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1

Introduction

Following the devastation of W orld W ar II in E urope, Le C orbusier 

and  m any of his contem poraries, w ith a com bined sense of urgency an d  

optim ism , aim ed to build  a new  world based on a collective, cultural 

consciousness. This w ar signified the greatest am ount of destruction  by  the 

m ost advanced m echanized w arfare ever experienced by  hum anity . This 

potential for enorm ous destruction raised great concern fo r the fu tu re  and  the 

desire to find the m eans to re-hum anize a m echanistic society. T heir 

in tention w as not only to repa ir the dam age done bu t to p reven t ano ther 

catastrophe from  happening  again.

W ithin an  environm ent of psychological and physical chaos, m any 

m odern  architects and  artists influenced by late n ineteenth  century u top ian  

concepts of the synthesis of the arts had advocated synthesis after W orld W ar 

I and  reintroduced the sam e ideas as a leitm otiv after W orld W ar II. They 

again prom oted a synthesis that embraced both the arts and  the m achine age 

as a whole and tha t created a better w orld. Because u rb an  sites w ere the worst 

hit by the w ar, it w as there that the m ost u rgen t healing of the com m unity 

and  build ing  reconstruction w as needed. A t the first postw ar m eeting of the 

CLAM (Congrfes Internationaux d 'A rchitecture M odem e) in  Bridgw ater, 

England, in 1947, Le C orbusier and others discussed ideas for a synthesis of the 

arts w ith in  the u rb an  context. The consensus am ong the  in ternational 

architects w as th a t re-hum anizing  the b u ilt environm ent w ould  resu lt from
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an in tegration  of the  arts b ro u g h t into the public arena of civic centers.

Le C orbusier, w ho w as dedicating m ore and m ore of his tim e to 

painting and  sculp ture after 1940, focused on the arts as a w ay  to create a 

cultural focus in  the cities. A s a result of these discussions, Le C orbusier 

p roposed  the placem ent of exhibition pavilions in  the social and  cu ltu ral 

centers of cities th roughou t Europe. A t the 1952 Unesco (U nited N ations 

Educational Scientific O rganization) Conference on the A rts in  Venice, he 

suggested Unesco head  the  in ternational association of pavilions, w ith  Paris 

as the central hub. His' idea  w as to create pavilions as architectural settings 

that w ould  serve as both  exhibition spaces and w orkshops in  w hich sculptors 

and pain ters w ou ld  p roduce their w orks in  situ  in response to the  structure. 

The p ro to type pavilion w as first designed for the 1950 Paris Exposition of the 

Synthesis of the M ajor A rts a t the Porte Maillot.

Even tho u g h  the Porte M aillot Pavilion was never bu ilt due  to a 

num ber of problem s at the  tim e, its form  appeared in  tw o posthum ous 

structures: the C entre Le C orbusier in  Zurich of 1965 and  the Pavilion  for 

T em porary  Exhibitions in  C hand igarh  of 1986, neither of w hich  have

received any significant a tten tion  from  scholars.1 In the context of Le 

C orbusier's m ore fam ous bu ild ings it m ay seem  that the Porte M aillot 

Pavilion is not a key exam ple in  his oeuvre, how ever a close exam ination of 

it w ill reveal a deeper u nders tand ing  of Le C orbusier's ideas of postw ar 

synthesis and  its role in  the  larger picture of postw ar society.

This d issertation  is the  first study  of this pavilion bu ild ing-type  in  the
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w ork  of Le C orbusier w ith  a tw ofold  purpose: first, to u n d ers tan d  the 

contextual significance of artistic  synthesis w ith in  the in ternational social, 

cu ltural, and  po litical setting in  Europe following W orld W ar II; second, to 

investigate Le C orbusier's  pavilion  designs w ith  a specific focus on his Porte 

M aillot project in  o rd e r  to show  how  this design represents the  ideology of 

the synthesis of the  a rts  in  Le C orbusier's theory and practice. This 

d isserta tion  is concerned w ith  the  form al spatial qualities and  the  structural, 

technological innovations of the  pavilion. N evertheless, the prim ary  

approach  will be to explore the larger netw ork of cultural, social, and political 

issues that give m ean ing  to the pavilion. The goal of this research  is to fill 

the  lacuna that exists in  cultural studies of postw ar Europe as w ell as in  the 

scholarship  of Le C orbusier's postw ar production.

In the large bo d y  of literature on Le C orbusier's w ork  there  is alm ost no 

d iscussion  of the P orte  M aillot Pavilion. Le C orbusier m ade the  first 

reference to the p av ilio n  in  his seven volum e m onograph  Le Corbusier

o euv re  com plete of 1953 in w hich  he personally selected the  projects he 

w an ted  to be rem em bered  by. In  general term s, the Swiss architectural 

h isto rian  Stanislaus von  Moos dedicated  a chapter to Le C orbusier's personal 

in te rp re ta tion  of the  synthesis of the arts in the first im portan t com pendium  

of critical essays pub lished  on Le Corbusier's w ork, Le Corbusier: E lem ents of

a Synthesis, first pub lished  in  G erm an in 1968 and  in E nglish in  1979. In  his 

d iscussion  on synthesis that covers a wide range of Le C orbusier's paintings, 

scu lp tu re , and architecture  he briefly mentions the Centre Le C orbusier
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Pavilion in  the  context of polychrom y in  architecture b u t does no t m ake a 

direct reference to the Porte M aillot project.

To da te , there are only two brief descriptions of the Porte M aillot 

Pavilion. A m oldo  Rivkin, w rote an illum inating descrip tion  of the  pavilion 

in  his 1987 essay "Synthase des arts: Un Double paradox" in Le Corbusier une 

encvclopedie.4 But g iven the fact that it is an entry  in  an  encyclopedia it is by 

necessity lim ited  in  scope. In 1995, Eric C hristopher Pearson w rote a 

d issertation, Integrations of A rt and  Architecture in  the W ork of Le 

Corbusier: Theory and Practice from  O m am entalism  to the "Synthesis of the

M ajor A rts"5 w hich for the first tim e cohesively presen ts an overview  of the 

ideas of synthesis in  Le Corbusier's entire career from  the early designs at La 

Chaux-de-Fonds to his late Brutalist projects and  w hich  places the Porte 

M aillot project w ithin Le C orbusier's career. In contrast, this research  is more 

localized; it w ill be the first study to center specifically on the Porte Maillot 

Pavilion design  and  to understand  its significance w ith in  the cu ltu ral and the 

political forces of the postw ar epoch. Except for the four existing sources 

m entioned above no significant published literature exists on the subject.

In  o rd er to explore the historical significance of the design  of the 

postw ar pavilions of the synthesis of the arts, the m aterial for th is dissertation 

will be o rganized  into three chapters. After a b rief historical perspective on 

the synthesis of the arts from  the point of view  of Sigfried G iedion  and Paul 

Dam az, the first chapter w ill look a t Le Corbusier's w ritings, addressing  his 

theory for a synthesis of the arts that can be traced from  his 1920's and  1930's
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th rough  the postw ar years. Even though Le C orbusier d id  n o t adop t the term  

"synthes e des arts m ajeurs" to describe the design of a pav ilion  structure  and  

to encapsulate his ideas un til 1950 w ith  his Porte M aillot project, it  is 

necessary to look at his pre-W orld  W ar II discussion of a rt w h ich  includes 

ideas of synthesis in  o rd e r  understand  its predom inance in  h is la ter work.

A n analysis of these w ritings w ill show  how Le C orbusier's ideas shifted from  

em phasizing  the m achine and  technology to poetics.

A close look a t Le C orbusier's friendship w ith  Fernand Leger 

th roughou t the 1920's a n d  1930's w ill elucidate the im portance of the role of 

polychrom y in  architecture and urbanism  for the in tegration  of the arts. This 

research w ill bring  to ligh t two divergent approaches to the synthesis of the 

arts: one prom oted by Leger that called for a m utual collaboration am ong 

painters, sculptors, an d  architects, and  the other exem plified by  Le C orbusier's 

uncom prom ising  stance that called for the architect to be the single signature 

on a w ork  of synthesis. These opposing views established a p a tte rn  in  Le 

C orbusier's rela tionship  w ith  other artists and became a p o in t of contention 

th roughou t his career.

The second chap ter will place postwar ideas of synthesis of the arts 

w ith in  the b road  context of seven  im portant in ternational conferences, from  

1944 to 1952, that dealt w ith  the subject in conjunction w ith  issues of 

urbanism , m onum entality , and aesthetics. This chap ter w ill show  how  a 

close connection betw een  Le C orbusier's and G iedion 's elitist and  idealist 

ideas based on a unified  theory of the synthesis of the arts, w h ich  came to the
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forefront on  issues of u rban ism  because of their leadersh ip  roles a t the 

postw ar CIAMs, becam e controversial w hen  confronted by popu list po in ts  of 

v iew  strongly held  by  a num ber of CIAM m em bers such  as J.M. R ichards of 

the  English MARS (M odem  A rchitectural Research) G roup. These 

in ternational conferences po in ted  to a tim e of com plexity w here  m any  issues 

w ere  raised. A n investigation  of the different issues p resen ted  a t the 

conferences that u ltim ately  asked for practical solutions over ideological 

positions, w ill dem onstra te  the weaknesses of the o ld  leadersh ip  of CIAM  

w hich  slow ly led  to its dem ise and  the strengths of new  leadersh ips such  as at 

U nesco that successfully developed  d ifferent venues for the p rom otion  of the 

a rts  an d  artists w ith in  an  in ternational com m unity.

The th ird  chap ter w ill focus on the Porte M aillot project and  the 

influence of A ndre Bloc and  the Groupe Espace. Le C orbusier p resen ted  his 

ideas for the Porte M aillot Pavilion a t both the CIAM and  the Unesco 

conferences and  a d iscussion  of the developm ent an d  function of the project 

w ill serve as a parad igm  for the larger problem atic such  as the discourse on 

the  role of the com m on m an  in  postw ar society d iscussed  at the  conferences. 

A  com parison of Le C orbusier's  practice w ith  Bloc's w ill illustrate  the 

difference betw een an  ind iv idua l and a collaborative synthesis. Bloc, 

advocating  the latter approach  created the G roup Espace independen tly  from  

Le Corbusier. A look into the form ation of the G roup Espace w ill raise issues 

concerning the French a rt scene in  the context of an  in ternational m ovem ent. 

It w ill show  how  French artists such as Jean Gorin and  Felix D el M arie,
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advocating a synthesis of the arts founded on the utopian ideologies of the De 

Stijl m ovem ent, lost relevance in  a postw ar context.

U ltim ately, this study  w ill show  how Le Corbusier, ever eager to 

prom ote his career, w as ad ep t a t w orking w ith  different organizations in  

o rd er to p rom ote  his pav ilion  designs; w hether th rough  in ternational 

o rganizations such  as Unesco, national governm ents such as the F rench 

governm ent, o r th ro u g h  private connections. In  turn , it w ill show  how  he 

transform ed his cham eleon-like pavilion designs to adap t to d ifferen t 

external p ressures. This in -dep th  exploration of this little-studied  pav ilion  

build ing-type in  the w ork  of Le Corbusier w ill serve as a catalyst to raise larger 

issues an d  w ill dem onstrate  how  the pavilion reflected the ideological 

failures and  successes of the com plex social, cultural, and  political m ilieu  in 

postw ar Europe.
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Notes to Introduction

1 T here are no com prehensive publications on either of these build ings. 
W hen  the Centre Le Corbusier was com pleted a num ber of short articles w ere 
pub lished  on it; the most notew orthy w ere: "Centre Le Corbusier a Z u rich /'
L 'A rchitecture d 'au io u rd 'h u i (Dec., 1966/Jan ., 1997), pp. 72-75; Ueli Roth, 
"C entre Le Corbusier," A rchitectural Forum  (Sept., 1967), pp. 82-87; "Omaggio 
a  Le Corbusier: II Centro Le Corbusier H eid i W eber a Zurigo," D o m u s (Oct., 
1967), pp. 1-12; "Center Le Corbusier, Zurich," The A rchitectural Review  
(M arch, 1968), pp. 213-218; "La M aison d 'H om m e, Centre Le C orbusier a 
Z urich ," Techniques et architecture (April, 1968), pp. 98-104. Since then 
inform ation  on the Centre Le C orbusier rem ains confined to short articles 
a n d  citations in  general books on Le C orbusier's work. There is only one 
sho rt article on the Pavilion for T em porary  Exhibitions in Chandigarh: 
C harlotte Ellis, "Sculptures and Pavilion A dded  to Le Corbusier's C handigarh  
Com plex," A rchitecture (Sept., 1986), p. 17.

Le Corbusier, Le Corbusier oeuvre com plete. 1946-1952, vol. 5 (Zurich: 
Boesinger, 1953), pp. 67-71.

Stanislaus von Moos, Le Corbusier: Elem ents of a Synthesis (Cambridge, 
M A /L ondon: MIT Press, 1979, 1983). First published in Germ an as Le 
C orbusier, Elem ente einer Svnthese (Verlag Huber, 1968).
£

A rnoldo Rivkin, "Synthese des Arts: U n Double paradox," Le C orbusier une 
encyclopedic. Jacques Lucan, ed. (Paris: Centre Georges Pom pidou, 1987), pp. 
386-391.

5 C hristopher Eric Pearson, Integrations of A rt and  A rchitecture in  the W ork 
of Le Corbusier: Theory and Practice from  O m am entalism  to the "Synthesis 
o f the Major Arts" (Ann Arbor: UMI D issertation Services, 1995).
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C hapter 1 - Le C orbusier's  Ideas on the S ynthesis o f the  Arts an d  the  

Influence of Leger

H istorical Perspective by  G ied ion  an d  D am az

Because the ad v en t of the m odem  w orld  v iew  w as prom pted  by the 

n ineteen th  century  in d u stria l revolution, the genera l percep tion  w ith in  th e  

hum anities w as th a t the close relationship am ong architecture, pain ting , a n d  

sculp ture h ad  been lost. In  order to counteract an  im posing m aterialistic age 

various artistic  m ovem ents arose in Europe like the  British Arts an d  C rafts 

m ovem ent (1860-1910) based on ideals of social reform . Led by W illiam  

M orris its p rim ary  concern w as to develop a visual arts that critically dealt 

w ith  industria l progress and  at the sam e tim e ad d ressed  societal be tterm ent 

founded  on  the fundam enta l prem ise of equal h um an  rights. This 

m ovem ent becam e a n  im portan t insp iration  for early  tw entieth  cen tury  

m o d em  arch itecture .

In G erm any the  British Arts and  Crafts influenced  the D eutscher 

W erkbund  fo u n d ed  in  1907 by H erm ann M uthesius, Fritz Schum acher, a n d  

Peter Behrens w ho sought to forge closer links betw een industry  and  the arts. 

Betw een the tw o w orld  wars, also in G erm any, the Bauhaus, first d irected  by 

W alter G ropius in  1919 strove more precisely to reun ite  all artistic d iscip lines 

so as to realize the W agnerian ideal of "G esam tkunstw erk" (a total w ork  o f 

art). This ideal of artistic  synthesis w ent hand  in  h an d  w ith  ideals for a n ew  

society w hich  o ther avant-garde m ovem ents also called forth, in d ifferen t
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w ays, such as N eo-Plasticism  in H olland and  Constructivism  in  R ussia.

It w as a fte r W orld War II that the idea of a new  synthesis o f the arts 

w as fully developed . The psychological im pact of five years of d estruc tion  

and  h um an  su ffering  brought a reaction against the m aterialism  th a t 

p revailed  be tw een  the w ars and incited a search for more lasting sp iritu a l 

values. This, in  the w orld  of architecture, becam e synonym ous w ith  the 

in tegration  o f the  arts. Both the Swiss architectural historian S igfried  G iedion

and  the A m erican  architect and journalist Paul D am az1 w riting  a fte r the w ar, 

explained th a t th e  causes of separation betw een art and architecture could  be 

traced back to Rene Descartes who was the first to divorce science from

2
philosophy a n d  w ho proposed the separation  of thoughts from  feelings.

They asserted  th is w as the start of the one-sided rationalism  that w as 

reinforced w ith  the  industrial revolution w hen  the purely functional 

elem ents of life took precedence. W estern society plunged into a m ateria listic  

state em pow ered  by science, industry, and technology, leaving little  in terest 

for the arts.

G iedion and  D am az were two im portan t advocates for the syn thesis of 

the arts in  the  postw ar architectural scene. G iedion led m ajor d iscussions on  

the subject in  h is w ritings and in  his central position  in the CIAM C ongresses. 

D am az w rote  the  m ost com prehensive survey of architectural exam ples of 

the postw ar E uropean  m ovem ent tow ards a new  synthesis of the a rts  a t the 

tim e in  his book  A rt in European A rchitecture. Svnthese des A rts of 1956.

From  G ied ion 's  po in t of view  this dom ination  of m echanistic  th ink ing
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w as a m ajor catastrophe that befell the nineteenth  century . Searching for an 

equilibrium  in  contem porary m odem  life, G iedion 's w ritings show  constant 

attention to the reconciliation of thought and  feeling. T his w as p a rt of a 

larger scheme of history he portrayed as a unified vision  of culture. G iedion's 

unified theory as a synthetic approach appeared before the w ar in  1941 in  his 

sem inal book, Space, Time and Architecture: The G row th  of a N ew

T rad ition ,4 a com pilation of the Charles Eliot N orton Lectures he had  given 

betw een 1938 and  1939 at H arvard  University. In the fo rw ord  he clearly stated 

his in ten tion :

Space, T im e and  Architecture is in tended for those w ho are  alarm ed by 
the p resen t state of our culture and  anxious to find  a w ay out of the 
apparen t chaos of its contradictory tendencies. I have a ttem pted  to 
establish, bo th  by argum ent and by objective evidence, that in  spite of 
the seem ing confusion there is nevertheless a true , if h idden , unity, a 
secret synthesis, in our present civilization. To po in t ou t w hy this 
synthesis has not become a conscious and  active reality  has been one of 
my chief aim s. My interest has been particularly  concentrated on the 
grow th  of the new trad ition  in architecture, for the purpose  of show ing 
its in terrelations w ith other hum an activities an d  the sim ilarity  of 
m ethods th a t are in use today in  architecture, construction, painting,
city p lanning , and  science.5

The book's approach w as to construct an  all-encom passing theory based 

on the concepts of space, time, and  architecture, and  to place m odem  

architecture w ith in  a historical context.6 G iedion presen ted  a chronological 

overview  of the developm ent of architecture from  the Renaissance to the 

present w ith  an  em phasis on the concepts of space-tim e in  art, construction, 

and  architecture in  the nineteenth  and tw entieth  centuries. H e w as prim arily  

preoccupied w ith  a view of history that was relevant to the p resen t cultural
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condition. H e continued  to add  to the last part of the  book w hich  was revised

five tim es by  incorporating  new  contem porary exam ples, m any  looking at

industria l developm ent in  architecture and  urbanism . S im ilar to Le

Corbusier, G iedion w as an adm irer of the new sp irit in the w o rld  spearheaded

by industry. They bo th  saw  industry optim istically w ith  all its technological

developm ents in new  m ethods of construction and  new  m ateria ls as an

intrinsic characteristic of the new  architecture. G iedion d id  n o t see the

problem  as m o d em  people advocating technology itself, b u t ra th e r in the

dichotom y betw een th ink ing  and feeling. He w holehearted ly  blam ed the

nineteenth century for being the period in w hich th ink ing  a n d  feeling w ere

separated. He wrote:

We have beh ind  us a period in w hich th ink ing  and  feeling  w ere 
separated . The schism  produced ind iv iduals w hose in n e r developm ent 
w as uneven, w ho lacked inner equilibrium : sp lit personalities. The 
sp lit personality  as a psychopathic case does not concern us here; we are 
speaking of the inner disharm ony w hich is found  in  th e  structure of 
the norm al personality  of this period. . . T h roughou t th e  nineteenth  
century  the na tu ra l sciences went sp lendid ly  ahead , im pelled  by the 
great trad ition  w hich the previous two h u n d red  years h a d  established, 
an d  susta ined  by  problem s which had a d irec tion  and  m om entum  of 
their own. T he real spirit of the age came o u t in  these researches — in 
the realm  of th inking , that is. But these achievem ents w ere  regarded  
as em otionally neutral, as having no relation to the rea lm  of feeling. 
Feeling could not keep up  with the sw ift advances m ade  in science and 
the techniques. The century's genuine streng th  and  special 
accom plishm ents rem ained largely irrelevan t to m an 's  inner life.

G iedion confidently  pointed back to a specific m om ent in  history w hen

the schism  betw een architecture and technology becam e ev ident. The

m om ent w as M arch 17, 1791 w hen the "Proclam ation de la liberty  du  travail,"

m arking the dem ise of the craftsm en's guilds, w as signed  in  France. G iedion
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saw  the creative freedom  of the artist, w hich came w ith  the d isso lu tion  of 

legal contracts in  trade, as a loss in  the artist's form er position  w ith in  the 

com m unity . The establishm ent of the Ecole Polytechnique and  the Ecole des 

Beaux A rts only helped  w iden  the schism. Three years after the 

proclam ation, the Ecole Polytechnique was founded in  1794, a highly 

specialized school focused on  com bining theoretical and  practical science that 

h ad  a d irect influence in  the developm ent of industry . In  1806, N apoleon  

founded  the Ecole des Beaux A rts  whose program  covered the field of the 

plastic arts, and  unfortunately , according to Giedion, fostered a constantly  

increasing  isolation of the arts from  the conditions of o rd inary  life. F rom  the 

early  n ineteenth  century  in  France the schism betw een  architecture an d  

construction  w as institu tionalized  in  these two schools. W ith  the increased 

pace of the progress of industria lization  in the m idd le  of the n ineteen th  

cen tury  G iedion saw  the position  of the engineer slow ly encroaching u p o n

the dom ain  of the architect.

The potential for a new  cultural synthesis, as p resen ted  in  Space. Tim e 

an d  A rchitecture, w here th ink ing  and  feeling w ould  be in  a harm onious 

equilibrium , w as severely dam aged  by the m echanized destruction  of the war. 

T he problem s G iedion articu lated  before the w ar w ere only w orsened after 

the w ar, displacing the earlier optim istic vision by one of fear and  skepticism  

tow ards the idea of progress. G iedion announced "the end of the age of 

ra tionalism " in  his next m ajor w ork, M echanization T akes C om m and: A

9
C ontribu tion  to A nonym ous H isto ry  published after the w ar in 1948. The
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book addressed  the m echanized  horror evidenced by the w ar calling "this 

period  as one of m echan ized  barbarism , the m ost repulsive barbarism  of 

a ll."10 The p rew ar belief that m echanization held  the key to the betterm ent of 

hu m an  life w as exposed as a grave falsehood. G iedion took it up o n  him self 

to look the beast in  the  face and record the developm ents and  changes since 

the  origins of the m achine. H is goal w as to understand  the role of 

m echanization  in  society and  he em phasized "that the com ing period  h ad  to

reinstate  basic h u m an  va lues."11

Once again, in  M echanization  Takes C om m and G iedion tu rned  to the 

re ign  of N apoleon  (1804-1814) to dem onstrate the roots of the d isin tegration  

of the m o d em  w orld , bu t this tim e he focused on the influence of the Em pire 

Style founded  by N apo leon 's architects, Charles Percier and  Pierre Francois 

Louis Fontaine. They la ter becam e the first representatives of the ru ling  taste 

based  on the im itation  of past styles that consequently lost a feeling for totality 

and  b rough t abou t the  devaluation  of symbols as well as ornam ent. For 

G iedion the re in teg ra tion  of sym bols was fundam ental for universal unity .

H e concluded the book  by calling for a new type of m an, "a m an in 

equipoise," w hose prerequisites included the ability to restore the lost 

equ ilib rium  "betw een  inner and  ou ter reality," "betw een the in d iv id u a l and

the collective spheres," and  able to discrim inate "betw een those spheres that

12are fit for m echan iza tion  and  those that are not."

G iedion 's p o stw ar ideas fu rther developed in  conjunction w ith  the 

postw ar CIAM C ongresses w hich he docum ented and  sum m arized  in  the
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13book, A rchitecture, You and  Me: The Diary of a D evelopm ent, first 

published  in  G erm an in  1956, The m ain em phasis of this book  w as on 

aesthetic values w hich, according to Giedion, had  been g rea tly  undervalued . 

W ithin a p la tfo rm  based  on the hum anization of society G ied ion  addressed  a 

num ber of po in ts  includ ing  the new form ation of a sense of com m unity 

m ade possible by  the design  of city cores, the need for a n ew  m onum entality  

as well as a new  sym bolism , and  the concern for regionalism .

In  less theoretical term s than Giedion, bu t nonetheless w ith  the sam e 

passion, D am az gave a historical account of a society driven  to b latan t 

excesses. H e saw  the rise of democracy and the individual, technology and 

economics as the p rim ary  protagonists of this phenom enon. H e explained 

that w ith  the rise of dem ocracy the upper classes of society, w ho had  alw ays 

been the patrons of the arts, w ere greatly reduced. The client w as no longer a 

pow erful and  cu ltu red  person; instead, the governm ent he ld  the pow er to 

support and  develop  the arts as well as the education of the m asses. 

U nfortunately, the  dem ocratic governm ents w ere m ade up  of people who, as 

a rule, had  little o r no artistic formation. They determ ined  the policies of 

educational institu tions and  em phasized practical subjects for everyday life, 

neglecting subjects in tended  to develop the m ind and spirit. T his prom oted a 

separation betw een  artistic production and the public. In  add ition , art had  

rapid ly  and  drastically  changed, becoming m ore abstract, a n d  therefore alien 

to a public tha t had  no t been  educated in  this new  aesthetic, a n d  w ho still 

clung to n ineteen th  century  figurative art.
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D am az explained tha t in  the past, economic m eans h a d  been available 

to a ttain  a perfection of architectural aesthetics w hich included  the 

participation  of painters an d  sculptors. These concepts h a d  been com pletely 

transform ed by m achine technology where the precepts of efficiency an d  

economy prescribed that a  bu ild ing  be forem ost a good investm ent.

T herefore, architecture am oun ted  to finding a form ula th a t w ou ld  ensu re  

profits. Unless a rt could be considered an asset, it w as no t taken  into 

consideration. It is clear, from  D am az's point of view , th a t econom ically,

industria lization  and standard iza tion  stood against freer an d  m ore orig inal

14
form s of architecture m ore likely to incorporate the h and  of the artist.

In  contrast to the M iddle  Ages, Damaz explained, w h en  a un ified  

religion w as the basis of every activity and the artist w orked  w ith in  a 

com m unity, in  the m o d em  era the artist was an  in d ep en d en t ind iv idua l.

The resu lt w as an  anarchic situation  w herein each artis t h ad  his ow n theory  

and  style. This period w as characterized by conflicting personalities an d  

diversity  in the arts, scarcely favoring a synthesis tha t requ ired  a un ity  of 

though t and  belief am ong artists and  architects. The a rtist became confined to 

the studio  w hile  the architect was confronted w ith  a m ore com plicated field 

in  term s of technology. It seem s that the architect becam e m ore confined to 

the processes of logic w hile the painters and sculptors iso lated  them selves in 

the field of m etaphysics. The artists felt cut off from  society and  re trea ted  into 

their solitary studios as th e ir a rt w as increasingly h id d en  aw ay  in m useum s, 

galleries o r in  the private hom es of the elite. Specialization d iv ided  society
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in to  categories causing each ind iv idual to lose sight of the  harm ony of the 

w orld .

Dam az gave exam ples of the past tha t show ed how  com plete and  

deliberate  the synthesis of the arts had been in  every great period  of 

architecture. The great epochs of synthesis ended , in his m ind , w ith  the 

Renaissance. The loss of the  arts in  architecture had created, for the first time, 

a  p u re ly  u tilita rian  architecture  that took com m and of the  entire b u ild ing  

scene. D am az pointed out th a t a rt began by being an in teg ral part of 

architecture. H ow ever, he acknow ledged tha t am ong the pioneers of m odem  

architecture w ho had  generally  been considered responsible for its austerity , a 

few  stood out for the ir a ttem p t to synthesize the arts from  the outset. H e 

clearly saw  how  Le C orbusier w as m isunderstood in the beginn ing  of his 

career w hen he declared in  h is first architectural m anifesto, Vers une 

architecture, tha t a house w as "a m achine to live in." W hat follow ed this 

catchy phrase was overlooked: "A rchitecture goes beyond u tilitarian  things. 

A rchitecture is a plastic th ing . Passion can create dram a ou t of inert stones."15 

A lso, in  1920 Le Corbusier, a long  w ith A m edee O zenfant an d  Paul D erm ee, 

founded  the m agazine L 'E sp rit N ouveau w hich  included a p lethora of 

subjects that dealt w ith  the arts and architecture in  a synthetic  m anner.

D am az also d te d  the Bauhaus, w here W alter G rop ius p rom oted  the 

un ity  of art and  technology, an d  other m ovem ents such as D e Stijl and  the 

R ussian  C onstructivism  w hich  w ere also searching for a synthesis of the arts 

as w ell as ind iv idua ls such  as H enry Van d e  Velde, W illem  M arinus D udock
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and  Frank Lloyd W right. N evertheless, their im pact w as not felt and  instead  

their follow ers took the  sim pler road  of m eeting design dem ands from  a 

strictly m aterial functionalism . D am az's portrait of a w orld  gone astray due  to 

over-rationalization  seem ed to represen t the consensus of the tim e.

A gainst this historical panoram a as presented by G iedion and  D am az 

one needs to trace Le C orbusier's w ritings and concepts in  the developm ent of 

the postw ar ideas of the  synthesis of the arts. Even though Le C orbusier7s idea 

of a synthesis w as b o m  in the 1920's and appeared in his 1930's texts, it is not 

until 1950 w ith  his project for a n  exhibition pavilion at Porte M aillot th a t he 

adop ted  the term  "synthese des arts majeurs" to describe the design  of the  

structure and to encapsulate his postw ar ideas in  architecture.

Pre-W orld W ar II Concepts

The idea of the synthesis of the arts w ithin an urban context w as first 

in troduced directly  at CIAM's A thens Congress in  1933 by Fernand Leger w ho 

w as a close and influential friend  of Le Corbusier throughout the 1920's and  

1930's [Fig. 1.1]. They probably m et in 1920 at the cafe La Rotonde w hen  Leger 

becam e involved w ith  L 'Esprit N ouveau, and  their collaboration con tinued  

w ith  L 'E sprit N ouveau  Pavilion in  1925 and through the th irties after w h ich

it becam e m ore sporadic.16

Both m en  h ad  significant experiences in each others' profession. In  

1902 Le C orbusier w as a student enrolled in the Ecole d 'A rt at La C haux-de- 

Fonds and  w as d raw ing  and p roducing  watercolors before considering

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



architecture. T hroughout his architectural career Le C orbusier seriously- 

practiced pain ting; beginning in  1927, he painted every day  from eigh t in  the 

m orning to one in  the afternoon. For him  pain ting  rep resen ted  a v isua l 

laboratory  in  w hich he could experim ent for his architecture, and  in  th e  late 

phase of his career, disappointed that his painting was no t appreciated as 

m uch as his architecture, he said: "I am  know n only as an  architect, a n d  no

one w ants to recognize m e as a painter, although it w as th rough  m y pa in ting

17that I discovered architecture." Conversely, after a regu lar education a t 

A rgentan, Leger pursued an  architectural education in  a college at T inchebray. 

In  1897 he apprenticed for tw o years to an  architect in  Caen and then  m oved  

to Paris w here he continued to work as an architectural draftsm an for the 

follow ing two years. Then after a year in  the m ilitary he became a full-tim e

painter. T hroughout his career Leger7s paintings show ed a dedicated concern

18for architecture and  urbanism .

Both Leger and Le Corbusier became interested in  m ural p a in tin g  

around  1923 w hen they saw  poly chrom ed walls in the designs of Theo van  

Doesburg, G errit Rietveld, and Cornelius van Eesteren of the De Stijl g roup

19exhibited in  Paris a t L'Effort M oderne gallery of L6once Rosenberg. It has 

been noted often that Le Corbusier's aesthetic for a polychrom ed architecture 

w as developed after he saw  the D utch exhibition. T his exhibition in sp ired  

him  to confront his own thoughts on the subject w hich  he pub lished  in  

L 'Esprit N ouveau  as a critique of the show  in the form  of a  dialogue betw een  

an  anonym ous architect "X" and  Leger:
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Leger — Did you  notice the D utch architects a t the Rosenberg 
exh ib ition?
X — T hey owe y o u  an  im portan t contribution. (Leger overlooks the 
technical problem  of architecture w hich does no t concern h im . All the 
better, because the in teresting  exhibition of the  D utch is strictly  lim ited 
to a question of aesthetics.)
L6ger — A ren 't their polychrom e houses interesting?
X — I d o n 't partake of y our po in t of view, polychrom y app lied  to the 
ex terio r produces the effect of cam ouflage. Conversely, ap p lied  to the 
in terio r, the D utch achieve a form ula that is no t at all new , b u t that 
m erits the greatest attention. It is there, Leger, that your pain ting  is 
experim ental.
Leger -- A  red w all, a blue w all, a yellow  w all, a black floor o r blue or 
re d  or yellow, I see a total transform ation of the interior decoration.
X -- Yes, a red w all that is stationary, a blue w all that retreats, a w arm  
w all, a cold w all etc.. These are  architectural elem ents and  in  their 
im m ense appearances they d o n 't  d istu rb  e ither the quality , or the 
p roportions.
Leger -- This is the problem  th a t concerns m e passionately. Ah, 
architecture as a resource, not p lans m ade u p  of colors!
X -- So you agree that colored surfaces exist as whole entities m ore or
less; in  any case, they should not be decorated as you exam ined at the

20
last Independants w ith  (Josef) Csaky?
L^ger -- Exactly, there lies the error; walls shou ld  be conceived as a 
w hole  that enter like com ponents w ith in  the  equation.
X -- You agree that that w ill be the w ork you  adm ire, but th en  you will 
no longer be able to sign y o u r nam e at the bo ttom  of the fram e?
Leger --Precisely, and  that w ill be all the better. This is a s ign  of our 
tim es, a whole new  side of the problem  of the pain ter-architect is
an n o u n ced .21

By stating  from  the outset that architecture w as not the business of the 

pa in te r, Le Corbusier affirm ed that the Neo-Plastic w orks w ere lim ited  to an 

aesthetic  question. W ithout acknow ledging the basic principle of N eo- 

Plasticism , w here all elem ents are treated  equally an d  are in teg rated  into a 

total un ity  of the arts, Le C orbusier saw  the w orks as com posed of separate 

elem ents and  pointed out the use of color as a decorative one. H e rejected the 

idea  of the exterior polychrom ed surface because it destroyed  the un ity  of the
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ex terio r architectural volum e, nevertheless he was in terested  in  p a y in g  m ore 

a tten tion  to the coloring of the  in terio rs w hich  was w here he saw  a po ten tial 

fo r the b irth  of a collaboration betw een architects and  pain ters. W ith  th is  in 

m ind  he invited L eger's participation  as long as Leger ag reed  to h o n o r the 

architecture. This points to Le C orbusier's long-held view s of the p rim ary

position  of the architect over th a t of the pain ter that p layed a crucial ro le  in

22h is ideas of artistic collaboration to follow.

In 1929, Le C orbusier republished  a  segm ent of the d ialogue w ith  Leger

23
in  an  article addressing  the p a in te r 's  relationship to architecture. Le 

C orbusier singled out Leger as the pain ter of the epoch w ho could give a new  

expression to  architecture th ro u g h  his understand ing  of the app lica tion  of 

color. Leger7 s contribution lay  in that he d id n 't  merely color form  b u t m olded  

color in  very specific w ays w ith in  a controlled geom etric com position  to 

cap tu re  the eye. Le C orbusier translated  his understanding  of L ager's pain ting  

in to  architecture:

The room s are no longer square; they are pierced, continuous; certain  
walls extend, others roll like cylinders, like spirals.... and  color w ith  its 
specific virtues (blue creating ecstasy, red  stabilizing the p lan , etc.) 
comes to pu t order, a density , a light, a lyrical intensity. It is an  
acquisition of m o d em  architecture. Colored walls en ter the equation  as
w hole un its.24

Le C orbusier's and  L ager's friendship  was m utually  fru itfu l in  

p rom oting  their respective research  on  the relationship am ong  p a in tin g , 

scu lp ture , architecture, and  u rban ism  w hich  climaxed in  the 1930's. T he 

resu lt w as apparen t in  Lager's 1930's unpublished w ritings, s ta rting  w ith  "The
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W all, the  Architect, the Painter"25 of 1933, and in  Le C orbusier's first texts in

w hich  he discussed the synthesis of the arts: "Sainte alliance des arts m ajeurs

26ou le g rand  art en g£sine" of 1935, "Peinture, sculpture et architecture

27 28ra tionaliste"  and "Architecture and  the A rts" both of 1936. Together

29
these texts in troduced  their ideas of the synthesis of the arts in  the 1930's.

The short essay "Sainte alliance des arts m ajeurs ou le g rand  a rt en

30gesine" appeared  in  the fourth num ber of the m agazine La Bete noire. Le 

C orbusier began the text by defining architecture as a plastic even t unto  itself 

w ithou t need for a d d ed  painting or sculpture. This plastic even t was 

perceived as a  total lyricism, m anifesting a gam ut of em otions w here the 

m ost intense em otions resulted from  the play of m athem atical p roportions 

w ith in  w hich a sym phony of volum es, colors, m aterials and  light in teracted . 

A m ultip le  num ber of sensations could be found on the inside  and  ou tside  of 

the structure constituting a single biology, and harm ony w ou ld  appear w hen  

there w as a correct concordance am ong all parts.

Le C orbusier respected m odem  technology and the use of new  

m aterials such as steel, concrete, and  glass as integral parts of the plastic event 

and  announced the creation of a new  plan w hich responded d irectly  to the 

dem ands of m odem  techniques. H e was referring to his "five points of a new  

architecture," a concept that originated w ith his design of the  M aison D om ­

ino of 1914-15 and  flourished in  his villa designs of the 1920's. The five 

points encom passed the piloti, the free plan, the free facade, the  strip w indow , 

and  the roof garden.
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He stated tha t the new  free p lan  in troduced  architectural polychrom y.

It w as th rough  polychrom y that a sensational p lay could be articulated in  the 

m odern  p lan  w ith  its complex biology of curved and  oblique partitions. 

A pplication of color to walls could create lyrical spaces to b ring  out order, to

increase dim ensions, and to produce the feeling of joy. H e described this

31capacity of color to open perspectives as "indicible" or "ineffable," and

equated the resulting space w ith  Cubist ideas concerning the  fourth

dim ension. It w as not about an evasion of the eye according to the righ t law s

of perspective, bu t a sp lendid  evasion of the sp irit created by the plastic event 

32and  color.

A connection can be m ade here betw een Le C orbusier's and the 

G erm an Expressionist architect Bruno T au t's  ideas on color. Le Corbusier

ow ned three publications by Taut from  the early  tw enties that w ould have

33in troduced  him  to Taut's concepts of architectural polychrom y. T au t's  use 

of brightly colored stucco facades in various projects such as the 1921 schem e 

for M agdeburg w ere rooted in  his interest in  synaesthesia that stressed 

sensory aw areness.34 Sim ilar to Taut, Le C orbusier discussed the use of color 

in  architecture from  psychological and  perceptual points of view.

A rchitectural polychrom y w as discussed extensively in G erm any in the early 

tw enties and  influenced a num ber of architects such as E rnst May and  his 

Frankfurt housing  project (1925-1930) tha t Le C orbusier w o u ld  have seen  

du ring  the Second CIAM Congress that took place there. Le C orbusier is 

know n to have been a G erm anophobe and  therefore steered aw ay from
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35explicitly g iv ing  credit to G erm an influence in  his work.

A fter affirm ing that art d id  no t decorate, Le Corbusier gave descrip tions 

th rough  analogy of the w ay pain ting  and scu lp tu re  could collaborate w ith  

architecture. For instance, he described a w ork  of a rt as a presence, like a guest 

w hose particu lar entrance into a room  was strongly  felt. This p resence h ad  a 

force of its ow n that m ust enter in to  an  engaging  dialogue w ith  the 

architecture. H e also described sculp ture  as an  em itter of sound . W hen  

p laced  in  an  exact location w ith in  a room  one could  trace its acoustical 

qualities upon  the place, that is to say, the resonance of the w ork  w o u ld  be 

heard  a t all poin ts w ithin the architectural vessel. Thus, pa in ting  and  

scu lp tu re  w ere seen as integral elem ents th a t engaged the v iew er th ro u g h  

sym pathetic  v ibrations w ith  the architecture.

Le C orbusier heralded  a new  epoch of the m achine aesthetic. T he 

trad itional artists w ho w orked w ith  a pa in t b ru sh  or pencil to rep roduce  

im ages w ere seen as part of the past. The technical revolution h ad  b ro u g h t 

abou t new  m eans of docum entation  such as photography, cinem a, 

new spapers and  m agazines, opening  new fields for artists to explore. Le 

C orbusier w en t so far as to suggest that artists had  the option to leave pa in ting  

aside to pu rsue  these other fields.

In  O ctober 1936, Le C orbusier p resented  the paper "Peinture, scu lp tu re  

et architecture  rationaliste" at the  Volta R eunion  A rt Conference at th e  Reale 

A ccadem ia d 'lta lia  in  Rome entitled  "Les T endances de l'arch itecture  

rationaliste pa r rapport a la contribution des arts figuratifs." Le C orbusier
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took this opportun ity  to denounce the figurative a rts  as w ell as the decorative 

arts an d  expounded  on h is personal view s of a synthesis of the arts 

app rop ria te  for the tim es.

H e began  the pap er by stating that m odem  art w as in  the process of 

developm ent and  that in  tim e, approxim ately ten  years, it w ould  reveal its 

true  form . H e declared: "The world explodes in  ligh t of the m achine

36civilization! A new  civilization is bu rsting  forth ." M o dem  architecture 

b o u n d  to the new  technologies of its epoch was also b o und  to the creation of a 

new  aesthetic. A lthough Le Corbusier characterized the tim es as one of 

frightful d isarray  because the avant-garde had abandoned  the decayed 

academ ies, and  he believed we were entering an  uncertain  future, his tone 

w as optim istic: "This new  civilization allows for a lim itless understand ing  of 

all the m anifestations of hum an though t th rough  tim e and  space: folklores

37an d  w orks from  h igh  civilizations. Prodigious investigation ." H e described

the process as a ru p tu re  w ith  the past and  a b irth  of a constructive new

38civ ilization  th ro u g h  the m achine.

Le C orbusier declared  that m odem  architecture w as a total event unto 

itself w here the naked, w hite  wall, existed as a true  expression of poetry 

d ep en d en t on  harm ony, proportions, and  polychrom y. H e took the extrem e 

position  of excluding  the need for artistic  collaboration in  architecture, w hich 

la ter in  the  paper, he reconciled by adm itting tha t on certain  occasions the 

collaboration of pain ters an d  sculptors, if they w ere  of the highest o rder, could 

contribute  to the architecture.
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M ocking the decorative arts he said: 'T h e  debate does not revolve 

a round  decorative bauble, around pictorial jum ble, or artistic patisseries.

