
premiere picrre de la Cue radteu. e de ~lal":'>cillc. dont il ne dou
tait pa qu'elle aurau une "repercu sion mondiale". Pour la ne
net auon d'architccte qui piaffait d' impauencc, canton nee..• de
pUis nngt an dam le ghetto de l'a\ant-gardc, c'etait l'heurc..· du 
tnomphe C"ctait "la fin d 'un mondc", Jc, doctrim: ' de !'architec
ture modcmc allaic..•nt en fin ... ·unposer c:t re\ olutionnt•t le mod<.· 
dt.• \JC. 
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C~ fun.'IH d'abord. on ne ~ail pourquoi. le~ 
:u~hitectt'' du \forbihan qui "a l'unanimite 
monh une \Oi-.." ,·msurgercnt dan une pctiuon 
contn' (<.' "nl<llhtrc .\rchitC(:tural a pattes" et in
\ ithl'nt leur ... nmfrerc.·-. de lou les depanemems 
a ek\er la mcme prote\t.lll011 solennelle. 

Puis le Conseil supcrieur d'hygiene pubhque 
dcnonc;a ce projct "imalubre": enfin. le presi
dent de l'ordre des medecins de la eine, dans 
un article de La Pm~t mtdrcalt. annon~ que re
gnerail dan "ces boites" une atmosphere "con
fince et mal-;aine" tandis que, par ailleurs. •·teurs 
h~e' ri~ides. uniforme ··. risquaient "d'avoir 
de consequence' pathologiques et nhropathi
queo;"; il di,ait craindre aussi qu'il n\ eut "de 
quoi de\ enir ncurasthenique a etre loge dans pa
reille pri,on·· et certifiait que c'etaitla "un camp 
de concentration, pas une maison" alors que 
l'homme "a be,oin d'un logis. pas d'un gite d'in
'ectc". On parla alors de "canune nau<oeabonde" 
et encore de "clapier geant pour locataire co
ba~ e ··. Lcs hommcs de I' art pUI<; les hommes de 
science ayant parle. la justice fut enfin saisie, a 
l'initiati\t: de l'.Jnoantwn pour l'tsthflU?ut gintralt 
dt In Frwtcr. qui \O)ait dans cette construcuon de 
gra\c~ "inroll\cnicnts d'ordre moral" et l'esti
mait "contraire a l'csthetique et au style fran
<:ais" qu'dlc se flattait d'incamer. Elle reclamait 
done: \illgl millions de francs de l'cpoque a titre 
de rep<lration et. pourquoi pas, la demolition de 
l'immeuble. 

"C"c tun dclit contre l'humanite", entendit
on dire au prod: ou !'on\ it deux architectes de
fend re ( e point de \ ue devant la Septieme cham
bre du t~ibunal corrcctionncl: un expert pres lcs 
trihunaux et l'airn<~hle confrerc Henri Vergnol
lc . prc idcnt gt-ncral des HL~f et ancien presi
dem du consetl muni<ipal de Paris, qui vint te
moignc.·r a la harre de< e que la Cite radieuw clait 
une dangercu c "tcntatiH· de dcshumani~a
tion": <'Xllaib du monde extcricur, ~cs habital1l<> 
allaJCnt \ivrc clan liiW t1tmosphcrc artihridle, 
sans contact avc' la nature. Le pror<':11, rapporte 
l..t Pruvencaldc l'i•poqut·, fut "un cours d'c thcti
quc ardutcclllr<llc qui, par la gra(t· du talent de 
quelque 3\ocat , rcmonta <tU Parthenon de· Phi-
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dia, et a la coupolc de Sain1-Pi<.'rre de Rome." 
La rente professionncllc L '.lrchttecturr fran(aist, qui avail l!te 

creee en no\ cmbre de la belle ann~c 1941 sous l'occupa1ion na
zie et le au picc de "la discipline'' cl de "la soumission au 
chef'. comre "les neux bobards liberaux" et les "affairistes, lo
t is curs, marchands de biens de tout poil et de toutc race", cettc 
re\ ue qui avait ete I' organc officicl du regionalismc petainiste pu
bliait, a peinc sortie des turbuknccs de l'aprcs guerre, un supple
ment special comacre a la seance du 11 octobre 1948 de ce Con
seil superieur d'h) gicne publiquc qui avait conclu a une 
''interdiction d'habitcr" !'Unite de Marseille. 

Le chamier fut un moment stoppc, sur decision du Conseil 
d'Etat: Le Corbus1cr batailla contre "la bcte humaine" acharnee 
contre lui, confone dans le sentiment messianique qu'il avait de 
son ocuvre, qui devait balayer le conformi me pour demain, pour 
lcs "noU\·elles generations de la societe machiniste". Son immeu
ble etait un veritable laboratoire du futur. une " machine a habi
ter" qu'il fallait apprendre a utiliser. I1 en appela aux "educa
teurs". a 'Tautoritc", qui dcva1ent "preparer les populations a 
ces modes nouveaux de vie domestique"; il s'adressa au Parti 
communiste et a la Confederation gem!rale du Travail. "j'ai fait 
et je fais chaque jour encore ma pan dans la revolution machi
niste ... Que chacun fasse le ienne, prenam le relais utile afin que 
toutes choses soiem coordonnees". Le logements de Marseille 
ont "extraordinairement efficaces ... mais il faut savoir les habi

ter ... C'est pour vous, il faut enseigncr a vos gens la discipline ne
cessaire." 

Si son volomarisme cominuait d'ctre reproche a Le Corbu
sier, les malheureux cobayes installes clans l'immeuble du boule
vard Michelet ne semblaient guere souffrir de leurs "gites d'in
sectes''. La ville de Marius ironisait sur la "maison du fada" mais 
commen~t a cherir ceue "merveille du monde du vingtieme sie
cle, telle que les Americains eux-memes en restent pantois". L'af
Aux des curieux eta it si grand qu 'il fall ut confier la gestion des vi
sites a une agence de \oyages. Moms de deux ans apres l'arrivee 
des premiers locataires, la cite fctait son cinquante-millieme visi
teur, une jeune :\1arseillaise qui declarait aux joumaux: "j'ai 
voulu faire comme les touristes du monde entier. Quelle impres
sion de grandiose!j'avais peur d'etre de~ue;je croyais que c'etait 
inesthetique. Ce n'est pas le cas! Tout est etudie pour le con
fort." 

Marseille, ete 1980. 

Aujourd'hui, presque trentc ans aprcs sa construction, cet 
immeuble que chacun designe commc "Le Corbusier" est de
venu l'un des plus select de la ville,lieu d'election des professions 
liberales, inscrit a l'inventaire des Monuments historiques . 
L'oeuvre rebelle, "hors la loi", qui avail ete "erigee contre les re
glements desastreux", elle qui avait ete dressee en plcinc campa
gne "dans la nature du Bon Dicu, sous le ciel et face au solei!, 
oeuvre architecturale magistralc" , a ctc rejointe par !'urbanisa
tion qui a maintcnant noyc la plainc jusqu'aux contreforts des 
montagncs de Ve'irc. Le grand paquebot altier ne dominc plus un 
ocean de chenes verts, ma1s un d(·sordre de ville plus ou moins 
bien tenue: garages sordidcs, centre commercial, jaillisscment 
d'immeubles speculatifs. 

Le toit-tcrrassc, traitc dans unc architecture "hcroique" ins
pirce des supcrstrunure., d'un grand navirc, encombre de passe
relics et d'enormc~ chcmmecs supcrbcs, n'est plus ccttc "espla
nade de la culture physique" o(J devcloppcr son corps dans un 
dialogue frontal avec la nature et "fi1cc aux sites admirablcs", 
mai$, plus <:ommuncment, le· solarium OLl vicnncnt grcsillcr et 
bromer les dames. 

Si le logis a pu, comme le souhaitait Le Corbusicr, devcnir le 



"receptacle parfait" des families, vite adaptecs 
a l'ctranget(· des logemcnts, ses "prolonge
mcnts" !>C sont banalises au fur el a mesurc que 
s'affaibhssait !'ideal communautairc, remplacc 
par des rappon s encore frequents mais d 'une 
nature pat fois plus mondaine. 

Les rues intcricures, avec leur confon ouale 
et la mystcrieusc symphonic de la couleur des 
pones, sont devcnucs des couloirs interdits aux 
jeux d 'cnfants et impeccablement cires. La rue 
marchande, pcrchcc aux septet huitieme etages, 
a pcrdu plusicurs de scs commcrccs, remplaces 
par lcs bureaux de professions liberales: agents 
immobilicrs, experts de tout ordre, architenes 
bien sur. Une boulangerie, une boucherie, la 
boutique d'un droguiste. un magasin Casino 
subsistent, mais lt> fleUI·iste. le libraire. le coif
feur, le pressing n'ont pas tenu. l.'hotel
rcstauranl re te un element d 'animation appre
ciable et offrc aux locataires un servict> de plats 
cuisines, distribues dans la rue par un guichct; 
on 'y rcncontrc au bar ou sur son balcon enso-

kill c. 
Quclqu<·~ dubs existent encore dans eel im

llH.'Ilhk qut avail t'lt' con<;u pour favoriser la vie 
collenl\ l' mai:-. < <' n \·st plus n· "quclqtH' rhos(' 
de m(•mot.lhlt•'' dont un anucn locat:lire ganle l.l 
nmtalgte: du pmg-pong, un cini'-duh, ww salk 

de lecture pour lcs vici lles dames; le gymnasc de la tcrrasse a etc 
confic a un gerant prive. 

Le "Corbu" s'cnfoncc petit a petit dans une copropriete clas
sique, moins solidairc. Malgrc le telephone interieur qui relic les 
appartcments, !'indifference aux autres s'installe lentemcnt, 
commc partout. Et d'aillcurs, !'administration veut maintenant 
supprimcr celle ligne devenue, trcntc ans apres, contra ire au mo
nopole d'Etat. On se baura C\Cntuellcment pour obtenir une in
demnite, pas pour conserver les !ignes. 

Des liftiers actionnent lcs ascenseurs, standing oblige, tandis 
qu'un gardien a casquelte pourchasse les touristes qui n'hesitent 
pas, meme a l'heure sainte de la l>ieste, a sonner aux portes pour 
'jeter un petit coup d 'oeil , si cela ne derange pas ... " Apn!s trente 
ans de va-et-vient, cela scrait en fait bien etonnant. lis se glissent 
partout, comme le mistral, inventcm millc stratagemes, preten
dent vouloir "visiter une cousine", ce qui ne prend plus; on en 
trouve meme, les nuits d'etc, campant a la belle etoile sur la ter
ra se, avec velos et sacs a dos. 

La "veritable communaute 'enicale sans politique" rhee 
par l'architecte a disparu. Reste le con fort, la splendeur formida
ble de ce batimem genereux, ses formes epaisses et son ecorce 
rude. Pour la premiere fois clans l'histoire. le beton ) etait lais e 
brut, plein de malfa~on'i, marque de planches du coffrage. L'ar
chitecture modeme, qui ju qu'alors avaiL poursuivi l'esthetique 
depouiiJee et lisse du cimem blanc, decou,·rait la "splendeur 
nouvelle'' de la rugosite. Le "brutalisme" etait ne: il devait faire 
ecole clans le monde entier. Il rappelatt la durete du chantier, 
donnait a J'oeuvre un air d'etemite Cl enthousiasma plusieurs ge
nerations de jeunes architectes qui s'en firent une doctrine. 