H um anity  is projected into the new  epoch. The arts, expressions of

39consciousness itself, w ill be new." The new  art could be seen in  "a new  

fauna" of m achine-m ade objects for every-day use, w hich Le C orbusier 

referred  to as object-types in  his 1920's w ritings, like the pocket pen, the 

typew riter, the  elevator, and the airplane. He described the experience of a 

flight on  a n  a irp lane  as a fundam entally new  w ay of perceiving the w orld  

from  above th a t w ould  have an unprecedented  effect on hum an  

consciousness. A ccording to Le Corbusier these m odem , every-day objects 

aesthetically preceded  architecture because architecture lagged behind in the 

pow erfu l g rip  of the old regime.

He then  proceeded to explain his understand ing  of w hat is m odern  

architecture an d  recalled a phrase he w rote in  1919 in  L 'E sprit N ouveau : 

"A rchitecture is the m asterful play, correct and  m agnificent of form s u n d er 

lig h t."40 L ooking for "a hum an language of architecture" he described 

architecture  perceived  through the senses like a person m oving  th rough  time 

and  space in  an  architectural prom enade. The person in  m otion w ould  have 

m ultip le  v isua l experiences of the architecture w hether from  inside or 

outside, from  above or below. For Le C orbusier the architectural volum e 

d ep en d ed  on  the p lan  and section — one horizontal the o ther vertical — 

w ork ing  sim ultaneously . The architectural gam e lay in  the d ifferent 

horizon tal a n d  vertical combinations like m usical notes in  a sym phony.
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There w as no need to add  m oldings, sculpture o r p a in tin g  to architecture 

because these elements w ere not an  intrinsic p a rt of architecture. Instead, Le 

C orbusier acknow ledged the sun  light as a fundam en ta l e lem ent of 

architecture w ith  the capacity to deeply touch the psycho-physiological 

em otions. Together w ith  the play of proportions, ligh t w ou ld  affect the 

architectural experience all day long. He sum m arized  these ideas by stating: 

"architecture is an activity extended to all construction  subjected to the law s

c  -  •  „41of vision.

In this paper Le Corbusier discussed architectural polychrom y in  m ore 

d ep th  and  in term  sim ilar to Leger. Le C orbusier affirm ed tha t color was 

necessary to m an 's well-being because color is a spontaneous expression of 

life. Polychrom y in architecture seized the w all and  qualified  it, Le Corbusier 

explained:

A rchitectural polychrom y is som ething else; it  seizes the entire wall 
an d  qualifies it w ith  the strength  of blood, or the  freshness of the 
prairie , or the burst of the sun or the dep th  of the  sky or the sea. W hat 
forces are available! It is the dynam ic, how  can  I explain: dynam ite, all 
goes well, w hich m y painter incorporated into the house. If a w all is 
blue, it expands; if it is red, it contains the p lan , or brow n; I can pa in t it
black, or yellow .42

Le Corbusier d id  not trust artists to pa in t w alls because they most likely 

w ere no t aw are of the architectural gam e and could easily corrup t a wall 

ra th e r th a n  m ake it an  integral part of the entire vo lum etric  effect. T hough 

he endorsed  m odem  technology, w hen it came to color Le C orbusier 

expressed a preference for "eternal" basic earthly tones ra th e r th an  colors 

m ade by  chemicals. H e also was against the application  of w allpaper or
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frescoes, bo th  for be ing  not evolved and being poor techniques. H ow ever, he 

w elcom ed the app lica tion  of photom ontage because as a p roduct of m odern  

technology, d e riv e d  from  m arvelous m achines of rep roduction , it h ad  the 

potential to express a new  life, revealing the m ysteries of the cosmos. This 

could be done  w ith  instrum ents of photographic en largem ent that, for the 

first tim e, show ed  close-up views of the microcosm, and , w ith  the a id  of the 

airplane, aerial im ages of the w orld afforded new  insights into the 

m acrocosm . T h ro u g h  photom ontage, Le C orbusier saw  m odern  m an

projected in to  n e w  tim es w ith new  visions.43

Le C orbusier repeated  that he w ould allow  for the careful placem ent of 

pain tings an d  scu lp tu re  in  his architecture bu t only u n d e r  his strict control. 

The w orks of art w ou ld  be perceived as d istinguished presences w ith in  the 

architectural ensem ble. They would be placed in very specific locations to be 

determ ined  by  the  m athem atical m ake-up of the architecture. T heir 

placem ent w o u ld  assure  a vibrant resonance am ong the a rt w orks and  the 

architecture.

Even tho u g h  Le Corbusier's paper w as praised  for its passion  and  

conviction, m an y  partic ipan ts at the Conference questioned  his assum ptions. 

R egarding the  syn thesis of the arts, it was clear that everyone p resen t was 

supportive  of the concept bu t the problem  was how  to define such a goal. Le 

C orbusier's rejection of the participation of the artist in  architecture, except 

u nder very contro lled  circumstances determ ined  by the architect, w as 

in terpreted  by  P au l Bonatz and A lexandre Cingria as p reten tious an d  as a tu rn
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tow ards an exaggerated individualism . Bonatz, Paul Landow ski, and  Gino 

Severini called for an  equal participation among architects and  artists, w hile 

C ingria accepted the secondary role of the artist led by  the architect, as long as 

both  w ere educated  to w ork  as a team  tow ard a com m on goal.

Le C orbusier's idea  of the white wall that could only be polychrom ed or 

covered w ith  photom ontage w as also very controversial. V aslav H usarski 

called for a new  m ural pa in ting  using the latest techniques, and  like Severini, 

saw  m ural pa in ting  rooted  in  a tradition , though not historicism . O ther 

supporters of m ural pa in ting  w ere Cingria, who gave a list of Italian 

exam ples, and  Virgil B ierbauer, w ho referred to the m ural pain tings of Diego 

R ivera in Mexico. W illem  M arinus D udok called for the rein tegration  of 

o rnam entation  in  m o d ern  architecture as an indispensable elem ent for 

m onum ental structures. In m ore general terms, bo th  Bonatz and  Louis 

H autecoeur reproached Le C orbusier's ideas of the m achine civilization for 

sound ing  like dogm a an d  for presenting a form ula of m odern  architecture.

A m edee O zenfant, Le C orbusier's partner in  the developm ent of the 

Purist m ovem ent (1918-1925) also declared his dissatisfaction w ith  the 

outcom e of m o d em  architecture. A lthough he d id n 't  a ttend  the Volta 

Reunion his w ritings at the time seem ed to be specifically attacking Le

C orbusier's concepts.44 O zenfant credited the technological revolu tion  in 

architecture responsible for the negative influence on  m ural pain ting . H e 

explained that Francois H ennebique w ho around 1890 inven ted  a structural 

system  of reinforced concrete w here neither the exterior no r the in terior w alls
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contributed to the structure elim inated the purpose of ornam entation. 

A ccording to O zenfant, the functionalist approach w as solely concerned w ith  

m aking an aesthetic assessm ent of the architectural elem ents creating "a 

m erciless w ar" against ornam entation including pain ting .

Ozenfant accused the aesthetic of the w hite w all a n d  the strip  w indow  

(w hich dim inished the possibility of hanging paintings) as contributing to the 

elim ination of art in  architecture. He criticized the architect for acting like a 

"m aster priest" designing an individual and total w ork  of a rt in  which the 

polychrom e walls w ere treated  as "abstract paintings," rendering  m ural 

pa in ting  useless. N evertheless, Ozenfant thought the reb irth  of m ural 

paintings in public build ings could be brought about by a collective sense and 

the  end  of ind iv idua l egoism.

W ithin a m ore congenial group of people includ ing  L6ger and Louis 

A ragon, Le C orbusier presented the paper "Architecture and  the Arts" at a 

discussion on "Painting and  Reality" held at La M aison de  la Culture in Paris 

in  May 1936. This paper reiterated the same ideas he add ressed  in the 

previous two papers but w ith  a slightly different focus o rien ted  tow ards the 

title of the discussion.

It is clear tha t Le C orbusier saw the m odern m achine aesthetic as a 

v isual evolution in  the D arw inian  sense, and  as an im provem en t over the 

past, thereby m aking  the role of traditional figurative and  docum entary 

pain ting  obsolete. H e explained that the influx of m achine-m ade images 

replaced the need fo r the artist. Consequently, pain ting  lost p a rt of its purpose
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w hich  partia lly  accounted for the  large num ber of unem ployed  pain ters after 

the  w ar. This w as the reason for the general uneasiness vis-a-vis the arts, yet 

Le Corbusier proposed  a p rom ising  m od em  w orld starting  from  zero. He saw  

the opportun ity  to cleanse the w o rld  of the m istakes and  defo rm ities of the 

academ ies that had  app lied  art as decoration. Instead, the  new  art w ould  

appeal to the sp irit of the tim es w here the pure sp irit of renovation  w ould be 

expressed as total w orks of art.

A ccording to Le Corbusier, the Cubist m ovem ent w as a g rea t historical 

event w hich m anifested  itself as a  spontaneous b irth  and  w h ich  m ade no 

d irect references to past p ictorial art. H e did not see C ubism  as abstract but 

ra ther as concrete. The realism  w as inside, m ade of layers th a t w ere  deep in 

organic equilib rium  w here the orig in  could be found in  each  elem ent. Here a 

reversal had  taken place from  Le C orbusier's Purist years w h en  he criticized 

C ubism  for its decorative deform ations of the object based  on esoteric games

of the  fou rth  d im ension .45 T hus Le Corbusier, like Leger, defined  the "new  

realism " as an  abstract a rt that w as essentially concrete a n d  open  to 

innovative  plastic  inquiry .

A lthough Le Corbusier repeated ly  stated that architecture  h ad  no need 

fo r pa in ting  o r sculpture, he believed that painting and  scu lp tu re  could be 

incorporated  in  architecture anew  since architecture w as beg in n in g  from  zero 

and  w as reorganizing every th ing  from  the skeleton to the skin. In  this essay 

he w as w illing to invite pa in ters an d  sculptors to collaborate w ith  architects, 

b u t w ith  d ignity  and  m utua l respect and  not w ith  frivolous p retension  as in
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the  n ineteenth  century. H e realized that artists and  architects involved in  a 

collaborative project req u ired  d istinct personalities w ork ing  in  tandem ; an 

obstacle w hen  a rt p roduction  had  rem ained indifferent to architecture, and  

vise versa. C ollaboration w ould  require a harm ony m odera ted  by discipline, 

careful preparation , and  specific qualities of m onum entality . Le C orbusier 

dem onstra ted  his ad m ira tio n  for Leger w hom  he nam ed th ree  times in  the 

p ap er as concurring w ith  his ideas of the m achine aesthetic, polychrom y, and  

the  need to revise the a rtis t's  education.

A ragon p resen ted  a pap er that explained how  the ad v en t of the cam era 

challenged the pa in te r 's  desire  to imitate nature, the p rim ary  form  of 

rea lism .46 Photography becam e a kind of rival to painting, advancing  rap id ly  

w ith  a num ber of technical developm ents, leav ing  pain ting  behind. A ragon 

u rged  painters to use the photographic experience as an  auxiliary  to painting; 

to use the photographic eye to create a new  realism  in pain ting . He asserted 

th a t the hum an  expression  in  pain ting  w ould no longer be d ictated  by 

naturalistic  pain ters b u t ra th er by painters concerned w ith  realism  w hich w as 

conscious of social realities; he w as advocating a socialistic realism . A ragon 's 

view s backed up  Le C orbusier's exaltation of the photom ontage by stating  it 

w as a technologically advanced  tool of hum an expression w h en  com pared to 

the  state of pa in ting  at the  time.

47Leger's paper echoed A ragon 's socialistic overtones. L6ger believed 

the  rap id  changes in  science, philosophy, and  society w o u ld  influence the 

expression of this epoch 's new  realism  th rough  a new  collective m ural art.
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H e called for the liberation of the m asses by giving them  access to m o d em  art.

A n im portan t step w ould  be to ensure  leisure for the  w orkers w hich in tu rn

w ould  allow  them  to reflect on th e ir m odem  environm ent. By observ ing  the

aesthetics of the everyday object, the  object-type Le Corbusier talked about,

Leger believed the w orkers w ould  be able to m ake the connections w ith

m odern  pain ting .

Leger, w ho thought highly of m odem  architecture, said it w as b o m

from  m odern  pain ting . He believed m odem  architecture w ould provide an

entirely different life for the w orkers and thanked Le C orbusier for tw o gifts:

"the white w all and  light." Leger said:

To learn  to use them , to love them, and  not be m ade to tu rn  backw ard 
in  this respect by trying to force on them  to accept the stuffs, draperies 
and w allpaper of 1900; the working class has the righ t to all that. It has 
the right to have on its w alls m ural paintings signed by the best 
m odem  artists, and  if it is given tim e and  leisure it w ill learn to live
am ong them  a n d  love them .48

Leger rejected the  vulgarized version of representational a rt found in

advertising that w as forced on the working class. This inferior quality of

popular art was to be replaced by works of painters w illing to cooperate w ith

the producers of popu lar art, and  color could be their m eans of expression.

L6ger then expounded  on color:

Pure color, dynam ically disposed, is capable of visually destroying  a 
wall. Color gives joy, it can also drive a person crazy. It can heal, in  the 
polychrom atic hospital. It is a form idable raw  m aterial, as 
indispensable to life as w ater or fire. It can exalt the feeling for action to 
an infinite degree. It can ho ld  its ow n w ith a loud  speaker: it  is of equal 
size. It can be dosed, also, in  infinite decrees, beginning w ith  the 
nuance an d  end ing  w ith an  explosion.4
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In  1931 Le Corbusier w rote his m ost com prehensive b u t unpub lished  

m anuscrip t on  polychrom y, "Polychrom ie architecturale ."50 It w as part of a 

collaboration w ith  the Swiss w allpaper com pany Salubra of Basel, and  was 

accom panied by a brochure of color swatches, "Claviers de couleurs," selected 

by Le C orbusier. W hile giving various detailed  exam ples from  his Pessac 

housing  project (1925-1926), Le C orbusier focused on the  effect of color on the 

hu m an  percep tion  of architectural spaces and  volum es, and  the  p o w er of 

color to stim ulate  a psychological reaction. W ithin the text an d  for the 

head ing  of the "Claviers de couleurs" brochure, Le C orbusier cited a phrase 

Leger often w rote: "M an needs color to live; it is an elem ent as necessary as

w ater and  fire."51 Both m en eulogized color as vital to hum an  life.

There is no doubt that Leger p layed a significant role in  the 

developm ent of Le Corbusier's ideas on polychrom y. In  1933 Le C orbusier

w rote an  essay on Leger, crediting L£ger as the most in fluential pa in ter of the

52tim es to ad d ress  architecture. Referring to Leger's im pact on architecture Le 

C orbusier wrote:

The tum u lt is going to be bom  of fo rw ard  and backw ard  m ovem ents of 
color. It composes w ith this dynam ic. Of its architectural aspirations it 
has kept the right angle w hich gives order to th is fo rw ard  and  
backw ard  m ovem ent of color. This pain ting  is the  sister of
arch itectu re .53

Leger's unpublished  w riting of 1933 also called fo r an  agreem ent

54betw een  the architect and the painter on how  to treat the  wall. H e saw  

collaboration as indispensable in  a world w here specialization had  created an 

architecture of extremism . Architecture had  so rid itself of the past that it had
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produced  em ptiness exem plified by the large dead  surfaces of m o d em  w alls.

It w as the job of the artists to  bring  life back to the w all th rough  color. H e, like 

Le Corbusier, described the use of polychrom y and  m ural pa in ting  as hav ing  a 

psychological im pact on the observer, being able to dynam ically affect the 

physiognom y of the w all and  to potentially  create a new  m onum ental art.

H ow ever, in contrast to Le C orbusier's predom inantly  poetic w o rld  

view , Leger's position em bodied m ore concern fo r the social context of a rt and  

he spent m ore time articu la ting  how  the pain ter, w ith  a palette  of p u re  colors, 

could service hum anity  th rough  a collaboration w ith  architects. L eger sought 

to address the  aesthetic needs of the masses by incorporating m ural a rt and  

color into rationalist architecture. In the m id 1930's Leger's political activities 

reflected his social concerns w hen  he joined cultu ral figures such as Paul 

V aillan t-C outurier in supporting  social reform s of the French leftist P opu la r 

F ron t g o v ernm en t.55

Leger m ocked Le C orbusier's uncom prom ising stance and  called  for a 

m ore equal relationship  betw een the pain ter an d  the architect:

My architect friends, we should  be able to get together abou t th is wall. 
You w an t to forget that pain ters are pu t into this w orld  in  o rd e r  to 
destroy  the dead  surfaces, to m ake them  livable, to spare us from  
overly extreme architectural positions.... I think, m y dear architects, 
that you  have reached the irreducible qualities.... You have w an ted  to 
d ispense  color yourselves. A llow  me to tell you  that in  an  e ra  like ours 
w hen  everything is specialized, that is a m istake on y o u r part.... W hat 
righ t have you to dispense color? The era  of the specialist condem ns
you. T he contract am ong the three of us, the wall, you, and  m e, m ust

56be adhered  to. W hy have you broken it?

D espite these difficulties, Le Corbusier and  Leger had  w orked  together
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on  various occasions such as the  1925 L 'E sprit N ouveau Pavilion at the

57Exposition des A rts Decoratifs; each pain ted  m urals in  the house of the

58architect Jean Badovici in  Vezelay in  April 1934; both contributed to the  

"cham bre d 'g tude" w ith  C harlotte Perriand an d  Pierre Jeanneret (Le 

C orbusier's  collaborators) for the "M aison d u  jeune hom m e" w ith in  the  

"Foyer de la fam ille fran^aise" at the 1935 Exposition In ternational in 

Brussels; both  show ed w orks a t the exhibition "Les Arts dits prim itifs d ans la 

m aison  d 'au jo u rd 'h u i"  that took place in Le Corbusier's rue  N ungesser-et- 

Coli apartm ent in  June 1935; and  both collaborated on the use of 

pho tom ontages of im ages of m an, machine, and  architecture on po lychrom ed 

surfaces in the exhibit for the Tem ps N ouveaux Pavilion a t the 1937 Paris

fair.59

H ow ever, to Lager's d isappoin tm ent there never w as an  opp o rtu n ity  

fo r a true collaboration in w hich  he painted a m ural in a project by Le 

Corbusier. This was probably  due  to the fact that Le Corbusier strongly held 

his uncom prom ising  position  rendering  such  a collaboration im possible. 

Even though  Leger agreed tha t the artist w ould  be willing to accept up  to fifty 

percen t of the lim itations established by the architect, Le Corbusier p referred  

the  architect to be in  total control of the polychrom e ensem ble. Le C orbusier's 

d iscourse for a polychrom e architecture seem ed to be prim arily  d irected  

to w ard  other architects, and  no t to artists.
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Post-World War II Concepts

D uring  W orld W ar II Leger associated the idea of the synthesis of the 

a rts  w ith  the form ation of a m odem  m onum entality. T his theme h ad  an  

im portan t influence on the  aesthetic developm ent of urbanism . W hile 

liv ing  in N ew  York from  1940 to 1945 he came in close contact w ith G iedion 

an d  Jose Luis Sert and together they entered the ongoing debate on m o d em  

m onum entality . In 1943 they presented a paper for the A m erican A bstract

A rtists en titled  "N ine Points on M onum entality."60 They showed a concern 

for the devaluation  of m onum entality  in m odern  architecture w hich w as 

prim arily  preoccupied w ith  the design of tem poral structures of u tilita rian  

n a tu re . From  their point of view, m onum ents were vital to the collective 

society. In term s of their eternal symbolic qualities, not only did they "form  a 

link  betw een the past and  the future," but they also w ere "the expression of 

m an 's  h ighest cultural needs."61

The au thors argued for the in tegration of m onum ental ensem bles in 

the redesign of postw ar u rban  centers, to be carried out by collaborations 

am ong planners, architects, painters, sculptors, and landscape designers. They 

p roposed  the placem ent of m onum ental buildings in vast open spaces w ith  

the  im agery of the build ings directly corresponding to the available m o d em  

m aterials and  technology. They envisioned light-w eight structures w ith  

m obile parts recalling the sculpture of artists like N aum  Gabo and A lexander 

Calder. A rtists w ould design the anim ated surfaces th rough  use of colored 

pa in t, color projections, new  and old textured materials, and  sculpture.
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U ltim ately, they espoused the collaboration of artists a n d  p lanners in  o rd er to 

create a m onum ental architecture, to enable architecture to "rega in  its lyrical 

v a lu e ."62

A  few  years later, in  1946, the A m erican A bstract A rtists pub lished

63Lager's essay "M odern Architecture and Color." This essay w as retitled  "On 

M onum entality  and  Color" and was published  along w ith  G ied ion 's essay 

'T h e  N eed  for a N ew  M onum entality" and "N ine Points on  

M onum entality" in  Architecture, You and Me: The D iary  of a D evelopm ent. 

In  his discussion on m onum entality, G iedion pointed d irectly  to a 

co llaboration of the arts as a m eans of com m unicating to collective hum an  

em otions. Interestingly, he foresaw  the new  m onum entality  as u rb an  

spectacles of fountains, light, sound and firew orks (discussed in pp . 83-84).

Leger, probably the forem ost pain ter to w ant to w ork  together w ith  

architects, nicely buttressed G iedion's essay w ith  an exposition on  the 

transform ation  of architecture through color. H ere he fleshed ou t his p rew ar 

ideas in  m ore detail. For example, at the scale of the w all, he show ed how  a 

b righ tly  colored factory in Rotterdam  inspired  the w orkers to perfo rm  better 

a t their jobs. He also suggested that various colors be used  in  hospitals to aid 

the patients, such as green and blue w ards for the nervous and  sick, and  

yellow  and  red w ards to stim ulate the depressed  and  anem ic. A t the scale of 

the city, Leger w rote about his m eetings in  M ontparnasse w ith  Leon Trotsky 

d u rin g  W orld W ar I w hen they discussed an  entirely po lychrom ed city that 

w ou ld  expand the feeling of freedom  in the housing projects of the w orkers.
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The city w o u ld  have a red  street, a yellow  street, a  b lue square, a  w hite  

bou levard  and  som e polychrom ed build ings.

In ad d itio n  to the psychological im pact of color on society, L§ger 

described the form al qualities of color in  space w hich  he had s ta rted  to explore 

a round  1909 along w ith  Robert D elaunay. Since then, he claim ed th a t color 

h ad  been  set free an d  its potential could be exploited for use bo th  externally 

an d  in ternally . The sensations of w eight and distance of the ex terio r of the 

architectural volum e could  be increased o r decreased through the 

m an ipu lation  of color. H e explained tha t color had  developed an  "elastic 

rectangle" of space from  a "habitable rectangle" w here  light blue w alls 

receded, b lack w alls advanced, yellow  w alls d isappeared  and the com bination 

of dynam ically  contrasting colors could destroy a w all. Leger evoked a new  

sensation of space w ith  endless possibilities by the forw ard  and backw ard  

m ovem ent of one color placed against another. T his form  of p a in tin g  w as 

perceived as an  ally of architecture. H e illustrated th a t by placing a black 

p iano  in fron t of a light yellow  wall the visual effect w ould d im in ish  one 's 

sense of the dim ensions of the rectangular space, an d  also suggested  tha t an 

asym m etrical arrangem ent would augm ent the effect. He u rged  the use of 

colored in terio r walls to expand the space of the sm all scaled w orker's  

housing  u n its .64

Leger also revealed that for the 1937 Exposition International des A rts 

et des T echniques in  Paris he had proposed  a fantastic colored u rb an  

landscape called "Paris Com pletely W hite."65 H e envisioned the 300,000
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unem ployed  g iven  the job of cleaning and w hitew ashing all of the b u ild ing  

facades. By day, Paris w ould  be pure white, at night however, the d ty  w ould  

be lit up by a son  et lum iere show. The buildings w ould serve as screens for 

projectors p laced  th roughou t the city. The Eiffel Tow er w ould lead the light 

show  w ith the  m ost pow erfu l projectors while others w ould  be m oun ted  on 

airp lanes p roducing  a dance of colored movem ent. Sim ultaneously, loud ­

speakers w ou ld  em it m elodious m usic synchronized w ith  the new ly  colored 

w orld .

The 1937 Exposition was particularly significant because at the m om ent 

of incorporation  of the m odern  aesthetic by m ost of the participating  

countries, m any artists tackled the idea of m ural pain ting 's dem onstra ting  a 

variety  of d ifferent artistic  m ovem ents. Le Corbusier d isapproved  of m ost of 

the  results of collaborations am ong architects and painters w hich he described

as "forced m arriages" at the 1937 Exposition.66 Concerning the placem ent of 

the w orks of art Le C orbusier pointed out the arbitrary placem ent of L ager's 

pain ting  in the corner of the m ain stair of the G rand Palais, w hich in  spite of 

its poor location, its pictorial quality opened up  spatial perspectives. H e 

criticized the new  room s of the Palais Trocadero for their du ll g ray ish  p laster 

w alls that could  have been enlivened by the use of polychrom y. H ow ever, he 

gave his com plete approval to Robert D elaunay's collaboration for the Palais 

de  Chem ins de Fer et de 1'Aviation because of its successful rend ition  of a 

polychrom e architecture [Fig. 1.2]:

The architectural polychrom y; it bursts w ith  the use of colored
rhom boids like a rainbow  displaying their volutes in the av ia tion  hall.
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T hen one finds the painter w ith  his excellent collaborators in  the 
enorm ous m ural paintings w hich are all m ade w ith  a great m astery 
and w here the phenom enon of color was ordained by chrom atic 
painters w ho understand  the resources of space and of the lyricism  th a t 
color can give. A ll this expresses thanks to the judicious rela tionsh ips 
of color, a joy, a k ind  of spring-like explosion, an enlargem ent of the

67spaces.

In contrast to m ural painting, Leger w as openly critical of easel pa in ting  

because he saw  it as the outcome of an  individualism . In the past, during  

tim es of collaboration, pictorial art had been bound up  w ith  architecture 

through the use of m osaics, frescoes, sculpture, etceteras. Therefore, the n ew

focus on m ural pain ting  m eant the positive resurrection of a collaboration

68betw een the arts and  architecture. Leger considered m ural pain ting  an 

essential part of society where colored w alls w ould enliven the dead  surfaces

of public buildings w hile addressing the com m unity a t large.69 T hrough  th e

use of pure color in  an abstract m ural com position L£ger saw  the

developm ent of a "new  space" in architecture:

I believe that if one wants to create space in architecture, it is necessary 
to stay w ithin the given conditions of color distribution. There w e a re  
truly in  partnersh ip  with the architecture. A rchitecture cannot be
considered as a foil on which to hang pictures. That is the error of the

70past. A  state of collaboration m ust be established.

Im m ediately after World War II, w ith  inexhaustible resilience, Le 

Corbusier resum ed his prew ar views. In light of the su rround ing  

devastation, he saw  the afterm ath of W orld W ar II as yet ano ther oppo rtun ity  

to construct anew, he wrote: 'T he  new  w orld  will be infinitely new er than  

im agined... A rchitecture is waking u p  in all parts of the w orld. The synthesis 

of the m ajor arts w ill be realized only in  extremely new  forms: the old m o lds
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71have cracked!" Five m onths after the liberation of Paris Le Corbusier 

appea led  for the synthesis of the arts in a new spaper rim  u n d e r the auspices

of the French Resistance called V olont£s in  w hich  he stated: "An epoch  of the

72plastic arts is beginning." A pproxim ately one year later, in  a special issue of 

U A rchitecture d 'a u jo u rd 'h u i of 1946 he contributed his first essay on 

"L 'Espace indicible" in  w hich he described the spatial in terrelationsh ip

am ong architecture, painting and  sculp ture as "the consum m ation of p lastic

73em o tio n ."

H ere he reitera ted  ideas of synthesis from  the 1930's tha t em phasized

the im portance of m athem atical proportions as the fram ew ork  w hich

ensured  the concordance of the parts to the w hole in his concept of p lastic

acoustics. H ow ever, he wrote w ith  a m ore poetic language about the "action

of the w ork  on its su rround ings as vibrations, da rting  aw ay like rays, a s  if

sp ring ing  from  an explosion; the near or d istan t site is shaken  by them ,

74touched, w ounded , dom inated, or caressed." In addition  to the descrip tive 

sensations evoked by the action of each of the arts, he described the influence 

of the "fourth  d im ension," based on in tu ition , "as the m om ent of lim itless

escape evoked by an  exceptionally just consonance of the p lastic  m eans

75em ployed." The "fourth dim ension" w as explored by the Cubist pa in ters as 

exem plified in the pain ting  'T h e  Clarinet" of 1911 by Picasso76 [Fig. 1.3]. This 

new  perceptual d im ension  w as conveyed by sim ultaneous represen ta tions of 

the  figure in various perspectives, creating a forw ard  and  backw ard 

m ovem ent of the p icture  plane, and  p roducing  a sense of im m ensity o f space
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suggesting infinity.

Le C orbusier sa id  the m iracle of "ineffable space" w as accom plished

w hen  "a boundless d e p th  opens up, effaces the walls, and  d rives aw ay

77contingent presences." Phrases such as "springing from  an  explosion," "the 

m om ent of lim itless space," and  "a boundless dep th  opens up" clearly 

show ed Le C orbusier m oving aw ay form  the restra ined  ra tionalism  found  in 

his w orks of the  1920's and  m oving tow ard m ore sub lim e no tions of a 

dynam ic poetic transcendence that appeared  in  his w ork  from  th is poin t on in 

his career.

Ideas that paralle l Le Corbusier's "ineffable space" can be found  in 

Leger's w ritings d iscussing  the destruction of the w all th rough  polychrom y, as 

w ell as in  an  in terv iew  w ith  Matisse describing his w ork  at the C hapel at 

Vence. M atisse exp la ined  his intention as "the idea of vastness w hich 

touches the soul and  even  the senses," and  he added  tha t "the ro le  of painting 

is to enlarge surfaces, to w ork so that one no longer feels the d im ensions of 

the w all."78

Le C orbusier's idea  of "ineffable space" was prim arily  an  em otional

response to concepts of space that perm eated all the arts inc lud ing  city

planning, architecture, sculp ture, and painting. Follow ing G ied ion 's

tw entieth  cen tury  space-tim e concept that came about th ro u g h  an  optical

79revolu tion  rep resen ted  in  pain ting  by Cubism , Le C orbusier described a 

personal experience of "ineffable space" from  a percep tual p o in t of view  in 

tim e and space:
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These w ords w ere the fru it of an experience. A t m y hom e there is a 
hall, tw o m eters square. One faces a large north  light opening on the 
roof garden . This w all is, then, u n d e r constant — alm ost an  ideal — 
light. It is the only w all lit in  this w ay, the flat being laid ou t tow ards 
east and  w est. I had  m ade it a habit to use this w all as a test bench for 
m y pain tings while I w as w orking on  them : paintings both  sm all and  
very large. One day — at a very precise m om ent — I saw 'ineffable space' 
come into being, before m y eyes: the wall, w ith  its picture, lost its 
limits: becam e boundless. I pu t friends and  visitors th rough  the test.
After the picture had  been hung, I w ou ld  sudden ly  take it aw ay. There

80rem ained a little wall, tw o meters long: a w retched sort of wall.

W hen all o f the ingredients such as m athem atics, proportions, artistic

intention, light, v isual perception, and em otional experience converge in  a

harm onic resonance they have the capacity to create "ineffable space,"

com prehended as a fleeting m om ent of poetic affection that deeply  touches

the ind iv idual soul in  a sublim e way. Le C orbusier described this experience

w ith  poetic w ords: 'T h en  a fathomless dep th  gapes open, all w alls are broken

dow n, every o ther presence is pu t to flight, and  the m iracle of 'ineffable space' 

81is achieved." U ltim ately, this means of possessing space, as Le Corbusier

called it, was possible by w orking creatively w ith  all of the arts

82sim ultaneously lead ing  tow ards a synthesis. W here there w as a w ork  of art 

and Le C orbusier's N ietzschean notion of the w ill of the architect, "ineffable 

space" could equally  be experienced w ithin architecture, a public u rban  space 

or a natural landscape. The first publication of "L'Espace indicible" was 

included in  the context of addressing  the question  of artistic collaboration in  a 

special issue w hich  included sections on architecture, painting, sculpture, and  

tapestry, and  w as illustrated w ith  works by Le Corbusier, Brancusi,

Giacometti, Leger, Miro, Picasso, and  Savina am ong others.
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In 1948 Le C orbusier further articulated his id eas in  N ew  W orld  of

83 84Space and in  an  article entitled "Unite" in another special issue of

L 'A rchitecture d 'au jo u rd 'h u i. The inside cover page o f  N ew  W orld  of Space

clearly stated its intention in  the subheading: "Some d a y  th ro u g h  unanim ous

effort unity w ill reign once m ore in  the m ajor arts: c ity  p lan n in g  and

architecture, sculpture, painting." Here urban  p lann ing  w as p laced  in  a

p rim ary  position w hich becam e fundam ental to the p o s tw a r d iscourse  on the

synthesis of the arts.

The m ain body of the book was div ided  into th ree  parts beginning w ith 

the essay on "ineffable space" followed by a short section  of biographical notes 

and  a long section that com bined brief selected texts in te rspersed  am ong 

im ages of Le C orbusier's creative production p resen ted  in  chronological 

order. These w orks included paintings, m urals, d raw ings, scu lp ture, 

tapestries, furniture, exhibitions, object-types, "objects of poetic reaction," 

architecture, u rban  plans, and two photographs of Le C orbusier attending  the 

Fourth  CIAM Congress (1933), one of w hich was a p o rtra it of Le Corbusier 

w ith  Leger, highlighting the im portance of their re la tio nsh ip  at the time. The 

book ended w ith  a basic listing of Le Corbusier's arch itectural, artistic, and 

w ritten  works. As a whole the book read as an up-to -date  autobiographical 

docum ent of Le C orbusier's aesthetic vision.

The significance of "L 'Espace indicible" essay is  ev iden t in  the num ber 

of tim es it was republished. Im portant parts of the essay  w ere also quoted in

85 86Les G rands courants de la pensee m athem atique (1948), Le M odu lo r
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97
(1950), and  M odulor 2 (1955). In addition, in 1953 Le C orbusier accepted the

proposal from  Jerom e L indon to  w rite  a book (that w as never pub lished) w ith

the title "L 'Espace ind idb le"  fo r the publishing firm  Les E d itions de M inuit.

In  a letter to Le Corbusier, L indon  acknow ledged the im portance  of the  text

w hen  he wrote: "I th ink  tha t ■'ineffable space/ w hich could, in  a sense, become

the great theoretical book tha t is now  expected from  you  so im patien tly , could

88obtain a large propagation  [circulation]."

By placing "L 'Espace in d id b le"  essay in the pream ble o f N ew  W orld of 

Space it served  as the theoretical underp inn ing  for his ideas on  the  un ity  of 

the arts. The careful layout of im ages and  words in  the long  section of the 

book w as a historical visual su rvey  of Le C orbusier's oeuvre. A n  even 

num ber o f architectural and  artistic  w orks balanced each o ther. O ften, on the 

sam e page, a photograph  of a bu ild ing  was coupled w ith  a p h o to g rap h  of a 

pain ting  done in the sam e year, thus allowing an o p p o rtu n ity  to correlate the 

influence of one m ed ium  on  another. H ere the im ages w ere to  be read  like 

text. Even though Le C orbusier began exploring his artistic vocabu lary  in 

m ultip le  m edium s such as m urals, tapestries, lithographs, eng rav ings, 

enam els, an d  collages after 1935, it w as after the w ar that he consdously  

presented  these w orks as in terrela ted  to his architecture and  u rb a n  plans.

The long section of N ew  W orld of Space ended  w ith  a co n d se  text on 

the M odulor, a m easuring  system  based on the proportions o f the  hum an  

body. Le C orbusier began developing  the M odulor in  1943 th a t stem m ed 

from  his constant study  of m athem atical proportions in  a rch itectu re  dating
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back to 1921 w hen  he h ad  in troduced  the "regulating lines" based  on the

89G olden  Section. The "regu la ting  lines" controlled the arch itectural form  in 

p lan , section, and  elevation. In the 1930's Le C orbusier w as in fluenced  by the 

anthropom orphic  m athem atical proportional system s developed  in  the  w ork  

of M atila Ghyka, w ho pub lished  the book Le N om bre d 'o r  in  1931. Ghyka 

dem onstra ted  from  a historical perspective the application of the  G olden 

Section in w estern  cu ltu re  as w ell as the link betw een organic fo rm s and  

geom etric structures in  the architecture of the past. Le C orbusier, w ho w as 

alw ays concerned w ith  g iv ing  an  aesthetic foundation to a technically 

advanced architecture based  on the psychology of perception, u n d ers to o d  that 

pu re  geometric forms w ere  capable of creating the sensation of ha rm ony  and  

equilibrium . In this w ay , th rough  the creation of p u re  geom etric volum es 

g u ided  by "regulating lines," architecture could incite a plastic em otion. 

Rooted in natu re  and ancien t m etaphysical trad itions these m athem atical 

p roportional system s app lied  to either new technological form s in  

architecture or to standard ized  objects of mass p roduction  served  to create a 

universal perception of o rd er and  unity.

Paul T urner w ho has stud ied  in depth Le C orbusier's early  education  

has pointed ou t that Le C orbusier's early readings show ed a p ropensity  for

idealistic beliefs based on  universal concepts that he carried  th ro u g h  his

90en tire  life. Two influential books that stand out in  Le C orbusier's  early

91library  were H enry P rovensal's L 'A rt de dem ain and  E douard  Schure 's Les 

92G rands initios. Both books w ere rooted in the n ineteenth  cen tu ry
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philosophic traditions of G erm an Idealism  of Friedrich  W ilhelm Joseph von 

Schelling and Georg W ilhelm  Friedrich Hegel. Provensal and Schure placed 

em phasis on the sp iritua l renew al of m o d em  culture in  order to 

counterbalance the prevailing m aterialism  of the tim es as brought about by 

D escartes and prom oted by the philosophy of Positivism.

Provensal's general philosophy called for a harm onious unification of 

the  sp iritual and m aterial realms. In architecture it w ould  be expressed as the 

essential forms of cubic volum es derived from  nature. D ifferent from  

Provensal, Schur6's ideas placed spiritual tru th  above m atter. Schure's book 

d iscussed  eight m ystical prophets in order to show  the sim ilarities in  their 

esoteric messages and the prophetic role of these elite initiates en trusted  to 

penetra te  the spiritual m ysteries and to transm it them  to hum anity through 

the  creative forces of a rt and architecture. Le Corbusier, who identified 

him self w ith these prophets, annotated and m arked  the chapter on 

Pythagoras describing Pythagorean num erology in sim ple divine num bers 

tha t p layed into his "regulating lines" and later into the M odulor.

For Le Corbusier the notion of a synthesis in term s of spiritual

harm ony  applied equally  to the rational, u tilitarian  "a m achine to live in" as

93 .. .1to the poetic "a m achine to evoke em otions." The dialectic betw een the 

creative intuitive art and  the geom etric rationalism  governing architecture 

w as brought together in a synthesis found in  the poetic expression of the 

M odulor. The M odulor w as in tended to be a harm onic m easure to the 

h u m an  scale universally  applicable to architecture and  industrial production.
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Le Corbusier presented the M odulor d iagram  of proportions by  the end 

of 1943 w ith the idea that it w ould be d raw n  on the walls of bu ild ing  sites 

d u rin g  the time of reconstruction for gu idance and  consultation. The 

d iag ram  depicted a "universal" six foot m an  w ith  one arm  u p ra ised  inserted  

in to  a square w hich w as in  tu rn  subd iv ided  into tw o scales of in te rsp ira lling  

dim ensions, one corresponding to the G olden Section and the o ther to the 

Fibonacci series [Fig. 1.4]. The M odulor w as a philosophic em blem  proposing  

an  an thropom orphic  system  of m easurem ents connecting h u m an k in d  and  

technology to nature while at the sam e tim e facilitating the experience of 

"ineffable space" through the use of a sublim e proportions. The M odulor in 

essence w as an attem pt on Le C orbusier's p a rt to link nature, hum anity , and

the cosmos in a harm onious m anner w ith  the fundam ental p u rpose  of

94specifically bringing people closer to each other.

The G erm an architectural h istorian  R udolf W ittkower, w ho w as at the

forefron t of the renew ed in terest in hum anism  after the w ar w hen  he w rote

95A rchitectural Principles in  the Age of H um an ism  in 1949, acknow ledged 

the  im m ediate success of the M odulor as being righ t for the tim es an d  p laced  

Le C orbusier w ith in  the pan theon  of the  hum anist trad ition  of V itruv ius an d

the  Renaissance. He also explained its short-lived notoriety w as d ue  to its

96"am ateurish , dynam ic, personal, paradoxical, and  often obscure" nature.

Two years earlier in  1947, W ittkow er's student, Colin Rowe had  

pub lished  an essay com paring the geom etry  of A ndrea Pallad io 's Villa 

M alcontenta (1560) to Le C orbusier's V illa Stein de Monzie (1927) at Garches,
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97bo th  based on pure  geom etric volum es a n d  the G olden Section. Rowe's 

revolu tionary  observations broke from  G iedion 's Z eitgeist prem ise of 

M odernism  based  on technology and  the space-tim e principles found  in  

Cubism . Rowe countered the m odernist ahistorical p recept of Le C orbusier's 

architecture by  show ing its historical reference to the hum anist Classical 

trad ition  b o u n d  by sim ilar m athem atical principles.

For Le C orbusier the  past w as the vital sign of "the presence of m an"

9Sand  architecture was "the m em ory of the people." It was th rough  the 

synthesis of m an, history, m em ory and  architecture that he sought to 

com m unicate a universal language: "Every level-headed man, once cast in to  

the unknow n of architectural invention, can really only sustain his im petus 

by looking to the lessons provided  over the  centuries. The testim onies 

p rov ided  by the ages have a perm anent hum an  value. One m ay consider

them  folklore -- a notion expressing the flow er of the creative sp irit in  folk

99trad itions — by extending their realm  beyond m an's hom e to their gods."

The "U nit6" article had a sim ilar form at to N ew  W orld of Space, 

a lternating  w ords and im ages to show  Le C orbusier's artistic synthesis, bu t in  

this case the im ages w ere no t presented in  chronological order. They w ere 

m ore in keep ing  w ith his design process th a t did no t possess the linearity  of 

narrative  b u t ra ther w ere  all inclusive of his visual vocabulary expressed in  a 

m ulti-d irectional m atrix. Tow ards the beginning of the  article Le C orbusier 

sta ted  that a synthesis of the major arts w ould  bring harm ony to every level 

of design in  a m achine society:
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T hen  a phenom enon of cohesion w ill replace the p resen t h iatus. The 
real problem  will be posed: that of the arts and all things.
D iscrim ination w ill take effect: art is the w ay to do things, to do  w ell, to 
do  very well. The m ajor arts will find their reason to be. The synthesis 
of the arts w ill take effect.... Harmony, that magic w ord  of joy, is a  w ord  
of synthesis and is the w ord  of tom orrow .100

H e fu rther explained the concept of unity  in  his descrip tion  of the  

in terrelated  plastic qualities of the three m ajor arts:

B ut w here does sculpture begin, where does painting begin, w here  does 
architecture begin? A t one of the extrem ities of these three branches 
one sees the statue, the easel-painting, the palace o r the tem ple. But in  
the plastic event all is a unity; sculpture - painting - architecture: 
volum e (spheres, cones, cylinders, etc..) and  polychrom y, that is to say 
the  m aterials, the qualities, the specific quantities assem bled w ith in  
relationsh ips w ith  the  natu re  to move us. The bu ilt env ironm ent of 
tom orrow  is the expression of the solidarity  am ong the three m ajor

In "Unit£" architecture was seen as a natural function that grew  from  

the soil as d id  anim als and plants. The secret lay in understand ing  the 

in trinsic  un iversal harm ony that united  m an, nature, and  cosmos. Le 

C orbusier's observations of a fam ily of sea shells at the M useum  of N atu ra l 

H istory paralleled  the transform ation occurring in his art and  architecture. In 

the course of his observations, he explained the shell-type, neu tra l in  color, as 

an expression of perfect equilibrium . In time, tw o shell-types w ere absorbed  

into each other and  a th ird  hybrid  type appeared  as a new  sculptural form  

w ith  color. This expressed, for him , the lesson of unity, variety , and 

ha rm o n y .

In 1946 Le Corbusier began to collaborate w ith the Breton cabinet m aker 

Joseph Savina w ho translated  Le Corbusier's paintings into sculp ture, an d
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both  his pa in tings and architecture took on a m ore p lastic  vocabulary that 

fully in tegrated  color. All three m edia coalesced in his w ork  to create a hybrid 

type, yet it w as im portant to distinguish that each m ed ium  existed a s  its own 

entity. T hroughout, color played a significant role in the psycho-physiology 

of the new  space w hether a t the scale of the m ural or of the city.

In "U nite" Le C orbusier presented an outline of his u rban  projects that 

inspired "ineffable emotions" in the public. The A lgiers project w as 

presented as an  acoustical event in w hich the curving build ings w ere  like 

conch shells that send and receive sounds from the sea [Fig. 1.10]. T he  Saint- 

Di6 project w as described as a musical com position w herein  rhy thm ic  

elem ents an d  h igh  notes combined. For Le Corbusier, the challenge lay in 

creating a sym phonic architectural site w here build ings were p laced  in  a 

varied yet unified  m anner [Fig. 2.11, 2.12]. The harm ony produced by  such an 

architectural com position w ould resonate w ith  the new  social o rd e r  after the 

w ar. At the end  of the article Le Corbusier added  urbanism  to the th ree major 

arts. The u rg en t need for reconstruction after the w ar m ade u rb an ism  a first 

priority and  w as therefore imm ediately endorsed by m any architects at the 

CLAM Congress, the most im portant forum  for discussions on u rban ism .

T hroughou t the course of the w ar Le C orbusier and  his w ife Yvonne 

spent tim e in  the small tow n of Ozon in the Pyrenees, located in  the  

dem ilitarized  zone of the country w hich w as then u n d e r the leadersh ip  of 

M arshall P£tain and  his pro-Germ an Vichy regime. D uring  the f irs t tw o years 

of the G erm an occupation Le Corbusier became closely involved w ith  a Vichy
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governm en t branch  responsible for m aking urbanistic  and  architectural

102decisions in  France and  its colonies. N evertheless after com plex dealings 

w ith  the  Vichy authorities his proposals for a p lan  for the city of Algiers w ere  

rejected and  in  1942 he retired  to his m ountain  h ideaw ay w here  he spent the

last tw o  years of the occupation engrossed in  a very productive  introspective

103phase  com posed prim arily  of pain ting  and w riting. Le C orbusier also 

found  tim e to a ttend  various ASCORAL (A sse m b le  des C onstructeurs p o u r 

une  R enovation A rc h ite c tu ra l — a French affiliate of CLAM) m eetings w h ich  

exam ined  a num ber of French cities in detail w ith  the aw areness that a 

m assive reconstruction of the country w ould take place after the war. This 

phase  of incubation, in  w hich Le Corbusier, a m an in his m id-fifties w ith  

tim e to focus on his thoughts and  his visual vocabulary w as faced w ith  the 

p rospect of rebu ild ing  the w ar-torn  cities of France, laid the g roundw ork  for 

the  conscious b irth  of his m ature work.

A fter the w ar Le C orbusier believed he h ad  achieved a synthesis am ong  

pa in ting , sculp ture, architecture, and  urbanism , and  exhibited his 

architectural and  artistic w ork as one, already dem onstra ted  in  the editorial 

fo rm at of N ew  W orld of Space and  the "Unite" article. In 1948 Le C orbusier 

began  organ izing  exhibitions of his ow n w ork  show ing the  relationship  

am ong  d ifferent m edia for the first time. The 1953 exhibition at the M usee 

N ationa l d 'A rt M odem e in Paris and  the 1956 exhibition in  Lyon show ed Le 

C orbusie r's  desire  to convey new  relationships w ith in  his oeuvre th rough  h is

104selection and  placem ent of the art works.
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Enlarged photographs of his architecture and  his pa in tings were 

in sta lled  in an a lternating  netw ork  of visual associations on the w alls and  

in te rio r partitions w hile his sculp tures, the m edia  that enabled  h im  to 

estab lish  the m ost d irect dialogue betw een pain ting  and architecture, w ere 

p laced  a t specific junction points betw een the partitions. This d isp lay  system  

allow ed each spectator a private read ing  of the exhibition and  the freedom  to 

m ake any num ber of connections am ong the  d iverse w orks of Le

C orbusier.105 In his last exhibitions, such as the 1962 exhibition in  Barcelona 

a n d  the 1964 exhibition in La C haux-de-Fonds, Le C orbusier used  only 

pho tograph ic  reproductions of his pa in tings and architectural w orks, thereby 

equaliz ing  the visual boundaries betw een the tw o by reducing  them  to tw o- 

d im en sio n s.

Le Corbusier's design process, w hich he described in  1960 and called

"the patien t search ,"106 holds the key to understand ing  how  a synthesis of the 

arts cam e together in  his architectural design. H e described the process in 

th ree  phases: first, identify ing w ith  the site; second, the spontaneous b irth  of

the w hole w ork after a long period  of incubation; and  th ird , the slow

107execution of the d raw ings and the construction itself. The long period  of 

tim e corresponding to the incubation phase w as an  essential pa rt of Le 

C orbusier's creative process. In his ow n w ords: "W hen a job is h anded  to m e 

I tuck  it away in  m y m em ory, no t allow ing m yself to m ake any sketches for 

m onths on end. T hat's  the w ay the hum an  head  is m ade: it has a certain  

independence. Its a box into w hich  you  can toss the elem ents of a problem
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108any w hich w ay and  leave it to float, to sim mer, to ferm ent."

W hile a project w as in  gestation Le Corbusier looked for references

from  his entire spectrum  of experiences and draw ings. Le C orbusier

explained that he kept m ost of his old draw ings in  d raw ers at hom e, and that

he w ould pick d raw ings at random  to take on trips so th a t there w ould  be an

instantaneous and  constant contact betw een his previous stages and  the 

109present. It w as th rough  draw ing, the understanding  th ro u g h  sight, that 

images w ere retained in  his memory and it was also th rough  d raw in g  that 

they re-em erged at the  m om ent of creation. He said: 'T h e n  one fine day 

there comes a spontaneous m ovem ent from  w ithin, the catch is sprung; you  

take a pencil, a d raw ing  charcoal, some color pencils and  you  give birth on the 

sheet of paper. The idea  comes out — the child comes out, it comes into the

world, it is born ."110

The pilgrim age chapel of N otre-D am e-du-H aut (1950-1954) at 

Roncham p is the m ost sculptural of his architectural designs and  a good

postw ar exam ple that dem onstrates the synthesis of v isual form s and  Le

111Corbusier's ideas [Fig. 1.5]. In order to discover the sources of inspiration 

for the im ages of R oncham p it is necessary to look at all the v isual references 

in  his life — im ages from  his travels, such as the 1911 sketch he m ade of the 

periscope-like serapeum  he saw  at the Villa A driana in  Tivoli [Fig. 1.6] w hich 

he then transla ted  into the "wells of light" or tow ers at Roncham p; and 

personal m em ories, like the horseshoe crab shell, an "object of poetic 

reaction," Le C orbusier found in 1947 on  a Long Island beach th a t inspired the
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form  and structure  of the roof [Fig. 1.7]; as well as borrow ings from  m odem  

technology, such  as the a irp lane  w ing that also suggested  the structure of the 

roof [Fig. 1.8]. Here, one can begin to see how  Le C orbusier's images freely 

overlap an d  interm ingle. H is sources w ere m any, w h e th er historical or 

found objects, and  all were d irect influences that Le C orbusier explicitly 

referred to in  his w ork.112

Le C orbusier's design process show ed m any paralle ls to Surrealist

113ideology, w hich  influenced him . H ow ever, the m ain  difference betw een 

the two w as th a t Le Corbusier resented the decadent, "deconstructive" focus

of the Surrealists and saw  him self prim arily  as "constructive."114 Yet, for 

bo th  the process of creation w as more im portant th a n  the finished product. 

The process m oved through the m ind 's labyrin th  w here  personal as w ell as 

collective experiences w ere stored. Then a m etam orphosis occurred by the 

psychic process of analogical association in the a rtis t 's  m ind , creating new  

forms. This transform ation occurred inside of people  w ith in  the

psychological realm , as Carl Einstein stated: "Man lives w ith in  the o rb it of

115objects w hich become psychological functions."

C onnected to in d iv id u a l transform ations w as the larger concept of 

transform ing the w orld, m an 's  social structure, th rough  the hum an  m ind. 

From  the teachings of P ierre Janet, A ndre Breton rea lized  that the m ind  was 

linked in  innum erab le  w ays to other m inds and to the un iversal ne tw ork  of 

nature. A nd it w as only th rough  self-know ledge th a t one could gain 

know ledge of the exterior w orld . Breton's aim  consisted in  discovery
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"th rough  speech, th ro u g h  h u m an  relations, th ro u g h  the un leash ing  of 

autom atic forces of the  hum an  psyche, and th ro u g h  the recep tion  of the o u te r 

forces of the physical w orld ,"116 all necessary in  the  transform ation  of the 

w orld.

The artist w as no longer a m ere in terpreter of life bu t w as a creator.

The role of the in te rp reter w as also transferred to the spectators w ho lost th e ir  

passive role of m erely absorbing the message o f the artist. Instead  the 

spectators assum ed the  m ore creative role by open ing  their eyes and  re la ting  

the v isual sensations to their ow n experiences and  capacities of im ag ination  

and association. Le Corbusier clearly stated th a t he approached the design 

p roblem  at R oncham p psychologically: 'T h e  requirem ents of relig ion  have  

had  little effect on the design, the form  was an  answ er to a psycho-physiology

of the feelings."117

In Le C orbusier's paintings one can m ost clearly see the first shift

118tow ards a m ore plastic synthesis. He began pain ting  in  1918 under the 

influence of O zenfant and  together they created Purism e. In the  late 1920's a 

radical change took place in Le Corbusier's p ictorial w ork w ith  the appearance 

of a sym bolic language of form s w hich was m ore dynam ic an d  flu id  ra th e r 

than  static in the strict use of verticals and horizontals of the  P u ris t period .

The sym bolic language, often am biguous in m eaning, began to appear in  1925 

w hen  he d id  d raw ings of na tu ra l found objects such as stones, shells, p ine  

cones an d  bones w hich  he called "objects of poetic reaction," suggestive of 

Surrealist theory an d  practice at the end of the 1920's.
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In his w ork  d u ring  the  1930's there appeared  m ore h u m an  figures and

an  obsession w ith  curves in sp ired  from  aerial views of na tu ra l land

form ations an d  rivers as w ell as from female nudes. This w as the tim e Le

C orbusier began to frequent the studio of Leger. Both artists exp lored

abstraction, the figure, and  the  found object in their pain tings a t the sam e 

119tim e .

Curves as an abstract representation of nature appeared  in  Le

C orbusier's pain tings such as "Deux femmes etendues" (1936-1940) [Fig. 1.9]

an d  urban projects like the P lan  Obus in  Algiers (1930) [Fig. 1.10]. W hat

seem ed like a new  adven tu re  and  study of plastic forms actually w as rooted in

his early tra in ing  a round  1905 with Charles L 'Eplattenier w hen  he had

stu d ied  and d raw n  na tu ra l form s, though now  he d rew  the n a tu ra l form s

m ore abstractly. The A lgerian  study for a m onum ental m ural of 1931 [Fig.

1.11] shows a direct influence of the hum an form  on the com position  in p lan

of Roncham p [Fig. 1.12]. The north entry wall recalls the leg and  body  forms 

120in  the draw ing. Also, the p lan  can be interpreted as a hum an  body  w ith

the cistern, located at the w estern  end, as a head. A nother association can be

m ade w ith a 1946 pastel from  the "Ubu" series called "Acoustic Form s" that

121literally becam e the p lan  [Fig. 1.13]. Clearly, certain figures used  in  

paintings w ere directly transposed to his architectural designs.

At this tim e, Le C orbusier developed the ear and  the ho rn  m otifs. The 

ear m otif represen ted  by periscope-like form s appear frequently  in  his 

pain tings and  sculptures of a round  1945. H is 1946 polychrom e scu lp tu re
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"O zon" dem onstrated  this form  as his concept of "acoustique plastique," that

is, form s that em it and  receive sound  [Fig. 1.15]. A t Ronchamp the ear m otif

appeared  both in p lan  in  the w est w all and  in  elevation in the tow ers [Figs.

1.12,1.14]. They face three cardinal directions, north, east, and west, and the

sou th  facade serves as the fourth  receptive surface.

The horn  m otif derived from  the m id 1930's w hen Le C orbusier along

w ith  m any artists such as Picasso and  A ndre M asson tu rned  to alchem y and

classical m ythology, and  specifically to the tale of the M inotaur as a source for

sym bolic inspiration. Taken from  the tale of the M inotaur, the horn  m otif

represents a union  betw een Pasiphae, the m oon goddess, and the solar bull. It

w as a sym bol of the unification of opposites, a leitm otif throughout Le

C orbusier's life. Le Corbusier described his discovery of the horn m otif as an

outcom e of chance:

You will see how  things arise: from a 1929 vertical painting, the 
photograph  of w hich has been looked at horizontally. From  one th ing  
to another, th irty  years later, the m ind  busy w ith som ething else and 
particularly  w ith  the usefulness of hum an  figures to possess their ow n 
'bestiary ,' arose successive deform ations. A nd one fine day  the 
discovery of the bull on  m y canvasses came to light quite out of 
control. Then, developm ent of the them e itself, its flourishing 
(Taureaux VIII to XIII approxim ately), and  finally a change of sensibility
w ith  respect to the them e and  a new  arrangem ent of the elem ents of

122the painting.

The horns appeared  frequently in  a series of paintings done in the early 

1950's called 'T au reaux" [Fig. 1.16]. The horn shape also appeared in  p lan  in 

the south w all and  in  the south-east com er elevation at Roncham p [Figs. 1.12, 

1.5].

Both the ear and  horn m otifs were personal symbols for Le Corbusier.
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H e seem s to have deligh ted  in  the com plex visual and  in tellectual

ad justm en t which m ust be m ade sim ultaneously  in  o rd e r to see these

sym bolic m otifs developed  at right angle rotations. W riting  on Roncham p in

1957 Le Corbusier stated: "C ounterpoint, and fugue-m usic-grand m usic

u n dertake  to look at the im ages upside dow n, or tu rn  them  at quarter angle,

123y o u  w ill discover the game."

Le Corbusier honored  the righ t angle in Le Poem e de l'angle d r o i t  a

portfolio  consisting of one hundred  and  fifty loose p late  lithographs of im ages

124an d  texts he pu t together betw een 1947 and 1953. T hese lithographs allow  a 

look into the synthesis of his thoughts and design w ork, an d  is the best 

com prehensive graphic source to give clues and  to reveal the links betw een 

his p lastic works and  architectural designs. Le Poeme de l'angle d ro it was 

graphically  sum m arized in  a d iag ram  of nineteen lithographs form ing a 

com plex cross pattern  of seven horizontal zones [Fig. 1.17]. Le C orbusier 

refe rred  to this configuration as an "iconostase" w hich in  the context of 

o rthodox  churches w as a sacred screen of icons that separa ted  the a ltar from  

the  nave. For Le C orbusier the iconostase can be in te rp re ted  as a collection of 

p riva te  and  personal sym bols from  his "patient search" designed  only to be 

understood  by those initiated into his work. Le C orbusier w orked w ith  

selected images w hich  he rew orked over and over again  to m ake several 

versions of a single them e, yet he w ould  transform  certa in  m otifs into 

sym bols that could be used in  various contexts regardless of their original 

derivation  and m eaning. Le C orbusier described, in  the  th ird  person, how  he
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m ade Le Pofeme de Tangle dro it:

In assem bling every th ing  w ith in  a banal coherence and  the statem ent 
of all the facts taken  in to  consideration. There are m any th ings at the 
bottom  of this poem . Later he gave himself som e distance, la ter som e 
height. He has bu rn ed  the bridges. From now  on, it is u p  to the reader 
to read the poem .125

The d iagram  is a m ulti-d irectional m atrix that can be read  in  a num ber 

of ways, from  top to bottom  or from  bottom  to top. Each zone can  be read 

from  left to right, from  righ t to left, o r from  the m iddle ou tw ard . The entire 

d iagram  can also be read  sim ultaneously by taking each square independently . 

T he possibilities are num erous. The im ages read by the spectator w ere 

assim ilated in the sam e w ay as his design  process, as a constant conflation of 

form s and  sym bols tha t incite a p layful and  personally creative interaction.

Le C orbusier's process was a  labyrinthic one, like a netw ork of im ages that 

w ere constantly repeated , transform ed, perm utated, and  in terchanged  w ith  

sh ifting  sym bolic m eanings.

A nother strategy Le C orbusier em ployed to generate m u ltip le  form s

225
w as "the m arriage of contours." H ere the contours of the form s w ere a 

continuous line, w ithou t beginn ing  or end, creating an arabesque-like design  

tha t un ited  the read ing  of m ultip le  figures and m ade the boundaries betw een 

the  figures am biguous. In  "Icdne" (W om an with Candle) from  Le Poem e de 

Tangle d ro it the continuous contour line connects breast to torso to arm s to 

candle to hands in  a single u n du la ting  line [Fig. 1.18]. Sim ilar tw o 

d im ensional contours found  in  the lithograph  "Icone" are tran sfe rred  to 

three dim ensional scu lp tu re  [Fig. 1.20] and to architecture in  the elevation  of
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the Phillips Pavilion (1958) in  Brussels [Fig. 1.19].

Le Corbusier som etim es d rew  different figures on transparen t p ap er 

an d  superim posed tw o papers w hich he slipped and  rotated  until h e  obtained 

the desired contours. T his process of superim posing draw ings in  o rd e r  to 

discover a th ird  design w as a process often used by architects. The synthesis 

in  Le Corbusier's w ork occurred in  the design process by treating all m edia  

w ith  the sam e form al language and  m ethods of form al m anipu lation . Le 

C orbusier used  the sam e strategies such as the right angle game, "the 

m arriage of contours," and  transm utations in the generation of all p lastic  

form s, w hether they w ere pictorial, sculptural, architectural or u rb an  designs. 

W hat m ade Le C orbusier's w ork stand out from other architects a t the tim e 

w as that he was a one m an  band so to speak. The synthesis of the arts took 

place w ith in  a herm etic w orld  of his own visual vocabulary app lied  to all 

levels of design.
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Surrealist M ise-En-Scene," M odulus 18. The U niversity of V irginia (1987), pp. 
63-87.

114 Le Corbusier, W hen the C athedrals W ere W hite, transla ted  in to  E nglish 
by Francis E. H yslopas (New York: McGraw Hill, 1964), pp. 146-147.

115 W illiam  Rubin, and  Carolyn Lancher, A ndr6 M asson (N ew  York:
M useum  of M odern Art, 1971), p. 130.

116 A nna Balakian, A ndre Breton, M agus of Surrealism  (N ew  York: O xford 
U niversity Press, 1971), p. 44.

117 Le C orbusier oeuvre com plete, 1946-1952. vol. 5, p. 72.

11 £ t
T here are very few  critical stud ies of Le Corbusier7s plastic w orks. The

problem  w ith  this lack of research and  the m ain  reason for it th a t has been
echoing th rough  tim e is well p u t by Richard Ingersoll: "It is precisely because
of his im portance as an architect that Le Corbusier7s artistic p ro d u ctio n  has
not been considered seriously; critics and architects generally trea t it as an
am using  digression. Ironically, it is quite possible to appreciate the  a rt w orks
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independently  of Le C orbusier's architecture, b u t w hat is not possib le is to 
understand  his architecture separately from  his art. Le C orbusier h a d  none of 
the technical m astery  or range of his Parisian contem poraries, F ernand  L£ger 
and  Pablo Picasso. N or d id  his pain ter's vision give vision to o thers, except 
du ring  the b rief period  of his partnersh ip  w ith  A m edee O zenfant." (Le 
Corbusier: A  M arriage of C ontours [New York: Princeton A rchitectural Press, 
1990], p. 1.) As Jaim e Coll has pointed out, m any references have been  m ade 
to Le C orbusier's p lastic  w ork  in  the w ritings of G iedion, Sum m erson, 
Banham, Rowe and  Slutzky, Moos, Petit, T afuri and  Dal Co, Sekler, M oore, 
and  K ustrup, b u t a com prehensive study of Le C orbusier's p ictorial w o rk  in 
relationship  to his architecture is still m issing. Coll, u p  to now , has 
accom plished the m ost in -dep th  analysis of Le C orbusier's pa in tings after 
W orld W ar II w h ich  give invaluable insight in to  the developm ent o f his 
postw ar architectural works, see Le Corbusier: La Form a Acustica, Ph.D . 
dissertation, U niversita t Politecnica de C atalunya, Barcelona (M arch, 1994). 
Subsequently Coll has published tw o articles: "Le Corbusier. T aureaux: An 
Analysis of the T hink ing  Process in  the Last Series of Le C orbusier's Plastic 
W ork," A rt H istory, pp. 537-567, and  "Structure and Play in  Le C orbusier's  Art 
W ork," A A  Files (Sum m er, 1996), pp. 3-14.

119 Green, "The A rchitect as Artist," Le C orbusier Architect of the C entury , pp. 
125-126.

120 Moos, Le Corbusier: Elements of a Synthesis, p. 287.

1 91
Coll, "Structure and  Play in  Le Corbusier's A rt W ork," AA Files, p. 10.

122 June 25, 1958 le tter from  Le Corbusier to Ronald Alley from  the "Dossier 
Tate" at the FLC, see Coll, "Le Corbusier. Taureaux: An Analysis o f the 
T hinking Process in  the Last Series of Le C orbusier's Plastic W ork," A rt 
H istory, translated  into English by Coll, p. 562.

123 Le Corbusier, T he C hapel at Roncham p (N ew  York: Frederick Praeger, 
1957), p. 6.

124 As early as 1921 Le Corbusier was already form ulating his concept of the 
righ t angle. In n um ber 18 publication of L 'E sprit N ouveau (Nov., 1923) he 
contributed an  article entitled "L'Angle droit." From  the beg inn ing  of Le 
C orbusier's architectural career the right angle can be in terpreted  as a perfect 
sym bol rep resen ta tive  of the dualistic forces betw een the horizon tal and  the 
vertical lines. See Le Corbusier, Le Poeme de 1'angle droit (Paris: E ditions 
Verve, 1955, rep rin t, Paris: Fondation Le C orbusier/E d itions Connivences, 
1989).

1 95
Le C orbusier oeuvre com plete, 1946-1952, vol. 5, p. 241.
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126 Ingersoll, Le Corbusier: A M arriaee of C ontours, pp. 7-37.
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Chapter 2 - Discussions on the Synthesis of the Arts in the Context of 

Postwar Conferences

Preface

Ideas about the synthesis of the arts in the postw ar years w ere w oven  by 

architects, artists, and  planners into a num ber of complex issues of m odern  

architecture add ressed  at various in ternational sym posia and conferences. 

These issues included looking at the u rb an  com m unity center as the locus for 

a synthesis of the arts, developing a new  m onum entality  appropria te  for the 

tim es, advocating team  collaboration betw een architects and artists, and  

addressing  the relationship betw een the  com m on m an  and m odern  art.

The CIAM, spanning over th irty  years from  1928 to 1959, stands ou t as 

the  m ost significant international fo rum  in  w hich the major figures of 

m o d em  architecture such as Le C orbusier, Sigfried Giedion, W alter G ropius, 

an d  Jose Luis Sert discussed their ideas. The CIAM serves as a good 

chronom eter of the developm ent of the h istory  of m odern  architecture in 

relationship  to u rban  planning. A lthough  the them e of aesthetics, a lw ays 

presen t in Le C orbusier's polemic, w as no t an in tegral pa rt of the first CIAM 

debates, the p re-w ar CIAM conferences set the background for the issues of 

u rb an  p lanning w ith in  w hich the p o stw ar synthesis w as to occur. Follow ing 

a b rief overview  of the first five CIAM  Congresses this d issertation w ill 

explore, in chronological order, seven significant conferences tha t add ressed  

issues around the synthesis of the arts starting  at the end of the war: the N ew
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A rchitecture and  C ity P lanning  Sym posium  (1944), the Sixth CIAM Congress 

(1947), the W hat is H appen ing  to M odem  A rchitecture? Sym posium  (1948), 

the In Search of a N ew  M onum entality Sym posium  (1948), the Seventh 

CIAM Congress (1949), the E ighth CIAM Congress (1951), and  the Unesco 

Venice Conference o n  the A rts (1952).

Prew ar CIAMs

The first CIAM  w as founded in  June of 1928 at the  Chateaux of La 

Sarraz in  Sw itzerland ow ned by M adame Helene de M androt, a w ealthy 

French-Swiss w om an  w ho aspired  to be a patron  of m o d e m  design. This 

session w as called as a d irect consequence of the selection of an academ ic 

design and  the rejection of Le Corbusier's project for the palace of the League 

of N ations com petition  w hich was favored by m odern ists at the time. 

T w enty-four architects from  seven different European countries ga thered  

under the leadersh ip  of G iedion and Le Corbusier, w ho w rote the p reparato ry  

docum ent stating  "the aim  of the First Congress is to establish  a p rogram  of 

action to d rag  architecture from  the academ ic im passe an d  to place it in  its

p roper social and  econom ic m ilieu."1 Their in tention w as to create a fo rum  

in  w hich issues of m o d em  architecture and  urbanism  could  be exam ined by

subjecting them  to com parative inquiries and  debate. T he early CIAM 

debates w ere  p rincipally  concerned w ith  the them es of urbanism , econom ics,

3
and  politics.

The Second CIAM  Congress, w hich took place in  F rankfurt-am -M ain
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in  1929, was sum m oned by E rnst May w ho focused the attention of the 

m eeting on  the  prob lem  of low  income housing  from  w hich resu lted  the

4
significant report, D ie W ohnung fur das E xistenzm inim um  (1930). The 

T h ird  CIAM Congress, held in  Brussels in 1930 and  organized by Victor 

Bourgeois, dealt w ith  the problem s of land organization  for housing  w hose 

outcom e w as the publication of another im portan t report, R ationelle  

B ebauunsw eisen5 (1931). By this time, CIAM w as established as a g roup  of 

in ternational architects who represented  the key to the developm ent o f ideas 

in  u rban  planning . Yet there w ere increasing organizational difficulties 

w hich p rom pted  the call for the design of a standard ized  m ethod of 

p resentation to be used by the CIAM m em bers. The Dutch group , u n d e r 

C ornelius van  Eesteren, was p u t in  charge of this endeavor and  m et three 

tim es until it p roduced  a satisfactory scheme, delaying  the next p lenary  

congress for approxim ately three years. This delay, coupled w ith  the fall of 

W eim ar G erm any in  1933, m arked  a definitive change in the developm ent of 

the next landm ark  m eeting of the CIAM.

The Fourth  CIAM Congress took place in  July 29 to A ugust 13 of 1933 at 

sea aboard the cruise ship S.S. Patris, traveling  from  M arseilles to A thens and

back to M arseilles.6 It was dom inated by G iedion, Le Corbusier, and the 

French m em bers w ho took a m ore generalized v iew poin t w hen  com pared  to 

the specific approach  based on  the practical aspects of design advocated by the 

G erm an m em bers in  the prev ious two CIAM s. U nder the them e of "The 

Functional C ity" thirty-three plans of large industria l cities, all coded w ith  the
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sam e symbols an d  colours and d raw n to the sam e scale, w ere analyzed by 

d iv id ing  each city plan into four categorical functions: dw elling, working, 

recreation, and  circulation. This system atization p ro v id ed  solutions w ithin 

each category w hich Le Corbusier autocratically in terp reted  in  his book La

C harte d 'A thenes.8 It w as at this CIAM that notions of the synthesis of the 

arts were first introduced by L£ger. His "Discours aux architectes" brought to 

the fore the social needs of the masses who could not accept the blank white

g
w all of functionalist architecture. Leger proposed to solve this problem  by a 

collaboration of painters w ith  architects. He gave a descrip tion of his color 

theory that could be applied  at the scale of the city.

The Fifth CIAM Congress of 1937 in Paris w as to be the last before the 

w ar and basically served as a continuation of the previous Congress w ith  the 

featured participation of Sert, who sum m arized his ideas in  the book Shou ld  

O u r Cities Survive?, based on the four functions of the city and  the notion of 

the city as a "living organism ." This book was later published  in  1942 w ith 

the collaboration of G ropius and the assistance of Lewis M um ford with the 

new  title Can O ur Cities Survive?10

N ew  A rchitecture and  C ity P lanning  Sym posium  - 1944

D uring the tw elve-year lapse betw een the tim e the A thens Charter was 

d raw n  up and  the end of the w ar, the Athens C harter had  becom e the 

established b lueprin t of u rban  planning in schools and  offices. However, 

du ring  this tim e the w eaknesses of the A thens C harter had  also become
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apparen t. M um ford, w ho h ad  participated in  the second pub lica tion  of S e rfs  

synopsis of the A thens C harter, held  serious reservations to w ard s  the 

lim iting  definition of the fou r functions because they d id  no t include  the 

political, educational, an d  cultural needs of the people; in  o th e r w ords, the 

vita l centers of com m unity  or civic centers w ere m issing from  the plan. 

M um ford 's critical observations of the A thens C harter p lan ted  the  seed in  

S e rfs  th inking  that flourished  later on  at the E ighth CIAM in  1951 w ith  the 

head ing  'T h e  H eart of the  City." Sert had begun to w rite ab o u t com m unity 

centers in  1944 in his essay "The H um an Scale in City P lanning" for a N ew  

York sym posium  pub lished  in  N ew  Architecture and City P lan n in g  edited by 

Paul Zucker.11

In this essay Sert den ied  the value of technology and  econom ics if the 

goal of either was not d irected  tow ards a hum anistic end based  on ideas of 

dem ocracy. H e called for the hum anization of city plans to be governed by

the hum an m odule and  to be designed  as an "organic social s truc tu re"  w here

12"fom enting and  facilitating  hum an  contacts" w as to be the m ain  objective.

H e proposed cities d iv ided  into designated units and  zoned according  to 

functions w ith  a carefully p lanned  and  centrally located civic nucleus. 

D istances betw een neighborhood  un its and these civic centers w ere  critical 

and  should  be m easured  according  to hum an needs, avo id ing  vast 

extensions. H e thus described  the civic and cultural center as the  m ost 

im portan t type of social struc tu re  in  a city:

In  it should  be found: the university  buildings, the m a in  m useum s,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



83

the  central public  lib rary , the m ain concert hall and  theatres, the 
stad ium  and  area for O lym pic games, the central adm in istra tion  
bu ild ings (for local reg ional and  som etim es national governm ents), 
central park, and  areas especially p lanned for public gatherings, the
m ain  m onum ents constitu ting  landm arks in  the region, an d  sym bols

13of popular asp ira tion  should  also be found.

It is significant to no te  the placem ent of a m ain m onum en t in  S e rf  s 

civic center design. The m atte r of m onum entality as an  architectural and  

u rban istic  phenom enon becam e im portant in  the m id-tw entie th  century . In 

the  large body of literature o n  the subject, the m ain concern w as to define the

14m ean in g  of m onum ent w ith in  a m odern  idiom . G iedion w as the person 

w ho  led  the m ost ex tended  discussions on m onum entality  in  architecture. 

O ne can  find references to m onum entality  in Space Tim e an d  A rchitecture  

(1941), but his first concise essay on the subject, 'T h e  N eed for a N ew  

M onum entality" (1944), w as also published in Zucker's N ew  York

sym posium  volum e that had  included Sert.15

G iedion began his essay by denouncing the n ineteenth  century  as a 

p e rio d  of pseudo-m onum entality  w hen the indiscrim inate use of sty les of the 

p ast h ad  caused the loss of their inner significance and devalued  them  to 

"m ere  cliches w ithou t em otional significance."16 He m ade references to 

J.N.L. D urand  and subsequently  to D urand 's influence on contem porary  

exam ples such as "A dolf H itle r 's  T)as Haus der D eutschen K unst' (1937) in 

M unich , the M ellon Institu te  (1937) in Pittsburgh, the new  m useum s in

17W ashington, and  the represen tative build ings in  M oscow." H e also took 

th is opportunity  to denounce the palace of the League of N ations (1935) in
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G eneva as "an  exam ple of internationally brew ed eclecticism /' claim ing that 

if Le Corbusier's 1927 "scheme for the palace of the League of N ations had  not 

been  killed by the lead ing  politicians of the League, the developm ent of

m onum entality  in  contem porary architecture w ould  probably be today  at

18an o th e r level." H e saw  aspects of a m odem  m onum entality  "in  m arket

halls, in  factories, in  the  bold vaulting  problem s of great exhib ition

build ings," and  acknow ledged the Eiffel Tow er (1889) as the only true

19m onum ent rep resen ta tive  of the late  n ineteenth  century. These last 

exam ples reflected a prim itive tru th  — according to Giedion, they represented  

a  contem porary architecture w hich sim ilar to pa in ting  and scu lp tu re  had  to 

beg in  anew w ithout any references to past styles.

G iedion declared  three steps of design in  contem porary architecture: 

first, the single cell housing  unit for the w orking class; second, u rban ism  as

the  greater entity of the d ty ; and  th ird , "the reconquest of the  m onum ental

20expression." For G iedion it w as im perative to redefine the m o d em  

m onum ent w hich he said  "derived from  the e ternal needs of the people to 

ow n  sym bols w hich  reveal their inner life, their actions, an d  the ir social 

21conceptions." H e claim ed the problem  of the m odem  m onum en t lay in  the 

lack of em otional tra in ing  in those w ho governed and  w ere pa trons of 

architecture, and  in  the  loss of a collaboration am ong architects, pain ters, and 

sculptors. G iedion saw  the ideal position of the artist as the creator of sym bols 

capable of opening new  ways of affecting the m asses em otionally. T hus he 

saw  the need for architecture, painting, and sculp ture to com e together in  a
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synthesized m anner, and the place for this collaboration capable of creating 

contem porary  m onum ents was the com m unity center. As in  the earlier 

periods w hen  there was a sense of a m ore unified cultural life, society had  

creatively fashioned its image in  accordance w ith  its hum an values in  the 

agora, the forum , and the m edieval square. He also acknow ledged the artists 

reclaim ing m ural painting as an  indispensable elem ent for creating 

m o n u m en ta lity .

G iedion 's vision of m odem  m onum entality  encom passed g rea t public

spectacles m ade of new  m aterials, m ovem ent, color, and  ab u n d an t technical

possibilities, for he believed they had  the pow er to aw aken the m asses to

engage in  com m unity life. He referred to the displays of w aterplays, light,

sound, and  fireworks at the 1937 Paris Exposition International des A rts et d e s

Techniques designed by the architects Eugene B eaudouin and M arcel Lods,

and at the 1939 N ew  York W orld's Fair designed by Jean Labatut. W hile

m aking connections betw een contem porary artists and  architects by their

choice of design  elements, he described these m onum ental spectacles as

"ephem eral architecture:"

These spectacles form  one of the rare events w here o u r m o d em
possibilities are consciously app lied  by the architect-artists. They use
the structural values of different m aterials as the m edium  to intensify
the em otional expression, just as the Cubists liked to in troduce sand,
fragm ents of wood, or scraps of paper to their paintings. In th is case,
the architect m ade use of different 's truc tu ra l' values: incandescent a n d
m ercury light, gas flames, colored chemicals, firew orks, sm oke, w ater-

22
jets, painted on the night sky and  synchronized w ith  music.

G iedion further clarified his idea of "ephem eral architecture" in  the 

specific exam ple of 'T he  Spirit of George W ashington" fountain d isp lay  by
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L abatut at the 1939 N ew  York W orld 's Fair [Fig. 2.1] in w hich he described

how  an  eternal patriotic sym bol such as the A m erican flag could be pa id

tribu te  in  a transien t spectacle:

"The Spirit of George W ashington" represents the sym bol of the 
A m erican flag by three colors: red, w hite, and blue. To get the  
m axim um  of lum inosity  and  dep th  in  the  colors, the red  w as ob tained  
by inference of red  glass betw een incandescent light, w ater-jets and  
sm oke (w hich gives it volum e and scale). The w hite w as ob tained  by a 
com bination of incandescent and m ercury  light. The blue w as form ed 
by the interference of b lue glass over m ercury light only. T he three 
national colors w ere g iven  additional force by m eans of gas fire into
w hich chemicals w ere  b low n and by p ro p er grouping of red , w hite, and

23blue firew ork  shells.

In ad d itio n  to G iedion and Seri's contributions, Z ucker's pub lication  

inc luded  o ther relevant essays on the possible image for a new  

m onum entality  by several au thors. George Nelson, the coeditor of 

A rch itec tu ra l Forum , took a cynical view of contem porary society in  w hich a 

general indifference tow ards the arts was uphe ld  by industrialists an d  by 

financiers and  statesm en, the so-called m ain patrons of the arts. T his rift 

could  be b ridged  only by a com m on understand ing  of sociology, econom ics, 

an d  philosophy am ong patrons and  artists. H e pointed out the contradiction  

betw een  the dem and  for m onum entality , w hich  he said w as an  anachron ism  

for the tim es, an d  the lack of faith  in the institutions norm ally g lorified  by 

m onum ental w orks. In fact, like Giedion, he saw  a tendency tow ards the 

ephem eral in  architecture tha t w ou ld  change the traditional concept of the

m o n u m e n t.24

From  a technological po in t of view, Louis I. Kahn defined
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m onum entality  in  architecture as "a sp iritual quality  inheren t in  a structure,

25w hich conveys the feeling of eternity." In a descrip tion of a cultural center

that ex tended  into the  landscape and w hich w as designed by a collaboration of

a citizens' com m ittee, architect, and  engineers, he expounded  on the

m onum ental qualities of structure and  the use of new  m ateria ls by artists to

enhance the total effect [Fig. 2.2]:

O n the g round  the first reaction comes from  the g igan tic  sculp tural
form s of the skeleton  frame.... The p lan  does not beg in  n o r end w ith
space he has enveloped, bu t from  the adjoining delicate ground
sculp ture  it stretches beyond to the rolling contours a n d  vegetation of
the su rro u n d in g  land and continues farther out to the  d is tan t hills....
T he p lans reveal that the vast spans shelter sm aller areas designed for
specific use, w hich  are d iv ided  from  the w hole by panels of glass,
insu lated  slabs, and  m arble. These partitions are free o f the structure
and  rela ted  only to the circulation pattern . The g round  p lan  seems
continuous. T he great lobby is a p a rt of the  am phitheater w hich dips
d o w n  on the stage. The light comes from  above th ro u g h  an  undu la ting
series of p rism atic  glass dom es. A head, som e distance from  the
entrance, is a g rea t m ural of b rillian t color.... To one side  in  the
com m unity  m useum  of sculpture, pain ting , and  crafts.... W ith the new
m aterials and  tools, chemical tints, and  w ith  m anufacture  at the a rtist's

26disposal, h is w ork  becomes alive w ith  ideas.

The architect Philip  L. G oodw in, w ho had  w orked on the  design of the

M useum  of M odem  A rt in New York City, add ressed  the trad itional view  of

the civic m onum ent as sculpture and  proposed  three new  ideas for the

m onum ent: the m onum en t directed at the a ir to be v iew ed from  an airplane,

the m onum en t s itu a ted  w ith in  the structu re  of in ternational h ighw ays and

27bridges, and  the m onum ent as a bu ild ing  for use. A lthough  he strayed 

from  the general no tion  of the m onum ent w ith in  the civic center, he d id  

prom ote the role of the  artist as im age m aker and  the use of new  m aterials
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such as m etal and  glass to give the sensation of lightness and  m obility.

The G erm an-born A m erican painter, E rnest Fiene, adm onished  the

patrons of industrialization  for devalu ing  civic a r t by being m ore in terested

28in  self-glorification th an  in giving a rt to the com m unity. In  addition , these 

patrons concerned them selves w ith  the p roduction  of standard ized  low  

priced architectural ornam ents, usually  m odeled  on  classical patterns, thereby  

avo id ing  the em ploym ent of artists. W ith the adven t of m o d em  architecture 

w hich conceived space and form  as one unity, Fiene saw the chance for 

architects, painters, and  sculptors to w ork together tow ards an  in tegrated  

design  w here  art w as not m erely an add itional em bellishm ent of architecture. 

H e also advocated the use of new  technology and  m aterials, and  show ed a 

preference for abstract art on pain ted  m urals an d  possibly as film  projections 

as well. Above all, the most im portan t a ttribu te  of m onum ental art, in  his 

opinion, w as to inspire the public through  an em otional appeal going beyond  

its practical function.

C arol A ronov id , a consultant for housing  and  com m unity p lan n in g  in 

N ew  York, addressed  dv ic  a rt as "a synthesis o f a w ide range of the arts and

a rt form s w hich em bodies the elem ents of creative com m unal living in

29harm ony w ith  the realities of practical com m unal functioning." Like Sert, 

she saw  the larger context of the u rban  fabric encom passing a dv ic  

responsibility  tow ard  aesthetics. She criticized the focus given to the theories 

of fund ionalism  in  recent years w hich had  p u rp o rted  a rationalistic and  

m echanistic age w hile devaluing the sp iritual an d  em otional aspects of
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com m unity life. She had  hope in the concept of dem ocracy as a social o rder 

w here civic a rt could transcend ind iv idual and ty rannical self-im portance 

and  provide inspirational relief to the m asses. She suppo rted  

experim entation w ith  new  m aterials in  w hich color, texture, and  light w ou ld  

play an im portan t part in  the visual perception of bu ild ings, and  suggested 

looking at a varie ty  of elem ents that could enhance the civic environm ent 

such as w ater th rough  careful treatm ent of river banks, sea and  lake shores, to 

w ater displays in  fountains; using color on a grand scale consciously affecting 

the psychic and  physiological responses of people; m aking  poster design  an 

integral p a rt of civic design; projecting m usic th roughou t the city as a 

m edium  of connecting people th rough  sound; and  ligh ting  cities w ith  flood 

lights and  colored lighting, producing kaleidoscopic effects designed by artists.