A .\farseille, la puissante cxpre ston des fa\ades masque le 
repliemem de chacun sur son logcmcm. Le monument collectif 
reste tres present, tandts que dan l'aheole des loggias transpa
rait la vie des families: store venitiens, baches colon~es, treillages 
poneurs d'ombre. balconnets d'aluminium et filets anti
pigeons ... tout un petit desorde familier se niche dans le inter.sti
ces de l'oeuvre. 

Beaucoup plus ouvrierc , les trois autre Cites construites 
par Le Corbusier en France ont connu une hi Loire di1fercnte. 
Celle de Rezc. pres de :\ames. construite par une cooperati\e d~ 
1953 a 1955 est res tee relati\ emcnt "radieuse"; en revanche. 
celle de Briey-la-foret. edifiec de 1958 a 1961 dans le ba in noir 
de LongW} (non loin d'Hagondangc). Cl cellc de Firmmv. reali
scc a l'initiati\·e du maire Claudius-Pt>tit de 1964 a 1967. posent 
de problemes catastrophiquc et sont partiellemem desertees. 
Pounam, ici comme la, il s'agit du meme objet architectural. 

BRIE\' -LA-FORET 

Dans le froid et la brume, la Cit~ qm se wulut radieu-.e. 
emcrgeait. inistre du carrc de prc que lui tailla Le Corbustcr 
dan la fon~t Iorraine et qui etait dc\enu seme de detritus .:-par . 
usten iles menager jetb du dix-huiticme ctage, epluchurc . cr
\ icttes h'gienique -. canettec; de biere. 11 r(.><;tait au printempc; 
troi. voitures sur le \a te parkmg. Lt• maga in Coop avait fem1e; 
le hall de J'immeubJe etatt en fllll1(', \e \ ltre~ ca,secs Oll gri~c.·s dl• 
cras.:;e. 

La boutique du rCI-dt'-chau~'cc,j.tdt heu c semiel de la \i(· 
collecti,e, a\ait ('t(' dc,ertl't' j><tr son propnetauc \ers la fin de la 
bclk sai on. Elle offra11 ,ec; plan( hes ,u rachces; des neom dc
chaus es , diffu:.aicnt unc lumiere b1cmt·. Des l'entrt.•e. on ct,tit 
en plein fantasnw: "E~lalit•r-. d,lngcrcux. risque de \iol ('-icl. dt· 
\OI et d'homo cxuahtt>, ctc". prcH•naH:nt dt·s grafliti a la nail·. 
C'l't.lll bien la fin. Quclqlll'' fiunilk' subs.-.t,uent la. unc dit;tine 
quand l'immcubk compt.til tn>i~ <<.'nt trenu.·-neuf log<.'llll'nt' . 

On avait dcpui<. longtemp-. coup~ k rhauflagc <i'unt· p:u tit· 
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de la cite: pui tout mterrompu a la fin fevrier, 
prc:tant un c-ome(teur electrique aux locatatres 
\Oivahle . Une nu.• intt~rieure etaJt fermee d\me 
porte de fer; certam. mterpalier condamnes au 
chalumeau. 11 ) :l\all autrefoi troi a cen. eur; 
on mit fin. k· 31 man. au foncuonnement du dcr
nier. 11 ne rcstait piu-, qu'a emprunter le cage' 
d'e,calier qui. rongees par le vandahsme. 
puaient la pi,,e; le fers ) rouillent comme ur un 
na' ire de haute mer. Panout les inscriptions. 
amoureuse'. obscenes. raciste ou tmplemem 
punL.s, et aussr d'extraordinatres leures d'adicu: 
"Folie de Cite", "La Cit~ est l'un des meilleurs 
monument hi'>tonque " et encore "Pourquoi 
'aimcr alar<; qu'on n'e t fait pour se separer" et 

aillcur piu' pro aique. "La Cite vous dll 
merdc." 

Et cc Ion~ tcxte sur l'un de piloti qui porte 
l'tmmeuble et qui de"aient a urer le pas age de 
la nature et dc la lumicre: "Adteu ma Cite ra
dicu e. et pourquoi que. quand on aime 
quclqu'un , il faut qu'il nou quiue. Adieu ma 
Cite, adieu; mai, je t'aime; adteu! je ne t'oublie
rai pa,:· 

le-. rue' interieure . ces couloirs genereux 
qu'a,-ait \OUlus le CorbU';ier. elaient borgne : 
le<. lampes avaiem claque a causes de courts
circuits engcndrc par le pnses elecmques ptra
te~ . le ~ol etait degrade. les boites aux leures ar
rachee\ , 

.\ J'automne precedent, quand ,;,-aiem en
cor<.· ici unc quarantaine de families. il trainait 
partout de'> \ elo et des chiens; de!i gosses 
jouaienl au fool a grands coups de ballon dan 
Jc, pone . les di,er es rues avaientleur repULa
tion. A l'entree de la troisieme. ceue inscrip
tion:"rue de con "et "d~ espions morpiom"; 
a )a quatricmc: "rue des S)mpas". 

l.e rad me di' isait quelques families qui 
avaient campc tout J'hi"er dans la grande car
C3 ~e. Ceue dame. affiigee d'un enfant handi
cape. e dcclarait tout de go "cas social". Et en 
eflet: a\cC un re,enu de I 600 francs par mo1s, 
ellc de,-.Jit a !'office HLM un amere de !oyer:. de 
)) 230 frann; as 1gnee en refere avec d'autre~ 
Joc-dtaircs de, ant la tribunal d 'instance de Briey, 
ellc collectionnait le sommations d'huissier. 
Une leurc lui a\ait ignifie son expulsion pour le 
2~ no\C.'mbrc; on ne cha-.se personne durant !'hi
\ er, bien Car, mais elle a'-ait qu'elle n'en a\ait 
piu~ que pour quclque' mois. Au printemps. la 
Cite era it 'idee. " De toute fa~on, ils vont la re
fa ire:-. il rcfont d~ja de logements; on a \U des 
bat~nolr(' ", imenUtit-elle. 

Son gr.md probleme, c-e n'etait pa-. sa mi ere 
a cllc rnai les Arabe : "D'ailleurs on ne leur 
parlc pit'>! Tout a commence avec leur amvcc ... 
On ne pt·ut plu>i sonir, ni aller voir la famillc ... 
Tout le nwndc p(·ut rcntrcr; il$ omlcs des; I curs 
enfant'> pa,wnt par lc:s passc-plats " Pauvrcs 
pa~,<.·· plctt du "Corbu" qui dc,aient fac-iliwr la 
communication! On ne pouvait plus chaufTcr 
ccllc immcn.-.c bardquc 'ide: malgrc le deficit 
qu'a surnait l'oHicc dcpartemental HL~f. k·~ 
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charges l:taicnttrop lourdcs cl le loyer d'un qua
t re ptcces, passail de 892,35 francs l'ctc ~ 1 
l25.09 francs l'htvcr. Au mois de mai 1983, alors 
que plus de cent logements ctaient encore occu
pcs. un aruclc du Rtpubltcam lorram affirmait dej;} 
que le dcftcit cl' exploitation 'l'etait elcve, en qua
tre annecs, ~ plus de 6 millions de francs . 

Alors, fallait-il detmite le "Corbu"? Per
sonnc n'cn prendrailjamais la responsabilite. Et 
pourtant, on avaiL cpuise toutes les solutions de 
rcchangc.~. En 1980, comme la gendannerie na
tionale ctail a l'endroit, on avait envisage d'y ins
taller la brigade de Bricy et le commandement de 
l'escadron d'arrondissement; on parla d'une pri
son, faux bruit; on pense aussi a une rue de per
sonncs ~gees, a un hOtel, a un institut universi
taire de tcchnologie; et les representants d'un 
important groupe de promotion privee seraient 
venu en catimini y etudier la possibilite d'une 
rehabilitation generale et de la vente des appar
temems en coprioriete; car, paradoxalement, on 
manque de logements clans la region. 

Mais tout cela etait abandonne: trop tard 
pour quoi que ce soit; alors, on a songe a de
truire celle enorme masse de beton arme. Une 
estimation du coOt de !'operation, effectuee a la 
demande du conseil general au printemps 1982, 
en a montre l'absurditc; il en aurait coutc pas 
moin de 30 million de francs: 12 pour detmire et 
18 pour evacuer les gravats! 

11 n'y avait plus d'autre solution que la fer
meture de la Cite radieuse. BientOt, un mur de 
parpaing obturcra !'entree, isolant l'immeuble 
du rcste du monde. Illui restera desormais, vide, 
a constituer une ruine grandiose et a laisser le 
temps eroder sa fa.;ade Cl l'inscrire a l'inventaire 
des Monuments historiques. 

Comme celle de Firminy qui connrut aussi de 
gros problcmes, cette Cite aura plhi d 'un envi
ronnement economique catastrophique, marque 
(peu aprcs son achevement) par la fenneture des 
mines a la suite de la crise de septembre 1963; 
elle aura souffert aussi de son isolement physi
que par rapport a la ville ancienne, isolemem 
voulu par l'architecte qui esperait que sa cons
truction Iorraine constituerait ainsi "le bout de la 
preuvc ... une Unite d'habitation en pleine cam
pagne" . 

Des l'origine, les rapports furenl difficilcs 
avcc le chef-lieu. "Une vtlle factice de trois mille 
quatre cent quarame-quatre habitants sera-t-elle 
conslmitc a Bnev?" s'inquielait L'Est rlpubltcam 
du 31 octobre 1957. L'isolement, l'inachhe
mcnt du plan masse. le changement des election 
de 1959, devaient s'a ~ocier pour fatre de ceue 
operation un desastre soctal. 

Quoi de plus significatif que le rcvtrement 
d'unjournaliste, Andrc Falk, qut, apre avoar ttrc 
clans It.· numcro de scptembre 1959 de Snmm ft 
Jlu•: "Un paradis de millionnaire pour les salaries 
de Urie> ". ccrivait au debut de 1962 dans le Ft
garo lttll'lllrrt': "C'est un fait: le sous-proletan.H 
de~ corom, qut s'esttromc un toit de !'an 2000 a 
Bney-la-Foret, v e\t opprcs t.• par sa solitude " 

Rapidemem s'enchain~rent une suite incontr~lable de fait 
av~r~s et de rumeurs fantaisistes. La Cit~ radieuse fut la ville 
etrangere, inqui~tante; chaque fait dtver y prenait une re o
nance qu'il n'eOt pas connu clans la vieille ville. Falk notait que 
"dans la Cite mod~le, un quan des habitant sont italiem (des 
CaJabrais sunout), frustres, dcpayses, qui ne peu,ent e passer 
de la rumeur des votsins et transformeraient \Olonuers les rues 
intericures en marche~ publics." 

On a aujourd'hui oublie les Calabrais pour ne retentr que le~ 
Nord-Africains, "qui, des le d~but, mirent des lapins dan leurs 
baignoires"; et la peur du souk a remplace celle du marche meri
dional. 

Toujours est-il que, de cinquante logements vacants en 1977, 
on passa ~ cent en 1978, cent trente en 1979, cent cinquante en 
1980, deux cent dix en mai 1983, trois cent trente l'annee sui
vante, puis z~ro. Briey-la-FOret avait .. ecu. 