These essays dem onstrate how  each author w as grapp ling  in a different 

w ay w ith the im age of a new  m onum entality for the  city, and  yet, they all 

seem ed to agree on the vital participation of the a rtis t in the creation of an  

unprecedented  m onum entality  m ade o f new  m aterials w hile reflecting new  

concepts of space. The descriptions for their proposals, how ever, w ere 

som ew hat sim plistic and  rather rom antic  in their assum ptions. It is w ith in  

this context tha t the tw o sem inal essays by Sert an d  G iedion, the only CIAM 

participants am ong these authors, began to set the stage for a p latform  on the 

synthesis of the arts in relationship to u rban  p lann ing  at the first CIAM after 

the war.
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Sixth CIAM  C ongress in  B ridgw ater -1947

A pre-congress m eeting by CIRPAC (Com ite Internationale p o u r la

Resolution des Probl&mes de 1'A rchitecture C ontem poraine — a CIAM

30com m ittee estab lished  a t the Second Congress ) w as held  in Zurich in  M ay of

1947 to discuss the reconstitution of CIAM a n d  the program  for the first

31postw ar Congress. The chief function of th is  in terim  m eeting w as to g e t 

CIAM going again. The lack of consensus o n  the  them e of the next C ongress 

became ev iden t w h en  different g roups presen ted  the ir suggestions. The 

group from  the U n ited  States presented an ou tline  by K. Lonberg-H olm  u n d e r 

the nam e of "C om m unity  D evelopm ent" w ith  the form al agenda to analyze 

com m unity pa ttern s throughout the w orld. In  response to this ou tline  the  

E nglish MARS (M odern  A rchitectural Research) G roup form ulated a 

counter-proposal, 'T h e  Im pact of C ontem porary  C onditions U pon 

A rchitectural Expression," directing the focus on aesthetics w ith social 

responsibility . S im ilar to the group from the  U nited  States, the Sw edish 

group p roposed  the practical and  functional them e, "U nits for P lanning  of 

U rban H ousing," a n d  like the English g roup, the  Swiss group suggested  an  

aesthetic them e p rom oted  by Giedion, "The R elationship betw een 

A rchitecture, Pain ting , and  Sculpture." S iding w ith  the form er tw o g roups, 

the D utch chap ter d id  not accept the them e o f the  affiliated arts, p resen ted  by 

the Swiss, as an  in ternational problem  of v ita l im portance, and instead  

presented the p rob lem  of "Housing: The Role of the Architect" as the cen tral 

question in  W estern  an d  Eastern Europe. E ven  though  it seems th a t one
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could  identify  tw o ideological cam ps am ong the groups, one focused on  

p lan n in g  and the o ther on aesthetics, the d iv ision  betw een the two w as not 

a ltogether clear, g iven  the points of contention w ithin  each.

The general reaction to these topics w as that they w ere  too lim ited  in 

scope to represent the  interests of the entire Congress. In  review ing these 

proposals, Sert rem inded  the m em bers that the goal of CIAM since its 

fo u n d in g  was to find  a m ethod of achieving "hum an needs" w ith in  a 

technological society. He suggested a balanced approach in  the following 

sta tem en t:

The CIAM should  try  to conciliate the tw o different trends now  
apparen t in  architecture and tow n p lanning  of those who p u t technical 
advancem ent before hum an needs and  those w ho em phasize the 
hum an  side  of the problem  and  frequently  m inim ize the technical

32
possibilities of our time.

W ithout a clearly defined them e an d  m erely a general philosophy of 

in ten tion  sum m arized  as the need "to w ork for the creation of a physical

env ironm ent th a t w ill satisfy m an 's em otional and  m aterial needs and

33stim u la te  his sp iritu a l grow th" -- the aim s of the Sixth CIAM Congress were 

p rim arily  to re-establish contacts am ong the delegates an d  m em bers of the 

d ifferen t countries and  to examine the w ork  that had been done in  the past 

ten  years in p lanning . It was hoped that th rough  this exchange of ideas it 

w ou ld  clarify and  define the existing problem s in each country  and thus help 

p rep a re  a m ore cohesive platform  for the Seventh CIAM. A resum e of the 

C ongress was published  in A Decade of N ew  A rchitecture by Giedion w ho 

considered  it valuab le  to give an outline of the current situation in  each
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country  so as to provide some insight into the variety of works. He included 

an  extensive photographic survey in the back of the book illustrating  w hat 

had  been built du ring  the w ar so as to bring  the CIAM up-to-date.

The m ake-up of the CIAM m em bers changed significantly a t the first 

postw ar Congress. Nevertheless, the old guard  from the previous Congress 

still held the leadership  roles w ith Sert as President, Le C orbusier and  Gropius 

as V ice-Presidents, and Giedion as G eneral Secretary w ith  his new  associate, 

M ary Jaqueline T yrw hitt w ho became Secretary to the council the following 

year.34 Before the w ar they were relatively unknown; the architects were 

m ostly w orking on  sm all scale projects. N ow  they w ere professional m en 

w ith  busy offices designing projects in different parts of the w orld. Their 

ability to agree on an issue continued to determ ine an official CIAM idea.

They were still the focus of the m eetings, w hich now captured  the attention 

of approxim ately eighty representatives from  seventeen countries in Europe, 

A sia, Africa, N orth  and South America, including m any new  m em bers from  

India, Ceylon, Ireland, Argentina, Cuba, and  Brazil. This new  and more 

in ternational m em bership, coupled w ith the results of the w ar w hich 

changed the pow er structure of m any countries around the w orld, opened a 

new  kind of forum  at CIAM where the different needs of the various

countries becam e m ore explicit than  the attem pt to find com m on solutions to

35u rb an  planning  for all.

Some of the political consequences of the war paralleled ideological 

and  pow er shifts w ith in  the structure of CIAM. W estern Europe, w hich had
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dom inated  global affairs before the war, fell to the ran k  of secondary pow er 

w hile the U nited  States em erged as the dom inan t m ilitary  and  political 

pow er of the w orld . Fascism  was destroyed in  all the  defeated  countries and  

G erm any w as d iv ided . Italy lost its possessions in  A frica a t the sam e tim e as 

the English and  French em pires began decolonizing in  1945, g ranting  the 

independence of m ost countries in Asia and A frica by  1960. These new pow er 

balances continued to shift in  the ensuing postw ar years, defying any sense of 

certainty w hich reflected in  the postw ar CIAM 's lack of a consistent or 

cohesive overview .

The em otional im pact of the w ar th rea tened  h u m an  hopes for a better 

life th rough  technology as dem onstrated by the construction  of deadly 

weapons. The m ost d ram atic  example was the d ro p p in g  of the w orld 's first 

atom ic bom bs on H irosh im a and Nagasaki. T hese devices for mass killing 

m arked  a radical shift in  the nature of w arfare, from  attacking  opposing 

arm ies to destroy ing  w hole  populations. T he h u m an  toll in  the Second 

W orld W ar of an  estim ated  seventeen m illion m ilita ry  personnel and over 

forty m illion civilians, including  six m illion Jew s w ho  w ere victim s of the 

N azi Holocaust, exceeded that of any previous w ar. These hum anly 

incom prehensible facts of the war instilled in the general public  the fear of 

the  possibility of an even  m ore devastating th ird  w o rld  w ar.

The sense of fear that rem ained in  the h u m an  psyche after the w ar w as 

addressed  at CIAM from  a social point of view  by the new  D utch  member,

36Jacob Berend Bakem a. H e thought that a CIAM architect had  the
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responsibility  to help  preven t a th ird  world w ar by m eans of his or her 

artistry . The role of the architect of a new  postw ar society, m oving tow ards a 

dem ocracy, was in  the hands of som eone who could stim u la te  people towards 

"to ta l liv ing" in w hich aesthetics and hum an feelings exist in  a harm onious 

relationship . A successful architect used his artistry  "no t for giving 

expression to his ind iv idua l desires, bu t to stim ulate real freedom  for

37everyone."  Social concern for an  aesthetic catering to the  taste of the

general public w as clearly a reaction against the elitist m o d e m  aesthetic of the

tw enties which w as though t to have created a gulf b e tw een  the com m on man

and  the  elite architect, an issue that w as also at the core of J.M. R ichards' ideas.

In  the pream ble of the docum ent "Reaffirm ation of the A im s of

CIAM ," the English representative, Clive Entwistle, con tribu ted  his thoughts

on the changing social consciousness of the tim es by touch ing  u p o n  tw o main

fears of the time, fascism  and mechanization:

These have been years of struggle and separation  d u rin g  w hich, as a 
consequence of the threat of fascist dom ination, political, economic, 
an d  social questions have taken on a new  significance for everyone. At 
the same tim e technical progress has been accelerated by intensive 
scientific research and  the needs of w ar p roduction . The technique of 
p lann ing  has also m oved forw ard as a result of the  experience som e
countries have gained in  socialist organization.38 

In  light of these factors, he saw the em ergence of a new  conception of 

in teg ra ted  planning  allied w ith  a new  contem porary consciousness in  the 

expression of the arts, a llud ing  to the trend tow ards the in teg ration  of the 

p lastic  arts.

A lbert Cam us explained the contem porary fear in  m an  as a loss of
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hum an  values that had  been replaced  by values of contem pt, efficiency, and  

the desire for dom ination. H e presented a bleak view  of m ankind  m oving

tow ards inertia and  w hose goals in  life were m oney and success. Cam us

39called for a revolt by the ind iv idua l confronted by this hum an  crisis. Le 

C orbusier fully believed in  the  capability of indiv idual self reflection to 

transform  false principles into exem plary hum an  values. For Le C orbusier 

the reform ation of ind iv idua l consciousness w ould  serve the collective, 

responding to the em otional needs of people. H e stressed the need for 

"harm ony" in all aspects of life brought about by a poetic phenom enon which 

he described as the precise assem blage of objects through m athem atical

relationships that invoke an em otional response.40 Le Corbusier agreed w ith

G iedion's request to give aesthetics a prim ary voice at the Congress and  stated,

41"finally im agination has entered CIAM."

The decision w as m ade to hold the Sixth CIAM Congress in Septem ber 

of 1947 in England, in  part, because it had not been overrun  by the enem y and 

because the English MARS G roup had m aintained a continuity w hile 

focusing on issues of m odem  architecture during  the w ar as it grew  from 

fifteen m em bers in  1939 to ninety-seven m em bers at the tim e of the 

Congress.42 The sm all riverport called Bridgw ater in Som erset w as chosen 

for its quiet ru ra l environm ent w ith  an  arts center which in  the context of a 

postw ar setting seem s escapist for an international convention on  urbanism . 

M ark H artland  Thom as, from  London, described the spirit of the Congress as 

a "very m oving experience" tha t resem bled "a revolutionary society or
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43perhaps still n eare r to a religious brotherhood."

As p a rt of a one week program  of inform al m eetings, a series of 

lectures w as p resen ted  on the last two days of the week u n d e r the respective  

titles of "U rbanism " and "Architectural Expression" for each day. The earlie r 

p art of the w eek had  been dedicated to organizational m atters w ith  the 

presentation of reports by the different groups. The focus of these lectures 

was gu ided  by the  old guard  who clearly show ed a penchant for aesthetics 

over the functional city that had taken precedence in  the earlier CIAM u n d e r  

the presidency of Cor van Eesteren, w ho personified p rew ar analytical u rb a n  

planning. The new  President, Sert, spoke about the hum an scale in  urban, 

p lanning  and  m ore specifically, in civic centers; G iedion addressed  aesthetics 

and the need for a new  m onum entality; Le Corbusier expounded  on the 

im portance of the  ind iv idual in the w ork of an  ensem ble; w hile G ropius, on 

the other hand, delivered  a paper on architectural education.

The aesthetic problem  was also of m ajor interest to the CIAM h o sts , the 

English MARS G roup. It had been investigating aesthetic issues since the 

m id-thirties w hen  it w as influenced by Bauhaus teachers such  as Laszlo 

Mo holy N agy, M arcel Breuer, and Gropius, who found assylum  in B rita in  

from  N azi G erm any before m oving to the U nited States. In 1938 they h a d  

held a key exhibition at the New Burlington Galleries w hich b rough t up  th e  

issue of the w all surface texture, prom oting m asonry over the w hite w all 

aesthetic of m o dern  architecture of the twenties.

R ichards, the m ain representative of the MARS G roup, p resen ted  a n
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im portan t p aper add ress in g  the em otional response of the com m on m a n  on

issues of aesthetics. He criticized the language of the CIAM statem ents

because it was not accepted or understood by the m an on the street an d

catered exclusively to the appreciation of a sm all elite g roup  of connoisseurs.

H e referred  to the seventeen th  and eighteenth  centuries w hen  desig n

percolated d ow n  from  a hierarchical social system  in contrast to

contem porary  society striv ing  for an  egalitarian  organization and  d e riv in g  its

insp iration  from  the needs of hum anity. R ichards m ade it clear th a t he d id

not believe in  a design  th a t completely deferred  to the tastes of the m an  on

the street o r to the public  comm ittees tha t represented him . But he also

rejected the p rew ar CIAM prem ise that if architecture w ere conceived w ith

sociological and  technical priorities w hich im proved the living s ta n d a rd s  of

people, then  people w ould  autom atically appreciate it bo th  visually  an d

functionally. H e em phasized  this point in  the follow ing quote:

So the question resolves itself into this: w hether the architect is to 
regard  the public  as the passive recipient of the benefits he has to offer, 
or w hether, in  the special circum stances of today, he is to m ake a 
special effort to enable the ord inary  m an — who is, for the first tim e in 
history, the real p a tro n  of architecture -- to share som ehow  in  the 
creative process. I do  not m ean of course that he m igh t assist in  the 
actual designing  of buildings; only that the visual s tan d ard  a im ed  at 
m ight be such  as a lready  come w ith in  his experience, so that, as far as 
he is concerned, appreciation can be based on w hat a lready  m eans 
som ething to him  em otionally. P erhaps this is m ore easily d o n e  in  the 
field of tow n  p lann ing  than architecture in  the lim ited  sense, a n d  the 
requ irem ent is for a studied  hum anization  of the v isual side o f the
u rban  scene.44

Richards reitera ted  the standard  criticism s at the tim e of m o d ern  

architecture such as the use  of synthetic m aterials, new  construction  m ethods,
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m ass p roduction , and the d isappearance of handcrafted  ornam ents, all for 

econom ic ends, as the factors that had  helped create an  inhum an 

env ironm ent. In  the sam e spirit, A ldo van  Eyck b lam ed the decadence of

m an  on  his addiction  to money. H e equated  m aterial progress w ith  the

45w rong  stress on functionalism  m ade by "quasi m odern  architects."

R ichards questioned  w hether a hum anization  could  take place th ro u g h  the 

use of fam ilia r m aterials and  a re tu rn  to some k ind  of regionalism  in  

arch itectu re .

T hree  m onths before the C ongress Richards h ad  published  an  article in

A rch itec tu ra l Review w ith  the title, "N ew  Em piricism ," supporting  the

S w edish  a ttem p t to hum anize the aesthetic expression of functionalism  by

the ap p lica tio n  of trad itional m aterials. A  house a t Kevinge by Sven

M arkelius illustrated  the exam ple of a technologically advanced system  of

pre-fabricated  parts covered w ith tim ber and stone finishes. Seen as p a rt of a

S w ed ish  avan t-garde m ovem ent, R ichards cited Sven Backstrom  w ho

d efen d ed  R ichards' view point:

It w as then  that people g radually  began to discover that the 'n ew  
objectivity ' was no t always so objective, and  the houses d id  not alw ays 
function  so w ell as had been expected. They also felt that the  lack of 
m any  of the aesthetic values an d  the little contributions to coziness 
th a t w e hum an beings are so dependen t upon , and  that ou r 
arch itectural and  dom estic trad itio n  had  nevertheless developed.... 
T oday  w e have reached the p o in t w here all the elusive psychological 
factors have again  begun to engage our attention. M an an d  h is habits, 
reactions and needs are the focus of interest as never before. To 
in te rp re t such a p rogram  as a reaction and re tu rn  to som eth ing  of the 
p a s t an d  to pastiches is defin itely  to m isunderstand  the developm ent of
architecture  in  th is country .46
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In  the in troduction  to A Decade of N ew  Architecture G iedion

expressed his disagreem ent w ith  this Sw edish  style that appeared  overly

picturesque to him. He w rote that even though  Sweden w as "very social-

m inded  and  not at all averse from  adventures in  tow n planning, it w as

nevertheless endangered  by sentim ental trends such as the 'n ew  em piricism '

w hich, u n d e r cover of 'hum anizing ' architecture led it only into ano ther cul- 

47de-sac" It m ade sense that Giedion, w ho w as in  the m idst of inqu iring  

about a new  m onum entality, w as inclined tow ards a new  aesthetic expressive 

of new  m aterials, and  could not sym pathize w ith  either Richards or the 

Swedes.

By bringing  to the fore the im portance of the architect's w illingness to 

respond  to public  opinion, Richards touched upon  another point of 

contention that had  been dealt w ith by the critic Clement G reenberg in  his

1939 essay "A vant-G arde and Kitsch."48 G reenberg differentiated avant-garde 

and  kitsch cu ltures as sim ultaneous outcom es of the industria l revo lu tion  in 

Europe. The avant-garde w as seeking to go beyond academ ic m odels and  

according to Greenberg, its m ost im portan t function "was not to 'experim ent,'

b u t to find  a pa th  along w hich it w ould be possible to keep culture m oving in

49 ,the m idst of ideological confusion and  violence." Existing in  a paradox, the

avant-garde rem ained a sm all som ew hat rem oved group, detaching  itself

ideologically from  bourgeois society, yet staying financially dependen t on  it.

Kitsch, on  the other hand, developed w ith  universal literacy, that is, by

bring ing  the level of culture dow n to the  low est common denom inator.
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C atered to by  the new  m arket consum ption kitsch reached the level of 

universal culture. Kitsch w orks encom passed self ev iden t m eaning  accessible 

to all, w hile avant-garde works requ ired  a cultivated spectator able to reflect.

A lthough  R ichards denounced the sm all elite g roup  of connoisseurs, 

he w as w alk ing  a fine line betw een the two cultures, because even if he 

requested architects to respond to public opinion, he gave the architect and 

no t the m an in  the street the u ltim ate responsibility fo r creating the  aesthetic 

design. G iedion w as sure to say th a t he d id  not th ink  contem porary  art and 

architecture should  express popu lar taste. H aving been founded  on  the elite 

principles of m odem  architecture, CIAM in the im m ediate postw ar years 

found itself in  the difficult position of having to read just to the dem ands of

popu lar taste brought about by the w orld of the Popular Front.50

Before the Second W orld W ar the French P opu la r Front had  gained 

pow er from  1936 th rough  1939. Led by L£on Blum the P opular Front 

represented the socialist party. It advocated the rights of the w orking  class at a 

time of h igh  unem ploym ent. Sim ilar to the efforts m ade by the U nited States 

governm ent in  a tim e of crisis in  1930 to em ploy artists th rough  the W orks 

Progress A dm inistra tion , the P opu la r Front com m issioned num erous artists 

for the 1937 Exposition des Arts et Techniques. The artistic aim  of the Popular 

Front w as to prom ote popular a rt through  public m ural pa in tings w hich

w ould  also serve to encourage artists to w ork for the com m on m an .51

As the leader of the host country, Richards fu rther helped  to influence 

the d irection of the discussions tow ards aesthetics. H e w rote the press
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releases tha t included  his rew orded  version of the reaffirm ation  of the aim s 

of CIAM. T ogether w ith  G iedion and H ans A rp he h igh ligh ted  the issues of 

aesthetics by form ulating questionnaires. Because o f the great variety  of 

po in ts of v iew  it seem ed im portant to m ake inqu iries th ro u g h  w ritten  

questionnaires as a m eans to process the m aterial. T here  w as also an  

aversion  to reaching conclusions too quickly. Patience and  sifting th rough  

m ultip le  questions and  responses seem ed m ore in  line  w ith  the  tim es w hen  

the  beliefs and  actions of the entire society w ere being  revalued  and  

reassessed. R ichards p roduced  two questionnaires add ressing  the im pact of 

technical an d  social developm ents, and  G iedion and  A rp  collaborated on one 

questionnaire  focusing on the relationship betw een the sister arts [see 

A ppendix  1].

The questionnaire  on  the sister arts inquired  abou t the possibility  of

cooperation am ong architect, painter, and  sculptor an d , in  particu lar, raised

criticism  of the role of the architect. In a letter to G iedion  and  in  response to

the  questionnaire, the sculptor, Barbara H epw orth , b lam ed  architects for no t

em bracing the  arts in unity:

I feel, as a sculptor that we have said w hat w e have to say, and  played 
ou r p a rt and  that architecture, as the coordinating  p a rt of our culture, 
has failed  so far, to unite  (and even to understand!) the w ork  that has 
been done in ou r tim e by  painters and  sculptors. W ithout this un ity  
w e cannot achieve a robust culture.... D uring  m y last exhibition I 
found there was a keen  sense, am ong all k inds of people, of the part 
that sculp ture plays in  life, except am ong the architects. They all stood  
w ith  the ir backs to the  sculpture and  bew ailed their lot, or chattered 
about new  m aterials. I was shocked by the a ttitude  because w e are 
w orking , all of us, for som ething m uch g reater than  p lann ing . We are 
w ork ing  for a spontaneous sense of life, of un ity  of pu rpose  w hich w ill 
give h eart to the na tu re  of our ow n living. I cannot say anyth ing  new
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of great im portance, the answ ers are  all there, in  the history of
architecture. N ew  conditions, new  m aterials cannot alter the basic

52principles. It is then, up  to the architects.

Indeed, the problem  of collaboration lay in  the coordinating hands of 

the architect, and  there w ere few  exam ples of m odern architecture show ing a 

successful collaboration. Van Eyck, who also accused architects of often being 

"guilty  of m egalom ania," called the De Stijl design of Cafe L 'A ubette (1926-28)

in  S trasbourg by the architect Theo van D oesburg and the artists H ans Arp

53and Sophie T auber Arp, the best exam ple of a collaboration. U nfortunately,

it w as destroyed by the ow ners shortly after the Second W orld W ar and  was

replaced by decorations consisting of palm  trees and nude figures. This

in terio r design project in  an existing bu ild ing  designed by an avant-garde

group  w as only a small a ttem pt w hen com pared to the larger picture of a

collaboration im plied  at the Congress for architecture and u rban  planning.

If w e look at Le Corbusier as an exam ple, he clearly defined the

54architect as the leader, the single dom inating  m ind of a project. He led 

various collaborations in  the tw enties and  th irties w ith artists such as Leger 

and Jacques Lipchitz, and  furniture designer Charlotte Perriand. In all of 

these cases the artist played a secondary role in  relation to the architect w ho 

defined  the exact placem ent of the art w ork. However, this by no m eans 

underm ined  the im pact of the a rt w ork w ith in  the architectural ensem ble. Le 

C orbusier expounded  on this in  his w ritings on "acoustical space" and 

"ineffable space."

W ithout a clear ideological g rounding , a t the closing of the Sixth
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Congress tw o them es w ere chosen for the follow ing Congress: "U rbanism " 

chaired by Le C orbusier and  A rthu r Ling, a MARS G roup mem ber, and  

"A rchitectural Expression" chaired by Giedion. It was unanim ously agreed 

th a t Le C orbusier in  conjunction w ith  ASCORAL (Association des 

C onstructeurs p o u r  la R enovation Architecturale) and  the MARS G roup 

w ere to redesign the CIAM Grid; the standard presentation form at left over

from  the A thens C harter now  seemed outm oded for postw ar discourse.55 

The m ain criticism  lay in  the use of the term  "recreation" in  the four 

functions of the city outlined by the Grid. Instead of "recreation" a b roader 

term  was sought to replace it: "cultivation of m ind and body." The new  G rid 

w as in troduced at the Seventh Congress of 1949 in Bergamo.

W hat is H ap p en in g  to M o d em  Architecture? Sym posium  - 1948

In the tim e betw een the Sixth and Seventh Congresses two significant

sym posia continued the discussion on aesthetics.56 First, in  the U nited States 

as debates arose about the aesthetics of m odern  architecture in conjunction 

w ith  a new m onum ental expression, Alfred Barr organized a sym posium  at 

the M useum  of M odern A rt in  February 1948 called "W hat is H appening  to 

M odern  Architecture?" This session was triggered by Lewis M um ford 's "The

Skyline (Bay Region Style)" article that appeared in his regular N ew  Yorker

57colum n on October, 1947. In the article, M um ford openly rebuked tw o 

established architectural historians and critics who had  advocated the 

m achine aesthetic of m odern  architecture in  the thirties: H enry-Russell
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Hitchcock fo r tu rn in g  to the highly personalized  arch itectural vocabulary  of

Frank Lloyd W right, and G iedion for p rom oting  "the m onum ental a n d  the

sym bolic." Instead , M um ford praised the w orks of the California architects

B ernard M aybeck an d  W illiam  W ilson W uster w ho practiced  "a native  and

hum ane form  of m odern ism  w hich one m igh t call the  Bay Region Style, a

free yet unob trusive  expression of the terra in , the clim ate, an d  the w ay of life 

58of the Coast." B arr understood that M um ford  was iden tify ing  the Bay

Region Style, p a r t  of the larger category called the In ternational Cottage Style,

59as the A m erican counterpart of the Sw edish N ew  E m piricism  Style.

The M useum  of M odem  A rt sym posium  w as m o d era ted  by M um ford  

w ho led tw en ty -tw o  formal lectures and a  panel d iscussion  com posed of 

prom inent architects, planners, designers, critics, and  teachers.60 The 

outcom e of the sym posium  show ed paralle ls betw een the  A m erican an d  

CIAM factions th a t d iv ided  into two m ain categories: those w ho took a 

practical app roach  by looking at industrial production , an d  those w ho focused 

on the social and  aesthetic m eanings of bu ild ings. The la tter subsequently  

split into tw o stylistic approaches, defined by  Barr, as the In ternational Style of 

"post-functionalism " and the International Cottage Style, "a k ind  of neue

G em iitlichkeit."61

Barr's opening  lecture placed aesthetics at the forefron t by sta ting  "we 

are on the side o f architecture as art ra the r than  on the side  of m ere build ing ," 

and  continued w ith  a discussion defend ing  the term  In ternational Style, 

nam ed as the  title  of a book by Philip Johnson and H itchcock, pub lished  in
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621932 by the  M useum  of M odem  Art. He po in ted  out the m isconceptions of 

the term  w hich  had  been erroneously understood  by m any architects and 

critics to be synonym ous w ith  "functionalism ." Barr explained  he found 

"that m uch  of the book w as devoted to defend ing  architecture against 

scientific functionalists on  the one hand and  com m ercial functionalists on

63the o ther."  He "even considered using the term , 'post-functionalism / to

64m ake absolutely clear that the new  style w as supersed ing  functionalism ."

He also poin ted  out the broad and flexible im plication in  the idea  of 

"in ternational" design that allow ed the w orks of various designers to be 

clearly distinguishable; the acceptance of w ood as a design m aterial; and  the 

concern for hum an  needs as ever present. H itchcock defined the 

In ternational Style as "M odern Architecture," including  tw o separate 

m ovem ents, the Cottage Style and G iedion's question  of m onum entality .

G ropius joined in  defense of early m odern ism 's accent on  the m achine 

but, w ith  m an as the m ain focus, nonetheless. H e quoted K andinsky 's 

form ula from  the Bauhaus years: "Let's not say 'e ith e r/o r , ' any  m ore but 

'an d ;' le t's  not exclude anything bu t include every th ing ."65 H e also 

m entioned  the 1923 exhibition, "A rt and Technics in  N ew  U nity ," where "the 

problem s of hum anizing the m achine were d iscussed  to a g rea t extent, and 

functionalism  for us m eant em bracing the psychological p rob lem s as well as

the m ateria l ones."66 Breuer, who also gave su p p o rt to hum an ism  in early

m odern ism  said, "just as Sullivan d id  not eat his functionalism  as hot as he

67cooked it, Le Corbusier d id  not build his m achine for living!" By
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establishing that, indeed , hum anism  was rooted in early m odern ism  and  not

separate  from  functionalism , these speakers supported  a m o d em  hum anist

aesthetic in  the postw ar era  founded  on the International Style.

O n the o ther hand, the  English architect G erhard K allm ann defended

N ew  Em piricism  as not a re tu rn  to historicism  or folkloristic revivalism , bu t

ra th e r a "retu rn  to the functional core, through em phasis on  social and

ind iv idual psychology, an d  greater freedom  in a w idening  of the expressive

68range and evolution of a m ore hum anistic form  language." Le Corbusier's

design of the E rrazuris house (1930) in Chile, referred to specifically by 

Hitchcock and im plied by Kallm ann, is a perfect exam ple of a structure 

classifiable w ith in  both styles, thus blurring the borders betw een the two. 

M um ford, w ho also felt his term  Bay Region Style had  been m isunderstood, 

said "that it cannot be characterized by any single m ode of building, and  it 

certainly cannot be reduced  to redw ood cottage architecture.... It is precisely

the variety and  range and  universality  of it that I am  stressing."69 M um ford

concluded the sym posium  w ith  the following poignant w ords:

Society is now  in  the  process of a very profound transform ation. It 
m ay either com m it suicide on an inconceivable large scale, or it m ay 
develop the foundations of a new  civilization. If w e continue to 
develop the foundations of a new  civilization, the first efforts of the
m odem  style w ill be seen an indication of that g reater hum anism  and

70universalism  w hich can be achieved.

In sum m ation  of the different talks, it appears that M um ford 's 

reference to "the m o d em  style" w as inclusive of both  the In ternational Style 

and  the International Cottage Style.
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T hroughou t the sessions the issue of m onum entality  w as addressed  by 

a num ber of speakers b u t w ithout any clear agreem ent as to w h a t a new  

m o d em  m onum entality  was or how  to achieve it. Hitchcock referred  to the 

U nited N ations bu ild ing  as a m onum ent because of its size an d  scale, bu t 

doubted  its sym bolic expression because the design  was conceived by a

com m ittee. H e projected the "need for focal m onum ents, even  if those focal

71
m onum ents are only sm all 'pubs ' for large housing  projects." A nd Carl 

Koch saw  the TV A (Tennessee Valley A uthority) dam  projects and  the large 

housing com m unities such as Clarence Stein's G reenbelt designed  for 1000 

fam ilies near W ashington, D.C., both from the m id-th irties, as m onum ents

72in them selves.

In  Search o f a N ew  M onum entality  Sym posium  -1948

The issue of m onum entality w as taken u p  at the second significant 

sym posium  he ld  in  London called "In Search of a N ew  M onum entality" 

sponsored by A rch itectu ral Review in 1948. T he sym posium  w as published 

including  G ied ion 's lecture at the Royal Institute of British A rchitects in

London of two years before; it was basically the sam e text pub lished  by Z ucker

73in  1944. The sym posium  was launched w ith  a statem ent sim ilar to the aim s 

of the Sixth CIAM  affirm ing that "in its next phase, m odern  architecture w ill 

blossom  in  several new  directions, none of w hich  need rep resen t a retreat 

from  functionalism  b u t rather a broadening of the term  to inc lude  a 

bu ild ing 's m oral and  emotional functions in  add ition  to its m aterial
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74functions."  This concern for defining a new  m onum entality  expressive of 

hum an em otions continued to be problem atic as w as ad m itted  at the  outset of 

the talks:

A lthough  the contributors to this sym posium  are am ong  the  m ost 
em inen t architects, architect-planners, an d  critics of arch itecture , they 
m ake it quite clear the contribution of their view s ab o u t 
m onum entality  can do little m ore th an  define and po se  the  problem .
A  great deal m ore discussion and, w h a t is m ore im portan t, a g rea t deal

75of build ing , m ust take place before a clear picture begins to  em erge.

T he sym posium  revolved around  G ied ion 's poin t of v iew  th a t defined

m onum entality  as the eternal need of people to create sym bols tha t reveal

their social conceptions, best expressed in contem porary  term s as "ephem eral

architecture" to be located in  civic centers and  created by a collaboration

am ong architects, painters, and sculptors. The o ther participan ts consisted of

G regor Paulsson of the University of U ppsala; H enry-R ussell H itchcock of

W esleyan U niversity  and MIT; W illiam  H olford  of the U niversity  of London;

W alter G ropius of H arvard  University; Lucio Costa, architect of Brazil; and

A lfred Roth, architect of Sw itzerland and ed ito r of the m agazine  W erk , all of

w hom  presen ted  the ir statem ents.

Paulsson, w ho w as the m ost critical of a m odem  m onum en ta lity

denied the possibility of its existence w ithin  a dem ocracy. H e claim ed that a

genuine m onum entality  could only arise from  a d ic tato rsh ip  because it was

an  expression of its em otional complexes w hich  in  architecture  "induced  in

the subjected people fear, adm iration, and  a  feeling of insignificance through

76the vast d im ensions and associations connected w ith  its fo rm s." H e even
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suggested elim inating  the w ord  m onum ental as a characteristic from  the 

architectural vocabulary  of build ings associated w ith  dem ocratic societies. He 

belabored this po in t by stating that the "to talitarian  society had alw ays taken 

m onum entality  in to  its service to strengthen its pow er over people, w hile the

dem ocratic society in  conform ity w ith  its na tu re  w as anti-m onum ental," and

77in  fact, "intim acy not m onum entality  should be its em otional goal."

Paulsson gave special im portance to the  sodo-psychological part of

society and refu ted  G iedion 's prem ise that the  h u m an  condition could be

solved  w ithin  the civic center. Paulsson insisted  on  addressing  the tow n as

an  in terdependen t system  and clearly stated that the civic center could not be

the answ er if the rest of the tow n w ere not im proved  w ith  the sam e am ount

of inspired  creativity. H e further confronted G ied ion  by quoting G iedion's

w ords "strong em otional im pact" in  the follow ing paragraph:

The next step  for the m odern  architect is som ething  m uch m ore 
im portant than  the search for the expression of a strong em otional 
impact, call it m onum entality  or not. It is to find out the secret of the 
natural area, the  grow ing conditions of the reg ion  and to give the 
m ilieu w ith  a pow er of resistance to de trim en ta l social influences.
Only the architect has the possibility of tak ing  the decisive step tow ards

78achieving it.

Hitchcock g rapp led  w ith  the sem antic m ean ing  of the w ord 

m onum ent w hich he defined as related to the qualities of durability , dignity , 

large size, and  m ost im portantly  providing an  em otional impact. In seeking 

exam ples of m onum ental build ings in  a m odern  id iom , Hitchcock included 

large engineering w orks as well as large scale housing  developm ents. 

H ow ever, he excluded the Crystal Palace in  H yde  P ark  (1851) as a m onum ent
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because o f its dem ountable qualities w hich contradicted his defin ition  of 

durability; conversely, G iedion w ould have probably app lauded  this design 

for its qualities of flexibility. Hitchcock again referred  to the U nited Nations 

headquarters in N ew  York as one of the few exam ples of m onum ental 

expression that encom passed a large scale and a sense of perm anence. In the 

sam e vein  as G iedion he placed the new  m onum entality  w ith in  the urban 

context.

W ith a conservative description of m onum entality  as a classical

form ula based  on the concept of perm anence, H olford , nevertheless,

suggested a new  k ind  of m onum entality to be found  in  m echanical

reproduction, b ringing  to m ind A ndre M alraux's "im aginary m useum " based

on photo reproductions of works of art:

In som e w ays the m ost m onum ental colum n of the tw en tie th  century
is the colum n of figures. For centuries we have transferred the
record ing  value of the m onum ental bu ild ing  to an ever increasing
extent into the m echanical forms of reproduction . Posterity will have
shorter sight. It need  not gaze across the p la in  to tow er and  citadel; it
can tu rn  up  a book or a photograph. It can store a lifetime of
know ledge, o r a panoram a of an entire city in  microfilm . Economic
m an m ay w ell regard  a m onum ental w ork as a statistical digest, or a
p lan  for full em ploym ent, thus transferring  to the brain w hat was once
an appreciation of the senses. In the strict m eaning of the term , there

79w ill be few er and  few er m onum ents.

G ropius, apprecia ting  Giedion's image of an  "ephem eral architecture," 

said  "that the equivalent for m onum ental expression is developing  in the

direction of a new  physical pattern for a h igher fo rm  of dv ic  life, a pattern

60characterized by flexibility for continuous grow th an d  change." Also like 

Giedion, Costa called for a collaboration am ong architect, painter, and
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sculptor as part of the  process tow ards a new  m onum entality . H e stated:

From  the m om ent architects, in  line w ith  their increasing ly  advanced 
and  com plex technical apprenticeship, app ly  them selves also to the 
study  of the problem s of architectural expression, a n d  take p a rt in  the 
curren t artistic debates, to the poin t of recognizing the  p lastic  
foundations com m on to all the arts, and  of becom ing im b u ed  
(sim ilarly to pain ters and  sculptors in  their ow n spheres) w ith  a 
passion  to conceive, to p lan  and  to b u ild  — from  th is  m om ent, their 
w holly  functional w orks w ill respond  to the h igher p u rpose  
anim ating  them  and  w ill express them selves in  ap p ro p ria te  plastic 
term s, acquiring, as a result of their sym m etry  a n d  p roportion , a noble 
and  dignified  grace. Architects w ill then  have unconsciously  attained
m o n u m e n ta lity .81

Costa recom m ended looking at Le C orbusier as the  defin itive  m odel of 

professional teaching because Le Corbusier em braced th ree  d ifferen t essential 

problem s of the tim e: "the technical problem  of functional construction  and 

of its equipm ent; the sociological problem  of u rban  and  ru ra l planning, in all 

its u tilitarian  and  lyrical complexity; and  the plastic p rob lem  of architectural

expression in  its w idest acceptance, including  its rela tionship  to pain ting  and

82sculp ture ." Costa advised  architects to m ove beyond the  authorities, such as 

CIAM, to adopt social and  build ing  legislation because in  the long run  

responsible professional authorities, both in  the adm in istra tive  field and 

universities, w ould  be m ore accessible to the public seeking  their advice. He 

also recom m ended  no t lim iting  m onum ental expression to the  civic center 

for he saw  m onum entality  taking on a significant role w ith in  ru ra l 

popu lations.

Roth, like Hitchcock, looked in  the d irection  of u rb an ism , including 

housing units as well as collective buildings, as the place w here  "the synthesis

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



112

of all creative forces a n d  the im age of the w hole economic, cu ltu ral, and

83spiritual o rder of society" could be successfully represented. H e reinforced

the idea of the dem ocratiza tion  of society w here d ifferen tiation  a n d

m ultiplicity of so lu tions w ould  grow organically to equally  a d d re ss  all

build ing-types ran g in g  from  the individual house to collective structu res.

For h im  the em otional values associated w ith  a new  m onum en ta lity  w ere to

aesthetically affect th e  en tire  bu ilt environm ent.

Instead of p ro d u cin g  a clear definition of the form  of a contem porary

m onum ental architecture, a questionnaire w as handed  ou t as a resu lt of the

different talks w ith  the  in ten tion  of helping determ ine w hat theories needed

to be tested on a practical level [see A ppendix 3]. H ow ever, a few  im portant

ideas w ere b rough t to  light that affected the understand ing  of a n ew

m onum ental expression. N am ely, democracy seen as the favored  social

structure im plied  d istinc t form al characteristics that w ere to be m ore  dynam ic

and flexible than  the exam ples of the past, the general preference for

engineering as the m onum en tal language of the tw en tie th  cen tu ry , and  the

agreem ent that m onum en tality  could be perceived at the scale o f u rban ism

w ith the possibility  of extending  into the landscape ra ther than  a t  the scale of

a single structure.

This sym posium  m arked  the climax of the discussions on

m onum entality  an d  w as follow ed up by several publications w ith in  the

follow ing year and  th en  the discussions on m onum entality  lost the ir 

84m o m e n tu m . T he underly ing  concern in both sym posia to define  an
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appropria te  aesthetic  language reflecting the postw ar h u m an  condition was 

sim ilar to the Sixth CIAM Congress' preoccupation w ith  changing the 

dehum an ized  environm ent in  response to the em otional needs of the 

people. G iedion, as leader of the aesthetic debate at the Seventh  CIAM, along 

w ith  Le C orbusier and  Van Eyck prom oted a synthesis of the arts brought 

abou t by a collaboration am ong architects, painters, and  scu lp to rs to take the 

lead in  reshap ing  a postw ar u rban  architecture in  contrast to R ichards' "man 

in  the street" approach. T hough they differed regard ing  the  appropria te  

language, they agreed  that CIAM should advocate civic centers as sym bols of 

com m unity life. T he topic of aesthetics led to anim ated debates a t the 

Seventh CIAM in  the m edieval tow n of Bergamo in 1949.

S even th  CIAM  C ongress in  Bergamo - 1949

It was ev iden t from the start of the Seventh CIAM th a t a general 

m alaise had  overcom e most of the CIAM groups because of the in ternal 

constitu tional changes of the organization. The previous adm in istrative 

functions of the CIRPAC, w hich had m et consistently b e tw een  Congresses, 

w ere devolved to a W orking Congress that had  not yet m et; and  m atters were 

w orsened  by the lack of financial means for the Secretary to successfully 

accom plish his tasks. The m em bers were no longer su re  how  and  to whom  

to address their concerns. D ivisions am ong the m em bers also becam e 

stronger. T yrw hitt described the presence of opposite tendencies expressed by 

the  N ordic and  L atin  sensibilities; by those seeking a sp iritu a l approach  in

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



114

contrast to those w ishing for a rigid and hierarchical organization; and  by the 

elite representatives w ho believed the CIAM h ad  already achieved m ajor 

resolutions versus the new er representatives eager to face problem s w ith  new

m odels.85

Sert opened the session by m aking a com parison betw een the old 

m edieval center of Bergamo as a tow n built according to the hum an scale and 

the larger m odern cities as victims of rap id  g row th  w ithout planning. He 

called for a revolt by urbanists and  architects against the chaotic condition of 

large m odern cities. A w are of the adm inistrative difficulties w ithin  the 

CIAM structure, com pounded by the dem ands of the different groups for 

d iverse  subjects, he underlined  the im portance of the participation of the 

y oung  generation of architects whom  he encouraged to help  envision a new  

form  for CIAM.

The inevitable situation of m ultiple them es occurred again at the 

Seventh CIAM. This time there w ere three m ajor them es which headed  a 

commission: 'T h e  A pplication of the Athens C harter" headed  by Le 

C orbusier and Sert presented approxim ately th irty  projects w ith the new  

CIAM Grid format; "The Synthesis of the Plastic Arts" w as form ed by G iedion 

and  Richards w ith the special invitation of Jam es Johnson Sweeney, D irector 

of the  M useum  of M odem  Art, and  the Italian a rt h istorian  and critic Giulio 

Carlo Argan; and  'T h e  Reform of the Teaching of A rchitecture and  

U rbanism " was presided  over by Ernesto Rogers, form er Director of D om us, 

Jane D rew  from England, and G ropius who w as unable to attend bu t
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contributed  a substantial paper.

In add ition , three sub-com m issions were also established: 

"Industria liza tion  of C onstruction" led by Well C oates of the  MARS G roup, 

"Legislative and A dm in istra tive  Revision" headed  by  B. M erkelbach of 

H olland, and  "Social P rogram s Useful to U rbanism " p res id ed  over by H elena 

Syrkus, one of the D irectors of the Reconstruction o f W arsaw . The idea  was

for these six Com m issions to  w ork  on the problem s assigned to them  in  order

86to p repare  progress reports fo r the next Congress.

T hough this C ongress w as rem em bered as the  "C ongress of the G rid" 

because it w as the first tim e the CIAM G rid was u sed  for the presentation of 

projects, the discussions at the  First Com m ission tu rn ed  ou t to be a 

d isappo in tm en t in  m any  regards. As Eric M um ford has po in ted  out, not only 

w as the relatively sparse tu rn o u t of projects not a good  represen tation  of the 

best u rb an  projects by CIAM  m em bers a t the time, the  com plexities of the 

G rid  itself w ere criticized by  Van Eesteren and R udolf Steiger w ho said that

"the G rid  as a w orking m ethod  to clarify a great n u m b er of im portant

87problem s does not function  successfully."

O n the other h and , th e  discussions of the Second Com m ission on

aesthetics, w hich w ere a continuation of the issues taken  u p  at the Sixth

CIAM , w ere m ore stim u la ting  and they broadened  the  scope from  ind iv idual

88poin ts of view  to political a ttitudes tow ards society. N onetheless, they 

rem ained  inconclusive a n d  fragm ented.

A t a p relim inary  m eeting  the Second C om m ission p resen ted  tw o
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rep o rts  sum m arized  from  the prev ious CIAM discussions a n d  questionnaires

in  a n  attem pt to establish som e sort of position on  aesthetics. T he first repo rt

recognized  the fu tility  of try ing to  arrive at a definitive conclusion on  the

com plex issue, especially given the lim ited tim e of the m eetings, and  thus

chose to refer to the CIAM m eetings as w orks of research. T he Second

C om m ission felt that the im portance of the na tu re  of the d iscussions obliged

the CIAM  to take a stance in  prom oting  the creation of close ties am ong

architects, painters, and  sculptors in  support of the developm ent of a

com m on language w here all the arts could equally  evolve. R egard ing  the

p rob lem  of the lack of understand ing  of the m odem  id iom  of a rt by the public

at large, the report suggested fu rther studies and  recom m ended  m oving the

discussions aw ay from  abstract problem s w hich  led to over-sim plifications

89an d  tow ard  m ore concrete studies.

The second repo rt addressed  the lack o f an  architectural developm ent 

in  the  sp irit of CIAM in  the recent past. It explained that th is regression  w as 

d u e  on  the one hand  to the tendency of m any architects to fo llow  the easy 

pa th , and  on the o ther hand to the  attitude taken  by the au thorities, who 

because of a lack of inform ation and  often for political reasons, follow ed the 

asp irations of the com m on m an. In this report, CIAM m ade  it clear that it 

w o u ld  not stand  for the debasem ent of the arts for either sen tim en ta l or 

political reasons. T aking  an elitist point of v iew  CIAM sta ted  its goal w as to 

sponsor art of the highest quality. Once this w as said, the u rb a n  fram ew ork  

w as established as the  place w here  architecture and  the o ther arts w ould
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in tegrate. T his could be based only on a tight collaboration am ong the 

d ifferen t artists, such as a creative com m unity w ith in  society tha t w o u ld  have 

the d ifficu lt job of going against the grain of the predom inant idea o f the 

specia lization  of professionals.90

A fter rew orking  and add ing  on  to the 1947 questionnaire on  the  sister 

arts, G iedion and  A rp nam ed the new  questionnaire to be handed  o u t a t the 

Bergam o Congress "Q uestionnaire on  the Synthesis of the M ajor A rts" [see 

A ppend ix  2]. G iedion recom m ended that the discussions should  recapitu late  

the follow ing three inquiries that had  em erged from  the 1947 questionnaire:

1. D o relationships am ong the m ajor arts exist, if so, w hat are they? 2. Is a

collaboration am ong architect, painter, and  sculptor possible, if so, in  w hat

91w ay? 3. Is the com m on man in  condition to understand  this synthesis?

T he issue concerning the common m an in relation to contem porary  a rt was 

the  m ost controversial one at the Seventh CIAM.

The discussion on aesthetics took place on July 29, 1949 w ith  the 

partic ipa tion  of eighteen people, including the Surrealist pa in ter R oland 

Penrose, the  sculptor Isam u Noguchi, and the follow ing artists and  planners: 

Le C orbusier, Sert, Rogers, Roth, Van Eesteren, Max Bill, H elena Syrkus, 

M arcel Lods, Flavio Regis from Brazil, as well as two invited guests, Sw eeney 

and  A rgan. G iedion selected eight excerpts of the discussions for publication  

nine years later in  Architecture. You and Me: The Diary of a D evelopm ent in 

a section titled  "Architects and Politics: A n East-W est Discussion" g iv ing  

special focus to the paper presented by the Polish representative, H elena
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92Syrkus, "A rt Belongs to the People." She and h e r husband, Szym an Syrkus, 

an  A uschw itz  survivor, were C om m unist Jews w ho had been active CIAM  

m em bers since its inception at La Sarraz. After the w ar, they d rew  up  a n ew  

m aster p lan  for the alm ost totally destroyed city of W arsaw. T heir Socialist 

p lan  for the reconstruction of W arsaw  incorporated p rew ar functional 

concerns for zoning and  circulation as well as the huge project of rebu ild ing

93the historic center of the city as an exact replica of w hat was there before.

H elena Syrkus, who supported  the Stalinist cultural policy, had

strongly advocated the city of Prague as the choice city for the Seventh CIAM

w hen along  w ith  Bergam o it was under consideration by the CIAM Council

in 1948. Czechoslovakia's takeover by the C om m unist party  m ade it an

im m ediate  Soviet satellite and Italy 's election of the Christian D em ocratic

party  backed by the United States governm ent m ade for a clear decision th a t

the CIAM w ould  hold  its congress in  Bergamo. Again, like the previous

Congress, the site of a small picturesque tow n w as choosen over a city.

Sim ilar to the political rift betw een East-W est relations of the Cold W ar,

Syrkus, w ho nevertheless had congenial relations w ith  CIAM m em bers,

stood a p a rt from  them . She began her talk  in defense of the com m on m an:

W e w ish  to see the transform ation of m an, of the hum an  conscience, 
and  the architect himself. We lack a fair a ttitude  tow ard  the people.
A rt belongs to the people and  m ust be understandable by the people. It 
is false to believe that art has nothing to do  w ith  politics.... We need  
art, b u t an a rt w hich responds to hum an needs and uplifts the sp irit of
the people.94

Then, tak ing  the position of a Social Realist she openly criticized the
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form alist app roach  o f CIAM:

The 'fo rm alism ' of CIAM was positive in  the early days — it w as a 
revolt. It m ade  use of analytical m ethods, w hich w ere also socialist 
m ethods. Functionalism  discovered m any  good th ings, b u t its 
im portance has gradually  grow n less and  less. The book on m inim al 
dw ellings accepted this regrettable capitalist notion, an d  now  w e use it 
to show  how  deceptive our w orking m ethod  is. There is a sad  
difference betw een  w hat we do and  proclaim , on  the one hand , and  
w h a t w e can do , on  the other. The public recalls faults a n d  failures 
m ore easily th an  successes. In spite of all that has taken  place one 
reproaches Le C orbusier for his phrase 'm achine a h ab ite r .'95

She ended  her ta lk  w ith  highly appreciative w ords reg a rd in g  the past:

The countries of the East have come to the conclusion th a t w e should  
have a greater respect for the past. We do  no t need  to fall in to  
eclecticism  of d raw in g  our m aterial from  the past b u t w e shou ld  have 
g reater respect for the spirit of the past.... The new  W arsaw  w ill 
conserve its link  w ith  the past — that is to say, it w ill p reserve  all that is 
good in  lines of the roads, open places, the connections w ith  the 
V istula, and  w ith  all rem aining evidences of its ancient cu ltu re. In 
defend ing  and  preserving our national cu ltu re  w e d efend  and  preserve 
in ternational cu lture. We at the CIAM m ust revise o u r a ttitude . The
B auhaus is as far behind us as Scam ozzi.96

A ffirm ing his position  Giedion responded  w ith  the fo llow ing w ords:

We have a love for the past. But the m o d em  historian  an d  the 
m odern  pa in ter cannot reenact the past.... W e are for the  past and  
m o d em  artists have show n us w hy we shou ld  be so. W hy? Because 
w e can  now  see the whole of history as a single entity. T oday  w e can 
see righ t across to the prehistoric period  w hen  m an first began  to 'feel' 
and  to ask 'W hat is this around us?' This is the m ethod  tha t M ir6 has 
em ployed; it is the m ethod of Picasso. T oday m ore an d  m ore w e see 
ou r connections w ith  the past and  m ost especially w e see th a t m o d em  
pa in ting  (now declared in Russia to be a form  of bourgeois decadence) 
is deep ly  roo ted  in  the past.... A nother point. We believe profoundly  
in  a m o d em  trad ition . We believe that w e are  develop ing  th is m odem
trad ition . W e believe further that w e shou ld  have no in ferio rity

97com plex w hen  w e are accosted by the com m on m an.

S id ing  w ith  G iedion, Rogers said that ra ther than  forcing a rt to come

98near the people, "the people m ust be g iven the m eans to com e n ear art."
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99V an Eesteren w as "doub tfu l of the receptiv ity  of the com m on m an." In 

add ition , Sw eeney m ade the revealing com m ent tha t the "com m on m an is 

found  equally  in  all social classes"

Several talks that w ere concerned w ith  how  to achieve a collaboration 

am ong the arts p ro p o sed  interesting ideas. Penrose proposed pain ting  

b u ild ings to m ake them  m ore beautiful by  using  techniques sim ilar to the 

ones u sed  by pa in ters du ring  the w ar w ho researched the effects of color and  

tex tures to cam ouflage buildings. Sert referred  to his successful experience of 

a collaboration w h en  in  1937 he had w orked  w ith  L udo  Costa on the Spanish 

Pavilion  at the Paris Exhibition. They cooperated  w ith  A lexander C alder w ho 

designed  the "F ountain  of M ercury" an d  Picasso w ho produced the m ural 

"G uernica," bo th  im pressive pieces of m o d em  art that left a strong  

im pression  on  the public. For Sert, the im portance of this project lay in  the 

pub lic  placem ent o f w orks of art w here m any  people could come together. H e 

dep lo red  the deficiency of such places and  gave the example of N ew  York City 

w hose only center of public assembly, T im es Square, was dom inated  by the 

heavily  trafficked crossroads and "uncontrolled  furors of publicity." Once 

again , he called for the design of civic centers protected from  lucrative 

advertis ing  and  m ore rem iniscent of a m edieval square w here people could 

w alk  freely am ong structures of glow ing colors (the cathedrals) an d  could 

frequen t theatrical perform ances and  d v ic  cerem onies. Sert envisioned 

dynam ic  d ty  centers designed by artists experim enting w ith new  m aterials 

an d  techniques. T here  w ould  be continually  changing exhibitions allow ing
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artists to freely express them selves while creating scenic backdrops for public

activities. Sert concluded by affirm ing that life w ould  spontaneously  express

itself if the  righ t k ind  of place were created for it.

Le C orbusier also im plied that a true collaboration cou ld  be born

organically from  an  initial design gesture — a place of public assem bly. For the

first time a t CIAM Le C orbusier a lluded  to the design  of his Porte M aillot

Pavilion for the Synthesis of the M ajor Arts:

I am  hoping th a t a perm anent center of the plastic arts m ay be 
inaugura ted . This w ould be a center for experim ental w ork  w hich will 
be taken  dow n  and  rebuilt each year. It w ill be a shell w ith in  which we 
could experim ent w ith  external and in ternal spaces in  com plete 
shadow , in  full sunlight, and  so forth; w here  one could  develop 
exam ples of plastic  art from  the first d raw ings in their full scale 
expression in  color and volume: a place w here one cou ld  try  out all 
that the plastic arts can do for architecture — w hether by rendering  
hom age to their walls or by destroying them , or by evoking symbols, 
and  so on. This center w ould become a m anifestation of hum an  poetry 
— a m anifestation of the sole justification for our existence: a center for 
w hich w e m ust produce w orks that are noble and irrefutable witness of 
ou r age, and  not w orks w hich are full of excuses for ou r failings.100

A t the end  of the session G iedion m ade a final point regard ing  the

necessity to educate people in  the realm  of "feeling" since "th inking" was

easier for them  — a fundam ental step for the arts to flourish as an expression

of culture. A ddressing  the education of architects and artists, earlier in  the

talks Penrose asserted  that "the roots of all collaborations a re  in  education"

and  m entioned tw o new  schools in  London w here artists an d  architects

101w orked on the sam e projects together. These com m ents sp illed  over into 

the next d iscussions of the T hird  Com m ission on educational reform  of 

architecture and  urbanism . The T hird  Com m ission recognized that in  order
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to m ake a synthesis of the arts a t a ll possible, synthesis had  to be p laced  a t the

core of architectural education. To begin, the architect should  be tra ined  as a

102plastic  artist and  the three m ajor arts should be taugh t in  a  joint m anner.

The issue of educational reform  had already been  taken  up  in  the 

background of the Sixth CIAM. Tw o years earlier, in  1947, G iedion h ad  

presen ted  a p a p e r at the Princeton University B icentennial Conference w ith  a 

sim ilar title to the T hird  Com m ission, 'T h e  N eed for a Basic Reform  in

A rchitectural Education," in w h ich  he felt the need to com pletely res tu d y  the

103basis of architectural education. He underscored the significance of

teaching architects how  to collaborate w ith o ther specialists in  allied fields.

G iven U nesco 's m ission to advance educational standards on  a w orld -w ide

scale, G iedion  led  thirty-three supporters, am ong them , Le Corbusier,

G ropius, an d  Sert, to sign a letter addressed to the D irector-G eneral of Unesco,

Julian  H uxley, requesting Unesco to set up a com m ittee to form ulate

fundam enta l reform  in the tra in ing  of architects and p lanners. In d ram atic

term s G iedion p raised  Unesco:

N o single organization, no university, and  no coun try  is in  a position  
to perfo rm  this task. Unesco seems today the only agency in  existence 
hav ing  the necessary m eans to accom plish this in tegration , w h ich  has

104to com e abou t if our civilization is not to collapse.

H uxley responded  favorably by sending a Unesco represen tative  to the 

Sixth CIAM. Shortly after, G iedion, Maxwell Fry, and  H uxley m et in  Paris 

and  agreed  th a t CIAM w ould subm it prelim inary rem arks on arch itectural 

education  a t the Unesco Mexico Conference in  N ovem ber 1947.
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R ogers' report o f the Third Com m ission began w ith a litany  of 

problem s on  the p resen t state of architectural education:

T he schools of architecture are  overrun. T he practical teaching
m ethods in m ost schools no longer correspond to the  needs of m o d em
society. No active relationship exists am ong the d ifferen t d iscip lines of
teaching. M any professors d o n 't possess either the pedagogical qualities
or the  ind ispensab le  professional experiences. The n u m b er of
professors is no t in  p roportion  to the num ber of s tuden ts . The schools
d o n 't  take p a rt in  activities of architecture n o r those of urbanism . The

. . 105
contacts am ong professionals and artists are  insufficient.

G rop ius ' paper reiterated  the problem  of scientific reason  that h ad  

taken precedence in  education  over any exploration of the im agination  

creating a  breed  of sp lit personalities d iv ided  betw een the h ead  and  the heart 

and  at the  sam e tim e im poverishing culture. In  the  d isru p ted  postw ar w o rld  

he saw  the u rgen t need  to educate individuals w ith  a synthetic  artistic m in d  

and in  th is w ay — by giv ing  the arts as m uch w eight as the sciences — help  

them  becom e in tegrated  whole beings again. The way to do th is w ould  be to 

in troduce an  in tegrated  approach from  the very beg inn ing  of the architectural 

train ing  w here  a w hole range of know ledge in tegrating  sim ultaneously  

design, construction, an d  economy w ould be com bined w ith  practical 

experience.

G ropius understood  practical experience in  the broad  sense of the term  

to be "the m ed ium  for guaranteeing a synthesis of all the em otional and  

intellectual factors in  a studen t's  m ind ."106 This practical experience w o u ld  

develop in  the w orkshop w here a stronger em phasis w ould  be given to three- 

d im ensional experim entation , m oving aw ay from  a m ostly in te llectual
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train ing . This process w ould a id  the developm ent of "an objective approach

tow ards a language of vision," giving the studen t creative confidence th rough

107"a key system of design." T he interiors and  exteriors of bu ild ings w ould  be

stud ied  through texture, color, and  spatial relationships. Practical experience

in  the field w ould help the s tuden t learn w ays of collaborating w ith  others.

G ropius believed tha t "team w ork w ould lead the students to good,

108'anonym ous' architecture rather than  to flashy, 's tu n t' designs." There

w ould  also be the ad d ed  benefit of students experiencing a synthesis in close

relationship  to the people they served.

Overall, there w ere m any problem s w ith  the Bergamo Congress. As

m entioned  earlier, the Grid p roved  not to be a successful tool and  the in ternal

organizational inefficiency of the Congress could not structurally  deal w ith

the  diversity  of issues and needs presented by the m any international

constituents. Instead, CIAM continued to herald  the elitist ideas of the old

g u a rd  w ho rem ained at the head  of the organization. The m ain  highlight of

the Congress, the dynam ic discussions concerning the role of the common

m an in  relationship to the artist and  aesthetic decisions, lost its m om entum

a t the follow ing CIAM because the m ain advocates for the com m on m an

backed off. Richards became less involved, an d  the Eastern European

countries were not allow ed to participate by their governm ents.

In regard to the problem s facing the Seventh CIAM, the architectural

h isto rian  Bruno Zevi w rote a h igh ly  insightful and  critical essay titled

109"C oncerning A rchitectural C ultu re ." In the essay he nam ed som e of the
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pitfalls of the Congress that w ould  eventually lead  to its disintegration. Zevi

understood  the complexities of the postw ar need  for international

collaboration w hich the CIAM w as not equipped to address. In calling for a

m ore practical and  synthetic approach, he stated:

The problem s of p lanning  can no longer be resolved by theoretical 
studies or by international congresses. Such a problem  involves 
political, industrial, and  legislative aspects w hich no specialized group 
of professionals can succeed in dealing w ith  by itself.

H e saw  the organizational limitations of CIAM and  suggested that

such large planning problem s be taken up by a state structure like the United

N ations that could more realistically undertake this unprecedented task on

an international scale. In light of the international postw ar w orld, Zevi was

appalled  by the continuously predom inant European slant of the Congress

and  called especially for a stronger American representation  w hich in his

opinion w as sorely missing.

H e acknow ledged that organizations w ere historically bound to their

origins and could theoretically change only w ith  a strong will and great

difficulty. In this sense, CIAM was bound to the theoretical ideas of Le

C orbusier and  Gropius, and the historical perspectives and in terpretations of

G iedion. The overw helm ing influence of these three m en left little space for

the g row th  of d ivergent opinions and "the developm ent of a m ore

appropria te  and com prehensive culture." Zevi rhetorically asked:

Can these Congresses organized by the CIAM accomplish today 
achievem ents of im portance equal to those brough t by the first 
Congresses? If these Congresses can not have a deep  politico-social
influence, can they at least attain  a w orthy  cultural level?111
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From  Z evi's po in t of view , if CIAM w ere to have a "w orthy  cu ltu ral"  

influence on the w orld , it was obliged to allow  a stronger voice for "the other 

b ranch  of m odem  architecture, tha t which is no longer rationalistic , the

m ovem ent w hich is called organic, or hum an architecture, o r of the N ew

112E m piricism ," an d  the  adherents of the W right school.

W hile sta ting  his adm iration  for G iedion 's in te llectual scholarship , 

Zevi asked  for a historical revision of G iedion's book , Space. Tim e and  

A rch itec tu re . Zevi proceeded to enum erate the m any om issions in  the book 

sta rting  w ith  the A rts and  Crafts m ovem ent w hich Zevi exp lained  w as d u e  to 

"the classicistic o r biological fallacy, that is, of a historical appraisal w hich  

tends to hold tha t Le Corbusier an d  the Bauhaus are the perfection an d  tha t

113every th ing  preceding them  w as not capable of attaining any perfection."

W ith a sharp  tone he criticized Giedion for looking p rim arily  a t the p rogress 

of technology in  m odem  architecture and thereby "falling in to  a un ila tera l

in terp retation , sim ilar to the k ind  of old technicistic positiv ism ."114 G iedion 

w as accused of erroneously placing Expressionism  in a secondary position  to 

F u turism , and Zevi w ent so far to say that "the tru th  is tha t G iedion occupies 

h im self only w ith  visual m edia, w ith  the m echanical fo rm ula  of a p lastic  

com position m uch  m ore than  w ith  the m oral w orld  and  in n e r in sp ira tio n  of

artis ts ."115 A ccording to Zevi, G iedion was interested in  artists  "only w hen  

qualities of their inspiration  can be expressed in  logical fo rm ulae."116 Since 

Eric M endelsohn 's w ork  d id  no t fall w ithin a clearly labeled "ism ," G ied ion
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inexcusably ignored  h im  in  his book.

Zevi, concerned that m ost of CIAM 's leaders partook of G iedion 's 

"program m atical and  one-sided" h istorical outlook, forew arned the CIAM 

that if it d id  "not w ish  to become a nostalgic m onum ent to the rationalist 

period,.... then it m ust discuss these historical them es, which.... are in  reality

m ost vital insofar as they help us to  u n ders tand  ou r origins, ou r predecessors,

117and  thusly  ou r historical function."

E igh th  CIAM  Congress in  H o d d esd o n  - 1951

D isregarding  Zevi's criticism s, at the E ighth CIAM, the them e of "the 

core," proposed by the MARS G roup, w as considered as abstract physical 

expressions of form  w ithout any rela tionsh ip  to political and  econom ic 

legislative structures. O rganized m ostly  by Tyrw hitt, still u n d e r the 

p redom inan t influence of Sert, G iedion, and  Rogers, and still not w ell 

a tten d ed  by A m erican representatives, the Congress took place in  July of 1951 

in  the idyllic setting of a V ictorian m ansion located in a suburban  village

ou tside  London called H oddesdon , at the sam e tim e and in honor of the

118Festival of Britain. As in the location of the tw o previous Congresses, the 

selection of this Congress site po in ts to a d iscrepancy of rom antic, 

retrospective settings for discussions tha t w ere m ostly p ro -d ties and  against 

su b u rb an  sprawl.

The underly ing  reason for the  selection of "the core of the city" as the 

m ain  them e w as concern for the resto ra tion  of balance betw een the
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ind iv idua l and  the collective spheres o f behavior. Eventually the w ord

"core" w as substitu ted  for the more evocative w ord  "coeur" or "heart" w hich

  110
became part of the title of the Congress "The H eart of the City" [Fig. 2.3].

The p rob lem  w as n o t one of designing m agnificent m onum ental civic centers

bu t of creating places for hum an interaction, such as com m unity centers,

w here spontaneous expression could be nurtu red . To this end , G iedion

poin ted  out that a doctor, a sociologist, an  economist, a governm ent official,

and a h isto rian  w ere invited to share their expertise.

The con tribu tion  of Dr. Scott W illiam son seem ed particu larly

enlightening as he had  already developed a com m unity based on  the

spontaneous expression of his patients' latent talents. His p ioneer Peckham

H ealth  Center, founded  in 1935, was based on two fundam ental principles:

first, the underly ing  force in biology "is nature 's tendency to w holeness,

health  or healing," and  second, the hum an organism  is an expression of "the-

fam ily-in-its-hom e," stressing in housing the im portance of the hearth  w hich

120became the com m unity center in the broader sense of society. Dr. 

W illiam son's observations supported  Le C orbusier's ideology that 

em phasized  p lann ing  based on the functional unity  of the hum an  organism  

as a whole.

The health  center was com posed of a rectangular structure w ith  a th ree  

story opening  centered around a sw im m ing pool w ith  all sorts of facilities 

spinning off it such as a nursery, a self-service restaurant, a theater, a 

gym nasium , w orkshops, and  more [Fig. 2.4]. A pproxim ately 900 fam ilies u sed
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the center on a daily  basis. The families w ere allow ed to do "as they liked,

w hen  they liked, w ith w hat they liked, and  how  they liked" w ith in  the

121confines of the building. Dr. W illiam son com m ented that it took a period 

of chaotic assim ilation for families w ho arrived to the health  center as purely 

instinctive ind iv iduals to become w hole again as au tonom ous people. The 

center w as a success; however, it folded in 1951 due  to lack of funds.

Regarding the u rb an  core, this m odel confined to a single enclosed build ing  

system  and supervised by a health care staff seems highly inadequate.

N evertheless, this kind of inform ation from  other fields o f study , like 

biology, not directly  related to design, gave confidence to the CIAM planners 

tread ing  on uncharted  territory. They were sure of w hat they d id  no t want to 

create. Sert projected the w orst scenario for the city of the fu ture as a place 

w here  people only w ork and endure. General antagonism  tow ard  

suburbanism , responsible for the decentralization of cities, led to a call for the 

re-b irth  of centralized, vital cities. Regarding the center of the city, Rogers

stated  that it could  neither be "the center of business, as in  a capitalist

122organization, no r the factory, as in a proletarian society." There w as also 

the general agreem ent that the center d id  not m erely m ean  an agglom eration, 

or the crossroads of the busiest traffic; the essence of the new  core w as to be a 

place for rendezvous. U nderstanding  the need for the resto ration  of hum an 

relationships appeared  to be the way to recover a civic consciousness. Le 

C orbusier en trusted  the CLAM to guarantee places w here people could  live 

full lives, both in  body and m ind, and  in  harm ony w ith  things: "m an  w ith

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



130

123m an, m an  w ith w ork, and  m an  w ith  natu re ."  In the pream ble of the

E igh th  CIAM book, 'T h e  H eart of the City: T ow ards the H um anisation  of

U rban  Life." while addressing  the com m unity a t large, Le C orbusier set a

m etaphysical and u top ian  tone to the asp irations of CIAM:

CIAM will help you  to be a citizen an d  an  indiv idual. It w ill p u t you  in  
touch w ith  the infinite cosmos and  w ith  the com m on form s of na tu re  - 
- w ith  God and w ith  the spirits of the earth. It w ill p rov ide you w ith  
places and build ings w here you can live a full life, bo th  in m ind  and  
body so that you  will no longer be crushed , but can rise  up  and

u ■ 124sh ine.

Bakema stressed hum an  relationsh ips in  his essay "Relations B etw een

M en and  Things" and  advised the in tegration  of diverse, culturally

responsible activities in  the core to bring people together. H e gave the

exam ple of the sauna as an essential social condenser in  Finland that should

certainly be part of a Finnish core. Com ing from  an Italian  tradition, Rogers

sa id  the core should be the center for hum an  conversation and  the "dolce far 

125n ien te ,"  in its highest expression, as leisure contem plation for the w ell­

being of the hum an body and spirit. In this vein, the in terest of the CIAM 

w as to provide collective spaces that w ould  enhance the fu ll expression of 

h u m a n  life.

As had been decided at the Bergamo Congres, u rban ism  was to serve as

126the fram ew ork for the location of m an-m ade cores. T he hum an  scale 

w ou ld  rem ain constant w hile the size, quality , and  quantity  of the cores could 

d iffer from  tow n to m etropolis. The goal w as to m aintain  the cores' vitality, 

therefore very sm all com m unities were no t recom m ended. In large cities
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w ith  secondary  cores it w as im portan t to integrate in  the single central core a 

num ber of d iverse  functions in  o rd er to assure a sufficient intensity  of life. 

The central core w ou ld  w ork as a hub  w ith the secondary cores linked to  one 

another by elem ents of u rban  landscaping. The life of the m ain  core w as 

m ost im p o rtan t an d  w ould  preclude the existence of any o ther core. 

Characteristics of the core included the separation of cars and  people w ith  the 

center reserved  for pedestrians to move about freely, the "royaut£ du  p iston" 

or the "pedestrian 's  kingdom " as Le Corbusier p u t it, while cars w ould  be 

lim ited to the periphery . Also, commercial advertising w ou ld  be organized  

and contro lled .

Sert, w ho had  the strongest influence on the defin ition of w hat a core 

should  be, categorized it into five different scale prototypes, from  the ru ra l 

village or u rb an  housing  project to the rural sm all m arket center or 

residentia l neighborhood, to the ru ra l town or u rban  sector, to the city, to the 

m etropolis. A dvocating a dem ocratic structure for these centers he adv ised  

they be established by a governm ent branch and financed by  the public ra th e r 

than  created  by business and private  enterprise. He envisioned the rev ival of 

pedestrian  public  squares incorporating loudspeakers and  m ovie and 

telev ision  screens w ith  the enorm ous potential to function as educational 

tools to service the w orld  com m unity. He called for an artistic collaboration 

to develop  a m ore plastic expression of the core based on ligh t and  m obile 

elem ents p erm itting  constant transform ation  w ith in  the com m unity  life. 

Rogers ag reed  w ith  Sert that these centers should not be static or absolute, bu t
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ra ther capable of flexible adaptation through  time and  gave the exam ple of 

C alder's scu lp ture  as a sym bolic comparison.

In o rd er to  create these visually stim ulating city cores, the CIAM 's 

unanim ous underly ing  plea was for designers to restore the synthesis of the 

arts, m aking it clear that artists m ust collaborate from  the very outset of the

127project. G iven the specifics of each of the artists' talents, G iedion defined

three m ain categories by  w hich synthesis can occur: one, an in tegral approach

in  w hich architecture and sculpture are conceived as one, as expressed in Le

C orbusier's C hapel of Ronchamp (1950-1954) [Fig. 1.5]; two, the applied

approach w here in  the architecture is conceived first w ith spaces delineated

for painters a n d  sculptors, as in Henri M atisse's designs for the Vence Chapel

128(1951) by A uguste  Perret [Figs. 2.5, 2.6]; three, a related approach w here each

w ork  stands alone as exem plified in Carlos Raul V illanueva's Caracas City

U niversity (1944-1957) w ith  contributions by m any artists includ ing  Calder,

129Victor V asarely, H enri Laurens, and Leger [Figs. 2.7,2.8].

The H arvard  G raduate Center dorm itories and  social center (1949-1950)

by G ropius a n d  his partners of TAC (The Architect's Collaborative) also fits in

this third category, and show ed a collaboration w ith  the artists Josef Albers,

130H ans A rp, H erbert Bayer, Richard Lippold, and Joan Miro. In  reference to 

th is project, G ropius said tha t while addressing the hum an scale in  build ing 

an  u rban  core, the m ost im portant elem ent was the relationship betw een 

build ing  m asses and enclosed open space [Figs. 2.9, 2.10]. H e spoke of the 

psychological effect of buildings related to space, form, color, and  scale. At a
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larger u rban  scale these same principles, app lied  to an open plan, can be 

found  in  one of the m ost acclaim ed (by CIAM architects) postw ar u rban  

projects of the tim e by  Le Corbusier, the Saint-D ie tow n p lan  in  the Vosges of 

1945 [Figs. 2.11, 2.12]. This p lan  was displayed along w ith Le C orbusier's p lan  

for the new  Ind ian  capital of C handigarh am ong a variety of other city p lans 

categorized by S e rfs  five scale types for u rb an  cores presented in the 

un in sp iring  CIAM G rid  format.

The Saint-Die project was considered a prototype of postw ar u rb an  

p lann ing  w hen it w as exhibited in  N ovem ber of 1945 at Rockefeller C enter in 

N ew  York City. A t the end of the war, the central part of the tow n w as 

system atically destroyed  during  three days and  nights of continuous 

bom bardm ent by the  retreating German arm y, leaving only the cathedral 

standing . Located along the banks of the M eurthe river w ith  the backdrop  of 

ro lling hills, Le C orbusier proposed the design  of a new civic center on  a 

p latform  w ith free-standing buildings su rrounded  by open spaces and  related 

to an  axis established by the landscape and the build ings. The high-rise 

adm inistrative bu ild ing  signified the public space su rrounded  by a 

departm en t store, a  com m unity center, a m useum , a hotel, shops, caf£s, and  

the o ld  cathedral.

The m odernist character of this proposal w as strongly opposed by the 

w ork ing  class sector of the com m unity of Saint-D ie who preferred  the 

proposals by the local architects m aintain ing the ancient historical m assing of 

form s. Le C orbusier's response to this opposition  w as the necessity to educate
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the  people to apprecia te  the fundam ental elem ents of m o d ern  urbanism , "air, 

sun, and  green  space." In the end, the local architects w o n  and  Le Corbusier's 

Saint-D ie project rem ained  a pap er plan. M aintaining a n  elitist position 

G iedion explained: "this is bu t one m ore exam ple of the trag ic  gu lf that still

exists betw een creative solutions and  the pow er of judgem en t of politicians

131and  adm in istra to rs."

A ccording to Sert the core w ould  necessarily resp o n d  to changing social 

needs. The u rban  architectural fram ew ork w ould  function  as a shell w ithin 

w hich a com position of both perm anent fixed points a n d  tem porary  mobile 

elem ents could  exist. The com bination of elem ents w o u ld  create a complex 

and  dynam ic spatia l expression. The fixed points could  ho ld  their value 

th rough  sym bols a n d  m onum ents, sculpture being the  m ost appropria te  

m ed ium  to achieve the required  m onum entality. A ccording  to Le Corbusier 

the architecture of the core should  neither be conceived as tem poral nor as 

eternal, bu t ra ther as laboratories for research on ideas. H is use of laboratories 

included  clubs of all k inds that w ould  rem ain alive n ig h t and  day  throughout 

the year. Sert ad d ed  that these clubs would not only be m eeting places, but 

places w here  exhibitions, concerts, theater, and  debates w ould  take place. In 

sm aller tow ns, open  a ir rad io  and  television centers could  enable the  core to 

encom pass spontaneous discussions on a global scale.

The question  of spontaneity  w as ever p resen t in  CIA M 's discussions. 

The core itself w ou ld  allow  for entirely  spontaneous creative activities. The 

designers w ou ld  position  the different parts in  a space available to everyone

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



135

regardless of class. Ian  McCallum discouraged over-designing in  term s of 

architectural elem ents; instead, spaces should be left open fo r spontaneous 

events such  as street m arkets to take place. H e encouraged designers to pay 

m ore a tten tion  to street furniture, advertising, n ight signs, an d  ligh ting  in 

order to p rov ide  a v isual and  functional background for the d ifferent 

activities. The parts of this urban core w ould allow  for flexibility according to 

the people 's needs, includ ing  theater-like platform s and d isp lay  areas 

enabling people  to express their spontaneous reactions. The pu rpose  was to 

discourage people from  being anonym ous spectators in favor of active 

participation, sharing, an d  bonding w ith one another. W ith this in  m ind, Le 

Corbusier p roposed  the  design of a sim ple cubic shell w hich he called the 

"boite a m iracle" or the "box of miracles" which he described as follows [Fig. 

2.13]:

.... the  real builder, the architect, can construct the m ost useful 
bu ild ings for you , because he knows most about volum es. He can in 
fact create a m agic box enclosing all that the heart desires. Scenes and 
actors m aterialize the m om ent the m agic box appears; the m agic box is 
a cube; w ith it comes everything that is needful to perfo rm  miracles, 
levitation, m anipulation , distraction, etc.. The in terior of the cube is

you  dream
132of — in  the m anner of performances of the old C om m edia dell'A rte.

Le C orbusier w rote from his experiences about a variety  of exam ples

133that could be used as m odels for a "spontaneous theater" in  the core. The 

idea actually  came to h im  in 1936 on a trip to Brazil. There he saw  a m ulti­

racial society whose rich  contrasts created a spectacle on the street that they 

dom inated at the tim e of carnival. In Venice he w as struck by the

em pty, but y o u r inventive spirit will fill it w ith  everyth ing
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perform ance of "The M erchant of Venice" acted out in  a piazzetta. The 

p iazzetta 's harm onious proportions became a natural stage for spectators to 

feel a t one w ith  their surroundings. The experience of w atch ing  the 

C om m edia dell'A rte  at Castello Sant Angelo and  a p u p p e t show  on a French 

cruiser were both  expressive of intense hum an  dram as acted ou t on a day-to- 

d ay  basis. Le Corbusier envisioned w orkshops in  w hich people w ould  m eet 

to produce scenes from their every day lives. Poets, orators, actors, 

com edians, singers, and dancers of all ages w ould  spontaneously  appear from  

the masses, possibly at n ight or on Sundays, to perform  on the open stages. 

Viable stage settings he had  already proposed in his designs include the roof 

of the great hall for the United Nations in N ew  York and  an  open a ir theater 

fo r the M useum  of Knowledge in India. This m useum  of varied  functions is 

an  exam ple of his experim entation and research w orkshops ideas.

In addition  to "spontaneous theater," Le C orbusier also w anted  to 

create spontaneous art w orkshops which he had  observed in  his travels. For 

exam ple, in  the ballroom  of the Taj Hotel in  Bombay m ural decorations w ere 

replaced at least three times a month. H ere, artists w ere g iven  the chance to 

express w hat they knew and felt on a regular basis. A t the Unite d 'H abita tion  

in  M arseilles he w itnessed a spontaneous m ural pain ting  by three 

architectural draftsm en. Also im portant to Le C orbusier w as the inclusion of 

ch ild ren 's art clubs in conjunction w ith photography, cinem a, orchestra, 

cooking, and other clubs. Ultimately, Le Corbusier confirm ed the need  for 

lively forum s in  which people 's latent talents could find  im prom ptu
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expression.

B anham 's critical observations correctly show ed the w eaknesses of the

Congress by h ighlighting  the abstract quality of the discussions w ith o u t a

cohesive in te llectual backbone:

.... the Congress report.... is little m ore than  a com pendium  of 
fashionable cliches, such  as the need to integrate pa in ting  and  sculp ture 
into architecture, w hile  a t the heart of these so-called stud ies appears 
an  in tellectual and  u rban istic  vacuum : the center of the  city is 
considered sim ply  as y e t another functionally designated  area, a n  open 
space, to w hich the citizens w ere to be attracted by som e m ysterious

134quality  of 'sp o n tan e ity /

Incapable of m ain tain ing  a vanguard  vision, the leaders began  to 

retreat after the E ighth  CIAM , and  from  this m om ent on  there  w as a 

significant change in  the history  of CIAM. A w are of the need  for a new  

direction if CIAM w ere to have a future, the senior m em bers w ere concerned 

w ith  how  to include the y o unger generation into the organization . G iedion 

called for a CIAM Council m eeting held at Le Corbusier's office at 35 ru e  de 

Sevres on M ay 10, 1952 "to discuss the departure  of the 'o ld e r  m em bers ' of 

CIAM and passing the torch to the 'younger m em bers,'" as w ell as to 

com m ent on the "C harte de l'H abita t" of A ndre W ogenscky (a y o u n g er

135m em ber) that w ould  even tually  dism iss the sim plistic A thens C harter.

C om m enting on the dow nfall of CIAM which, according  to Rogers, 

began at the B ridgw ater CIAM  w ith  the adm ission of m any  diverse g roups 

causing severe in ternal d ivisions and  a lack of focus, Rogers felt th a t the  older 

m em bers shou ld  no t leave the  CIAM and, like Sert, asserted  the o ld er 

m em bers w ere needed to gu ide the new  generation. H onegger w as clear that
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CIAM  had reached "a state of fossilization" and urged a g rad u a l b u t active

replacem ent of o lder by younger members. Le C orbusier also d id  no t w an t to

stall the im m ediate opening of the  doors to the young, he said:

I believe that those p resen t are too o ld  and have fin ished  'c o n q u e rin g /
A t the beginning , there w ere only architects a t the CIAM , fo llow ing
there w ere architect-planners. I now believe that the  p rob lem  of u rban
p lanning  im plies such a concord of diverse disciplines tha t w e no
longer have the  necessary versatility. We are no longer the 
/ • .• ,136conquering generation.

G ropius had  the correct prem onition that the N in th  CIAM  w o u ld  be a 

congress of transition  w here the  older m em bers w ould  function  p rim arily  as 

spectators allow ing in  the new  young  leaders w ho w ould  then  o rgan ize  the 

T en th  CIAM. A t th is point in  the  history of CIAM the d iscussion  of the  

im portance of artistic collaboration was abandoned and  replaced  by issues of 

aesthetics in  rela tionsh ip  to hab itats at the N inth  CIAM in  A ix-en-Provence 

in  1953. The E ighth  CIAM m arked  the last CIAM w here issues on  the  

synthesis of the arts w ere discussed. The T enth  CIAM C ongress took  place in 

D ubrovnik  in  1956 and  the final demise of CIAM occurred at the last CIAM in

1959 in O tterloo.137

U nesco and  the  V enice C onference on the A rts - 1952

From the outset Unesco w as aware of the problem s, som e of w hich  

Zevi had  expounded  on w ith  his criticisms of the Seventh CIAM , facing  

international organizations. It w as evident that if Unesco w as go ing  to be a 

p roductive o rganization  it had  to take a m ore practical and  syn thetic
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approach. In  contrast to ClAM 's struggle w ith changing w hat appeared  to be 

an  old, hardened  structure to adap t to postw ar needs, Unesco was creating a 

n ew  program  and  starting w ith  a clean slate in the postw ar m ilieu. It is 

significant to note that the last CIAM to focus on issues of the synthesis of the 

arts w as the Eighth CIAM of 1951 and  that sim ilar discussions w ere  carried 

th rough  to the first Unesco Conference on the A rts in  Venice in  1952. It is at 

the  Venice Conference that Le C orbusier presented the m ost concrete views of 

his Porte M aillot Pavilion of the Synthesis of the M ajor A rts as "w orkshops" 

w hich he had  already alluded to at the Seventh CIAM. A brief background 

in to  the history of Unesco w ill help give an understand ing  of its ph ilosophy 

an d  its em phasis on a practical approach.

The prem ise for Unesco w as first conceived in  London in  N ovem ber, 

1942 at the in troductory  m eeting of the CAME (Conference of A llied 

M inistries of Education) initiated by R.A. Butler, P resident of the Board of

Education of England and Wales, and  Sir Malcolm Robertson, C hairm an  of

138the  British Council. From  CAME's regular sessions that lasted th rough  

1945, the idea gradually  em erged of creating an organization that w ould  

u ltim ately  prom ote educational m atters, through cooperation, am ong  all the 

nations of the w orld. Subsequently, in  San Francisco in  the sp ring  of 1945 the 

UN CIO (U nited Nations Conference on  International O rganization) in 

conjunction w ith  its discussions on the organization of postw ar security  

recom m ended  that ano ther conference convene to design  an in ternational 

"in tellectual organization."
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Since 1925 France h ad  played an  im portan t role in  the developm ent of 

an  "intellectual organization" w hen  the IIIC (International Institu te for 

Intellectual Cooperation) of the League of N ations was founded  in  Paris and  

served  as a perfect prototype for Unesco. Paul Valery, w ho p layed  an 

im portan t role in  developing the ideas behind the French delegation  at the 

1945 UNCIO Conference, had  been also an active m em ber of the IIIC, together 

w ith  A lbert Einstein, H enri Bergson, Sigm und Freud, M arie Curie, Gabriel 

M istral, A ldous H uxley, Thom as M ann, M iguel de  U nam uno, and  

R abindranath  Tagore. This im pressive group of people believed that the 

recovery of the w orld w as possible through the em pow erm ent of the intellect

in the  m atters of the w orld , a concept that took an em inent position  in  the

139m inds of the leaders of Unesco.