Nce avec une crise de la metallurgie, mone avec une autre 
apres un peu plus de vingt ans de malheur, ceue Cite radieu e a 
con nu un des tin radicalemem different de celui des Citc de Mar
seille, Reze et Firminv, construcuons pourtant a ez semblable . 
Cela prouve que, meme con~e par un createur d 'exception. !'ar
chitecture n'e t pas maitresse du destin des hommes qu'elle 
abrite; les jeux impre\·isibles de l'histoire, des siLUations locales, 
des Hux et reftux de !'economic, des querelle de clochers et de 
archa'ismes regionaux bouJeversem le cours de choses de ma
ni~re capitale. Cela prouve ausst que la pantcularite de !'organi
sation interne des Cites radieuses de Le Corbusier, tant au m .. eau 
des logements que des rues interieures, est, selon les circonstan
ces, susceptible de faire naitre les reactions les plus divergentes: 
de l'hostilite sans appel, que chaque detail quotidien ne cesse de 
renforcer,;} !'adhesion enthousiaste et parfots presque fanatique, 
conduisant certain groupes humains a > deployer une capacite 
cl' organisation collective, d'entraide et d'esprit de clan tout a fait 
exceptionnelle. 

L'analvse des "Corbu" montre que la cohesion du groupe.la 
cohabitation de population de culture differemes n'e t po ible 
qu'au prix de discus ion , de rupture de l'anommat, de militan
ti me des locataires, lies entre eux en grande panic par le fait 
meme de se savoir l'objet d'une experience tres paniculiere. 

Elle prou\'e encore que les Cites avatent ab!tolument be oin 
d'etre "completes": l'ecole sur le toil-terra e, a Firminy. main
tient la solidarile d'un ensemble humam deja tre ebranle; a !'in
verse, l'incquipement de Brie)' a beaucoup compte clans .son 
echec lamentable, clans la mesure ol) il a manife temem rcnforce 

~-le sentiment de solitude eprouve par se habllant . -
Cetle solitude (partiellement voulue par un archnectc dont il < 

ne faut pas ou -e umer la luadtle mai qui etait quand memc ... 
tout impregne du m) the plendtde du paquebot cl des "homme ~ 
admirables" eL voyait, clan l'i olemenl, le mo ... en de fatrc 'c de- ~ 

velopper une comrnunaule humaine noU\ellc et harmonicu e) ~ 
c t peut-etre a plus grande erreur, si elle a pu, clan l'aprc - ; 
guerre, aider a J'antmatton de la vie collective, elle C'l en retour 
totalement re pon able de drame de Bric) dre~sant la hainc du :; 

"' vteux bourg. acccmuant les reacuom d'amipathie: au contrairl·, a ~ 
~1arseille ell Reze. la proximitc de la \ille enrichi ... -.ait Jc, Unite" ~ 

de tout ce qm leur manquait et offrait aux habitant le bonh(•ur .;;: 
d'un nouvcau mode de vie qu'ils a\aicm le 't'nlimenl d'a\Otr ~ 
chot a, tout en con~Cr\'ant A quclque. pa. de..· chet c-ux le\ pl,ti,ia' ~ 
urbain tradillonncls. 

Fmn('OIJ Gluulw, a~chal«lt tl collabo,atrnr atzx JOUrtiGIL'( pansanu I.e 
Mondt tl Lib~ralions, oonort ~alnnrnt au .wn dt l'uuhtut Pran{au 
d ~hchllt(lwr. 
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Dt. fcriLs nombrf'IL\, tous aWSJ compln.~ qur son rfpntour biita. pia
cm/ l" C.mbu.•u-r darL• a mouvt>m£111 d':ft·ant-Cardr qw ni\lt' d~uis 
I 'I 0. I. 't:\amm dr qau·lqutl u1u~ tU-srl ottnltt~ dimontu et 1lhi1 d'w1t ts-
1 h!IU[UI' 110111 tilt. 

' I he comt.•xt of l.t.• Corbusier needs to be re-cxammcd. A 
'mall a pt'fl that this arude will draw imo que~uon wtll be the 
fall.tn uf l.t.• Corbmicr bemg connected to a nouon of ,1\ant
~arde. A cenario for companson will be pro,1ded b' an exami
n.nion of the tt.•rm <l\ant-garde and a ubsequent exammauon of 
'ome of Le Corbu 1er'~ wrinng and bmldm~, . There has been 
and will con tin ut· to be a concern o,·er art and arch !lecture a. 
an . Thi' dl'bate can be ennched once a more h1 toricalh· placed 
definition of art j, protracted mce around I 50 there ha~ been 
a notion of an which funcuon as what ha been termed the 
a'-anH:~arde. There ha been no path delineated in architecture. 
Howe,er, a unique ituation eXISt m the ea c of Le Corbusier 
wherein a !'>Ub,tantial amount of complex architectural \\Orl i 
rtLHched b) equalh complicated written information. The '' nt· 

in~' and the w·orl' of Le Corbusier attempt to procure/po e a 
complicated art/architecture relauon h1p. Anah. IS 1. necessan 
in order to 'ee ho\\ h15 ''orl functioned. 

If one look for a nouon which could define modern an of 
the 20th centun. then the term avant-garde has been histori
calh le~timized to do thi~. 

--~"~nt-t:"ard~. a' an anisitic concept. bad become compre
ht:n\iH~ enough to d~ignate not one or th~ other, but all the 
ne" chool "ho~e a~thetic programs \\ere defined, b' and 
la~ e. b\ their rejection of the past and b~ the cult of the ne"·· I 

Thi a\"ant-garde wa not. as would be expected. a group of an
i t who re,earched, di'>CO\ered and led thew-a~ for other artists 
to folio\\ (a proce' contained in the militan· connotations of 
the term). Tru<: a\-ant-garde exists onl~ in retro.,pect , that which 
j, a-..mt-<7ardc toctn a\'oids co-optation and is thu outside of 
maimtream pre t:nt da~ discourse. "The a\ant-garde doe~ not 
announce om• ~t\ le or another; it is m i15elf a stYle. or better, an 

. I "" . anu-~t} e. • 
'I ht· critic, poet, theoretician Guillaume Apollinaire was a 

leading exponent of the French avam-garde m the first decades 
of the 20th centun. His u~e of the words tlfml IJOUt''au (in his im
portant lecture L 'rspril nout!tau 'lks pott~s of 1917) were meant as 
a "'non~ m of nvant-~ardJ.. Apollinaire saw the 20th centUI) 
a\ant-garde a ~omewhat anarchic. "To de tro} is to create."5 
·nJU all anti-traditional movements would be incorrecth 
termed b) thest.· \\Ord.,-the avant-garde. · 

It i belicH~d that the modernist notion of the a\ant-gardc 
de' doped when certain artists became socialh alienated and 
felt the need to di rupt and O\'erthro\\ the bou;gcois \alue SH· 

tem. "with all it phili tine pretension to uni,ersalit\ ... _. Lndcr 
the pres<•nt } tt·m (capitalism), ~er:· attempt to criti~i1c ll'> \a l
ues £ail a i1 i!l quicl..l} <.ub,umed and co-opted by th<· '>~Stem. 

,\n 3\ant·g .. trd<· man is like an enemy imide a cit~ he i\ bent on 
dt'51r<ning, again 1 ""hich he rebels; for like an) ~y5tcm of gov-

~ ernrnt·nt, an t' tabh~hed form of expre~~ion i\ ;~l~o a form of 
J opvrc· 'ion , The avant-garde man i~ rhe opponent of an <:Xi\t· 

~ a~g } rem.~ . 
; ll\ rim r<·a omug,tht• a\ant-gardc dcH:lopcd from tht· \ 't'l) be
~ ginning a a " cuhurt· of cri~is'' . Banhes point'> out ho" in lm/ 
j her dehall<e of the bourg<·oisie ('/Jalrr k bourg,o1w) the a\'ant
~ gardc ant t uit·d to re ohe a pecific hi torical conrracli('tion. 

That of an unmasked bourgeoasae wh1ch 
could no longt'r prodaam 11' ongmaluniver-
ali m except m tilt' form of.t nolent prote~t 

turned agaimt ll'elf. mitialh b) an ae thet1c 
'aolcnce directed again. t the phtlisunes. 
then, '' nh mcrea\mg commttment, b-. an 
ethical '10lence. "hen it became th~ dut\ of 
a life 't' le to conte't the bourgt.'OIS order 
(among the 'urreahsts, for example): but 
ne\er b\ a political \IOlt•nce.ti 

The rejecuon of the ditism of an and its institu
tion became a fundamental precept for the 
avanr-gardc. A continual chalknge had to be 
put forth to place the culture in a dialectical po-
ition. The <l\ ant-g<lrdt• IS specificalh defined as 

ha\'ing a social role. rhc a\ant-garde's embodi
ment of the "culture of crm " then guided its 
acti' itie m discO\ enng or Jn\Cnllng ne'' forms 
of crisis. Tlm nouon became bmlt into its con
cept. 

'+-
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Aesthetically, the avant-garde attitude im
plies the bluntest rejecuon of such tradi
tional idca5 a, tho,c of order, mtelligibilit:y, 
and e\en \uccess (Artaud's "!'loo more mas
terpiece~!" could be gencralued)· art is sup
posed to become an experience
dclibcratclv conducted-of failure and 
cri i~.7 

With the large amount of \\<riung done about 
the art and by the arusts/poet /cntics of the 
early 20th century, includmg the cubists, futur
ists, dadaists, and surrealists. one can easily see 
the slot into ~\ hich Le Corbu,ier was trying to 
place himself. 

By the llme of his and Ozenfant's Purist 
manifesto ( L 'Espnt Sout•eau) of 1920, there \\aS 
a well e tablished tradition of "Modem" mani
festos. The term L 'Espnt Xout·eau. commonly a -
signed to Le Corbu ier, had three significant 
historical precedents. 

In 1890, Ha,elocL Ell is publi~hed a bool en
tilled Th, Xro~ Spin/ which approache the 
modern sen ib1lity as a rcconnliation of reli
gion and science. "The following 'ear Fran
~ois Paulhan applied almost identical anal
y~is to l'tspnt Mtn•rau in a worL. aptly called u 
nom·eau m)Sitrumr.8 

Closer to the time of Le Corbusier was Apol
lina•re's u~c of the term in his criticaJ lecture of 
191 7. The text described the ne,., aesthetic as 
"a particular expres ion of the French nation, 
just a!\ the class1c "Pirit is a ublimc expre~ ion 
par n.allma of the ame nation. "9 The excite
ment and ener~n contained in the e thoughts i 
similar to that of the Italian futurists who al o 
adored e\enthing modt>m (including warfare) 
but to an extreme . 



l.t• Cor bu .. iet jumped into the dtalogue with 
hi' fpri:s 11' CubtH:' 1191 ) ''hJCh ht• \HOle with 
OH·nt:mt. I' here ''a' somt"lhing u•r. dilft'rcnt 
about hm1 tht•'e tdea~ ''ere expre' cd a. com
pared to tho,t' of a'ant-garde cnucal \\Olln~. 

Le Corbu ter ·' "riting· Jack an edge l e Cor
blJ',ier w.ts comfortabl) challenging wnh lw. no
tion,, and hopefi.tl in the new rational "a' of 
modemitY (unlike the fa~ci t futun t ). He <m 
rea on, order and "Pun m" as the gmdt• for 
modt•rnt-.m. Le Corbusier nnbraad the nt''' 
tt•chnolo~' rather than questtonmg it and . old 
him-.c:ll to the ne\1 bourgeoisie. In defHng tht' 
po.,,lble role of avam-garde artist. Le Corbusier 
acceptt•d a po~ition which he felt bndged art 
and architecture but in fact operated in an ar
chitectural realm onl~. 

In hi' ~ TMcn) of tilL .trant Card.. Rcnato 
Po~~ioli 'tale'>: 

.. puri'm <en ed the clas,.qcal and neocla~ i
cal need for el~ce and correctne and 
formulated a erie of rigid norm applica
ble onh to the grammar ofan.to 

The kc\ word here i, grammar. Puri~m added 
nothing on the le' el of social content or regard 
for context. Pun.,m merely updated old ideas 
with new· pracuces and fatled to change the '' av 
tht• ''arid wa. perceived because oftt fatlure to 
deal with usut's due w complacenq and a lack of 
"ethical 'iolence". Thoroughlv caught up in 
the m.•w material and new techniquec, of mod
em con truction, Le Corbusier saw the truth in 
materials a~ a means lOan end. Thi .. attitude led 
to the de' elopmem of the notion of the ob)l•t
typt'. 

ltimateh this led to the abandonment of 
context and the ele"ation of form. Le Corbuo;ier 
tale" that he 

... topped exhibiling (painting and srulp
lUre) in Pans m 1923. He retreated becau~e 
the baules of painting. sculpture and archi
tecture can not all be fought at once. II 

Finall}. in I 925 he sa\s he reached a point of ca
thar i-.. 

lkt\'oet"n architectural forms born of rein
forced concrete and painting there "·a~ no11 
comple1e agreement. His paintings, like hi~ 
archneaure and C\en hi~ tolln planning ;~re 
animated b\ a lo\e of pure form,l!! 

Le Corbusie1 acknowledges his lack of content 
and uuer formali-;m at this point. 1 he idea and 
eardt for pure form overwhelmed Le Cor

bu icr. In hi and Orenfant's e sa\ on Pun rn 
whirh appeared in l.'E$pnt .\'ouv;nu in 1921: 
th<.•te arc ume 'cry telling idea~ exprc,~ed 
about art. 

,\r~ art that would be based onl~ upon pri
mar} emaurm~. u~mg unique!~ prima111 de
ment•. "CJUid be onl~ a primary an. rich, it i 
tme, in geometric a'pecu, but denuded of 
all ufficieru human re~onance: 11 11uultl be 
an ornamental art. 

26 ' I fC 

An an that \10uld be ho\\t.•d only upon the 
use of 'econdar. 'en,,u•on' (an art of allu
siom) would ht• an att wtlhout a pla\llC base. 
The mmd ol 'omt.• md1\1dual~-onh those 
in intimat<:' re,onann• wnh the creator
could be ,,,ti,lied "ith it: .m art of the mt
tiated. an an requrring ~no\\ ledge of a ke" , 
an art of S'tmboh. 'I hi. i' the: cnuque of most 
contemporan an: it i~ thi~ art which, 
$tnpped of lllllH'rsal pum<u; elements. has 
pro,ol..cd tlw ut•ation of an tmmcnsc litera
ture around tlWi>t' work\ .md these schools, a 
lnerature whost• goal ts to explain, to give 
the ke\. to re\ ealthl' secrt•t t.mguagc, LO per
mu comprchen,ion 

Th<:' grcal "orl..-. of the pa~t arc those based 
on primal') dl•mt•nts. and tht. ts the onlv 
reason \\h\ the\ endure. 

uperior ~en auons of a mathematical order 
can onh be born of a choin· of priman ele
ment. w 1th secondan rt·\onance . 

Purism \ln\C for an an free of comemions 
\\ htch ,,.iJJ utilize pJa,tic constants and ad
~ress ll elf abo\ t' all to the uni' ersal proper
ues of the ~cn~es .md the mind. •~ 

Though thi~ passage confuses other statements 
made b~ Le C01·buster, it does define the idea of 
pure form and the positton to which he as
pired-that of the procreall\C genius. His striv
mg for unl\ er~als ts an admittedh simplistic 
tance without dtalerucal intonation or anv 

sense of costs. Geometric relationships have 
some mathematical principles '' hich one might 
want to consider uni,ersal but it is ridiculous to 
go as far a Corb's colonizing cliches. To say 
that_ther_e are ut~i' ers~ls, without questioning 
or sttuaung the tdca ts pure elitism. Le Cor
busier's writing po~cs the notion of himself as 
genius whereas the avant-garde poses ques
tions about societ' . 

The notion of.purc form progressed to the 
~dea a: the oqject-t\pe and dc,cloped into an 
mcredtbl y w.eful one for Le C01·busier. He 
thought that an tdea, tf totally developed would 

t1111lttlll rrgullltlllg l111n 



reach a specific form, thus becoming its own ob
jecl-lype. This idea is presented in Vm Une Ar
chttecture. 

Our modem life ... has created its own ob
jects: its costume, its fountain pen, its over
sharp pencil, its typewriter, its telephone, its 
admirable office furniture, its plate-glass 
and its lnnovattun trucks, the safety razor and 
the briar pipe, the bowler hat and the limou
sine, the steamship and the airplane.14 

In architectural form, Charles Jencks con
siders "the ramp or bridge, the double-height 
space, the sc1s or and spiral s ta ircase; the 
curved bathroom or curved solarium (a tertiary 
space) ... " as "elements of a new architecture as 
comparable to the objtt-types in a Purist paint
ing. " 15 J encks does not carry this idea further, 
which is a mistake since the most fa cinating as
pects of Le Corbusier's buildings are the forms 
that are developed from the notion of the objtt
type. 

Le Corbusie r describes the house as "a ma
chine for living in. "16 He continues and deals 
with objects viewed as modern objects and their 
functionality and purity. He state "Our epoch 
is fixing its o wn stvle day bv da}."l7 By this he 
say that the methods and utilization of modem 
objects and techniques hould be utili7ed in a 
pure method (the medium 1 the me age). In 
order to s1mplifv th1 far reachmg and 1gnifi
cant stance it is \'aluable to ee how Le Cor
busier had seen the potenual u e of the ar
chitect's matcnals. \Vith hi Ma1son Domino 
concept of 19 14 Le Corbusier ha reduced the 
house to the absolutely basic physical elements 
(floors, s tairs and columns) neces arv to up
port three levels of living pace. lie shows the 
extent to which modern building techniques v1a 
engineering have cleared a new path for the ar
chitect (artist). Now he finds the architect is free 
to use the vanous formal elements 
at h1 dio; po al. The relauon h1p of 

• 

the built form to the space around 1 probably the primary 
thrust of architecture for Le Corbusier (a culptural problem), 
whether the building was a pure prism or not. The integrity o f 
the building and the surrounding space remam a n important 
aesthetic concern. 

The Villa Savoye at Poissy is an example of the way Le Cor
busier looked upo n the building as a form unto itself. Arguably 
this building more than any o ther stands "alone" as a statement 
of"architectural" form comrolled b) a master of archnectural/ 
sculptural form. The \'ilia Sa\O\'e ts challengmg in term of how 
it attacked notions of what house or home meant at the time of 
its construction. Howe,er, the stvle of pre entation i a neoclas
sical reinterpretation. The column , balance, order and openess 
to the sky are as ,;sible at Pompeii as at Poi y. The ph) ical 
functioning (circuJauon, zoning) of thi building i clearly 
worked out and eems to conform to a formal simplicity tau~d 
with the same abruptne s as of the form. 

The point to Le Corbusier' work i that it does ha' e an ··ar
tistic ensibility", one rooted in the myth of the creative (male) 
ego. This "artistic sens1bilitv" tnves for and determines 1ts own 
aesthetic and formal viewpoint and does not operate as a dialec
tic. Le Corbusier was concerned with the de,eJopment of h1s 
own personal architectural expre 1011 ba ed on the idea about 
pure form . It disregards what has been defined as an aru tic 
a\ant-garde m favour of an unabashed!\ ubjecU\C tance. hi 
m thi realm that words uch a geniu ab1de. This i a vef) dan
gerous position ince cnuc1 m from thi., 'ie\\ point direct ar
ti uc nouon and rare!~ 'i e \ersa (hegemony). That i , up
porter of the notion of gemu are not inten.· .. ted in tn:ing to 
create an objecuve po lllOn through dialectic . 

Le Corbu 1er, \Hth h1s con tant _ tream of publication , wa 
omewhat able to control the viewing of hi., O\\ n work, a further 
tep up from the critic. He impo. ed a rationale on hi" \\Ork that 

mam architects/critic /fom1ali ts would sa) \\ orked beuer 
\Hthout one. Starting'' ith l'ns Cruulrlhrltcturt"through to th(• de
velop men! of and subsequent addition to hi'> l\todular sy.,tem, 
l e Corbus1er mamt.tmc.-d a modt•rn mo' emt•nt :u.•qhctic. Hi" 
wntmg · were a1med not at changing tht• 'latu' quo, but at mak
ing people unde1 stand his own genius. He wa., not a\"ant-garde 
bccauS(' the a'ant-gard(• required an to be 'ocialh critical. An 
important a pen to tht• a\-ant-~rdc, it'l m·gati\ i~m. \\a' lacking 
in l.c Corbu ier. In addition, Le Gorhmic:r cknic' him,eJf the 
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Re\ oluuon n be a\ otdc:d. 

po"ibilit\ of n•achine; a public too far belo~' his good ta te and 
propht•uc in,it:ht. 

Lt• Gorbu .. icr blatanth 'tal~ in ,.~ c~, .{· lnt«lllrf, "Art I 

in it' e 'cncc.•. arrog:am."IR From here he a\-. he wants to O\er
thrm' thi, circum tance and ha determmed that an enrapture 
ol the ne'' a(!t' and rt:jenion of the "comempuble ensla\'emem 
to the pa,t" i, tht· olution to a love of no. ralgia. 

A lint• of thought that is wonh pun;uing ts thts idea of reject
ing- the "enslaH'ment to the past". Since Le Corbusier goes on 
in the book to deal with pecific examples of fine archttecture 
fiom thl' pa t, he is sa\ing something apart from di regarding 
e\ en thing from the pasl. If anything. ht identifies exqui ire 
'pace' in Pompeii and 1\tanbul and he see distinct qualtucs m 
each "hie"h hm' rc,pecl and integrity of the period of time and 
the ruhure in ''hich each was created. The context in which 
the.'e place.' are' ie" ed i, constanrl~ changing and progre~sing. 
but for Le Corbu,it•r thee sential character of a pace doe' not 
change. In rhi dc,cription of Casa Del ~oce in Pompeii. Le 
Corbu,ier tate~ 

Out of the clatter of tlae ~,,:anning sLTeet ..,-hich i~ for C\Cf) 

man and liJII of picture,que incidem, you ha\e entered the 
home uf a Roman MaRi~tral grandeur, order, a splendid am
pliiiJdt•: \IJIJ .tr(.'IO chc house of a Roman. What \'oliS che rune
cion of chc~e rooms? That is outside the question. After 
l~enl\ centuric~. without any hi~torical reference. ~ou are 
con cic.us of ArchiceClure .. .l9 

After rt~.tding-lhis, Poggioli' definition ofPuri~rn becomes very 
dt'•ar. In clft·ct Le Corbu,ier hangs himself. 