Finally in San Francisco in October, 1945 the United N ations C harter 

w as adopted , containing article 57 that provided for the creation of a satellite 

agency in the educational, scientific, and cultural fields. This agency w as 

christened Unesco the follow ing m onth w hen its constitution was d rafted  by 

delegates of forty-four nations. The constitution was then ratified  in 

N ovem ber, 1946, and in  the sam e m onth the first session of the G eneral 

Conference w as held at the Sorbonne under of the presidency of Leon Blum. 

Ju lian  Huxley,*40 who was elected Director-General of Unesco, p resen ted  a 

p aper at the Conference entitled, "Unesco — Its Purpose and  Philosophy,"

proposing ideas on which Unesco should be based .141

Huxley stated the tw ofold aims of Unesco: first, it w as to serve the
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in ternational objectives of the U nited  N ations that w ere to contribute to 

peace and  security  for the welfare of hum anity  as a w hole; and  second, it w as 

to foster, in  the b roadest sense, all aspects of education, science, and  culture. 

These aim s w ere  fu rth e r developed in the p ream ble  of the constitu tion  that 

began w ith  the noble w ords of the British P rim e M inister C lem ent A ttlee 

"since w ar begins in  the  m inds of men, it is in  the m inds of m en tha t the 

defenses of peace m u st be constructed."142 It continued  by stressing "that

ignorance of each o th er's  ways and  lives" leads to m istrust betw een peoples of

143the w orld  w hich  in  tu rn  often tim es breaks ou t into w ar.

The pream ble then  proceeded to define the cause of the last w orld  w ar

as the obfuscation of dem ocratic principles based  on the prom otion of the

dignity , equality, a m utual respect am ong m en  that w ere replaced by

ignorance, prejudice, and  doctrines of inequality . From  this prem ise it

asserted "that the w ide  diffusion of culture, and  the education of hum anity

for justice and  liberty  and peace.... constitute a sacred du ty  w hich all nations

m ust fulfill," and  fu rther stated that peace founded  exclusively on the

political and  econom ic arrangem ents of governm ents w ould not last unless

144that peace w as founded  "upon intellectual and  m oral solidity of m ankind ."

Finally, all state m em bers agreed on the follow ing:

.... believing in  the full and  equal oppo rtun ity  for education for all, in 
the unrestric ted  pursu it of objective tru th , and  in  the free exchange of 
ideas an d  know ledge, w e are agreed a n d  determ ined to develop  and  to 
increase the m eans of com m unication betw een  their peoples and  to 
em ploy these m eans for the  purposes of m u tua l understand ing  and  a
tru er and  m ore perfect know ledge of each o ther's  lives.
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R egarding  the field of the arts, including pa in ting , sculpture, m usic, 

dance, theater, literature, film, architecture, in terio r design, and industria l 

design , H uxley  stated  Unesco's com m itm ent to the com m on m an versus the 

h igh ly  educated  elite; clearly because its constitution advocated the 

advancem ent of the com m on welfare of m ankind. T his im plied a w orld  

hum an ism  b o th  in  the sense of including all the peoples of the w orld , and  of 

trea ting  each ind iv idua l person  equally in  term s of "hum an  d ign ity , m utual 

respect, an d  educational opportunity ." N evertheless, Huxley was skeptical of 

slogans like "the  age of the comm on m an" because they  had  the tendency to 

prom ote m ediocrity  and discourage h igh  quality w h ich  w ent counter to 

U nesco's belief in  raising m an to the highest level attainable. Therefore, 

Unesco also encouraged  the harnessing of genius how ever incom prehensible  

it appeared  to the masses.

A ccording to Huxley the successful w ork of a rt alw ays p roduced  an 

aesthetic em otional im pact that was physiological, irrational, and in tu itive  in  

nature . A rt h a d  im portan t social functions on b o th  ind iv idual and  

com m unity  levels. O n an  ind iv idual level the aesthetic  creative u rge  w as 

seen  by H uxley  as fundam ental to healing an incom plete personality, because 

the  practice o f artistic expression could liberate, resolve conflict, and  prom ote 

self-confidence. Com m unally it could serve to express the life and  sp irit of a 

society, evoking  its traditions and aspirations. Especially significant, in  ligh t 

of the dangers of conflict betw een nationalism  and  internationalism , a rt had  

the potential to provide a beneficent outlet for na tional feelings.
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H uxley described the existing egregious physical environm ent of m any 

industria l cities around  the w orld as lacking in p lann ing  and aesthetic values 

that he though t deprived  its citizens of an entire aspect of life, leading  to a 

general m alaise w ith  feelings of frustration and unhappiness. To rem edy this 

condition, H uxley recom m ended the basic study  of the history of a rt as well as 

its direct creative expression in general education. In addition, he saw  the 

indispensab le  role of both  central and local governm ents in  taking 

responsibility  for the physical, aesthetic environm ents of their com m unities; 

m eaning th a t governm ent officials needed to be educated  to be m ade aw are of 

the value of a rt for the com m unity. Sum m ing up  his ideas on the arts 

Huxley stated:

I w ill conclude by recalling that Unesco is the first agency expressly 
charged w ith  concern for the arts; and  by reiterating  the fact that the 
rise of science and  technology have led the m odem  w orld to lay undue 
em phasis on the intellect as against the em otions and on the m aterial 
as against the spiritual satisfactions, w ith  the result that the arts to-day 
are neglected or distorted. It will be for Unesco to help see that in the 
w orld  of tom orrow  art takes its place on term s of equality w ith  science, 
and  p lays an equally im portant role in hum an  affairs.146

H uxley  also discussed Unesco's com m itm ent to the im provem ent,

preservation , and  international exchange of cu ltu re  through cultural

institu tions m anifested in their various forms such  as m useum s, a rt centers,

art galleries, libraries, reading rooms, zoos, botanical gardens, natural

reserves, a n d  historical m onum ents. Unesco w as also com m itted to the study

of m ethods for m aking culture available to the w idest possible public,

w hether by interchange am ong institutions, by ro tating  cultural artifacts

am ong storage room s and  exhibition galleries, or by loan or traveling

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



144

exhibitions. E qually  im portan t was the exploration of w ays to im prove the 

techniques of exhibitions, including mass m edia, notably by radio , film, 

television, and  im proved  m ethods of reproduction . M ass m edia  w ere seen  to 

have trem endous potential in  achieving w orld  peace th rough  rap id  and  w id e  

d issem ination  of cu ltu ral inform ation, dem onstra ting  th a t com m on in te rests 

could transcend national boundaries and  that in ternational cooperation w as 

possible.

H uxley referred  to the  developm ent of "living m useum s" in reaction 

to the trad itiona l concept of m useum s as repositories of collections w ith  the  

inclination to pay  m ore atten tion  to the past than  the present. One of the 

ideas of a "liv ing  m useum " w as to encourage m useum s and  art galleries to 

exhibit and  thereby financially support the w orks of contem porary  artists. 

A nother w ay to bring m useum s and art galleries alive w as to provide 

facilities w ith in  these institu tions for o rd inary  people to learn  about a rt and  

to produce their ow n creative artistic expressions. T hrough  the establishm ent 

of diverse w orkshops and  studios the com m on m an could enjoy the creative 

w ork  in one of the arts of his choice. Unesco was to study w ays and  m eans of 

setting up  a rt centers o r cultural centers in  close relationship  w ith  other 

public  institu tions, m ost im portantly , libraries, m useum s, and  schools.

CIAM 's civic centers w ith  m ultiple cultural public build ings and  spaces had  

been  sim ilarly conceived to hum anize society. Le C orbusier clearly ad ap ted  

his design of "w orkshops" as part of his Porte M aillot Pavilion of the 

Synthesis of the M ajor A rts to comply w ith  H uxley 's idea of "liv ing
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m u se u m s ."

In  his conclud ing  statem ent Huxley said the task o f U nesco was "to

help  the  em ergence o f a single w orld  culture, w ith  its ow n philosophy and
147

background of ideas, and  w ith  its ow n broad purpose." H e  addressed the 

p rob lem  of two opposing  philosophies of life, from  the W est an d  the East, 

th a t could  become th e  reason for conflict and  the cause of a th ird  w orld w ar. 

These tw o philosophies could be categorized as in d iv id u a lism  versus 

collectivism  w hich, according to Huxley, could be reconciled  th rough  a k ind  

of "evolutionary hum anism " by m oving aw ay from  rig id  social dogm as and 

to w ard s  a focus on  the developm ent of the ind iv idua l w ith in  the 

com m unity. H e believed tha t by the m ost com plete self-developm ent of the 

ind iv idua l, one cou ld  establish one 's relationship to others. Unesco's 

app roach  to these social problem s needed to be dealt w ith  equally  

philosophically  an d  practically. Huxley, advocating for the foundation  of a 

un ified  philosophy, called for the highest s tandards in the  prom otion  of 

education, science, and  culture.

H uxley 's po in ts of view  on Unesco d id  no t find unan im ous support 

from  the Com m ission; on the contrary, they caused a w ide  range  of debates. 

Paralleling  some of the debates of the CIAM it w as clear th a t the  ideas of the 

leadersh ip  concerned w ith concepts of synthetic unification  d id  not ring  true 

w ith  m any of the m em bers. The w riter and  philosopher Jacques M aritain, 

h ead  of the F rench delegation, rejected H uxley 's "evo lu tionary  hum anism " 

an d  his desire to p rov ide  Unesco w ith  a unified  ph ilosophy ; em phasizing  the
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practical goals of Unesco, M aritain noted:

In the tow er of Babel of m odem  thought, d ig  as deeply as w e will, there 
are no com m on foundations left to speculative thought.... Because the 
end purpose  of Unesco is a practical one, agreem ent betw een m inds can  
be reached spontaneously, not on the basis of com m on abstract concept, 
not on the affirm ation of one and the sam e vision of the w orld,... bu t 
upon  the affirm ation of a single body of beliefs for guidance in  action.... 
This is little enough, no doubt.... It is, nevertheless, enough to enable a
great task  to be undertaken .148

The optim istic idea of a w orld congress of philosophers w hose pu rpose  

w as to provide hum anity  w ith  an agreed philosophy w as also abhorred  by the 

N eapolitan  philosopher, Benedetto Croce. Croce po in ted  out that Unesco w as 

a W estern institu tion  founded  on the laws of hum an  liberty. H e was repelled  

by Unesco's single-m inded ideas based on the prem ise of true good in tentions 

that in  the long run  w ould  lead to sterile propositions and boredom . 

Realistically, he em phasized the point that philosophical agreem ent was 

lacking betw een the tw o opposing currents, the liberal and  the totalitarian, 

that d iv ided  the w orld. In his view, Unesco could only take the practical 

form  of public, w orld  debate searching for principles to enhance the d ignity  of 

hum an  life an d  civilization. He d id  not doubt tha t the principles of freedom  

of thought w ou ld  w in over au thoritarian  ones, b u t it w as inconceivable to 

h im  to establish a w orld organization based on preconceived ideas of tru th .

H e suggested Unesco have the courage to w illingly dissolve itself in  hom age 

to w orld liberty, and in  so doing, redeem  itself from  its m istakes. Croce 

explained, "it w ill thereby give proof that our W estern w orld  of liberty know s 

how  to correct its errors, even though, and this is hum anly  unavoidable, th is
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149involves a co rresponding  m ortification." A lthough Unesco tried  to  

m ediate betw een indiv idualism  and  collectivism, it seems to have en d o rsed  a 

program  that w as closer to the ideas of W estern democracy, w here 

com m unity is achieved th rough  ind iv idual developm ent. It is also 

significant to note tha t no Russian artists appear to have been in c lu d ed  in  the 

first International Unesco Conference on the A rts in Venice in  1952.

In spite of strong criticisms of its philosophical stance, Unesco 

continued to forge ahead m ost successfully in  the practical realm . It 

established liaisons w ith  in ternational non-governm ent o rgan iza tions such 

as the ICSU (International Council of Scientific Unions) and founded  

subsidiary  branches like the ICOM (International Council of M useum s) 

en trusted  to ru n  a un ique  docum entation center holding in fo rm ation  on all 

types of m useum s.

In the th ird  Unesco session of 1948 in Beirut, a resolution w as a d o p ted  

to design a questionnaire w ith the co-operation of artists from  a ro u n d  the 

w orld in order to discuss the way artists could serve the goals of Unesco. The 

forem ost concern for Unesco was the artist's freedom  in relation to th e  

conditions w ith in  w hich the artists exercised their creativity and  to obstacles 

that could interfere. Unesco affirm ed the im portance of the arts and  th e  

hum anities in  society in  article 27 of the U niversal D eclaration of the R ights 

of M ankind w hich stated that "every person has the right to freely p a rta k e  in 

the collective life of the com m unity and  to enjoy the a rts ."150
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The object o f Unesco's questionnaire w as to im prove the a r tis f  s 

condition  and situ a tio n  w ithin m odem  society by ensuring  the  a rtis f  s 

absolu te  freedom  to create w ithout political, social, m oral, religious, an d  

aesthetic  censorship. W ithin the dom ain  of the m aterial an d  financial 

security  of the artist, Unesco could help by partak ing  in  in ternational and  

national legislative decision-m aking. The essential goal o f the  questionnaire 

w as to find the m eans to give the artist m ore freedom  for creativity a n d  m ore 

m ateria l and sp iritua l security.

Article 29 of the U niversal Declaration of the R ights of M ankind

in troduced  the no tion  of a fundam ental relationship betw een  the in d iv id u a l

an d  the com m unity, as discussed a t CIAM, by stating that "the ind iv idua l has

an  obligation to w ard s the com m unity to fully and  freely express his

personality , and  equally  im portant, the com m unity has the obligation to

151favor the full and  free expression of the ind iv idual personality ." T he 

questionnaire w as created in tw o days, the 5th and  6th of A pril, 1949, by a 

p rivate  group of em inent w riters, painters and  m usicians resid ing  in  Paris. A 

to ta l of tw enty-eight questions w ere grouped in two divisions. The first 

e ighteen  questions addressed  economic obstacles while the follow ing ten  

questions concerned problem s of a social and  a political na tu re . C om pared  to 

the  theoretical n a tu re  of the CIAM  questionnaires, all questions of th is 

U nesco docum ent possessed a m ore precise and  concrete character [see 

A ppendix  4].

A very h igh  response to the questionnaire indicated tha t artists the
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w orld  ro u n d  encountered the sam e fundam ental obstacles, clearly, each w ith  

varia tions corresponding to the different countries. In sum m ation , five 

fundam ental obstacles appeared  to effect all artists: lack of sufficient aid  from  

public  and  state sources; insufficient conditions such as contracts, copyrigh t 

law s and  financial possibilities available to the artist; difficulties on an 

in ternational level including  barriers created by  customs, judicial, and

econom ic law s m aking it difficult for artists to be recognized ab road  as w ell as

152finding  m aterial support once abroad ; difficulties because of the h igh  cost 

of m aterials and studio space to w ork  in; difficulties caused by d ifferent types 

of censorship  and discrim ination.

In add ition  to the questionnaire, a com m ittee was created  to research 

o ther sources such as official declarations, statem ents from  artists, and  

new spapers and  m agazines w hich confirm ed the results of the questionnaire. 

This served  as a serious and  indispensable docum entation  com plem enting

the questionnaire. On February of 1950, in response to the resu lts of the

153questionnaire , the D irector-G eneral, Jaime T orres Bodet set u p  the 

C om m ittee of Experts on the Freedom  of the A rtist in Paris, to specifically 

add ress the freedom  of the artist and  to give suggestions on  how  to approach  

solutions to the five problem s tha t had  been identified. This C om m ittee was 

asked to continue the research, in  o rder to keep the inform ation u p  to date  

and  to w rite  up  a statu te  of the artist to be app roved  by the m em ber states.

The issues raised by the questionnaire served  as a backdrop  for the 

O rgan iz ing  Com m ittee of the International Conference of A rtists he ld  in
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Paris in  Decem ber of 1951. Torres Bodet defined the aim s of such an 

international conference of artists, to be held in  Venice in  1952 on the 

occasion of the XXVIth Biennial, as an  opportunity  to study  the practical 

conditions required  to ensure  the freedom  of artists and to seek m eans of

associating artists m ore closely w ith  Unesco's w ork.154 H e explained the  need 

for an  International A ssociation of Visual Arts and  w arned the O rganizing  

Com m ittee not to w an d er off in  philosophical discussions b u t to concern 

itself w ith the actual day-to-day problem s of artists.

The O rganizing Com m ittee agreed upon the creation of seven sections, 

representing  m usic, theater, literature, cinema, painting, sculpture, and

architecture and invited n ine artists of recognized authority  to present

155general statem ents to serve as a basis for discussion. These statem ents 

w ere published two years after the Conference in the book The A rtist and  

M odem  Society which stands today as the prim ary source and testim ony of

the  Conference.156 An overview  of these statem ents along w ith  the 

in troductory  speech by the Director-General echo m any overlapping  them es 

discussed at the postw ar CIAM Congresses such as a concern for com m unity, 

the synthesis of the arts, a n d  the im portance of state support in  the arts; but, 

from  a more concrete perspective. These issues as presented a t the 1952 

Unesco Venice Conference on the A rts strongly influenced Le C orbusier's 

design  for the Porte M aillot Pavilion of the Synthesis of the M ajor A rts and  

p layed  an im portan t role a t the Conference.

In his opening speech, Torres Bodet exalted m asterpieces of art and
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lite ra tu re  as lasting  assets w hich  nations handed  on to posterity , calling them

157"m onum ents of stone, color, sound, and  w ords." C om pared  to the 

conferences w ith in  an exclusive architectural and visual a rts  m ilieu th a t dealt 

w ith  issues o f m onum entality , this Conference included  lite ra tu re  w hich  

ex tended the  issue of m onum entality to include the w ritten  w ord: books. In 

T orres B odet's m ind  the greatness of m onum ents w as th e ir endurance 

beyond the m em ory of em pires and w ars.

H e po in ted  out the com m unal aspect o f works of a rt tha t increased in 

value th rough  being shared. A  kind of fratern ity  could be established by 

adm irers of the sam e artists — m ade the m ost evident in  the  context of the 

theater w here  the audience participated  in  a spontaneous em otional 

response. The artists, as the ultim ate bearers of culture exem plified by  the 

city, could touch people at large, creating a sense of unity.

In an  age w hen private patronage w as dim inishing, Torres Bodet 

believed the  state should support the arts b u t not in terfere in  the w ork  of 

creation. T he states' task w as to develop indiv idual ta len t by increasing the 

num ber of schools and m useum s, study and  travel scholarships. The state 

could also facilitate the train ing and apprenticeship of a rtists as well as 

pub lish  th e ir w orks and get them  perform ed or exhibited. It was incum bent 

upon  the sta te  to encourage the d issem ination of w orks of a rt and to ensure 

the education  of the public in  the visual arts, music, and  literature.

A ccording to Torres Bodet, the noblest task  of the state w as to ensure that the 

arts w ere no t underm ined because of poverty , lack of leisure  o r lack of
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know ledge.

H e show ed concern for the isolation of the arts from  one ano ther and  

suggested  a synthesis in  w hich the pa in ter and  sculptor w orked  in  

collaboration w ith  the architect, because in  his view, such  a synthesis defined 

the character of each of the g rea t epochs in  hum an  culture. H e saw  the 

danger in  the specialization of different fields where w ork ing  in  iso lation  was 

b ound  to have considerable negative repercussions on civ ilization  as a whole. 

F ragm entation  as w as experienced at the tim e seem ed to be on the  increase 

and  a stra in  on w orld  culture.

In light of this condition, Unesco saw  itself, according to T orres Bodet,

as an  in tergovernm ental organization, w ith  its ow n lim itations, b u t w ith  the

potential to foster discussion betw een experts and  specialists in the m ost

158w idely  differing branches. A ddressing  the participating artists d irectly , he 

asked them  to express their hopes and  desires, to suggest solutions to a broad 

range of problem s related to artistic activities that formed p a rt of social 

relationships and  that took place in the general life of the com m unity . In 

add ition , the O rganizing Com m ittee asked the artists to hand le  the ir subjects 

in  their ow n w ay so as to inspire a spontaneous response. W hat the 

organizers d id  not w ant to do w as to create a systematic survey of the 

problem s to be discussed; instead, they sought a genuine expression of 

opinion. The result of the papers p resen ted  w as a w ide range of approaches to 

each of the seven subjects, dem onstra ting  a variety of d ifferent a ttitu d es and  

concerns. H ow ever, there w as both  a personal and  pragm atic  tone to  each
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paper.

The B razilian architect Lucio Costa, who led a team  of architects w ith  

Le C orbusier as the consulting architect for the design of the M inistry of 

Education and  H ealth  B uilding in  Rio de Janeiro betw een 1936 and  1943, gave 

the  paper 'T h e  A rchitect an d  C ontem porary Society." In discussing the 

im m inent need  for housing  after the w ar Costa praised Le C orbusier for best 

addressing  in  contem porary  society the com bined issues of technology, 

sociology, and  art in architecture, especially in Le C orbusier's Unite 

d 'H ab ita tio n  housing  schem e for M arseille (1947-1952). The m ost difficult 

problem  in C osta 's m ind, how ever, w as the lack of p reparation  and  

indifference of the public at large to m odern  schemes of architectural 

p lanning. H e suggested the public be educated through two m edia that had  

no t yet been exploited: film  and toys. These m edia could be developed u n d e r 

the  guidance of Unesco an d  the personal supervision of experts in the field 

like Le Corbusier.

He observed that m ost people at all social levels had  a negative a ttitu d e

tow ards m odern  architecture for three m ain  reasons:

First, the m arkedly  different appearance of m odem  constitutes a b reach  
of the natural law s of evolution; second, m odern  architecture does no t 
respect national trad ition ; th ird , its em inently u tilita rian  and  
deliberately  functional character is incom patible w ith  architectural
expression and m akes it incapable of producing the im pression of

159dignity  w hich is desirable.

He countered these points by first stating that m odem  technology h ad  

developed  from  the industria l revolution and had  a d ifferent evolu tion  from  

th a t of trad itional techniques, so the appearance of m odem  architecture w as
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natu ra lly  diverse. Next, he a rgued  that "native" variants inevitably d id  enter 

the  architectural design process of m odem  structures as a genuine expression 

of the  national character of the designer. Lastly, he affirm ed that the m odem  

architect w as an artist fully capable of creating a plastic expression that deeply 

affected hum an feelings. Costa em phasized the concept of plastic quality  as an 

essential elem ent of architectural design, a concept that needed to be given 

prio rity  by architects and professional education. While praising  Le Corbusier 

on  the one hand, he acknow ledged the lack of a developed sense of plastic 

quality  in contem porary architecture.

After expounding on the idea that the plastic aim was w hat 

d istinguished  architecture from  m ere build ing , Costa concluded that in  light 

of the contradictions of the m odem  w orld, he predicted a new  balance of 

forces g radually  coming together w hich he term ed "the theory of convergent

consequences."160 For exam ple, all the countries gathered at in ternational 

conferences seem ed incom patible, each w ith  a different set of problem s and 

needs. Despite the seem ing im possibility of reconciliation am ong them ,

Costa believed that they w ould  slow ly "converge tow ard a com m on m eeting

ground  and tow ards a new  w orld w ide synthesis."161 H e ended w ith the

follow ing optim istic words: "the evolutionary process will then shift to

another plane, to the healthy rhy thm  of a cycle w ithout precedent — the most

162productive  and  the most hum an in  history'."

The Italian artist, G iuseppe U ngaretti's paper, 'T h e  A rtist in  Present- 

day  Society," began w ith a discussion on the essence of poetry as the unifying
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ing red ien t of all the arts. Together w ith poe try  Ungaretti b rough t u p  the 

concept of im perm anence as an elem ent th a t allow ed the b read th  o f poe try  to 

be perceptib le  to people, dealing w ith though ts of life and  death , the  in fin ite  

and  the ephem eral, as could be found in the w ritings of Blake, L eopold i, and  

Baudelaire. U ngaretti h ighlighted the characteristics of im perm anence  

regard ing  his tim es w hich he described as lad en  w ith  a k ind of restlessness 

and confusion, causing the w idening gap  betw een  the artist and the public.

U ngaretti explained that since the Rom antic period the a rtis t h a d  a 

fixation on im perm anence brought about by  the constant transfo rm ations 

th rust upo n  society by technological advances. Just as technology h a d  been  

com ing up  w ith  innovations, the artists, deep ly  engrossed in the rea lities of 

their tim es, w ere constantly obliged to inven t a new  language to express 

them selves. H e pointed out that architects m ust understand  their role as 

artists and  m ust be especially sensitive to balance their u n d e rs tan d in g  of 

technological discoveries w ith their poetic im agination. The sense of 

im perm anence created by the industrial revolu tion  w as heigh tened  by  the 

experience by num erous artists of both w o rld  w ars in w hich they sa w  the 

instan t destruction  of m any w orks of art. U ngaretti's m ain  recom m endation  

for b ridg ing  the relationship of the public to a rt was to bring the critical 

th ink ing  of the  arts into the school system  an d  to publish  critical articles in  

the public  press.

The A m erican p layw right Marc C onnelly  in  his paper "The T hea te r 

and  Society" described theatrical activities in  different countries fro m  a
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historical perspective  as well as those in the postw ar era. In his opinion, the 

French an d  the G erm an theater stood out as fine exam ples. The French h ad  a 

strong theatrical trad ition  established by the governm ent. In add ition  to a 

p lethora of com m ercial theaters in  Paris there w ere four national theaters: the  

Opera, the O p6ra-Com ique, the Odeon, and  the  Com edie-Francaise, all of 

which d ep en d ed  on  the N ational M inistry of E ducation  and w hose deficits 

were p a id  b y  the state. There w ere  also four state subsidized young com panies 

that took plays to the theaters in  tow ns in  the French provinces. But m ore 

interesting and  re la ted  to Le C orbusier's ideas for "w orkshops" of the 

pavilions of synthesis of the arts was the French trad ition  of the "study 

theater." These "study  theaters," such as the  N ational Popular T heater led by 

Jean V ilar, p ro v id ed  an environm ent for new  ideas. They traveled to their 

audience an d  experim ented w ith  bringing the public  closer to the theatrical 

experience by ho ld ing  social gatherings w here the audience m et the artists 

and by arrang ing  balls where they could dance together.

In  G erm any throughout the W eimar R epublic the theater w as so lid ly  

organized and  an  integral part o f everyday life. A fter the Second W orld W ar 

the state theaters w hich  were the  very foundation  of G erm an d ram atic  

culture w ere  re in troduced  in m akeshift theaters located in beer halls, clubs, 

stock exchanges, an d  even w ith in  the ruins. C onnelly also praised 

Scandinavia for its healthy theatrical netw ork  that covered the entire country  

and served  approxim ately  three- hundred  com m unities. The m ain  

com panies w ere financed by the state and m unicipalities while a few  other
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tou ring  com panies and open-air theaters w ere financed by trade  unions. In 

contrast to the  prestige the theater received as a respectable and  cultural a rt in 

the above m entioned  countries, C onnelly poin ted  out that in  the U nited 

States the m ajor theatrical system rad ia ted  from  Broadway in  N ew  York City 

and  w as a lm ost entirely funded by private financing, g iving the im pression to 

E uropeans th a t the theater had been com pletely supplanted  by the m ovies in 

the U nited  States.

In  his conclusion, he drew  u p o n  the ancient Greek u nders tand ing  of 

the theater as "a hospital of the spirit," w here a cathartic cleansing and

reflective stim ulation  could aid people in exam ining them selves m ore

163deeply. H e called for governm ent assistance, but naturally  free of political 

control, and  saw  the theater as p a rt of the hum an rights objectives as 

sponsored by Unesco.

H enry  M oore's paper "The Sculptor in M odern Society" saw  scu lp ture  

m ore than  pain ting  as a public art, and  he therefore addressed  the issue of the 

rela tionship  betw een of the artist and  society. He contrasted the sim pler 

com m unal an d  hierarchical societies of the past, w hich had  a unified 

structure, to the complex and fragm ented contem porary society. In the past, 

artists had  a definite place and function in society while tw entieth  century 

artists d id  n o t have a clear position no r a defined patronage. Moore saw  

com plexity in  having to deal w ith a num ber of different patrons rang ing  from  

private ind iv iduals to som e form  of organized individuals such as a public  

corporation, a m useum , an  educational institu tion or the state. He stated  that
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the diversity of patronage required of the contem porary artist a  kind of 

adaptability  that w as not required of the artist of a unified society. He asked 

artists to be flexible and to see their changing role in  a society. H aving w orked 

in  the public dom ain, M oore m entioned the significance of a team  of artists 

and  planners collaborating in  the design of the w hole project. Ideally this 

collaboration should  beg in  w ith the initial participation of all the  artists and  

designers involved. He com plained that more often than no t a r t  w orks w ere 

seen as an afterthought, like added  pieces of decoration.

Moore ended his talk  by endorsing Unesco as an organization  w ith  the 

potential to provide the appropriate  conditions for the flourish ing  of the arts. 

Unesco could investigate the law s of cultural developm ent in  different 

countries to encourage the organic vitality of the arts while a t the sam e tim e 

guaranteeing the freedom  and independence of the artist.

Jacques Villon chose to address the position of artists in  France in  

relationship to their patrons and audiences from  a practical standpo in t in  his 

paper "The Painter in M odem  Society." He advocated an  appea l for financial 

aid , including social security from  the state, w ithou t in terfering  w ith the 

freedom  of the artist. In addition, he recom m ended the creation of an "arts 

fund" w hich w ould  receive contributions from  all who benefited  from  art 

w orks and a tax exem ption granted to all donors to m useum s an d  galleries.

H e also believed the state should support the arts by establishing 

comm issions, study  and  travel fellowships, and  national prizes.

Regarding the general public he stated that architecture, as an everyday
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setting, w as the m ain  link  to the arts. A rchitecture served  as the  fram e for 

public  art and  had  a d irec t educational influence. H e asked fo r perm anent 

contracts for pain ters, sculptors, and architects w ith  in te rnational 

organizations, using  U nesco as a model.

Also w ith  a realistic point of view  George Rouault p resen ted  the paper 

"The Pain ter's R ights in  H is W ork." From  his first-hand experiences of the 

risks and dangers in  the hand ling  of his w ork he m ade a lis t of six points to 

pro tect the artist: the a rtis t's  rights in his w ork before sale, the  artist's  rights 

over his w ork  after it has been handed over, reproduction  of the artist's  work, 

the artist's right in  exhib iting  his work, the rights of heirs an d  executors, and 

the fate of w orks of a rt in  case of war.

The Swiss com poser A rthur H onegger in  his pap er "T he M usician in 

M odern  Society" spoke of the many difficulties young com posers faced w hen 

attem pting  to get the ir w orks perform ed or printed. H e p resen ted  three 

solutions to the situation: m usic should be a required  course beginn ing  in 

p rim ary  school and  m usical education should direct aud iences tow ards an 

apprecia tion  of m o d em  m usic, increased grants to sym phony  orchestras (and 

a t least one m odem  com position should be included in  every  program ), and 

the  state should  com m ission works for theaters, schools, a n d  radio.

In the paper 'T h e  W riter in the W orld of T oday," the E gyptian  w riter 

T aha H ussein p resen ted  a d a rk  and pessimistic view  of the w o rld  affected by 

tw o  w orld wars. C oncerning the integrity of the w riter he d iscussed  the m any 

w ays a w riter could m ake a living from  his profession and  the  im portance of
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tak ing  a so d a l role.

D iscussing h is experiences in the Italian film  in d u stry  A lessandro  

B lasetti in  his p a p e r "Is C inem atography a Collective o r an  Ind iv idua l Art?" 

concluded  that film  w as a practical collaboration am ong  in d iv id u a ls  and  as a 

n a tu ra l expression of its times was essentially a collective a rt form.

Im m ediately follow ing the papers p resented  on  the 23rd of Septem ber, 

1952, u n d e r the um brella  of the Committee of the A rts, a d iscussion  addressed 

th e  philosophical an d  social problem s that had  been  raised. In  add ition , the 

delegations from  France, Sw itzerland, Yugoslavia, a n d  N orw ay  presented 

repo rts  that looked at the activities of each of the ir na tional organizations and 

th e  existing collaboration am ong architects, pain ters, and  sculp tors as well as 

the  resources needed  to develop an understand ing  of the arts th rough  

education . The G erm an and Italian delegations m ad e  reference to the 

various system s tha t associations of artists w ere try in g  to in troduce in  their 

respective  countries to regulate artistic com petitions.

T he Com m ittee of the Arts then decided to create three sub ­

com m issions. The first headed by Caes, a rep resen ta tive  of the International 

U nion  of Architects, w as asked to study the p rob lem  of a collaboration among 

architects, painters, and  sculptors and their rela tionsh ips w ith  countries 

abroad . Issues of state assistance, legal procedures an d  the need  to create 

com m on interests on these grounds w ere addressed . The second headed  by 

A lfred  Roth, ano ther representative of the In terna tional U nion  of Architects, 

w as in  charge of study ing  the internal problem s of a  co llaboration  am ong the
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different arts. Hence, they saw  the need to look for a general understand ing  

am ong the artists in  o rder to create a collaboration tow ard a synthesis of the 

arts. The th ird  w as com posed of fifteen mem bers from  various countries 

headed by Severini. Their job w as to exam ine the problem s in the creation of 

an  International Association of Plastic Arts.

After an extensive and  in -dep th  discussion of the various problem s, 

the Sub-Com m issions w orked ou t several resolutions that w ere  app roved  by 

the Com m ittee of the Arts. In  particular, the Third Sub-Com m ission 

requested Unesco to unconditionally  support the p reparatory  com m ittee for 

the creation of an  International Association of Plastic Arts. This resolution

was unanim ously approved by the thirteen delegates p resen t.164

The Com m ittee of the A rts then exam ined a statu te w hich  it subm itted  

to all the national organizations and  artists that were present. The docum ent 

set forth the general aim s of the International Association of Plastic Arts. 

Am ong the aim s w as the encouragem ent of international collaboration in the 

cultural field that superseded any  aesthetic or national preconception of 

artists from  the various countries, and  the protection of the econom ic and 

social conditions of the artists on  an  international level. The Com m ittee of 

the Arts discussed the creation of a committee of the A ssiciation open to all 

the artists present at the Conference, and nom inated the Executive

Committee and  Secretary of the Association.165 This led to the foundation  of 

the International Association of Plastic Arts in  1954 w hichcan be singled out 

as the m ost im portan t outcom e of the Conference.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



162

The A m erican novelist and p layw right T hornton  W ilder, se rv ing  as a

reporter at the Conference, em phasized the fact tha t the Venice Conference

w as the first conference a ttended  by a tru ly  international g ro u p  of artists from

m any different creative fields. Most of all, he said, the artists w ished  to

reaffirm  tw o principles:

.... that the artist th rough  his creation, has been in  all tim es a force that 
d raw s m en together and  rem inds them  that the th ings w h ich  m en 
have in  com m on a re  greater than  the things that separa te  them : and 
that the w ork  of the  artist is the closest exam ple of the  opera tion  of 
freedom  in the h u m a n  spirit.166

He described the Conference as "filled w ith anxiety o r enorm ous

expectations" du ring  the first three days w hen hundreds of extrem ely

individualistic  people from  diverse traditions felt some sort of responsibility

tow ards the issues expressed by the Director-General in  his open ing  speech.

The anxiety increased as the participants separated and w ith d rew  into

com m ittee room s. A fter m oving from  committee to com m ittee several

tim es a day du ring  the leng th  of the Conference, W ilder felt the  m ost

im portant fact of the Conference w as a general sense of joy th a t increased as

contact developed am ong artists expressing their sincerest convictions.

W ilder discovered that w h e n  artists discussed their problem s a t an

in ternational level certa in  clarifications and solutions p resen ted  them selves

which w ere not ap p aren t w hen considered solely from  a na tional p o in t of

view. The Conference as a whole w as a success as he explained:

These reunions have  taken the form  of sp iritual p rogress, a 
developm ent, an d  a test or trial. After som e insecurity  in  m ethod  and 
focus, after some false start, we have show n that w e can  th ink  
in ternationally  a n d  that -- extrem e individualists th o u g h  w e are  — we
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167can th ink  and  plan and  act cooperatively.

A nother reporter, N.C. M ehta concurred w ith  W ilder w h en  he

characterized the Conference:

.... by so m arked  a spirit o f co-operation, solidarity  an d  fratern ity  am ong 
artists from  all parts of the w orld — an encouraging  om en. N o t only 
d id  this Conference, as som eone pu t it, represent a k in d  of rev iew  of 
the situation, bu t it also m arked  the first stage of a con tinu ing  program

c 168of action.

D uring  the  Conference the  follow ing recom m endations w ere

constantly  reiterated: "Let us begin  doing som ething practical. Lets get dow n

169to concrete facts. Let us pu t an  end  to such generalities." W ilder 

understood  that a t the m om ent of laying the foundations of a g rea t w ork  as 

projected by the Conference, sim ple and self-evident p rincip les w o u ld  arise. 

H e advised  the participants no t to despise these princip les because they were 

no t self-evident to the non-artist, or to the w orld  a t large, bu t w ere  a 

fundam enta l p a rt of establishing the cornerstone of the s tru c tu re  of an  

in ternational arts organization. W ilder observed the s trik ing  fact tha t all 

com m ittees exhibited an unquestion ing  confidence in  th e  com petence of 

U nesco to collect and  allocate funds, to select com m ittees for the ir 

d istribu tion , and  to supervise a w ide variety of projects.

The only partic ipan t W ilder referred to in  his rep o rt w as Le C orbusier 

because, according to him, Le C orbusier was a notable exam ple o f som eone 

envisag ing  an in ternational activity organized around  th e  co -operation  of 

several arts. It w as w ithin this context that Le C orbusier p resen ted  his idea 

for pavilions of the synthesis of the major arts as "w orkshops." T heir
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p u rp o se  w as to p rov ide  an architectural environm ent for artists  to respond to 

w hile  they  w ere w orking  together and  then to serve as exhibition  space. The 

closest Le C orbusier ever came to realizing one of these in ternational 

"w orkshops" was the project for the Paris exhibition for the Synthesis of the 

M ajor A rts a t the Porte Maillot. It is clear that Le Corbusier w as using  the 

U nesco platform  to raise support for his project that was first conceived in 

1950 and  th a t was still struggling to get built.

E ven though Le Corbusier's design  for "w orkshops" w as not realized, 

U nesco developed, independently  from  Le Corbusier, a successful program  

for trave ling  exhibitions. From the beginning of its history U nesco 's advisers 

for m useum s and exhibitions prom oted  international exchange of exhibitions 

as a m eans of intellectual and cultural exchange. They w ere aw are  of the few 

ongoing  large traveling  exhibitions that m oved am ong a lim ited  num ber of 

im p o rtan t cities a round  the w orld. However, they advocated an increased 

n u m b er of traveling exhibitions tha t w ere m ore d iversified an d  sm aller in 

scale, and  that w ould go to towns in  the countryside as well as to the large 

cities. Recognizing th a t some countries had experience in o rgan iz ing  and 

p rep a rin g  different k inds of traveling exhibitions while o thers h ad  very little

or no experience, Unesco decided to publish  a set of standard  technical

170gu idelines in  a book, M anual of T raveling Exhibitions. E lodie Courter 

O sborn, the  D irector of the C irculating Exhibition D epartm ent of the M useum  

of M odem  A rt in  N ew  York, w as recom m ended to write the m anual by the 

A m erican  Federation of Arts.
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The prototype for traveling exhibitions used by Unesco dates back to 

1855 w hen  the Victoria and  Albert M useum  first lent a rt to the C entral School

171of D esign and  to various provincial schools. In 1857 a separate  Circulation 

D epartm en t w as opened to direct these loans, and since its foundation  the 

V ictoria and  A lbert M useum  has served a rt students as w ell as the general 

public  th rough  loans to m useum s and galleries. Unesco's am bition was to 

not lim it traveling  exhibitions to the arts bu t also to include architecture, 

u rb an  p lanning , natural sciences, history, science, and so on.

W hat w as new  was the developm ent of the com pletely packaged 

traveling  exhibition w hich incorporated its own w ooden fram e installation 

un its for easy installm ent. This system m ade it easier for traveling 

exhibitions to reach underdeveloped countries w ith no pre-existing 

installation facilities. C om pared to Le C orbusier's sophisticated design  for the 

pavilions of the synthesis of the arts, this design w as rud im entary  but 

significantly m ore practical.

Unesco's first traveling exhibitions w ere of color reproductions of 

w orks of art, perhaps a llud ing  to A ndre M alraux's "im aginary  m useum " — 

the use of color reproductions in illustrated art books. M alraux described his 

idea as follows:

A longside the m useum  a new field of art experience, vaster than  any 
so far know n (and stand ing  in the sam e relation to the art m useum  as 
does the reading of a play to its perform ance, or hearing  a phonograph 
record to a concert audition), is now , thanks to reproduction , being 
opened  up. A nd the new  dom ain -- which is grow ing  m ore and  more 
intellectualized as o u r stock-taking and its diffusion proceeds and 
m ethods of reproduction  come nearer to fidelity — is for the first time
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172the com m on heritage of all m ankind .

U nesco 's idea w as to use reproductions that could  easily reach  the 

rem otest places in  the w orld  as a m ed ium  for in form ation  and education . 

Surely, T orres Bodet w ou ld  have referred  to this idea as m onum ental in 

scope. The firs t Unesco traveling exhibition w as com prised  of fifty 

reproductions o f a rt w orks from  1860 to 1949 chosen by experts in  the  field. 

E leven sim ilar collections of the same reproductions w ere  p repared  to travel 

to the m em ber states and  w ere accom panied by a catalogue w ith a h istorical

sum m ary of th e  period  and  biographical notes of the artists whose w orks

173w ere being show n.

The success of these exhibitions w as exem plified by the 1950 Unesco

174Traveling Science M useum  that went to Lim a, Quito, an d  H avana. In 

Lima it w as visited  by approxim ately five thousand people per day. The 

intention w as to  explain the newest developm ents in  science. The m ost 

popu lar a ttrac tion  w as the  astronom y section w ith a portable p lan e ta riu m  

that could ho ld  up  to sixty people at a tim e and  took the  visitors on a trip  to 

the stars. T he dem ountable planetarium  folded up  in to  units no la rg e r than  a 

table. A no ther successful exhibition w as done in  1952 in  com m em oration of 

the five-hundred th  anniversary  of the b irth  of Leonardo Da Vinci. Unesco

prepared  a series of forty-five traveling exhibitions each containing one

175hundred  and  fifty  facsimile reproductions of Da Vinci's draw ings.