I hough Le Corhuc;ier tried to challenge the art/ 
architecture Y.orld v.i1h hi'> Y.ritings and work. there remains hi!l 
idcah uc and elf- upponing auitude. As a result of 1his punuit 
of genius or upc1 ma11 there wa., an inability to criticite the o
ciet\ "hi :h 11(' ft·d and \\hcch very effecti,cJ~ {ed him. By his 
method he affcrmed and reinforced the po~ition of an diu· 
~10up 111 octet). It j, bc·cau'>e of the lad of que rioning 
tluougholll his nwthud~ that one can conclude rhar Le Cor
husi<•t "·t~ nor ell<' <t\7tllt·gard<.· arti'>t he imagined himself to be. 

• 

• 

It ts mtt're\llttg to note that while Le Cor
bu icr \\as ddcvenng '\t'rmons on the refine
ment and ~•mphnt\ of objt·ns which end in 
their rt• olutton as obJt'Ct-t\ p<.''- or pure forms, a 
group of arusts wet c que,uonmg the entire no
lion of realit\ and fom1 .md Hs perception of/ 
through the sense,. l he surreali t worked in a 
direcuon oppost•d to Le Corbuster and his 
,·agueh concealed neoclassical undcrstandings. 
Rene Magnttc's pamtmg Thr Trrarhery (or Pn

.fid)') of Imagr~ quotes Le Corbusicr directly and 
confronts tht• viewer with a contradiction un
resolved and curious. The dialectic of this work 
i absent in the work of L.e Corbu ier. Le Cor-· 
bu ier chose fom1 wcthout content. The genu
ine lad.. of soctal cnucc m. directed at estab
lished octal and cultural , -a lues negates the 
possibtlit\ of Le Corbu tl'l bemg considered 
a\-ant-garde or an a\ ant-garde a rust. 

• 
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Les 

Sculptures 

de 

Le Corbusier 

et de 

Joseph 

Savina 

par Pierre Latouche 

Ptm·e Latouclrt' t'Sitm f/udtanl de 2t annie m His-
tom• dt' l'ar/ a /'tttlltll'nt/t .\fcGIII. 

2 If Lt Corbtmrr ts, wttltout any doubt, one of the 
! most tmfJol·tant WIIOtrators 111 m·clrituturt, Ius contnbu
~ tio11 to tlrt> (Lrt of wtlpttm• is not as well kr10um. Thr mt
d 110r rolt ltt> playrd 111 tins .fitld was clue to tht twll' at 
! winch ltt .\lmtrd. fits only tn 1945, whm Le CotbttSttr 
I mrt the rbnmt Savwa, that ht dmdrd to tmnspost his 
5 pmntwg!. 111 .\ntlpture. 

Si Le Corbusier avail considerablcment pcint d~s l'~gc de 
trente ans, scs activites plastiquc~ commenn~rent tardivement 
En fait, ce n'est qu'l\ panir de I 945. peu aprcs sa rcncontre a\ec 
l'ebentstc brelOnjoseph Sa\ina, qu'il eu J'idl'e d'adapter, ou piu
tOt de transpo er ses totle en -;culptures. 

Lor que l'on consid~re J'cvolution de l'architecture mo
dcme, c'e t san hesitation<. que nous plac;on Le Corbusier par
mts scs plus grands innovatcurs. Par eo m re, sa place dam I' evolu
tion de la sculplUre contemporaine e~t moms categoriquemcnt 
definie. En fait, il ajoue un rOle plutot obscur. Ceo est du au ca
ract~re tardif de son oeuvre, :\ la place pnse par scs acttvites ar
chitccturalcs, mais aussi :\ sa methodc de travail. 

Comme nous l'avons dit, Le Corbusicr, :\ l'aube de la Sc
condc Cuerre Mondialc, etait sunout connu comme archuecte. 
mais egalemcnt comme pcintre, pUisque ses lOtles n'etaiem pas 
totalcment ignorees. C'est en I 943 quejoseph Savma. prisonnier 
de guerre futlibere et remo}e en Bretagne ou il vtvait. A~am une 
fonnation d'ebeniste, il rencomrajeanneret en avril I 935 grace a 
un ami commun, Pterre Cueguen. L'architectc etait a la recher
che d'un ebeniste innovateur, capable de reahser e projet!> 
d'ameublemcm. Etam entre en contact avcc Sa\tna il lui oumct 
en 1936 de projcts de meublc . ou fonne de de in~. conte
nam des decores de rocher et de pa) sages marins. Ces reliefs au
raiem sans doute decores le pan d'un bureau ou la tetc d'un lit. 
Mais Savina. mal a l'aise avec le OOU\eau .style qu'il crean. ne fm 
pas capable de materialiser lee; proJClS de Le Corbu ier. Cc der
nicr, dans une leurel de mai 1936. le criuqua severemem: 

... vous n'avez que peu d'amour pour les fonnes magnifiques 
qut saUlenl aux yeu.x (Rochers de Plougrescant) ... je ne puis 
pas, quam a mm, admenre une lcgerete de main. et penneuez
moi de le dtre, d'esprit aussi grnnde que celle que mu' vous 
etes pennise par ces hneamems sans grnnde signification. 

Mais Sa,ina ne fut pas decourage par cette repon c. Apre~ a li
beration il e remit a culpter pour on propre plai ir. Par coinci
dence, Le Corbusier eu I' occasion de voir ce premiere 'culptu
re . 11 fut tre impre 10nne par leur taille relati\emem modeste 
(l8cm). Ellcs etatem d'une proponion parfaite pour un appane
mem, pour un collectionneur amoureux de objet . L'idee de 

('bu 
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pou,uil <.'t.thlil un ~:ont.tct personnel avec l'objct. de pom;oir le 
malliCI, k pc,t'r, le dtpi.Kct. fascmaH l'an:huectc. 11 avait en hor-, 
1 cur le.·, en~Hml'' ,culpture' dccorant le fac:adc' dc.•s batiments 
puhhc,, mon,trc' dt• brome. de cuiHe et de picrre, t:nasam par 
klll monumt·ntalitc. 11 faut ~galement "c rappcler que le Corbu
,jcr ... oulfrait d'unt• nnopie prononcec Lorsqu'il rama all de., 
rodtt''· ck <.--ailloux. de' o' (certam de ce morceau' pcu,·em 
t:nCMC et re: \ll ... a la rondauon. a Pan ). 11 enle\311 !IC'\ luneueo; Cl 

app10chait c.c: obJl'h de ces 'eux pour admirer leurs hgne . leur.. 
fom1e ... . C'e,t aH'I. le meme e prit qu'il abordan la sculpture, le 
r.1ppon dc\'ait C:tre ph, . tque, tactile. 

Progre~,j, em em une etroite ami Lie se de\ eloppa entre les 
deux homme<,. En 1947. pour !'exposition .. mthese de an de
coratii-.''jC"anneret, o;ouhaitant faire paruoper a\ma.lui soumit 
quelque~ prOJCb de cuJptures. C'est a partir de Celle date que Se 
forma \raiment le tandem Le Corbu.,ter-. avma. Le Corbusier 
de' mail le sculpture . Sa\ males executaH. ~1ais peut-on, en te
nant compte de cette methode. indure ces sculpture dans l'ocu
' re de Le Corbu,ier? 'ion ait que la gran de partte de la taLUaire 
mondi;1l<.> a (·te executee par des artisans (comme Sa\1na) execu
tant lt·, projc.·ts d'artistes (comme Le Corbu 1er) grace a de petits 
modclc~ (Botelto) ou de dessins, on don done inclurc ce sculp
ture' dam l'ocU\ re de l'architecte. ;\fais il ~ a toujour un mo
ment ou l'oeu' re finale se distance trop de !'idee originate (entre 
en jcu tout le problcme des reproducLions. de gravures, de eo
pie~ ... ). Le XJ:\t' ~iede avait amene cette separation entre l'aniste 
et l'oeune finale (implicitement entre l'arti~te et l'ani~an) a un 
degre mat .. ain. Ce:s deux faceues de la creation .. e distanr;aient de 
piu en piu . Le I c~uhat CLanl un ob jet depoun 11 de la \ IC que 
con re le burin et la ut>ur de I' artiste qui conr;oit l'oeU\ re C..cci 
mena Modigliani a <.lire: n, onl) Ull) to sat.'' sculptrm u to tart car
vmg agaan A\CC le XXt' iede. Cl !'heritage d'Hildcbrand. CCtle 
tcndan<e fut remcr i:c. L<·ntement Je., artiste~ appnrent a sculp
tcr et le artisan-. de\ inrcnt anistes. Le tandem Le Corbusicr
Sa,in<t cone pond-il a cette evolution~ S1 Le Corbusrcr ~avait 
pcinclrt' t·t cl<.· -.int·r. 1l ctait pcu enclin a manacr le burin. L'etapc 
de Cl {·at ion fol nwll<· eta it la is see enticremcnt a Savlna. M a is Le 
Corlm icr fl'\lait lmpliquc a IOUICS les etapcs de la cr(·ation. Le 
<oncept oligrual ftait toujoun le sicn. ' ne foi \ l'ocuv1c tt·rmi
nh·, il dr < utait aH·c Savina, uggcrant tcllc nou-.:clle approche (a 

UIU t' de llnmbH..'IlX \0\agcs C'C cchangc\ se faio;aicnt frcquem· 
mt>nt pa1 l<•ttrc et par photo~). 
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i le pretmer essai ne lui convenall pas, aucune 
gene ne ,·olall e cnuqucs. Ainsi, clans une leure 
de juillel 194 . tl cent: 

~Ion cher 3\ m a. tene7 vous btenl Je ne suis 
pas du tout content de \Otrc statue no 5 ... Le 5 
est rctombe dans un .ut hlltif, et une interpre
tauon cafardc de cah.urt' breton .. Nos sculp
tures (it's mtt'nnc , mes dessins) n'ont aucun 
e prit gothtquc nordtquc? Du roman, oui. du 
se! attiquc. JC not~ . 

ll ne faut pa~ confondrc ce ton lcgercment pa
triarcal aYec le rcmarqucs d'un profe eur aux 
Beaux-Arts. En fan, Le Corbusier s'insere bien 
dans cc renom eau de la culpture. i son impli
cation n'est pas manuelle, elle l'est par !'esprit, 
par l'echange Par contrc, 1l 'a demander que 
l'oeu\Te porte leurs deux nom , reconnaissant 
ain I !'importance de J'arLISall Ct du geste crea
teur. 

A'am d'aborder les sculptures memes. il est 
neces aire d'analyc;cr le matcncl dans lequel d
Ies e taient sculptees: le bois. Des marbres surpo
lis, du bronze ressemblant a du papier mache, 
avaienl ras asie l'oeil de bicn des anistes. Con
trairement a la picrre. le bois. fait de fibres orga
niques. pou\'ait etre approche comme un male
riel ''chaleureux". De lui. emanait la vie 
manquam au marbrc et au brome. Sa presence 
etait re sentie en Europe depuis la "decou
vene··. par les cub1stes. des masque africains au 
musee ethnologique de Paris \ers 1910. ~fais 
egalement grace a l'oeU\ re d'antstes lels que 
\foore ou :\'e\clson. Mais le b01s avait une lon
gue tradttion en Europe L'tilise au Moyen-age el 
a la Renaissance, sa vogue fut maintenue par le 
baroque allemand et espagnol. Le statues, sur
tout religieuse . cta1cnt rccouvertes d'une pate 
faisant disparaitre le grain du boi~. Puis cet ap
pret etait peint a fin de represent er les veternenls, 
l'epiderme, lcs cheveux. En Nouvelle-France les 
sculptures etaiem pemtcs de coulcur argent ou 
or, afin de suggerer l'cmploi des precieux me
taux. Bref. quclquc son l'objectif recherche, le 
bois ctait toujours pcint (polychrome). Avec des 
siecles de tradition, on ne pcut done pas con~ide
rer l'emplor du bo1 par Jcanncret comme revo
lutionnaire 

Piu tot, nou., avom mcntionne l'interct 
pone par Le Corbu!)l<:r aux dtmcnsions des pre
mieres \Culptures d<· Savma. C'cst avec le meme 
esprit que nou!) dcvnons l•wdt<'l l'cnscmble de 
ces sculptures. On dcvrait toujC>urs lt•s diviscr en 
trois catcgoncs: Cellc~ rncsurant moins de 60 
cm, cellcs mc~ur..tnt cntn· 60 cm et I ,83m, et les 
reliefs. Il y a, bicn cmcnclu, cl<.·~ exceptions. Par 
exemplc, la ,\lam " Chandigarh, ou lcs trcs 
grand~ relief'> ornant \ c-catam<'s Unitl•s d'habita
tion. Mais aunmc de < cs CX(('pll<ms ne sont en 
bois. 



Nous avons ~galement mentionn~ que leur 
petite taille permettaitleur maniement. En fait, si 
vous n'~ticz pas enclin naturellement ~ saisir et 
caresser les objets, la technique de Le Corbusicr 
vous for~ait ~ d~velopper eel instinct. Tradition
nellemcnt, le fait d'enduire le bois d'unc p~te, 
laissait une surface parfaite, mais qualifiable de 
"glissante". Rien n'accrochant le regard, aucune 
imperfection, aucune strie du bois n'anime la 
surface. Savina, apr~s quelques tentativcs rat~cs 
dejeannerel, proposa de peindre le bois directe
ment, sans couche interm~diaire, avec une pein
ture plus fluide. Ceci permettant au grain du bois 
d'apparaitre. Cctte technique fut utilisee pour la 
premiere fois en 1947, dans la sculpture Femme. 
Les deux hommes se demarquaient done d'une 
tongue tradition, et retoumaient consciemment 
vers un archa'isme ou la mati~re prend un carac
tere autonome. V oil~ pourquoi le bois est parfois 
laisse au nature!, notamment dans certaines peti
tes sculptures, tel us Mains. Ceue caracteristique 
revele !'attention portee par Le Corbusier ~ la 
surface des objets. Qu'il s'agisse de la fa~ade du 
Secretariat ~ Chandigarh avec ses centaines de 
fenetres encastrees, cream une fac;ade pleine 
d'ombre et de lumiere; du traitement du beton ~ 
Ronchamps, laisse dans sa rugosite, il y a tou
jours un element agitant la surface. Le meme ef
fet existe dans le bois. Lorsqu'il est polychrome, 
sans couche intermediaire, il ne perd pas ceue 
qualite. En fait le pigment et la surface peuvent 
s'enrichir mutuellement. Comme dit Henri Lau
rens: "La couleur est la lumiere interieure de la 
sculpture." La surface, s'eloignant ou s'appro
chant, les couleurs deviennent mobiles dans l'es
pace. Mais la subtile relation entre surface et 
couleur est mieux expliquee par Le Corbusier 
lui-meme, dans cette description du Bal des 
Quatz'arts ~ New York: 

Chacun etait chamarre, couven de brocans, 
de turbans fl aigTelles, d'echarpes de boyade
res; La soie rutilait; L'ensemble etait teme et 
fade, sale et sans le moindre eclat. Pour bril
ler, il ne faut pas de soie. Pour costumer en 
couleur, il faut beaucoup de tons neutres ... 
des etoffes mates ... Lorsqu'entrerent les ele
phants, ce fut enfin de la somptuosite ... dans 
une foule bigarree, affublee de soie, la peau 
grise d'elephant fait !'habit de luxe. 

Ces quelques !ignes sont essentielles pour corn
prendre comment Jeanneret voyait la couleur. 
Celle-ci, est pour lui, intimement liee ~ la ur
face. Ces r~flcxions sont dignc d'un pemtre, ha
bitu~ ~ utili er le tissagc de la toilc pour obtenir 
un effet esthetique. Mais si cet effct re le limite ~ 
la peinture, qu'en est-il d'un relief polychrom~ 
sur bois, de la taille d'un tableau. Est-cc pcinture 
ou est-cc sculpture? Les limitcs entre ces arts 
semblent se confondre. 11 en est ainsi du reliefin
Litule no 2, rcali e en 1946. 11 ne fut Jamais pcint, 
mais son etat actuel ne rcflcte pas l'objectifinitial 

de !'artiste. Ce panneau doit etre imagine couvert de couleur~. car 
les formes en sont ~ peine d~tacMes, et it etait originalcmcnt en
cadre. Le Corbusicr .'lcmble s'amuser avec l'obser\'ateur, la cou
leur incitant cc demier ~ songer ~ une toile, les reliefs, cduisant 
par I curs formes, faisant appel ~ la sculpture. Cc jeu era micux 
compris si nous expliquons de quelle fac;on sa .. ina transpo ail le~ 
peinture~. et les dessins, en sculptures. Les tableaux de Le Cor
busier etaient generalement formes de large bandes entourant 
des zones de couleur (ces coulcurs cream l'effet d'e~pace). Une 
forme que l'on retrouve frequemment est celle du lobe d'omlu. 
Pour adapter cc motif, Savina dans Oz.on, n'a qu·~ represemer 
l'interieur du lobe comme une depression, Jes !ignes du tableau 
servant de bordures . Le second plan de la peinture, ou du dessin, 
serail legerement en recul dans la sculpture, ou formerait carre
ment un element separe, corn me dans PanurgtoU., autour du lobe, 
gravite d'autres volumes, leur independance etant amplifiee par 
la couleur. Ces progr~s sont evidemment dOs aux recherches de' 
Constructivistes russes Cl de Picasso. Mats on peul egalement 
songer aux theories d'Hildebrand qui ecrit: 

To bring ortkr in thltri-dirnmsional U'orid tiu11 surrounds u.s, thl ortul 
has ro organiu iltn a numbtr- of unagmary laym of unif0T711 thtrlmtJJ ... 
Sculpture dtvt/Dptd from drau:ing, fint leading ro rtl~f lry can:tng aliJng 
thl contwn. 

Ceue methode est paniculi~rement appreciable dan la ene 
Femme ( 1952-1962). Au cours de trois phases, on peut remarquer 
des transformations dans la forme du buste Cl des epaules. Dam 
la premiere sculpture. les deux panic etaient nettement sepa
rees. Apres quelques modifications, le Lout fut aplau. Ieo; ell~

ments ne se laissant distinguer que par des ltgnes d'ombre. Le" 
memes transformations eurent lieu avec le .. i age et la che\elure. 
Clairement la methode d 'Hildebrand etait ui .. ie. 

11 est mtere ant de noter que Le Corbu ier qualiliai t ~c' 

culpture d'etre acou. uque . :'\on pour Je, qualite onore-. du 
bots. ni pour le lobe d'oretlle. mat parce que ce~ -,culpture' com
binent la volontc de deux homme . et peut-ctre un amalgatnl' de 
tradition et d'mno .. ation. 

.\'OTES 
1 Leur lOrT("~pondance w ra au cour ~ de' anncc' un cltmt-nt C'"t·nut'l dt· lcur 

coo~rat ron 
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I TTERVIEW WITH: 

TFC: What aspects of Le Corbusier's architeclllre are still 
relc\ant toda}? \\"hat did you learn from Le Corbusier, parucu
larh m reference to Chandigarh? 
DOSH I: Chandigarh. I think, is one part, but there ill a lot to 
lcetrn from his architecture. For example, I have not seen as yet 
~omebod\ ha\ing such a wonderful sense of space. I think the 
poet f) of 'pac(· is unmatched. Louis Kahn when he went to see 
the A~~embl~ building (at Chandigarh), came back to Ah
medabad and \aid, ":\1~ hat's off to this old man Le Corbusier, 
bccau c he is the onl" man I kno""' in my whole life, in history or 
oth<•J>\i'><', who km•w how to freeze dreams." 

Therefore, this was one man who wa~ able to not only build 
up his CJ\~n languag<.·-hc had his own alphabet. He made hi~ 
ow 11 language and he \~rote the complete book. And in that 
whole· thing. he talks about not onlv ~pace but the juxtapositions 
and the im<.·ntions that he made-for example, so many inter
lHetat iom. I ic o;aw India and he interpreted it very interestingly. 
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So it was a question of concern, he was 
quite ensiti\e to surrounding areas but ex
treme!) inventive. So the thing that I learned 
from him, which I remember, is that you must 
be able to make much out of every problem, so 
that ner: problem that comes about should be 
taken as a positi' e thing. 
TFC: \\'hat i Indian about Chandigarh? 
DOSHI: The silhoueues, the skylines are In
dian, the transparency is Indian. I am not talk
ing about the sunbreakers and all that, they are 
part of India, because you find verandahs, jali 
and porches there. But his architecture, if you 
look at the Assembly or the High Court, and 
you look at those walls, you find that they are 
reaJly the negative of the positive space. If you 
did not have the umbrella- the parasol which he 
put on top - if you remove that and you really 
imagine the transparent was really the dome, 
you find again another sort of skyline. It is al
most as if ) ou saw the building in black and 
white, you know, reversed. And this, I have 
seen. The 'other Indian things are really many. 
For example, his house in Ahmedabad which 
has a ramp, I found that the ramp was also there 
in a palace in Jaipur, with similar openings, 
which he had never seen. So one other thing 
which I again found from Le Corbusier, is that 
he was sensitive enough, like a doctor who looks 
at your pulse and knows what has happened to 
you; I think that he knew how to feel the pulse 
of the place. 
TFC: Is the Indian architecture of today in 
danger from American and other outside influ
ences? Is tradition threatened, do people fear 
this? 
DOSHI: After independence, we had a lot of 
Indian architects who were trained abroad, at 
Harvard, M.I: r ., and other places-then came 
Le Corbusier. So at that time there were British 
architects who were practising, not many other 
foreigners, some I talians who did some Interna
tional style buildings. The British people were 
doing building but thc1 c were also some B•·itish 
architects who intend<:d to revive buildings. I 
remember there was one architect, Claude Bat· 
Icy. 



Claudc Batlcy, from Bombay, who did a lot of s tudies of Hindu 
tt•mples and Hindu architecture and who was probably to me 
the first Indian architect after Lutycns and Waiter George and 
others. At the same time he was also using the Indian overhangs 
and mouldings in his buildings. 

But then these foreign tra ined architects came and did 
buildings in the Bauhaus style, the Gropius style, in the sense of 
Harvard and what not. Independent volumes which are put to
gether into a space so that you really have each volume speak for 
itself and you juxtapose them together as a composition. So it 
was the International style which came up and quite a few build
ings were built and Le Corbusier came and he influenced a lot. 
And there were buildings which were almost done like disciples 
of Le Corbusicr, by people who had never worked with Le Cor
busier bUL who knew about his work. 