W ithin the  context of these postw ar in ternational conferences and  

sym posia one can observe the issues around  the ideas of a synthesis of the
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arts. These ideas originated w ith  the end  of the w a r an d  culm inated at the 

tim e of the 1949 Seventh CIAM and the 1951 E ighth CIAM w ith  Le 

C orbusie r's  1950 design for the Porte M aillot Pavilion of the Synthesis of the 

M ajor A rts. The E ighth CIAM was the last one to add ress issues of the 

synthesis of the arts because the theoretical and  abstract quality of the 

d iscussions seem ed obsolete in  a rapid ly  changing w orld  needing  concrete 

so lu tions to new  u rb an  problem s. Founded on a m ore practical approach  

to w ard  the arts and  hum anities, the first Unesco Conference on  the A rts of 

1952 served  as the subsequent forum  for Le C orbusier to develop and  espouse 

h is ideas for the Port M aillot Pavilion build ing-type. The significance of this 

pav ilion-type  m ust be understood  w ith in  this conjunction of conferences 

concerned w ith  issues of collaboration am ong the d ifferent arts, popu lar taste 

versus elite art, in ternationalism , and traveling  exhibitions.
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H old  First Postw ar Congress," A rchitectural F o rum  (Nov., 1947), p. 15, 
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m ethods of application of the  principles of design on  the environm ent and  
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role of pain ting  and sculpture in  the habitat b u t try ing  to aw aken  in  the 
architect and  urbanist the sense of the plastic form  of contem porary  tow ns, 
w hose essentials we have been try ing to deduct in  the study of the G rids." 
("Com m ission 2; The Role of Aesthetics in the H abitat," FLC, Fl-06, p. 169.)

O f concern here w as the need to develop a plastic vocabulary w ith  the 
sense of rhythm  and the play of volum es in  space w ithin a C artesian 
structu re , to preserve the hum an scale in light of the problem  of rap id  
popu la tion  growths in  developing countries, to address the ind iv idua l 
trad itions of each culture, and  to stim ulate an  in tegration of the  ind iv idua l in 
the com m unity by p rov id ing  m ultip le  functions for in teraction w ith in  the 
habitat. There was particu lar attention given to the role of aesthetics and  
p rim itive  cultures as presented by the African office of ATBAT (Atelier des 
Bastisseurs — located in  Casablanca, the ATBAT group  w as u n d e r the 
d irec tion  of Michel Ecochard and included the association of V ladim ir 
Bodiansky, George Candilis, and  Sharach W oods; all followers of Le 
C orbusier) which analyzed the conditions of the squatter b idonvilles in 
A lgiers. They concluded that contem porary housing  for these prim itive 
cultures needed to evolve organically and be sensitive to the local clim ate and 
b u ild ing  systems. In praise of prim itive aesthetics, the CIAM rep o rt affirm ed 
the often quoted statem ent, "a hu t in  the C am eroons has m ore d ign ity  than  
m ost prefabricated houses." ("Com m ission 2; T he Role of A esthetics and  
Prim itive Culture," FLC, Fl-06, p. 171.)

F rom  a sim ilar poin t of view , two young  MARS group  representatives, 
Peter and  Alison Sm ithson, p resen ted  their G olden Lane housing  project for 
a w ork ing  class neighborhood in  London in  w hich  they stressed  "the p roblem  
of re iden tify ing  m an w ith  his environm ent." (A lison Sm ithson, T he  
Em ergerce of Team X out of CIAM; Docum ents [London: A rchitectural 
A ssociation, 1982], p. 7.) Form ally this translated into looser, organic 
struc tu res responding to the traditional elem ents associated w ith  the English 
w ork ing  class such as the traditional street and tw o story dw elling  units.
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Clearly, a t the N in th  CIAM, the  concern for the com m on m an as d iscussed  in 
the Seventh CIAM w as b rough t to the fore, bu t u nder n ew  reg ionalist 
term inology. N evertheless, there  rem ained the  aesthetic p rob lem  of how  to 
combine a h igh  m odern ist aesthetic  w ith  a regionalist one.

In the sum m ing-up of the  CIAM  report, there w as a last reference 
m ade to a collaboration am ong the arts, seem ingly m ore like a vestige from  
the past, w hich im plied  tha t the architect should  design w ith  the  fully 
developed sensitivity of an artist: 'T h e  new liberty  of spa tia l creation  attained  
by the architect dem ands of h im  a specific sensibility and  a m astersh ip  in 
coordinating spaces and  volum es w hich in  m any cases is still m issing  today. 
In  the transito ry  stage before acquiring  this m astership it is im p o rtan t that he 
collaborate from  the beginn ing  w ith  the pain ter and  the scu lp to r as the 
specialists of surface and  space organization." ("C om m ission 2; T he Role of 
Aesthetics and  Prim itive C ulture," FLC, Fl-06, p. 172.)

From  this po in t on  it is ev iden t that the favored them es of the old 
CIAM leaders w ere replaced by the issues regard ing  the p roblem s of habitat 
relevant to the new  young elite m em bers w ho led the com m ittee for the 
Tenth CIAM  he ld  in  D ubrovnik  in  August, 1956. Supported  by the  advice of 
Le C orbusier and  Giedion, the CIAM comm ittee w hich called  itself T eam  Ten 
consisted of Peter and  A lison Sm ithson, J.B. Bakema, G eorge C andilis, 
Shadrach W oods, A ldo van Eyck, W illiam H ow ell, John Voelcker, and  Rolf 
G utm ann. T heir decision to lim it the CIAM m em bersh ip  to its govern ing  
council of approxim ately  th irty  m em bers and  to dissolve the federation  of 
national g roups m arked  the end  of CIAM for m ost of its m em bers un til its 
final dem ise after the last CIAM  in  1959 in Otterloo.

138 For a com prehensive survey  of the history of Unesco see M ichel Conil 
Lacoste, The Story of a G rand D esign, Unesco 1946-1933 (Paris: Unesco, 1994), 
and Fernando V alderam a, A H isto ry  of Unesco (Paris, Unesco, 1991, 1995).

139 In D ecem ber of 1946 the IHC ceased its activities and the follow ing year 
handed  over to Unesco all of its assets including its library, archives, and  
publications w ith  their copyrigh t and  publication rights in  agreem ent w ith  
Unesco to continue the w ork  accom plished by the institu te.

140 Julian H uxley w as b o m  in  E ngland in 1887 into a fam ily  of em inen t 
scholars. W hen he g radua ted  from  Oxford University h e  led  an active life 
inqu iring  prim arily  in the n a tu ra l sciences w hich influenced his D arw in ian  
outlook on  life. H e was a zoologist, philosopher, and educa to r w ith  a 
penchant for w riting. As Executive Secretary of the P repara to ry  Com m ission 
he p layed  a lead ing  role in  the creation of Unesco. After his tw o y ea r m andate 
as D irector-G eneral, in  1950 he  took the position of V ice-President of the 
International Com m ission fo r the  H istory of the Scientific and  C u ltu ra l 
D evelopm ent of M ankind for approxim ately tw enty years.
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141 Julian H uxley, Unesco — Its Purpose and  Its Philosophy (London: 
Preparatory  Com m ission of Unesco, 1946).

142 "C onstitu tion  of the U nited  N ations Educational, Scientific a n d  C ultural 
O rganization," Basic Texts — M anual of the General Conference an d  Executive 
Board (Paris: Unesco, 1994), p. 7.

143 Ibid.

144 Ibid.

145 Ibid.

146 Huxley, Unesco -- Its Purpose and Its Philosophy, p. 55.

147 Ibid., p. 61.

148 Lacoste, T he Story of a G rand Design, Unesco 1946-1933. p. 32.

149 "Croce Puts the Liberal Case Against Unesco," T he M anchester G uard ian  
W eekly  (Thursday, July 27, 1950), p. 10. I w ould like to thank Jens Boel, the 
Chief A rchivist at the Unesco archives for show ing m e this article.

1 SO "Rapport su r  la liberte de I'artiste," translated by author, Unesco file 707.91,
p. 2.

151 Ibid., p. 6.

152 In general terms, since works of art w ere considered a luxury item , the 
law s m ade it difficult for the works to leave their country, and fiscal law s took 
a heavy toll on artists w ho in  some countries w ere arbitrarily  taxed.

153 Jaime T orres Bodet w as bom  in Mexico City in  1903. He w as a  professor, 
diplom at, essayist, poet, and  novelist. From  1924-1928 he was appo in ted  
Professor of French L iterature at the University of Mexico City. In  1929 he 
joined the diplom atic  service and represented his country in Spain , the 
N etherlands, France, and  Belgium. H e was appo in ted  M inister of Education 
in  1943 and is rem em bered for his rem arkable cam paign on an  unprecedented  
scale to fight illiteracy in  his country. In 1948 he w as elected D irector-G eneral 
of Unesco, a post he held  for four years. He d ied  in  1974.

154 "O rganizing Com m ittee of the International Conference of A rtists,"
Unesco file: U n esco /C U A /35, p. 3.
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155 Ibid., see "Annex 1 /' "Themes of the general papers to be read in  plenary 
m eetings and  w ork plans for the meetings of sections/' pp. 9-21.

156 The A rtist in  M odem  Society: Essays and  Statem ents Collected by Unesco, 
In ternational Conference of Artists, Venice, 22-28 Sept. 1952 (Paris: Unesco, 
1954).

1.57 "Speech delivered by Mr. Jaime Torres Bodet, D irector-G eneral of Unesco, 
to the International Conference of Artists," Unesco file: U n e sc o /D G /186, p. 1. 
This speech w as not included in the book The A rtist in  M odem  Society.

158 Ibid., p. 7. Unesco had  given m uch support to the natural sciences at the 
In ternational Council of Scientific Unions, whose orig ins date back to 1919. 
Unesco set u p  the International Council of Philosophy and H um anistic  
S tudies in  1949, and it was in the process of establishing an International 
Social Sciences Council. Regarding the arts, the idea to create an  International 
A ssociation of Visual A rts seemed complex because Unesco d id  no t have 
sufficient sup p o rt to establish it. Nevertheless, it h ad  num erous contacts 
w ith  d ifferent kinds of associations. Unesco helped establish the 
In ternational Theater Institu te in 1948 and the In ternational M usic Council 
in  1949. It also had contacts with the PEN Club, the International U nion of 
A rchitects, and  the CLAM.

1 5QThe A rtist in M odem  Society, p. 91.

160 Ibid., p. 96.

161 Ibid.

162 Ibid.

163 Ibid., p. 45.

164 "Synthase des Arts," A rti Visive (Sept.-Oct., 1952). However, the delegate 
of the Low Countries declared that even though he had  given his vote 
tow ards the creation of an International Association of Artists, he h ad  to 
express his reservation. In  reference to this last com m ent it m ust be noted 
tha t Brussels already had  in  existence an  International C onfederation of 
Professional Artists.

165 Ibid. The following delegates w ere elected m em bers of the Executive 
Com m ittee: H. Billings (U nited States), Celebonovic (Yugoslavia), Leplae 
(Belgium), Lhote Vice-President (France), Severini President (Italy), Skold 
(Sw itzerland), G. Sutherland (Great Britain). Three o ther delegates were 
elected as m em bers of the Executive Committee w ith  the right to m ail in
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their votes: D. D undae  (Australia), Y. M asuda (Japan), C. Steynberg (South 
A frican Union). B. Lardera w as elected General Secretary.

166 Ibid., p. 121. A lso in "Annex I — Report of the General R apporteur," by 
T hornton W ilder in  Unesco files: 7C /PR G /26, p. 1.

167 t u - jIbid.

168 Ibid., p. 125.

169 Ibid., p. 122.

170 Elodie C ourter Osborn, M anual of Traveling E xhibition (Paris: Unesco, 
1953,1963).

171 The orig inal V ictoria and A lbert M useum , w hich w as called "B rom pton 
Boilers," w as designed  in 1855-1856 by Charles D. Young and  Co. as a 
tem porary  M useum  of Science and  A rt for H enry  Cole's D epartm ent of 
Practical A rt. The build ing  w as eventually m oved from  South K ensington to 
the East End of L ondon where it has since housed  the Bethnal Green 
M useum . In  1859, in  its original location a perm anen t bu ild ing  follow ed 
w hich form s p a rt of the present Victoria and A lbert M useum .

172 A ndre  M alraux, "M useum s W ithout W alls," The Voices of Silence, 
translated by S tuart Gilbert (New York: D oubleday and  Co., 1953), p. 46. 
O riginally pub lished  as Le M usee im aginaire de  la sculp ture m ondiale: La 
S ta tuaire  (Paris: G allim ard, 1947, 1952).

173 "C olour R eproduction: U nesco's First T raveling  Exhibition," U nesco  
C ourier (Aug., 1949), p. 1.

174 "A Science M useum  Goes on T our in Latin A m erica," Unesco C ourier 
(Nov., 1950), p. 3.

175
"L eonardo D a Vinci: The U niversl Genius," Unesco C ourier (April, 1952),

p. 6.
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C hapter 3 - T he  Porte M aillo t "Synthese des Arts M ajeu rs"  E xh ib ition  

P av ilio n

T he D evelopm en t of a Project

The prelim inary  m eeting of 1'Association pou r une  Synthese des Arts 

Plastiques took  place in  Le C orbusier's apartm ent on Septem ber 30, 1949, and 

w as a ttended  by Le Corbusier, Andr£ Bloc, and Renee D iam ant-B erger. This 

w as yet ano ther attem pt on  the part of Le Corbusier to w ork  on a collaborative 

project tow ard  the prom otion of the synthesis of the arts. Bloc, the  influential 

ed ito r of L 'A rchitecture d 'a u io u rd 'h u i and  a p rim ary  advocate fo r integrating 

the arts after the war, p rov ided  w ith his m agazine the required  patronage  to 

organize and  prom ote their ideas. Diam ant-Berger, a close associate of Bloc, 

served as the General Secretary. The outcome of the m eeting w as the 

proposal of a list of notable names of critics, artists, and  architects for the

creation of a com m ittee for the Association.1

Soon after, on O ctober 2, a second m eeting follow ed at w hich  the 

objectives of the  Association were discussed u n d er the heading  of CESAP 

(Centre E xperim ental de  Synthese des Arts Plastiques). Four im p o rtan t 

structures w hich  Le C orbusier illustrated in  a sketch as four separate  building- 

types w ere discussed as p a rt of the idea of establishing a perm anen t arts center 

in  Paris [Fig. 3.1]: first, the design of perm anent laboratories for the  synthesis 

of the arts w ith  separate stud io  spaces; second, the d esign  of an  experim ental 

m useum  for Paris (which the sketch show s to be of the M useum  of
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U nlim ited Grow th-type); th ird , the design of a perm anent exhibition space to 

prom ote  research in  architecture and  urbanism ; an d  fourth, the creation of a 

center for receptions an d  conferences w ith the m ain  purpose of establishing a 

link  betw een Paris and  the w orld.

The first official m eeting of the Association, w hich m arks the date  of its 

foundation, took place at the G rand Palais, Salle d u  Conseil d u  Salon des Arts 

M enagers on October 14, 1949. A statute for the Association w as drafted w ith  

tw o articles. The first article described the goals of the Association as follows: 

'T h e  research of the m ost efficient conditions tow ard  a collaboration am ong 

architects, sculptors, and  painters by all appropriate  means such as

exhibitions, dem onstrations, publications, conferences, etc." The second 

article described the m em bership structure of the Association and  presented 

an  im pressive list of international artists ' nam es, surely  to guarantee the 

success and  elite standards of the Association. The Association was 

com posed of a three-tier m em bership status: active, benefactor, and  honorary. 

In  o rder to become a m em ber it was necessary to be recom m ended by two 

existing m em bers and  to be approved  by the comm ittee. A nnual fees were 

2000 francs for active m em bers and  10,000 francs for benefactors. The 

com m ittee also had the option of w aiving annual fees at its discretion.

Selected artists w ere g iven honorary  m em berships and  w ere invited  to 

participate  in  an exhibition, "A rt e t Architecture," that was to take place in

Paris in  June of 1950.4

Bloc and Le Corbusier w orked closely together and w ere  in  complete
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accord w ith  the ideas for the exhibition. How ever, there w as a  repeated  

objection from  the m em bers who questioned Le C orbusier's ro le  in  the 

exhibition: "Isn 't it going to be an exhibition of Le Corbusier, isn 't h e  an 

architect, pain ter, and  sculptor?" Bloc reassured the m em bers tha t the 

exhibition w ould  be based on collaboration and experim entation: "N o, it is 

going to be an exhibition on the synthesis of the plastic arts  in  w h ich  Le 

Corbusier w ill participate  and prepare the general plan. W hat concerns him  

is the realization of some kind of m useum  su rrounded  by o ther bu ild ings 

conceived by d ifferent architects w ith  the well defined goal of researching 

forms, colors, an d  m ovem ent w hich will give an experim ental character and 

the pow er of suggestion ."5

By the end  of 1949 the Association was established, com plete w ith letter 

head paper and  an  Executive Committee. The m ain change from  the  

prelim inary  com m ittee w as the nom ination of H enri M atisse as P residen t

replacing H enri Laugier.6 The role of the President w as no t an  active one; it 

was prim arily  an  honorary position that, in this case, solely gave prestige to 

the Association. M atisse at this tim e was not in  good health  and  there  is no 

evidence that he  ever attended a committee m eeting or th a t he took  an active

role in  any decision-m aking efforts. Le Corbusier was F irst V ice-President 

and Bloc w as Second Vice-President. The m em ber list inc luded  nam es of 

artists such as Jean A rp, Henri Laurens, Georges Braque, Leger, Pab lo  Picasso, 

A uguste H erbin , and  Victor Vasarely; and architects such  as B ad o v id , Prouve, 

A ndre W ogensky, and  Bernard H enri Zehrfuss. Foreign advisers included
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G iedion, H enry  M oore, N iem eyer, Rogers, Junzo Sakakura, Sert, and  

Sw eeney.

From  the outset Le Corbusier, Bloc, and  D iam ant-B erger w ere  in 

contact w ith  the city of Paris adm inistration officials in  o rd er to obtain  land 

for the in tended  exhibition spaces. Two m eetings took place u n d e r  the 

auspices of the  MRU (M inistere de la Reconstruction et de  l'U rbanism e) and

g
the Prefecture of the Seine on October 7 and 21, 1949. A t the  first m eeting the  

specifics of the  site for the  exhibition were discussed. The transcrip ts show  

the first site tha t was considered at cours A lbert le r  w as not accepted  and the 

next site of choice, the lot that used to be occupied by the old L una-Park  at the 

Porte M aillot, received a general consensus of approval from  all parties 

involved. The Porte M aillot is located in the sou th -w estern  co rner of the 

17th arrondisem ent and  is the oldest gateway w hich had  existed  for more 

than  five centuries to the w estern  sector of the d ty . G iven its p riv ileged 

location it had  been the stage for num erous historical celebrations and  was an  

appropria te  site for a new  cultural center in  Paris.

In  the e igh teen th  century, du ring  the Revolution, u n d e r  M axim ilien 

Robespierre it w as decided  to turn the area into a m ilitary cam p. T hen it 

becam e an artillery cam p under Jean Paul M arat. In the fo llow ing  century, it 

w as th rough  the Porte M aillot that the tom b w ith  the rem ains of the E m peror 

N apoleon w ere taken tow ards the A rc de Triom phe by w ay of the  avenue de  

la G rande Arm ee. In the sam e grand m anner, on July 14, 1919, the 

m arechaux Joseph Jacques Cesaire Joffre and Ferd inand  Foch en tered  the
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capital followed by the ir troops in  a trium phan t cerem onial march. Because 

of the site's proxim ity to the Bois de  Boulogne it w as a perfect place for 

p rom enades w hich tow ards the end  of the last century  transform ed the Porte 

M aillot into a center fo r am ateurs of m odes of transportation; first the bicycle, 

then  the autom obile. It is from  the Porte M aillot, in  an  atm osphere of 

euphoria , that the first car races took off: Paris-Rouen in  1894 and Paris- 

B ordeaux in 1895. In the 1900's the Porte M aillot becam e the site for passing 

spectacles such as the circus, and  once the area w as transform ed into a 

m o d em  naum achia, w here electrically ru n  battle ships played out the great 

naval battles of the Russian-Japanese W ar. After the large pool Buffalo Bill 

follow ed w ith  a full cast of cowboys and  Indians w ith  w ild  horses, w hich in 

tu rn  w as replaced by the Luna-Park called "Printania" whose m ain attraction 

w as an air balloon. D uring  the First W orld W ar the Luna-Park deterio rated  

and  continued to barely  exist for the next tw enty years. A nd du ring  the 

occupation from  1940 to 1944, the site served as a battle ground for bo th  sides 

an d  the Luna-Park w as dem olished soon after the war. The site w as then

g
used  for tem porary  housing, a police com m ission, and  a park ing  lot.

Le C orbusier's concept w as to transform  the site into a perm anent 

research center for the arts com posed o f m odest structures assuring the park ­

like characteristics of the site. Le C orbusier confirm ed that trees w ould  not be 

rem oved, bu t ra ther w ould  contribute to the d isposition  of the exposition. As 

p a rt of a detailed assessm ent of the condition of each edge of the site, it w as 

agreed  that the com m ercial garages o n  the side of bou levard  Pershing w ould
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be dem olished  an d  that a visual link  w ould be m aintained  tow ards the Bois 

de Boulogne [Fig. 3.2].

A t the second m eeting Le Corbusier presented a schem e com posed of 

covered and  sem i-covered elem ents dispersed w ith in  the existing vegetation. 

H e p roposed  a perm anent structure  in  the north-w est section of the site next 

to the Chapelle St. Fernand w hich w as to be preserved [Fig. 3.3]. The central 

area of the exhibition was to be an  open green space. O n the large terra in  at 

the edge of boulevard  Gouvion St. Cyr the MRU proposed an open area of 

law n. A t this m eeting it was understood that Le C orbusier and  M. G autruche, 

architect of the Prefecture of the Seine, w ould m aintain  close contact in  o rder 

to p ropose the project w ithout delay  to the Direction of the A rchitecture and  

U rbanism  Services of the Prefecture of the Seine. M oving at an  efficient pace, 

on N ovem ber 8, 1949, a letter from  E. Grevel, the MRU Chief Architect, to 

Pierre Thiebaut, the MRU Chief of Services in Charge of R edistributing  

A dm inistra tive  Properties p resented  a study for the layou t o f the Porte 

M aillot by the architects of the city, Gautruche and  Jacques Greber. The sum  

of 8,473,872 francs w as established for the prim ary  objective of rem oving all 

existing pavem ents from  the site, including concrete terraces to be replaced  by 

greenery, creating an  open space. Le Corbusier was asked to follow up  this 

s tudy  w ith  a financial p lan  to cover the expenses for the project. The city 

representatives suggested that suppo rt for the project could be found in  three

parts: the state, the city, and U A rchitecture d 'a u jo u rd 'h u i.10

O n D ecem ber 29, 1949 the M unicipal Council voted  to m ake available
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for a lim ited  d u ra tion  of time the allo tm ent of a  triangu lar site be tw een  the 

canteen of the cite des Ternes and  the com m ercial garages situated  on  

boulevard  Pershing a t the Porte M aillot for the exhibition of a Synthesis of

the A rts.11 D iam ant-Berger described the en thusiasm  she saw  in  Bloc an d  Le

C orbusier on  their first visit to the site:

O n m y behalf, I w ill never forget tha t January m orning in  1950 w hen  
the three of us w en t to visit the site a t Luna Park. It was very  cold, the 
sim  pierced the gray sky, the trees an d  the shrubs were covered w ith  
frost, the stream s were frozen. Young, enthusiastic, laughing, Le 
C orbusier looked over the terrain  in  all directions, placing the 
build ings: here  the m useum  in  the fo rm  of an  escargot, there  a 
structure 'very  original' w ith  sculptures by Laurens, here a H enry  
M oore, there the young.... A ndr£ Bloc follow ed also expressing his 
ideas w ith  the sam e joy concerned w ith  find ing  the p redom inan t sites 
and  creating a harm onious o rganization  of the ensem ble. E ighteen
years have passed  since then, but I w ill never forget that m orn ing

12w here so m uch  joy and hope connected these tw o men.

H ow ever, the success of acquiring th is site w ent hand in han d  w ith  the 

failure to raise sufficient funds to sponsor the project. In  fact, hav ing  the land 

m ade it all the m ore difficult to give up  the project as financial obstacles 

p resented  them selves one after another. F inancing, the most d ifficult 

problem  to solve, w as sought th rough  m any venues such as the P residen t of 

the Republic, the M unicipal Council of the City of Paris, the MRU, the 

Foreign A ffairs C ultural Relations, the M inister of Finances, the N ational 

Education, and  the Unesco Cultural Relations. In o rder to facilitate the 

financing of the project Le Corbusier p roposed  a program  m ade up  of fou r 

parts, the first part of w hich corresponded to the initial in tention  of the 

A ssociation -- p roducing  an exhibition of the  Synthesis of the A rts at the Porte
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M aillot. The other th ree  parts, w hich  w ere discussed a t the second 

p re lim inary  m eeting, included  an  experim ental m useum , a p e rm an en t 

exhibition space for architecture and  urbanism , and  a center for receptions 

and  conferences; these im plied a m ore or less d irect sequel to the first, b u t  no

defin itive p lans w ere m ade. N evertheless, m ore land  still needed  to be

13allocated for each of the  four parts [Fig. 3.4].

T he them e, "A rt e t A rchitecture," w as to serve as the first exh ib ition  of

the Association. Follow ing this first exhibition, o thers could take place, using

all or p a rt of the equipm ent of the first. Le Corbusier proposed  that the  design

of the first pavilion  be followed by th ree  consecutive yearly exhibitions w hich

could be treated  differently, depend ing  on  the them e.

In  o rder to fu rther alleviate the  financial b u rd en  of the project, Le

C orbusier d id  not request any sort o f paym ent for his ideas, personal effort,

and  experience, bu t he w as very clear that his office and  all consultants

involved  in  the execution of this project m ust be reim bursed . O n N ovem ber

14, 1949, Le C orbusier w rote a passionate letter to the M inister of Finances

requesting  10 m illion francs for the project. The letter played up  the

im portance of France, an d  particularly  Paris, as the leader in  the arts w here

the synthesis of the m ajor arts w ou ld  reunite  harm ony and beauty  in  all of

the bu ilt environm ent: "For that, a little  money, a usefu l m ite so tha t the

breath  of life can be given. Given by  whom ? By the country tha t w ill b rin g

forth  life, strong and  brillian t resources. Resources of France, unique in  the

14w orld  and  im m ensely exploitable." A  response ensued from  T hiebau t
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explain ing  the grave financial situation  of the adm inistration. H e sta ted  tha t

the  D epartm ent of Budget had  taken  a restrictive position on the requests for

credits for adm inistrative structu res for 1950, and  even m ore severe controls

h ad  been placed on structures that d id  not have a necessary function for the

15adm in istra tion  of cities. N evertheless, on Decem ber 6, 1949, the A ssociation 

received the approval of 4  m illion francs from  the MRU w ith  the stipu la tion  

th a t the m onies be spent by M arch 20, 1950. This was a sign of confidence 

from  the state in  hopes that o ther governm ent and private sources w ould

prom ptly  follow suit.16

Le C orbusier continued to approach  other institutions for their 

support. On January 7, 1950 he m et w ith  a group of Unesco representatives 

led  by Jean Thomas. The m ain prob lem  for Unesco, as an in ternational 

organization, w as how  to in tervene on  behalf of a local association. Le 

C orbusier was fully aw are that the project w as "terriblem ent frangaise" and

th a t Unesco w as already criticized for its presence in Paris and for its su p p o rt

17of French ideas and the arts. Le C orbusier em phasized the prestig ious role

of France in  the arts and  poin ted  o u t how  the Parisian a rt laboratories w ould

18benefit the fifty-eight m em ber states. The Unesco representatives p roposed

th a t they could find a route to be involved through the Seventh CLAM

Congress. They also contem plated the idea that Unesco could participate by

pub lish ing  the results of the projected 1950 Porte M aillot sum m er 

19exhib ition . A side from  a possible sm all financial subsidy, no significant 

financial support was discussed. Le Corbusier always found an  open ear at
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Unesco and  m aintained close contact w ith  various representatives w ho 

he lped  gu ide him  through appropria te  channels, but he never received the 

financial su p p o rt that he needed from  them .

At a M arch 13, 1950, m eeting it was m ade clear that the M inister of 

N ational Education, Yvon Delbos, w as not interested in  supporting  this 

endeavor because he felt that excessive expenses had a lready been considered 

for the re-opening of the Salon des Artistes Frangais. H e hoped this 

exhibition w ould  be under the sole patronage of the M inister of 

Reconstruction. Marcel Roux, w ho w as both  Joint-Chief of the cabinet o f the

M RU and G eneral Secretary of the Association, responded w ith  the statem ent

20th a t the MRU could not comm it to further financial support.

By this time Le Corbusier described the Porte M aillot design as six 

covered pavilions w ith two open w alkw ays located under trees; how ever, the 

specific p lans and technical solutions had not been fixed. Before Le C orbusier 

left on a trip  to Colombia, w ith optim ism  founded on his m eetings w ith  

Unesco officials, he circulated a letter to all interested artists announcing the 

construction of the pavilions du ring  his absence. Needless to say, w hile he 

w as in  South Am erica the design of the pavilions was not finished n o r w ere 

the  pavilions built.

The Association found itself in  the seriously difficult situation  of no t 

hav ing  m et the MRU M arch 20th dead  line. Because of this problem , Roux 

proposed  tw o possible solutions to w hich Bloc added a third: first, to cancel 

the exhibition; second, to postpone the opening date of the exhibition by one

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



195

year, w hich w ould  raise the problem  of w hether they w ould  still have access 

to the site; and  th ird , to h o ld  the exhibition so that the  artists could sell their 

w orks in o rder to establish  enough credit for the project. The com m itm ent

from  the artists w ould  give incentive to  o ther institu tions to invest capital in

21o rd e r to realize the entire project as w ell as other fu tu re  projects.

In reference to the th ird  solution, Le Corbusier had  been  w orking  the

m o n th  before on  a sim ilar idea in a letter he  w rote to his friend Raoul 

22S im o n . In  the letter Le C orbusier m entioned a list of artists who w ould

23m ake up  a team  called "H om m es de M ains." They w ould  be m odestly paid 

o r asked to volunteer their efforts in o rd er to realize the pain ting  and 

scu lp tu re  for the exhibition. Le C orbusier asked Sim on to be the chief in 

charge of the artists, "the greatest contem porary artists," w ho w ould be given 

u p  to 80 square m eters to pain t. Simon, how ever, declined  this offer because 

he w as too busy  w orking  on  other assignm ents in  A vallon.

Realizing the lack of a full suppo rt from  the governm ent this last effort 

to ask the artists to pay  their part also fell short of p roducing  revenues to pay 

for the  1950 exhibition. H av ing  m issed the June 1950 date  the exhibition w as 

p u t on  hold w ith  the hopes that it w ould  take place the follow ing Spring. 

N evertheless, these obstacles d id  not d e te r the inexhaustib le  enthusiasm  and  

the  desire of the m ain protagonists of the  A ssociation to keep on  try ing  to 

m ake the exhibition happen .

On N ovem ber 25, 1950 D iam ant-Berger w rote a hopeful letter to Le 

C orbusier in  w hich she recom m ended that he contact the p residen t of the
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24organ ization  p lann ing  the sum m er festivities fo r the Paris Bi-M illenaire. 

Later in  January  of 1951 in  an in terv iew  w ith Le C orbusier a n d  P ierre Olivier 

Lapie, the  M inister of N ational Education, Le C orbusier m en tioned  that he 

had  encoun tered  m uch  opposition from  this M inistry  and s ta ted  the need for 

14 m illion  francs. Lapie said he approved  of the project, b u t could  no t offer 

any financial help. Le Corbusier insisted, bu t to no avail, th a t 2 o r 3 m illion

25francs a n d  Lapie's support could he lp  create m ore financial contacts. Even

though  Le C orbusier w as not able to find sufficient support from  the

m inistries of the city of Paris to bu ild  the pavilion, the idea h ad  been

launched  and  w as taken up in 1951 by the in ternational G roupe Espace,

26headed  by  Bloc, b u t this effort again  failed to p roduce  results. In  1952 Le 

C orbusier p resen ted  a transform ed idea of the project at the U nesco Venice 

C onference on the Arts.

O ne of the purposes of the pavilion w as to house changing  exhibitions 

of w orks by artists nam ed by the Association. H ow ever, Le C orbusier 

developed  the idea  further; these pavilions w ere  not conceived as perm anent 

fram ew orks destined  to exhibit only p re-determ ined  w orks of art, they were 

created as a place for m any different kinds of interactions am ong  the artists, 

the public , the architecture, and the  works of art. The pavilions w ere 

designed  to show  traveling exhibitions, where the  w orks of a rt an d  the public 

w ere a lw ays changing.

W orking  w ith  Wogenscky, Le Corbusier proposed  tw o d esign  options 

d ep en d e n t upon  econom ic circum stances. The m ore econom ical and
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im perm anen t design, Project-A, w as the more difficult to read of the tw o

because it rem ained in a schematic design stage and was designed for the first

projected exhibition "Exposition des A rts Plastiques." It w as to be constructed

of a series of standard  w ooden fram ew orks shaped like um brellas. These

um brellas w ould  function as shelters underneath  w hich a circulation system

w ould  organize "a succession of coordinated sensations" and provide space

27for the exhibition of the artists' w orks. The general layout of Project-A 

included  three k inds of id iv idual pavilions depend ing  on their roof heights: 

(3) sm all, (1) sim ple and (1) double height; all five pavilions w ere p laced in a 

designated  area at right angles to one another [Fig. 3.5]. In addition, the roofs 

w ere e ither flat o r slanted. The structure of the double-height pavilion w as a 

post and  cable system.

The idea w as to create a plurality of volumes that allow ed for space to 

flow  around  the exhibition panels located below the roofs and to connect the 

inside w ith  the outside. The sub-div id ing  panel system  w ould use the 

M odulor to ensure  hum an scale and allow  for a variety of shapes and  sizes. 

P relim inary draw ings of the exhibition spaces show ed that Le C orbusier 

above all envisioned a display of his ow n works, once again dem onstra ting

his inability  to fully accept collaboration w ith other artists and his constant

28need  to dom inate  any g iven project [Fig. 3.6],

Project-B w as a m odified  version of Project-A w ith  an um brella-like

structu ra l system  built perm anently  of metal designed by the structural

29engineer Robert Le Ricolais [Fig. 3.7]. Jean Prouve designed the a lum inum
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30sheath ing  for the roof and the partition  system  fo r the exhibition  space. The

project got as far as the estim ated cost stage of the metallic construction

31prov ided  by specialists in the field. The in ten tion  was to show  tem porary

exhibitions tha t could  be d ism ounted  and could travel to o ther cities w ith

sim ila r pavilions. The pavilions w ould  form  p a r t  of an  in ternational

organization led  by Unesco, and  Paris w ould serve as the central hub.

On Septem ber 25, 1952 Le Corbusier p resen ted  his ideas for Project-B at

the Unesco Venice Conference on the Arts:

W hat I p ropose is a lim ited  problem  w ith  a realizable objective, th a t is,
to create in  an  architectural w ork the p resence that provokes em otions,
essential factors of the poetic phenom ena. Therefore, essentially an d
exclusively resulting  from  the common presence of architecture,
painting, and  sculpture indissolubly un ited  by harm ony, discipline,
and intensity . Since architecture today is com pletely m uta ted  in  its
conception, there is no doub t that pain ting  and  scu lp tu re  are of the
same nature . It is no t a m atter of establishing u tilita rian  contracts
betw een num erous pain ters and  num erous architects, it is rather a
m atter of creating favorable encounters fecund on the p lane of reality ,
in o ther w ords, the creation of 'w orkshops/ H ow ever architects,
sculptors, and  painters live separately, indifferen t one from  the other,
in effect, they only have casual contacts. It is  necessary to transform
this passive situation into an active one by the in troduction  of
'w orkshops.' This m ay seem  like a fanciful dream . The question is

32how to address the difficulties?

Influenced by the E ighth CLAM discussions Le C orbusier d ifferentiated 

tw o types of "w orkshops": one for common peop le  w hich he described as the 

"box of m iracles" and the "spontaneous theater" (discussed in  pp. 133-134 and 

pp. 213-214 ) and  the other for elite artists w hich w as his Porte M aillot 

Pavilion prototype. Le Corbusier, who was com m itted to an  elitist trad ition , 

can be seen in  the postw ar era toying w ith p o p u lis t concepts tha t w ere gain ing
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adheren ts b u t w ithou t com pletely em bracing them . A t the Venice 

Conference he described the purpose of the Project-B artists ' "w orkshops" as 

p rov id ing  an  "architectural context" for artists to engage actively w ith  each 

o ther and to exhib it their work. He acknow ledged the success of the Triennial 

and  Biennial as a m eans for the public to come in  contact w ith  the w ork  of 

pain ters and  sculptors, b u t criticized the lack of in teg ration  of architects. In 

response, he proposed  an  "architectural context" to  encourage the 

collaboration of diverse artists. The architectural fo rm  w ould  be flexible and 

m ulti-form . T his "w orkshop" w ould constitute a fo rm at in  w hich  pain ters 

and  sculptors w ou ld  deal w ith the architectural m aterials and  dim ensions. 

There could th en  be a reciprocal exchange am ong artists and  architects 

teaching one ano ther anew, m aking possible the s ta rt of a synthesis of the 

arts. The education  of artists, architects, and  the p ub lic  w as an  im portan t 

factor.

The "w orkshops" w ould be financially run , like trad itiona l exhibitions, 

w here the w orks w ould  be sold in o rder to serve the  interests of the group.

As a profitable program , half of the profits w ould  go to the public  exhibition 

and  the o ther ha lf to the artists. W orks no t sold by  the end  of the exhibitions 

w ould  be d ispersed  or destroyed, ensuring continuous activity and  change. Le 

C orbusier env isioned  sim ilar "w orkshops" th ro u g h o u t the w orld , allow ing 

for in ternational exchange of the w ork  an d  serv ing  som e of the sam e 

functions of travelling  exhibitions. He im agined  the  "w orkshops" eventually  

incorporating  all of the arts  including m usic and  dance.
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C om pared  to Project-A, Project-B w as a  m ore unified concept 

com posed o f tw o 14 square m eter um brella-like pavilions set side by side as 

the single m ain  shelter [Fig. 3.8]. Each um brella  w as supported  by four m etal 

colum ns p laced  at the center of each of the fou r facades ra ther than  the m ore 

trad itional p lacem ent at the com ers. The roof profile  alternated  betw een a 

gable shape and  its inversion as one m oved a ro u n d  to each side. Below the 

free-stand ing  um brellas -- the underside of w hich  slanted in different 

directions — stood a separate structure form ing a variety of spaces w ith 

different ceiling heights; the low est space being  2.26 m eters h igh, the ideal 

height of a  room  according to the M odulor [Figs. 3.9, 3.10].

W ith an  architectural prom enade in m ind  Le Corbusier designed a 

circulation system  tha t included a staircase and  a ram p. Le C orbusier 

described w hat the experience m ight be like for a visitor: "A long an 

esplanade, th rough  a tw o-storied covered space, then  through low er spaces, by

a garden  w ith  m onum ental sculptures and  over a ram p u n d er the um brellas,

33w ith  open  spaces above and below ." W ithout any concerns for the security 

of the a rt w orks, the space u n d er the roof flow ed out into the su rround ing  

env ironm ent and  w as m anipulated  by iso lated  niche-like w all structures 

stand ing  aw ay  from  the m ain build ing  that also helped  determ ine controlled 

views. A ll of the architectural elem ents w ere designed w ith in  an  orthogonal 

grid  and  w ith  the M odulor proportioning  system .

F rom  all of the docum entation on the Porte  M aillot Pavilion it is 

im possible to conclude w hat the synthesis of the m ajor arts w as precisely to
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consist of. The exact function of the pavilions rem ained am biguous, and it 

kep t changing, like a cham eleon, as Le Corbusier attem pted  to ad ap t to the 

exterior forces tha t had  a role on the project. Either they w ere practical factors 

such as respond ing  to the  ideas of the organizations from  w hich he was 

seeking financial help such  as the French governm ent, Unesco, or the 

ind iv idual artists; or they w ere theoretical factors that he w as encountering in  

discussions w ith  colleagues at conferences such as CIAM w hich m ade him  

question his elitist stand; or his individual single-handed approach  to projects 

versus a collaborative one.

In light of these factors Le Corbusier's basic p rogram  for the pavilions 

rem ained  unclear, raising  m ore questions than answ ers. W hat w ere the 

different k inds of interactions among architects and  artists to be like? Were 

architects and  artists asked to w ork in  teams to produce exhibitions 

underneath  the um brella-like structures? Or w ere artists asked to respond 

solely to Le C orbusier's architectural space ensemble? W ere artists asked to 

w ork  in situ in  direct relationship  to the architecture? O r w ere the pavilions 

m erely in tended  to d isp lay  art works? W hat were the different k inds of 

interactions am ong the artists and the public to be like? Was the common 

m an  to partake in  the workshops? O r were the w orkshops strictly to be the 

dom ain  of elite artists? W as public education to come from  elite artists? O r 

w ere the w orkshops in tended  to educate the com m on m an artistic  sensibility 

th rough  spontaneous self expression? H ow  were these pavilions to be 

financed? W ho w as going to organize these pavilions? W here w ere the
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pavilions to be placed a round  the world?

Because of lack of financial support, the vagueness of any clear vision 

of the project, and  Le C orbusier's autocratic personality , the Porte M aillot 

Pavilion of the Synthesis of the Major A rts never became a concrete reality. 

N evertheless, tw o organizations at the tim e successfully developed  

in ternational exhibitions dealing w ith  issues revo lv ing  a ro u n d  the Porte 

M aillot project. As w e have already seen in  the p rev ious chapter, Unesco 

established an econom ical traveling exhibition fo r cu ltu ral p rogram s based on 

the use of reproductions to educate people a round  the w orld . A nd to be 

discussed in  the last section of this chapter, the G roupe Espace founded  an 

international organization  of architects and artists to prom ote  ideas of the 

synthesis of the arts th ro u g h  m utual collaboration and  held  exhibitions in 

various E uropean cities.

Precedents, In fluences, a n d  Form al/Sym bolic A nalysis

Even though  the pavilion for Porte M aillot34 never cam e to fruition its 

direct influence can be observed in two build ings by Le Corbusier: the Maison 

de l'H om m e of 1965, now  called the Centre Le C orbusier, for H eid i W eber in 

Zurich, and  the Pavilion for Tem porary Exhibitions of 1986 in  C handigarh.