I learned from Le Corbuscr one simple thing. Never imitate 
a master, because it does not pay you in the long run. I mean, he 
told me that-that there was no question, he says what you do, 
you do. So the first thing I did was I said that I will never use 
sunbrcakcr , and if he is going to use rough materials, I will use 
smooth materials. I said let me reverse the order and see what I 
can do. 

l11dWII lt11111ult of ,\/anagn11mt, Hrm~lort 

So there were people who started thinking 
about it. Then there was a question of finding 
other people who work in planning areas. 
Graduall). things began to change, and now in 
the last d(•cade lwcause of lots of new . chools, 
and I suppose a l~;o because of the change in the 
attitud(' of architecture in the \\'c t, we don't 
want to t,tlk about the International style. you 
know, this M(){krn architecture, from Modern to 
Post -Mockrn. I think that this has shaken the In
diem people quite .t hit bt•cau!'e rcalh you don't 
know what to l'o llow, so the best is to folio\\ rour 
own place. So now there is a conrcrn about this 
in India, a lot o( young p<.:opk and practising 
pt•opk mv age an• going had. and asking ques
tions \\ hich ,\Jl' from India. So .1 good dt·al of 

slUdies are being done now on traditional Indian 
house forms, Indian temples, streets, cities and 
literature. So I would say that it is not a re"ival , 
but it is now searching for the identity of the 
place. 

The other thing which luckily has happened 
is that, when you have affluence, you can do any
thing. Supposing that you have very little work, 
you have more architects and litlle work, then 
you start thinking about what to do, and you in
tellectualize. If you have a Lot of money and a lot 
of materials which you can buy and get, then you 
can start doing many things also. If you don't 
have this tool, that means you don't have Lhc re
sources. If you have opportunities, then it do
esn't give you much time to think, bUL your re
sources are Lhere, and your problems are very 
basic-like say housing, shelter or somelhing 
else. You say, I ha\e brick, I have concrete, so 
what do I do with 1t? I have to build a house or a 
building in not very expensive cost, so I mu t 

build it very simply. So we ask a question, saying, well if this is to 
be simple it must be made very easy. And so maybe one can taJk 
about space and form but then it becomes very simple, so there
fore, one is going into low technology but high visuals. You get 
into reaJJy a visual expression out of this technology which is 
minimum. And that today is what is happening to many people. 
You find Lhat one is talking about climate more, peoples' habits 
more and using these as a tool to manipulate the kind of projects 
each one is doing. 

TFC: The metaphysical or spiritual aspect of architeCLure that 
you described in vour lecture, do you think this is a concern of 
most architects? 
DOSHI: I think it is coming. There are few architects who are 
talking about thi now, reall) there must be something there 
which we have not found. Once we start going into the back
ground and hi tory, you begin to ask. why is a house the wav it i ? 
For example, we did a tudv for the Aga Khan program at M.I.T., 
a document on the Bohna houses, a community which 1s Ismaili, 
and this lsmaili community i 150 \Cars old. They came from the 
West, but they really comerted a lot of Hindus. so the Hindu con
version into Ismail, but they were u ing a Hindu house with a 
courtyard and then the) got into bu ines with the British. So 
they went out and therefore their house has real!} three facet . 
Their many rituals arc Hindu and I maih; m many rituals \Ou'll 
find Hindu and in many ~1uslim, their co~tumes are mixed. I he 
houses are Hindu, but the facade 1s colomal. o we are tailing 
reallv about the Po t ~lodern and what not. I thin!... there are ex
amples where you ee the la)cring of a hou e o the facade is 
shown a what I belong to the outside world. In ide, when I haH' 
come in it, I am still omcbodv cl e . o th1 layenng i- 'ery inter
esting and I think one 1 going to h;ne phenomena. and I am 
more intere ted in that kind of phenomena toda" How does one 
accept thing and then gl'l that as part of your culture, absorb it. 
Those house don't look Indian on that su·eel. What i am<uing is 
that beautiful street, those statrc a se and columns, \-OU fed that 
you are omewhere in England, but the moment \OU go in. tlwn 
you find now that it is not England at alL it is somewhc.•re els(•. 
The moment you go in the room<> ll is quite different. So m' 
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intl're"t in thi" 'tud~ ''a-. to f'ind what wa-.. the 
p:ht, w h:u j, thl· prc,cnt and what ''ill be the fu
ture and I am 'ure there are man~ other people 
who are thinlin~ lilc tlw.. o when we talk about 
pa'l \H' want to find out tho e rule~ which ''ere 
there bl·fotc: and what i-. tl \Ou can do todar. 

TFC: \\'hat maJ..c, 'our architecture Indian? 

DOSHI: ln m) architecture. 1 think, lam 11)
mg to geL into this que<>tion of dualitv and a hule 
bit of opt•n-cndedne-.s or ambtguit'. But YOU 
ha\e an architecture which i lighth shtftcd 
from definition 'o there ts amalgamauon of 
mam thin~ put together m a different wa\. o H 

j, not a H'n clear fundamental defirution. For ex
ample.-, let', take Ill\ office. If,ou look at the plan 
of the offiCl' it ha three tructures put together. 
Tht"re i' one Lructure which ts a pure one, 
another ont• \\ ith columns and wall and the 
third ont• i' onh column,. o the three tore' 
building ha' a column structure. the two _tore\ 
bmldm~ ha 'ome column and walls and the m
~le 'lUre' om· j, onl~ bricl.. But then the mam 
'pace and 1he ,ubo;pace realh change and the~ 
reaiJ) meandt·r-the form ts not finite. o you 
don't male a regular, definite form, but ~ou 
mdle a defini1e form and de trO) that form. And 
thio; )OU find in the Indian miniature, this you 
find in the Indian \CripturC'S. thi~ you find in the 
Indian ,mJpture. You ,\;11 find you ee the ele
phanh ~oin~ in a line and one elephant ";llturn. 
The idea '' no1 becau'e the elephant has turned, 
it i' an idea of a realiL> tha1 all will not follow the 
rule. The rule i' nece'""af1. \OU ha\e to make an 
exception to prO\ t' 1he rule. This is a 'e~ impor
tant thin~ to unde~Land. if )OU want to mal.e an 
ext•·ption to 1he rule, then )OU must change it. 

tmtldrl). )OU find 1hat the kind of mo,emem 
that i, there. )OU ne\ er moH~ into the direct axis. 
You 'ihift 1hc.· axi"' as \OU go along, so 1ha1 )OUr 
'i ta' ate not the 'ame. Becau e you can ne\ er 
go lO 1he dt·"mation only bv one direction, you 
can go fn m am· direct ion . So this is another 
phito,ophi<" .. tl aspect, that the destination is not 
one '''a}. \OU can go and turn and come back, 
and ~ ou can ~o. pau e and aho go. So the ques
tion i-. not nece aril} time oriented. there is nei
ther time nor ~pare bcc.m"e it 'hifts, because )OU 
are al o cou .. tanli) e\oh:ing .. \nd, therefore, this 
experience 1 \t'f) intcre,ling when you hift
thc moment \OU !.hilt, 1hcn ~our building i'>n't 
the <;;.une either. B<·cau"'c the moment you shift, 
)OUr facade don'1 ha\e to be similar because 
now 'ou Me in a difit·rent world altogether. 
\\hi rh mt•on") ou or t• into the ~tage. Man is reall) 
a p<'rformcr on tht· '>tage. So as he evohc., he i-; 
aho loc>king dl many \:i,tas. 

In fan Lt· Cm bmicr talked about this H·n· 
iniCH' tingh. Orlt' da}, he drew me a drawing o~ 
a wall ,.i thcr, and he said the e arc the t\\0 banks 
~md somd>Od) a~kt·cl him \\here is rht· trulh . So 
he a) the tnuh goc" likt· thi!>, it goes \er) c lo<>e 

3t ne 

to the bank but it nt'\ er touches eitlwr of the banks, it is always 
bt·t,,ecn the bank It comes clo<,c.• but 11 nc,cr stabilize there 
because YOU cannot sa\ that tntth '' onh m one place. So truth i 
con tanth modtfit·d and '>0 \OUI cxpenenrc mu ·t modify that. 
'o \OU can ne,er sa\ that \OU arc.• sure about it. In architecture 

) ou bring thi. liule uncertamt\ about thmg!>, a lllllc doubt
what I call ambtgull\ . 

o the moment \OU bring th" ambtguit) you find that this 
ambigull\ ha · a qual it\ \duch 1s not specific. fhen you arc no 
more pecific, you arc a httlc more.· generous. So the function 
doesn't become \ 'Cl) defined, it modifit·s. Your function has 
bt•come another function also, because there arc many greys be
tween black and white. so \Ou get into that kind of a hift. So if 
one was tning that, then one can do it in architecture, really. 
How do \OU arri,e. how do YOU rcalh go in. For example, I en
ter Ill) buildings diagonal to the wall or at right angle to the 
wall but ne' er parallel to the wall. because that is an effort that 
normalh I wilJ not do. One would enter into the wall traight, ll 
io; nice t~ enter at a nght angle or a diagonal and then see the 
wall and then shift H . o I think that the kind of experience is dif
ferent. Then the other thing i' that tructure change but it do
e,n't matter at-all. I mean. after all, pure and impure is a ques-

.\1 C.nndh1 lmtilul' of IAbnur .~tudl's, . lhmrdnbnd 

Lion of emotion. It is an emotional thing, if you really make 
things that work then they arc correct. For example, experience 
is more important than the kind of material that one uses. We 
ha\e a saying '~hich is mteresting. somebody asking somebody, 
· 'I ou tell me whattl is that makes sense." What we call in the In
dian language, rusa. the theon of rusa, i~ making sense. So he 
say' if} ou go to a friend's house for a dinner and in the evening 
I say. " How \\a5 the dinner?' \\hat will you say, you will sa\, 
"The dinner was good", or, " It wa~ not good". But would you 
sa~. ";"'\o, I think the dcs\ert wa'> good." or, "rhe main dish was 
good," or, "The soup was good " '\o, I think that 1t is the total
ity of the experience, that IS very tmportant. So mavbe it was 
made of many pan~ but the total cxpt·nence becomes vel) im
portant m the end What is the ultunatc experience whiCh you 
remember? That memory i'> very rmponant. So what one is talk
ing about, what J think at least ts 1 hat one is trying to find out 
memory through this building. Supposing one was drawing the 
building after seeing it. You may not lw able to draw at all tht• 
burldmg, I think that tha1 is tht• richness of the place because 
~ou cannot draw but you <"<tn 1 ('Ill( mbt•r You have felt some
thmg hut have not drawn . "1 hi~ is an dlort whKh I am trying to 
do ~o through that then ~cm ccHn< and t.tlk about how do you 



me the space at mght and how do you use the space during the 
day and how many days can you be really active m the place, so 
that at is not dead. These are allassues of funcuon, but attitudc
wi~e. this a!> amponant, how does one really get into thi'> sense of 
ume and space, there is a disorientation m time and space. 
TFC: Some of the values you are talkang about arc Intema
uonal and some Indian. Where, af you do, does one draw a line 
between the two? 
DOSHI: I don't thank one can draw the la ne at all. Because, 
rea lly you will find similar things happening m Italian buildmg'> 
also. European build ings have also the same expenence. I mean 
all this Baroque, there are so man y experiences. the perspec
tive, the change of perspective, the change of materials. I wa in 
Mantua and I saw this Palazzo del Tc by Romano and it is an 
amazing building because outside at is all stone, but actuall~ at is 
not stone at a ll , it is all plaster like stone. Smce vou don't knO\\ , 
you begm to thank it's stone and }OU don't know and you go in-
ide and the facade is bricks to show you whatever I show you i 

not true, this is true. Then he how you the arches "hich are 
made fal e and the key tone is taken out and shown half of it 
down. saving that if the keHtone is not made then the arch is 
false. So these are the questions I am really now thinking and in
tellectually saying, what is it that vou are realh lookmg at a 
building for, \OU are looking because )OU want to have a dia
logue with that building. It depends upon what kind of dialogue 
you are looking at. So if between us we have to have a dialogue. 
so we say let's have a dia logue around this panacular projen
then I say, well my dialogue is going to be that I would like to 
show that my build ing, the office building. as you arrive it's a 
small building, but actually, it is a bag building. But again. it as 
really small, so this kind of contradiction that there is a small 
and big, I must express. The second one is that af \OU want to 
express small and big and then )OU sav well you want to enter 
the building and then you sa\ should I enter from the top or the 
side. You begin to ask questions of your elf and ma~be th1 as m
teresting and \Ou get into constantly th1s question of whether 
this is nght or that as right. The other thing i that one look. at 
the building and a~s well I am sitting here and becau e of the 
window I can feel the night or the da\. 1 hat 1 · a quesuon of not 
onlv climate but also rclaung ) omself to the place. So af you 
make the walls around and if )OU find a nice shlight and the 
light changes inside, rou begin to wonder what is 11 that ga\"eS 
this and so you begin to get another kind of feeling. Now the re
lation oflight is veqr important, the volume oflight. the kind of 
quality oflight becomes \'Cf) essential and this is what I learned 
from Le Corbusicr. How does one realh create the hght mto 
Yolume and not in a sharp edge~ \\'hen \ OU get a light anto a 
volume it glonfies, when the light ts sharp u makes YOU 'en 
hard. So I think this as one of the fundamentals l learned from 
Le Corbusier. \'Olumt.• and space articulated through light. 
"hich is his major theme all has life. Tht• other one i., that ) ou 
must pia\ <·oumc.•rpomt: th1ck and thin. sohd and \'Old. rough 
.md soft. So ~ou pl.l\ the game all the time with two theme" -,o 
that because of the two, c.·ach one cxt,ts lake posim e w1ll not 
exast without nc.·gau' c, tlw. I'> the mlwr thing that one learns 
from Le Corbu!>acr. So if thesc.· '" o thang'> are understood tht•n 
you ca n st•e that he will use a big square column and a round col
umn, he has no hesit.ation Oa hc.• wi ll havt• a sun breaker "hach 
has no rei at ion to the column. because.• it's a skm. So the skin ha" 
nothing to do wuh the structure, though 1l is au.tcht•d 11 IS inde
pt•ndc.•nt and the.• \tructme \diHh as dolllR something t•be, tht.• 
\llUUun.• and the surface.• .trc not nt.•tt.•ss.nlh tht.• samt.• 
TFC: At what point dot's tht.• .1mbiguit\ get a e ... oh ed? 

DOSHI: I think the ambiguity and the rcsolu
uon come when you have intentions. I think it is 
a qucsuon of intentions. At what point do you 
find u resolved? In \Cl") ~ood work. in Le Cor
bu,aer's work. the workmanc,hip seems to be re
'lolved \Cl") well bec-.IU e he knows when to 
top. And I ha\e not found that ~et. J don't 

kno" how to rcsohe it. n~all} . lt i' \Cl") difficult. 
becau"e one is pia\ ing a ~.tme \\hi eh doe,n't 
ha\e am rule . The mo-,t diffiwlt thin~ to do i' 
to knm' that \OU are pla\in~ tht· game without 
knO\Hng and }Oll mu't kno\\ \\hen to ~cop. 

TFC: 'I here seem' to be an influenct• of 
1-.ahn-\ ou were a do<.e lricnd of hk 
DOSHI: Well. ltt'll \Oll. I \'a' quite imohed 
\~llh ha work and mv school building I did when 
ht• \\as there. I think I w.t, mlluenced qulle a lot 
br hun because it wa-. realh ..,,., mg how do 'ou 
make, \\hl'n do \OU dr.l\\ tlw luw ,,hifh real!\ 
hold' h\ it,t.ll. So hm' do \ou realh make n a 
nummum ''h1ch \OU can't rt.·.1lh chan~e. I think 
ita' ... ull \alid, certain thing" HHI r.tn do but then 
\OU <l'k f01 tht· rt>,olution . I think thi' j, \\lwrt• 
1-..thn counts \ uu mu't kiHI\\" aftt'r ha' m~ done 
,., .tltt•rnatn e .... \\hidt altcmati\ e i tht• do,<: 't. 
and tht•n 'ou n , "Lake a pun le. it Ius and 
nothmlt tJ,e i' po,,ible" . ·1 hen I think thc.· r t.',o. 
lution ., thert'. Tha I found from talking tu 
1-.ahn 

lt ., H'l\ fun m , I .m ~iH· \ ou .m exam pit·. I 
\\a' do m~ the tO\\ er in Ill\ to'' n'hip. 'J ht• tm' ea. 
the w <llt'r h.ad to bt· one hundrt>d ft.·c: t high. I 
lll<ldt· .1 to'' t•r -.aving I don't want to m.tkc.· .1 nm
mal l<>Wt'l I W<Ull to mall· a 10\H' t \\ had1 '' t.tll . 
but 11 got'' d<HHl inu <'il\111~ in diamt'l<.' l to <.ul
umn' ht.'lm' .md a little tlw.urt• bdoh·. Bee au'e 
to mt• till' \\att.'l \\,,,a'' mhol :and 'o pc.•oplc.· \\Ill 

comc.· undc.·1 neath and thi' I' cl 'mbo l of the 
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plan· and 'o the\ will cnme there and they will ing there. the\ 
"ill danCl' and there wa a tau-case which "ill go up and 'ou 
conw bcfor e the water bod). Lou was in the office and I 'at d. 
"\\'hat do \OU think of this building?". He ~a\~. "I don't knm' but 
ifl would do thi, building. [ ,,·ould not a~k tha building to do too 
man) thin~' · \\'In 'hould the tower do more than \\hat it should 
'uppon~". ~o I Ji,tened to him. but finall) I built the wa} I 
w:uued to build. 1 hen I took the photograph'> to him to Philadel
phia, aher t\\o \car: . I 'aid. "Louis. "ee thi what I ha'c done". 
He: 'a''· "~h God. thi j<; \\Onderful!" r o;aid. "You l.no\\ ,,hat 
\OU ha\e mentioned to me:·· He sa~'· ''What?". Then I told him 
thi . "Ahl" he a' '• ''but I don't knm, an) thin~ ... 

It depend,, what j, mteresting about di ciplined people is 
that the' are not conn•ntional people. The) arc .mbject to 
change, modih their 'ie" . I think thi i' another thing one 
learn' from people, j, that those people who male a religion. the 
fir t dictum of their-; i<> ne, er follow the guru. 

You mu't r ealh follow" hat you belie' e in." hat they are tell
ing )OU i'. "Go to rhe ~ource". This is what the) always do, go 
bacl..to thc ~OUICC. 

TFC: How do \Oil u~ to integrate some of rhesc idea~ into 
te-dchmg? Do' ou u to impress students to be multi-dim<·n,ional 
in th• ·ir thinking!' 

DOSHI: Ye~ . I thmk I would talk about all thi that I han· 
t .. ll..ed -bout here. Ju ttell them storie~ about thing.,, nc,er talk 
about project . 

h ccm~ no'' that thing'> exist b' them eh<-"•· thi i a vcr} im
portant thing to under tand, things do not exi'itju t bcccuJ\(' }OU 
sa' o . I think thcrc i a gond deal of cause: and effect "'hich J<.•all} 
''orks into thi . One of the things which I haH· di-;co,ered i., that 
thing "hich la 1 long, don' t last bccau~c -'>omebod) else has said 
11 , but bec-.tu\c tht:re i a lot more meriL 'f hercfore, the role of de-
ign et' 1 to fmd out ho" man) ways it can sati'>f~· many situauon'> 

.So lit\ not tlw 'ingulant} but it is the pluralit~ . So I am interested 
m this pht•rwmenon ofplurdlit} . A rationalist or a purist will think 
of on I) un<.· ;11 a 1 irn<·. I think in a plurah'>t societ" vou ar <.· talking 
about lllilll\ "·"' In 1 t•ac:h tht• oc<..oan. One doesn't rt·alh know the 
ourc of the 1 i'el , bt·c-du .c the sounc of the ri-.er i' 'ven '>mall 

but thcl(.: arc so mam other ri\ers ~hichjoin that riH·r-i~ i'> not 
o n rH c:r 
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- it i not one rh er. How many tributaries must 
ha' e jomed- .\nd final!\ \\hen it goes to the 
ocean and we don't know whtch one ts the real 
Amazon. 

The culture •s lile thas. the flow goes this 
''a'. we ha' e to gc:t m to that kind of attitude first 
to design. The other thing is to sol\'e \\hat is rcle
'anl. what \Oll thml is rcJe,ant. not because 
somebod' else: an I ry it out, there is no harm 
in trnng. o what I am doing is onl~ trying. 
TFC: You ,,·orked foa a long time with Le Cor
b~icr. doe!> \OUr offiu• work in the '>ame piril as 
his? 
DOSHI: It tries to do it in the '>ptrit. First of all , 
J don' t ha\C umc o;calc in tht· office like the other 
offices ha\c. So. ll is 'imilar in term!> of beha\
iour. The . econd one is that 111 euhcr Kahn or Le 
Corbusier's oflice. ll w;~s ea'>} to have ideas, to 
talk with the people who work wnh you. I sup
pose it would be m other ofrilcs also, but it is 
more so in the office~ oft he'>(· two. 'I he third one 
is if you don't ltkc a projeo, throw it awa} and 
start again . So af it takes time , it wtll lose 
money-it doem't matter. ·1 ht t'> another thing 
which J ha\'c learned from the~e two offices. Le 
Corbusier once said . 'Remember that you will 
ne,er get another chan('c, vou could be dead to
morrow" So this j, \C:I' cliff(:rent from the other 
officec,, who '>a) . "Well: look, we h.l\e done thas 
dra,,ing. let ' '> finish it, \\h<.·n ~<.· g<.'l th<.• next pro
ject wc will modal~ it " . h ic, totall} difierent from 
that. What you do today j., tlw best you can offer. 
And tht'> i' tit<.· thing J kam('(l from these grea t 
<Jrrhitccts . 
TFC: I lciW do you sua vivc• t·cunomical ly? 
DOSHI: Well, tf you hc: lit·ve that this is what 
\OU want to do you swvtvt anyway. 

'\ote: 'I he. J>H''><.·ntauon of this anicle would 
not ha'e bt·<.n JHl'>'>tblt• without th<.· help of 
Professor Vikrarn Bhall , '\it Gtll llniu·rsit y. 
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