In other variations one can trace the idea of exhibition pavilions back to 1928 

w ith  the N estle Pavilion an d  the 1939 exhibition pavilions for the Saison de 

l'E au  Exposition in  Lifege and  for the San Francisco Pavilion. The pavilion 

idea  can also be seen in  his postw ar w orks such as the 1957-1959 Tokyo
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M useum  project, the 1962 floating E xhibition Hall in Stockholm , an d  the 1963 

In ternational A rt C enter a t Erlenbach n ear Frankfurt-am -M ain.

Le C orbusier's um brella  pavilion-type w ith  a bu tterfly  roof structure

35h a d  evolved th rough  various forms. Its first m anifestation appeared  in  the 

N estle  com pany 's dem ountab le  pavilion designed  to exhibit its p roducts  at

the Paris Com m ercial Fair of 1928 and in tended  to last for a t least nine

36expositions in  th ree  consecutive years [Figs. 3.11, 3.12]. The m ain structure

of the  pavilion  w as com posed of two row s of m etal colum ns sheathed in  iron

along  the perim eter of the structure, ho ld ing  u p  a roof m ade of two w edge-

shaped  trusses m eeting on a row  of th in  colum ns at the long itud inal center of

the building, thereby form ing a v-shaped profile on the sho rt exterior 

37e levations. The influence of Russian Constructivism  can be seen in  the 

bo ld  graphic advertisem ent on  the exterior, m ade up of over-sized letters and 

large  facsimiles of chocolate containers projecting out from  the w all surface, 

he ld  betw een tw o flag poles m ore than  tw ice the height of the structure  and 

stand ing  at e ither end  of the structure.

In o rder to defend his Centrosoyuz project Le C orbusier actually visited

38M oscow for the first tim e in  the same y ear he designed the  Nestle Pavilion.

Le C orbusier had  a g row ing  relationship  w ith  the Soviet avant-garde th a t had 

b egun  in the early 1920's th rough  his friend  O zenfant and  the  publication  of 

L 'E sp rit N ouveau, w hich  included reports on  the new  political and  cu ltu ral 

m ovem ents in  Russia; an d  th rough  personal correspondence w ith  El 

Lissitzky; and  th rough  the 1925 Exposition International des A rts D ecoratifs et

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



204

Industrie ls M odem es that included  the Soviet Pavilion by K onstan tin

M elnikov [Fig. 3.13] and  the Esprit N ouveau Pavilion by Le C orbusier w ith  

39P ierre  Jeanneret [Fig. 3.14]. A lthough the two pavilions w ere qu ite  d ifferent 

from  one ano ther they  both  w ere examples of "functional" architecture  and  

stood ou t in  a category apart from  practically all other decorative bu ild ings in 

the A rt Deco style.

Both pav ilions were an expression of the m achine aesthetic based  on

40in d u stria l processes com bined w ith  a pronounced lyrical intention. T heir 

differences lay in  their ideological underpinnings and  aesthetic expression  

seen in  the dynam ic  sculptural form s of the Constructivist pav ilion  w ith  

d iagonal c irculation intersecting rhom boidal volum es versus the classicizing 

vocabulary of the  P urist pavilion based on pure  geom etric form s w ith in  an  

orthogonal grid . T heir in tended function w ere also diverse; the M elnikov 

pavilion  w as designed  as a dem ountable show-case of industria l goods w hile 

Le C orbusier's pav ilion  was an example of a standard ized  m odel apartm en t 

eq u ip p ed  w ith  fu rn ish ings m ade of industrial m aterials.

Le C orbusier w as surely inspired by M elnikov's pavilion w h en  he 

designed  the portab le  showcase pavilion for the Nestle com pany th ree years 

later. The im m edia te  influence can be spotted in the poster-like exterior 

m ade up  of le ttering  and emblem s in vigorous colors. O ther sim ilarities can 

be no ted  in  the industria l aesthetic of lightw eight structural elem ents, the 

application of large planes of glass, and flat wall surfaces m eeting a t sharp  

angles. In add ition , both had corresponding circulation system s of a corridor
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cutting th rough  the length  of the build ing allow ing views to see th e  exhibits 

on either side, and creating an interpenetration betw een inner a n d  outer 

spaces. Nevertheless, Le Corbusier's less energetic design m ain tained  the 

stabilizing orthogonal grid  and sim ple forms of Purism  to o rgan ize  the 

v o lu m es.

The next projects to show the um brella pavilion-type w ere the 1939 

Saison de 1'Eau Exhibition Pavilion in  Liege41 w hich w as the sam e conceptual 

design as the San Francisco Pavilion of the same year [Fig. 3.15]. Both were 

rooted in  the grand tradition  of universal exhibition halls of the  n ineteenth  

century like the Hyde Park Crystal Palace of 1851, m ade of a m o d u la r system  

of m etal and  glass allow ing for vast open spaces w ith  good visib ility  and 

circulation, and  creating "an architectural em otion derived  from  the  sincerity

of the solutions proposed."42 Le Corbusier described the chief concept of the

Liege pavilions as follows [Fig. 3.16]:

The exhibition: the history of w ater in na ture  and in h u m an  
civilization, instead of being dispersed and  d iv ided  am ong the m any 
buildings, was assembled in an  altogether new  type of bu ild ing : an 
infinite nave occupied by th in  columns supporting  a partia lly  adaptable 
ceiling, stretched out like a m etal awning, and providing, by  its design, 
abundan t sources of necessary light. C losed in  the rear a n d  on the 
sides, the building opens onto the landscape of the M euse a n d  m ounds 
of earth  like pyram ids that crow n the plateau.43

The idea of an imm ense nave was m ade possible by a repetitive  square 

m odule of approxim ately 36 square m eters com posed of a light steel frame 

roof, recalling the truss construction of an airplane w ing, su p p o rted  by four 

th in  m etal columns placed at the center of each of the four facades sim ilar to
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the Porte M aillot Pavilion design [Figs. 3.17, 3.18]. The profile of this roof w as 

convex and form ed a concave d ip  w here it m et the adjacent m odule. 

S tructurally , it w as a n  inversion of the concave profile of the  N estle Pavilion 

roof.

By observing these  um brella-like roofs one can beg in  to appreciate Le 

C orbusier's form al p lay  of inversions and rotations. At Porte  M aillot the 

relatively  sm all pav ilion  roof becam e more plastic than  the  huge Liege roof: 

first, by straightening  the curved outline and second, by differentiating  each 

roof by a ro tational m ovem ent. H ere Le C orbusier was p lay ing  his righ t angle 

gam e by in troducing  a  double orientation in  each um brella th a t allow ed for 

a lternating  com binations by tu rn ing  them  180 degrees.

The im age of the  elevation of the roof as an  icon transla ted  in to  the 

d iag ram  of the solar m ovem ent Le Corbusier often depicted , for instance on 

the  cover of his booklet L 'U rbanism e est une clef44 [Fig. 3.19]. The d iagram  

also appeared  in Le Pofeme de l'angle droit "iconostase" in  zone A -m ilieu- 

green  w hich represents nature  and  is characterized in the first square A .l by 

the solar process of the year, the m onth, and especially the 24 hour day  [Figs.

1.17,3.20].45 The im age is com posed of a low er square form  above w hich  is an 

am orphous shape. T he low er square is d iv ided  into tw o parts  by the earth 's  

horizon  along  w hich is depicted  the sun 's p a th  as a horizon tal S, beginning  

a n d  end ing  w ith  a so lar burst. A yellow  semi-circle is above the horizon and  

next to it, below  the horizon, is a purp le  semi-circle. Le C orbusier explained 

th is sign of equilibrium  in  a tapestry he designed for C handigarh, as a passage
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from  positive to negative  w ith the poin t of inflection at zero  an d  the extrem e

points above and  below  the zero. He said: "Zone of the good (above); zone of

the bad  (below); zone of germ ination (below); zone of blossom ing (above) .... 

j  „46and so on.

W ithin  the square  form, underneath  the passage of the sun  is a th ick 

black area represen ta tive  of all that belongs to the u n d erw o rld  o r the 

unconscious. The large  blue am orphous cloud-like shape above the square is

referred to as "espace" or "space" by Le Corbusier.47 T he cloud in  relation to 

the su n 's  passage im plies the concept of tim e in space, an  im portan t aspect of 

Le C orbusier's concept of "ineffable space." This part is representative of all 

that belongs to the u p p e r world o r consciousness. By tu rn ing  the image 90 

degrees the sam e dualistic  sym bolism  can be app lied  to another solar image 

Le Corbusier d rew  in  1945 that was part M edusa and  p a rt A pollo [Fig. 3.21].

In the poem  Le Corbusier first referred to the sun , the m ain  player in

48nature in  the unfo ld ing  of each day, as "m aster of o u r lives". It seems m ost

appropria te  that Le C orbusier began the poem  w ith  a eulogy to the sun in

reference to the forces of nature. In an earlier text he h ad  w ritten:

This tiny and  pathetic adventure, lived out da ily  by a tiny leaf, by the
billions of tiny  leaves that form  part of the com plex existence of
hedgerow  or g rea t forests, always obeying and tu rn ing  their faces to the
g rea t w arm  star, proclaim s the fundam ental law  of this earth  we live

49on: that the su n  is our dictator.

In  the poem  he  then  referred to the sun  as "a lo rd" and later as an 

"exact m achine." H e w as probably referring back to his concept of the 

"m ^canique sp irituelle" of the early 1920's w hen he w ro te  about an art

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



208

consciousness that transcended the technological v iew point of the  tim es.50 

H ere one can observe how  Le Corbusier im bued an  architectural im age such  

as a pavilion roof profile w ith rich personal sym bolism .

The large expanse of roof structure at Liege, defined by three m odules 

in  length, functioned as a unified concept. U nderneath  the roof w ere tw o 

levels determ ined by an independent post and  lin te l concrete structure. The 

ground level incorporated a reconstruction of a lake, river, hill, and  w aterfalls 

as part of the exhibition and also served as a w aterw ay circulation system  

traveled by boat. The second level w as reached by m onum ental ram ps 

directing the visitors to a view ing platform  w here  one could look dow n  u p o n  

the exhibition below or beyond to the natural landscape. This level also 

functioned as another circulation system  w ith optional routes to the g ro u n d

level exhibition space51 [Fig. 3.16].

It w as the m ature form  of the Porte M aillot Pavilion, com posed of tw o 

um brella roof structures covering two levels of orthogonally disposed  

intersecting planes as exhibition space, that becam e Le Corbusier's exhibition 

pavilion prototype for a num ber of postw ar projects. In 1962 Le C orbusier 

praised his client, an independently  w ealthy Sw edish art collector, T heodor 

A hrenberg, for proposing the special add ition  of an exhibition hall to the 

u rb an  context of the city of Stockholm. The exhibition hall w as to house 

prim arily  a perm anent exhibition of a rt w orks from  his private collection. 

According to the authors Folke E dw ards and  G unnar L indquist the exhibition 

hall was to be d iv ided  into four sections respectively for Matisse, Picasso,
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Chagall, and  young  international artists. Le Corbusier, w ho w as in troduced  to 

his client by the Sw edish gallery director Agnes W idlund, supposedly

accepted the com m ission under the condition that a section be ded icated  to

52his a rt w ork, even if it m eant reducing  the size of the section for Chagall.

In the Le Corbusier oeuvre complete, Le Corbusier presented a different 

account by stating that A hrenberg chose M atisse, Picasso, and him self as the 

artists to be exhibited in  three sections. Then, in parenthesis, as if he w ere

hiding the true  facts, he wrote: "I give you m y w ord, I d id  not know  anything

53about this choice." Could it be that Le Corbusier actually persuaded 

A hrenberg to exhibit his ow n w ork  in  place of Chagall's? Or could it be that 

Le Corbusier w as m anipulating historical fact to prom ote his ow n art w ork  by 

placing it next to the w orks of Picasso and Matisse? A nd the exclusion of the 

young  international artists a ltogether could be in terpreted  as keeping them  

apart from  the "m asters."

In this case, the Porte M aillot Pavilion prototype required  the m ost 

structural and  form al m odifications because A hrenberg asked the bu ild ing  to 

be placed in the sea and to be connected to the quay at N orr M alarstrand by a 

sixteen-m eter long gangw ay. The exhibition hall was structured  on piles set 

in  the w ater and  supporting a load-bearing w all system above [Fig. 3.22]. The 

entire perim eter of the build ing w as encased in  a wall clad in colored 

enam eled sheets of m etal and w ith  a generous am ount of w indow s [Fig. 3.23]. 

The tw o um brella roof structures w ere separated by a space, probably to 

increase the square footage of the p lan  lengthwise. Curiously, Le Corbusier
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had  m ain tained  the  colum ns w hich  were not ind ispensab le  to the m ain  

structure on the centerline of the  um brella roof facades, an d  here the 

colum ns a lterna ted  betw een a round  shape and a fin shape  projecting o u t a t 

righ t angles to the  w all surface along the exterior elevations.

Because of the  restraints determ ined by the site an d  the struc tu ra l 

system  there w ere  few er circulation options [Fig. 3.24]. The entrance p lan k  

gu ided  the v isito r to the second level w here service-oriented am enities and  a 

sm all space for tem porary  exhibitions were located. A t the second level, 

view s opened to the  exhibition spaces below and tw o staircases allow ed for 

circulation to the first level, w hich was evenly d iv ided  into three areas for 

each of the artists of the perm anent exhibition; from  th is level v isitors w ere  

asked to exit.

M inor m odifications w ere m ade to the Porte M aillo t Pavilion 

p ro to type w hen  it w as incorporated in the follow ing three m useum  bu ild in g  

complexes: the 1957-1959 N ational M useum  for W estern A rt in Tokyo, the 

1963 In ternational A rt Center at Erlenbach, and  the 1964-1968 M useum  and  

A rt Gallery project a t Chandigarh. All three projects w ere exem plary  of the 

type of cultural center to be placed among other public build ings d iscussed  at 

the E ighth CLAM. H ow ever, the circum stances of each of these com m issions 

located the three projects not in  u rb an  centers bu t in  idyllic  natural se ttings 

on the outsk irts o f each  of their respective cities.

The Tokyo M useum  w as com m issioned by the Japanese governm en t 

w hich had  ob tained  a substantial a rt collection of Im pressionist pa in tings and
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sculptures. T he art collection was originally am assed  by Kojiro M atsukata, a 

w ealthy Japanese residen t in  Paris, and  du rin g  the Second W orld W ar it was 

confiscated by  the  French governm ent because it considered  it a w ar prize. 

The French governm ent negotiated  to retu rn  the a r t  collection to the 

Japanese u n d e r  specific conditions, stating that the a rt collection w as to be 

relocated to a new  m useum  in Tokyo called "Le M usee N ational des Beaux

A rts de 1'O ccident" (the N ational M useum  of W estern  A rts) w ith  the m ain

54purpose  of acquain ting  the Japanese public w ith  w estern  art.

The Japanese governm ent prov ided  a p ic tu resque site in  a park  

overlooking the tity  of Tokyo located on the edge of a p lateau  w here several 

m useum s such  as the M useum s of N atural H istory, of Fine Arts, and  of 

Sdences h ad  a lready been built. Le Corbusier designed  a unified complex of 

build ings a ro u n d  a central esplanade [Fig. 3.25]. S tarting  from  the left of the 

m ain  entrance and m oving clockwise were a lib rary , a m useum , a restau ran t 

next to an  am phitheater, a "box of m iracles," and  a pavilion for tem porary  

exhibitions of the Porte M aillot prototype. Recalling the site and the 

com position of bu ild ings on  the A thenian A cropolis, each bu ild ing  was 

ind iv idua lly  designed  to express its m eaning and  fu n d io n  and  all build ings 

w ere harm oniously  d isposed  in  a sculptural m anner around  a central space.

In term s of typology, the m useum  w as the o th er build ing-type w ith in  

the Tokyo b u ild in g  com plex that had  a long evolu tionary  history in  Le 

C orbusier's w ork . The general concept originated in  1928-1929 in the 

(unbuilt) M undaneum  W orld  M useum  in  G eneva as p a rt of a center of
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intellectual cooperation. T he W orld M useum  w as a seven-story square spiral 

in  p lan  and a stepped  py ram id  in section, resem bling an ancient

M esopotam ian ziggura t55 [Fig. 3.26]. Its form al and ideological program  was

developed by the Belgian industrialist and  sociologist, Paul Otlet, who w anted

to  show  a com prehensive history of the various stages of hu m an  civilization

in  continuous developm ent.

This early  m useum  design by Le C orbusier w ith Jeanneret was a

precursor of the in ternational ideas of postw ar synthesis of the arts bu t

ensconced in  the broadest sense ideas of a synthesis of hum ankind . Le

Corbusier collaborated on  a design follow ing O tlet7s pacifist thoughts that had

developed out of the experience of the First W orld War. O tlet7s hope w as to

create an in ternational association to facilitate com m unication am ong

nations in o rd e r to avoid  another hum an tragedy.

The innovative concept of the W orld M useum  was based  on a b road

m ethod of represen tation  that included geography, history, science,

education, comm erce, sociology, culture, and  civilization. In  addition,

regarding  the arts, O tlet p rov ided  an International H ouse of Artists so

architects, painters, sculptors, and  m usicians could com fortably interact w ith

philosophers, historians, an d  poets. By establishing an all inclusive

m ethodology, the W orld M usem  would engender a m ore synthetic critique of

hum anity. O tlet explained:

It is im portan t now  to present in a single point the system atic 
exhibition of the to tal reality, a W orld M useum  th a t is a m useum  of 
the encyclopedia an d  of synthesis, d isposed to be an  instrum ent of 
science, of the study  of culture, to inspire in  each of us, by a single
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spectacle, the g ran d  and elevated im pressions that can instigate the 
discovery of the  vast universe in  which w e m ove.56

T he spiral shape  of the bu ild ing  was to encom pass an  evolu tionary

history, starting  from  the top of the sp iral w ith prehistoric tim es and

revolv ing  dow n  chronologically th ro u g h  every civilization to p resen t tim es.

C ongruent w ith  O tlet7s view point, Le Corbusier's architectural descrip tion  of

the  W orld  M useum  e n d ed  w ith the following w ords:

The w orld w ill find there the place where the sense o f hum an  
solidarity  elevates itself to the highest, w here the consequences of 
fau lts and benefits are dem onstrated, w here analysis w ill p rov ide 
precise inform ation, where synthesis will show  the w ay , w here the
m eans of coord ination  and harm onization  are p resen t.57 

W ith in  a hierarchical layout o f m any diverse bu ild ings the W orld 

M useum  w as designated  as the principal structure hold ing  the m ost 

im portan t collection. A t the northeastern  end of the site Le C orbusier p laced 

a structure w ith five sm all pavilions, each w ith a d ifferent shape, to function  

as perm anent or tem porary  exhibition spaces [Fig. 3.27]. Le C orbusier's 

descrip tion  of the pu rp o se  of the pavilions invoked the experim ental and  

m ulti-functional aspects of the Porte Maillot Pavilion, b u t in  a d ifferen t 

context:

T he concern here  is to build  a fast, instantaneous, innum erab le , m u lti­
form  system  of w orld  investigation presenting m an  in  his creative, 
conceptual realizations — M an lives in society, m an subm its to the law s 
of the city, the state, the continent. These are objects, specim ens,

58m odels, curves, photographs, schemes, etc.

From  the inception, Le C orbusier's plan for an  in ternational cu ltu ral 

center included  both  a m useum  for perm anent exhibitions and  a separate
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pav ilion  structure for m ore flexible exhibitions, reflecting the m uti-form  

expression  of the pavilion  itself. The W orld M useum  p lan  w as m odified  in 

1930 in to  the M useum  of U nlim ited Growth, a tw o-story structu re  conserving 

the sp ira l m ovem ent of the M undaneum  [Fig. 3.28]. The m ain  idea was a 

sim ple m odular struc tu ra l system  that w ould sta rt at a central poin t and 

g radua lly  expand w ithou t lim itations into a square  form. Le Corbusier also 

called it the Frontless M useum .59 Le C orbusier tried to im plem ent this 

b u ild in g  in  num erous projects starting  w ith  the Cite U niversitaire of Rio in 

1936 to the Musee d u  XX siecle in  Paris of 1965. Only three versions w ere 

realized: in  A hm edabad (1952-1957), in Tokyo (1952-1957), and  in C handigarh

(1960-1965).60

T he "box of m iracles" w as another struc tu re  w ith in  the Tokyo bu ild ing

com plex that w as incorporated  in  various cu ltu ral center p lans.61 A t the 

E ighth  CLAM Le C orbusier presented the "box  of m iracles" together w ith  his 

ideas on  the urban  core and  the "spontaneous theater." H e described the "box 

of m iracles" as a sim ple rectangu lar hall for d iverse usage w hose em ptiness 

w ou ld  invite hum an  expression and  creativity. Events such  as conferences, 

aud io  v isual projections, m usic, dance, theater, and electronic gam es w ere 

suggested. As the title im plied the interior w as designed for the unexpected

to h ap p en  and to stim ulate the hum an spirit tow ard  "all tha t the heart

62desires" and "everything you  d ream  of." In  the ancient trad ition  of the 

G reek theater, and  in  the  sp irit of postw ar concerns for the re-hum anization  

of society, the "box of m iracles" w as conceived as a sort of healing g round  for
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the  soul.

D esigned prim arily  as an  interior space, the "box of m iracles" a n d  the

63P hilips Pav ilion  of the 1958 Brussels W orld Fair w ere sim ilar in  conception. 

A lthough  the ir exterior expressions lay at opposite ends of the spectrum  — the 

"box of m iracles" [Fig. 2.13] as pure geom etric form and the Philips Pavilion 

[Fig. 1.19] as a tent-type pavilion  m ade w ith  an  innovative and  com plex 

hyperbolic-paraboloidal structure  -- both the ir interior spaces w ere conceived 

w ith  the sam e in tention -- to create magic. D esigning for Philips, one of the 

w o rld 's  lead ing  m anufacturers of electronic equipm ent, Le C orbusier w as 

given com plete access to their advanced technology in o rd er to create a 

pavilion  as publicity  for the corporation. Le Corbusier took this un ique  

opportun ity  to exploit the latest technology in  audio-visual m edia to create a

64synthetic w ork  of art he called "Le Poeme 61ectronique."

Even th o u g h  Le C orbusier controlled every detail from  inception  to 

com pletion the project w as a collaboration am ong m any specialists includ ing  

engineer and  com poser Iannis Xenakis, com poser Edgard Varese, a u th o r and 

pub lisher Jean Petit, film m aker Philippe Agostini, and acoustical eng ineer 

W illem  Tak. Lasting eight m inutes "Le Po&me electronique" syn thesized  

sound , colored lights, and film  in the round  as the audience stood in  the 

center of the space. Images rang ing  from  the prim itive to the civilized w ere 

collected by Le Corbusier from  m useum s and  books and w ere m an ipu lated  by 

A gostini, w ho w orked w ith  the two dim ensional pictures to create a dynam ic 

assem blage by  using  various techniques including juxtaposing  opposing
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im ages in  a fast rhythm ic pattern. The m usic com posed by V arese of 

synthesized and natural sounds was p iped  th rough  approxim ately  325 

loudspeakers and w as set w ithout any direct coordination to the random ly

projected images.65 The idea was to produce a total w ork of a r t  w ith  the new

m edia  w hich Le C orbusier described as "the electronic gam es, lim itless

66synthesis of color, of image, of m usic, of the w ord, of rhy thm ." This 

successful electronic spectacle stim ulated and  astounded the aud ience at the 

sam e time. The Philips Pavilion was the closest Le C orbusier ever came to 

realizing his vision of a technologically advanced synthesis o f the  arts. 

H ow ever, it was no t a spontaneous environm ent bu t ra ther a  very  controlled 

one, nor d id  it elicit creativity from  the spectator as he had suggested  for the 

"box of miracles."

The rectangular volume of the "box of m iracles" a t the  N ational 

M useum  of W estern Arts [Fig. 3.25] was a solid box w ith one side left 

com pletely open and  another w ith a single entrance. The facade seem ed to 

have slid to the side to create the open elevation and at the sam e time, by 

extension, to create a blank wall that helped fram e the exterior space. The 

space w as evenly d iv ided  into an  indoor and outdoor thea te r w ith  an 

am biguous boundary  between the two.

The exterior of the "box of m iracles" lent itself to optical illusion 

created by the slightly slanted parapet that form ed an accentuated oblique 

perspective w hen v iew ed from the high com er recalling the effect of 

foreshortening [Fig. 2.13]. A sim ilar condition w as found in  the volum etric
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disposition  of the lib ra ry  next to the m useum . Also a t R oncham p the sou th­

east com er w as heightened for spatial d ram a. Le C orbusier was ad d in g  

illusionistic qualities perceived  by the observers depend ing  on the ir poin t of 

v iew  and the particu lars of the lighting affected by the so lar m ovem ent and 

clouds. In o ther w ords, "ineffable space" w as evoked by the constantly 

changing  vantage po in ts an d  shifting m om entary  im pressions. C olin  Rowe 

discussed in  detail a sim ilar condition found  at the north -w est com er of the 

chapel at the M onastery Sainte-M arie-de-la-Tourette67 (1957-1960) in  Eveux- 

sur-A rbresle near Lyon [Fig. 3.29]. In this case, the foreshortened effect was 

augm ented  by the d o w n w ard  slope of the  ground. The build ings w ere 

perceived in  constant flux as the observer m oved a ro u n d  them.

Le C orbusier's a te lier presented the International A rt C enter in

Erlenbach of 1963 in the form at of a 21 X 33 cm portfolio com plying to the 

68CLAM Grill. This project, m ore than any other cu ltural center designed  by 

Le Corbusier, sustained the  ideas discussed at the E ighth CLAM, albeit it was 

no t situated in  an  u rb an  core and ra ther w as planned in  the open countryside. 

N evertheless, its location w as the crossing of the axes am ong im portan t 

E uropean  cities w here perhaps other sim ilar centers w ou ld  be p laced in  the 

fu tu re  [Fig. 3.30]: the north -sou th  axis betw een  Stockholm  and Rome, and the 

east-w est axis form ed by  Paris, Vienna, Belgrade, and  Bucharest. Thereby it 

w as seen, no t convincingly, as an in ternational project. It was too contrived 

a n d  lim ited in  global scope.
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This project, like the  Tokyo project, included a M useum  of U nlim ited  

G row th, a  "box of m iracles," and  a Porte M aillot Pavilion-type for tem porary  

exhibitions. In  addition , it also incorporated a sculpture garden , stud io s, and  

deposito ries for the m useum  an d  a "spontaneous theater,"  all loosely 

arranged  around  a central esplanade [Fig. 3.31J. The "spontaneous theater,"  

w hich Le C orbusier had  extensively discussed at the E ighth  CLAM, w as an  

independen t structure p rim arily  composed of a covered backstage w ith  a 

m ostly uncovered stage area. The design allow ed for at least six d ifferen t 

audience arrangem ents depend ing  on the use for either theater, dance , film , 

conferences, reunions, o r electronic gam es [Figs. 3.32, 3.33]. W ithout any  kind 

of perm anent seating the audience was free to congregate around  and  on  the 

stage depend ing  upon  the function.

The last cu ltural cen ter building com plex to include a Porte M aillo t 

Pavilion-type w as the M useum  and A rt G allery at C hand igarh  conceived  in 

1964-1968. O ther m ain  structures on the long site follow ing the con tours of 

the Vallee des Loisirs w ere a M useum of U nlim ited G row th, a "box of

m iracles," a "spontaneous theater," and an  a rt college69 [Fig. 3.34]. T he 

Pavilion of Tem porary  Exhibitions was com pleted in 1986 by the A rchitect's 

Establishm ent follow ing the  research conducted by the first Ind ian  ap p o in ted  

chief architect at C handigarh , M anm ohan N . Sharm a [Fig. 3.35]. T his 

structure w as the second version of the Porte  M aillot Pavilion-type to be bu ilt 

posthum ously  -- approxim ately  nineteen years after its Swiss co un te rpart, the 

Centre Le Corbusier. Both pavilions are form ally very sim ilar; the  m a in
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difference lies in  their m aterials and  m ethod o f construction: the C hand igarh

pav ilion  is entirely m ade of concrete, w hile the  Swiss version  is m ainly

*  1 70steel.

C onstructed in  1967, two years after Le Corbusier d ied , the Centre Le

71C orbusier sum m arized his ideas for a synthesis of the arts. It was first 

designed in 1964 to provide the dual function of a home for H e id i W eber as 

w ell as a  private m useum  dedicated to her collection of artw orks by Le 

Corbusier. In the end, although elements of the house design, such as a 

kitchen an d  bathroom  rem ained in the plan, the  pavilion becam e prim arily  

an  architectural setting for exhibiting Le C orbusier's artw ork  and  a place for 

social events and  meetings. The pavilion is located close to Lake Z urich in  a 

w ooded site near the city's old m edieval center [Figs. 3.36. 3.37]. Its strong 

presence proclaim s a plastic architectural form  rup tu ring  from  the past and  

evoking the experience of "ineffable space." A sense of lim itlessness is 

provoked by the am biguous and expandable space created below  the roof 

struc tu re  and  around  the sem i-opaque and sem i-transparen t m odu lar w all 

system . Boundaries betw een the inside and outside of the structure  are 

unclear. As Le Corbusier would say, the pavilion participates in an 

"acoustical event" w hereby its form  radiates into the landscape w hile being  

receptive to vibrations from its surroundings [Figs. 3.38, 3.39].

T he build ing  is composed of two m etal um brella roof structures 

m easuring  12 square m eters, each functioning as "brise-soleils" or "sun  

breakers" that define the m ain perim eter of the structure. Beneath th is lies a
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basem ent level w ith  a system  of glass and  enam eled polychrom ed m odular 

steel panels that establishes a grid m atrix  for two stories and a roof terrace 

[Figs. 3.40 - 3.46]. In addition, there is a concrete ram p outside the perim eter 

tha t intersects the grid p lan  at a right angle along the north  side of the 

structure. A  gap betw een the two roofs w as necessary to accom m odate the 

ram p. As its orig inal nam e implies, M aison de l'H om m e, the pavilion  w as 

designed w ith  hum an  scale in  m ind w hile also being determ ined  by the 

m athem atical p roportions of the M odulor. The M odulor establishes the 

harm onic, o rdering  grid  w ith in  w hich different architectural elem ents 

respond to an  intim ate scale dictated by  the panel system , while the seem ingly 

large hovering roof and  concrete ram p incorporate a m onum ental scale. Le 

Corbusier achieved a sim ilar condition a t Roncham p w here a relatively  sm all 

chapel appears to have a m onum ental im pact created by the effect of the large 

hovering roof; at a larger scale at the H igh  Court of C handigarh  another 

sim ilar effect is achieved by the roof proportions. In all cases there are two 

forces juxtaposed; the bottom  part of the structure is solidly g rounded  in  the  

earth  while the roof structure is dram atically projected tow ards the sky.

In term s of technology, the bu ild ing  is notable for its light w eight an d  

flexible qualities. It reflects Le C orbusier's earlier investigations of cellular 

g row th  in  the unbu ilt projects for the Roq and Rob (1949) dw elling  units as 

w ell as the Venice H ospital (1964-1965) in  which he rejected trad itional values 

of static form  in  favor of an  expandable architecture com posed of repetitious 

standard  units. W ith the advice of Prouve, Le C orbusier developed a
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struc tu ra l system  based on prefabricated, L-shaped one size steel angles bolted 

together to form  cubes infilled w ith  panels. The steel angles co rresponded  to 

the  M odulor dim ensions he had  already proposed for the Roq and  Rob 

project called Le Brevet [Figs. 3.47 - 3.49].

Even though  the Centre Le Corbusier was no t bu ilt as a pav ilion  for the 

synthesis of the arts w ith  the visionary intentions articu lated  at the 1952 

Venice Conference on the A rts, it  nonetheless stands today  as a m em ory of 

the idea. In certain w ays, it contradicts the idea of a "w orkshop" for 

in ternational collaboration am ong artists, and  is instead  a m useum  for the 

w orks of one m an w ho happened  to be a painter, a sculptor, and  an  architect. 

Built u n d e r the ideal auspices of a dedicated and w ealthy art gallery 

p roprieto r, the pavilion is som ew hat of a folly, an autobiographical essay, and 

a  m em orial to Le Corbusier. H ow ever, as a public m useum  it p rov ides a 

un ique  opportun ity  to experience an architectural plastic event w here  the arts 

of one m an  come together.

Bloc an d  the  G roupe Espace

A ndre Bloc w as a highly indiv idual m an of trem endous stam ina  and

in tegrity  w ho influenced the developm ent of the synthesis of the a rts  after

72the  w ar; his life and  w ork  deserve special attention. Bloc w as a p rim ary  

spokesperson  in  the prom otion  of the synthesis of the arts w hich he 

p ropagated  th rough  a num ber of postw ar venues: as w riter and  ed ito r of 

V A rchitecture d 'a u jo u rd 'h u i and  L 'A rt d 'a u io u rd 'h u i, as Second Vice-
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P residen t of the A ssociation pou r une Synth&se des Arts P lastiques, as 

founder of the G roupe Espace, and  as sculptor, painter, fu rn itu re  designer, 

u rb an  p lanner, and  architect. The integration of the arts w as the avow ed aim  

of his en tire  w ork. Bloc attem pted to redefine the synthesis o f the arts freed 

from  traces of u top ian  idealism  that w ere at the root of its theoretical 

underp in n in g s before the w ar and that were still evident in  G iedion 's 

postw ar rhetoric. For Bloc the problem  w as a practical one th a t served as the 

keystone of h is ideas and  artistic work.

The strong practical streak in  Bloc was probably developed  in  his 

form ative education  as an  engineer at the Ecole Central de Paris from  w hich 

he g rad u a ted  in  1920 w ith  the title of Engineer of A rts and  M anufactured 

Products. H is first jobs w ere in the industry  of m otors and  turbines. In 1922 

w ith  a strong  penchant for publishing he edited the Revue Science et 

In d u s tr ie  and  in  1923 a d d ed  the Revue de l'lngen ieu r before founding the 

Revue G enerate de Caoutchouc in 1924. He devoted him self to the issues and  

problem s of m anufacturing  rubber products th rough  1939.

A t the sam e tim e that he w as fully im m ersed in  the p rom otion  of 

industria l production  he dabbled in  the arts as a Sunday pa in ter and  was a 

regu lar reader of L 'E sprit N ouveau . He also came into contact w ith  a num ber 

of architects, beginning w ith  Le C orbusier w hom  he m et in  1921 and  Frantz 

an d  Francis Jourdain , A uguste Perret, and  H enri Sauvage. These interactions 

increased his in terest in  the arts and  architecture and  in sp ired  the creation of 

an  in ternational m agazine specializing in architecture. In 1930, w ith  the
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m ain  in tention  of g iving a voice to m odern architecture he founded the 

periodical 1 /A rchitecture d 'au jo u rd 'h u i located at 5 rue  B artholdi in 

Boulogne-sur-Seine w hich rem ained the seat of activity fo r the m agazine and 

o ther related  associations throughout Bloc's life.

L 'A rchitecture d 'a u jo u rd 'h u i was not an avant-garde periodical but 

ra ther served as the m ain  publication of m odem  French an d  international 

architecture w ith  an  even-handed  coverage, recalling the  sim ilar role T he  

A rchitectural Review  played in  England at the same tim e. O rganized by 

them es, each issue covered a rich and eclectic array of m aterials. The editors 

w orked to provoke discussions over contem porary topics th rough  organized 

evening conferences, organized  opinion polls among g ro u p  of professionals, 

and  sponsored study  trips abroad for m em bers and students. In addition, the 

publication p layed an  im portan t role in prom oting new  m ethods of 

construction and bu ild ing  m aterials apparent in the ab u n d an t pages of 

colorful advertising  and  sections including new  technical inform ation.

The m agazine w as ru n  by a committee of tw enty-four m em bers that 

included two generations, for example, the veterans Perret, Jourdain, Hector 

G uim ard, and A lphonse D ervaux, and the younger Robert M allet-Stevens, 

Georges H enri Pingusson, Jean Ginsberg, and  Andre Lugart. Le Corbusier 

joined in  1936. Bloc w as successful in m anaging the difficult task of 

publish ing  contributions from  m any im portan t people w ith  strongly 

opposing  views, nam ely the m odem  versus the academ ic. The m agazine's 

first special num ber on Perret created a schism  follow ing w hich  more
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atten tion  w as p a id  to Le Corbusier, signalling the com m ittee 's parting  from  

Perret.73

The m agazine suffered num erous financial d ifficu lties and  d u ring  the 

G erm an occupation  w as shut dow n and p lundered , thereby  losing all of its 

docum ents an d  lib rary . In 1940 Bloc took refuge in Biot in  the south  of 

France, an area know n  for its pottery m akers, and  at the age of forty-four 

began a m ore serious artistic career w orking in  clay scu lp tu re  and  exploring 

architecture a n d  urbanism .

A fter the w ar Bloc produced a substantial am ount o f scu lp tural and 

74architectural w orks. His most im portant sculp tural com m issions w ere 

"Signal" (1949) tw elve m eters high m ade of concrete and  p laced  at Place 

d 'len a  in front of Ferret's  Musee des Travaux Publics de Paris to celebrate the 

centenary of concrete; this sculpture was follow ed by a series of other

75"Signal" scu lp tu res and  two polished brass sculptural co lum ns (1960) 

tw enty-five m eters h igh  for the Senator's Palace in T eheran  designed  by 

architects M ohsen Foroughi and H eydar Ghiai [Fig. 3.50]. Bloc m ade 

num erous scu lp tu res in  varying dim ensions, dem onstra ting  bo th  a dynam ic 

and  balanced expression of abstract geom etric form s, an d  experim ented  w ith  

d ifferent m ateria ls such  as m arble, clay, bronze, concrete, p lastic, copper, iron, 

steel, and  w ood.

Bloc's early  architectural project in collaboration w ith  C laude Parent 

an d  the artists M argare t Tallet and  W alter M unz was his o w n  house, M aison 

d u  Sculpteur (1949), in  M eudon — a good exam ple of a to ta l w ork  of art done
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76in  the aesthetic of postw ar abstract geom etric art. The p lan  of the house w as 

an  obtuse V shape that opened up  tow ard  the ga rden  [Figs. 3.51, 3.52]. Bloc 

w orked  w ith  the  juxtaposition of opaque stone w alls in  contrast to 

tran sp aren t glass w alls that defined the sim ple geom etric form  of the 

struc tu re . The in terio r w as polychrom ed by Bloc w ho painted abstract m urals 

based  on  the G olden Section creating an  even balance betw een the v ibran t 

strong colors an d  the calm ing m onochrom atic ones, aw are of their psycho­

physical properties [Figs. 3.53, 3.54]. Bloc also designed the furniture w ith 

curv ing  form s upon  the suggestion of P erriand  an d  even designed the b ird

77cage [Fig. 3.55]. O ther projects that follow ed w ere his 1962-1966 sculpture- 

objects w hich he called "sculpture-habitacle" [Fig. 3.56], 1963 studies for the 

Iranian  Pavilion at the Cite U niversitaire de  Paris, 1963 studies w ith  Paren t of 

a theater in  D akar, 1963 house w ith Parent in  Antibes, 1963 studies in 

prefabrication, 1964 house in  Palom eras, M alaga, and  1960 urban studies Paris 

Parallel.

W hen Bloc re tu rned  to Paris in 1945 he w as supported  by the M inister 

of R econstruction and  U rbanism , Eugene C laudius-Petit, w ho supported  the 

re insta tem en t of L 'A rchitecture d 'a u jo u rd 'h u i at the Cham ber of D eputies 

w hich  g ran ted  Bloc access to paper that w as strictly rationed  at the tim e. W ith 

the collaboration of Bloc's co-founders P ierre  Vago and  A lexandre Persitz and  

the p rincipal assistance of D iam ant-Berger and  D anielle Valiex,

L 'A rch itecture  d 'a u jo u rd 'h u i was back on its feet again  and set the platform  

for discussions on the synthesis of the arts. The first issue after the w ar
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78incorporated  a section w ith  the heading "Arts et A rchitecture," m eant to

follow  the developm ents in  contem porary art related to architecture, and

declared: 'T h e  harm onious and pure orchestration of the plastic arts is not

possible in all cases, bu t it is desirable. A n architect w ho ignores the essential

facts of contem porary art w ill never be bu t a simple technician of 

79construction ."

In the sam e issue Bloc contributed an article describing the problem  of

the separation of architecture and  sculpture, due in  large part to the econom ic

80constraints facing architects of the reconstruction. In light of this, architects 

p laced the arts and  especially sculpture at the end of the list, frequently 

considering aesthetics altogether unnecessary, creating a division betw een the  

arts and  architecture. T he responsibility for this divorce, according to Bloc, 

w as also shared by sculptors w ho were satisfied to w ork in  isolation and w ho 

catered prim arily  to the w ealthy bourgeoisie. A nd w hen there w as an  a ttem pt 

tow ard  a collaboration bo th  parties were ill prepared  for the task. This 

problem  was fu rther com pounded  by a lack of interest from  the public. W ith 

the  understand ing  that the architect was the m aster p lanner the responsibility  

to take the first step tow ard  a successful collaboration was up  to h im  or her. 

Bloc dem anded  tha t architects collaborate w ith artists and  to this end  

L 'A rchitecture d 'a u jo u rd 'h u i took the initiative of publish ing  contem porary

scu lp tu re .81

Bloc believed tha t a n  intellectual association am ong L 'A rchitecture

on
d 'a u jo u rd 'h u i, CIAM -France, ASCORAL, and  UAM (U nion des A rtistes
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M odernes) w ould serve as a definitive step tow ard the m aking  of a synthesis

of the arts w ithin  the com m unity at large and encourage th e  flourishing of a

new  French art:

This synthesis ought to be considered as a genuine w ork  to be 
accomplished for the country, in this period of su ch  prodigious 
liberation of the m ajor arts, architecture, sculpture, and  painting. An
international reverberation will result, as well as a m asterly

83flourishing of French art.

In the follow ing issue in an  article entitled "A  P ropos d 'hum anism e"

84Bloc asserted the architect w as above all an artist. A nd  the  first special issue

85w as called "Art," dedicated to m odem  architecture, scu lp ture , and painting. 

A nother special issue of 1948 w as devoted to Le C orbusier, who w rote a full 

m anifesto on his synthetic art w ork  in the long article "U nite." In 1949 Bloc 

launched a new periodical dedicated to m odern art called L 'A rt d 'a u jo u rd 'h u i 

m ean t to parallel L 'A rchitecture d 'au jo u rd 'h u i. W ith the hope of influencing

architects to become more involved in the contem porary a rt discourse,

86advertisem ents in L 'A rchitecture d 'au jo u rd 'h u i urged readers to subscribe 

also to L 'A rt d 'au jou rd 'hu i, and  in 1955 the latter changed its nam e to 

A ujourd 'hu i: a rt et architecture.

A t the first general assem bly meeting of L 'A rchitecture d 'a u jo u rd 'h u i 

tha t took place on December 27, 1949, right about the sam e time the 

Association p o u r une Synthese des Arts Plastiques w as com ing together,

87L£ger underlined the need for collaborations am ong artists and  architects.

C laudius-Petit confirm ed the governm ent decision to a llo t one percent of

88their construction costs of state buildings to works of art. Even though  the
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one percent law  w as a positive  legislative step tow ard  supporting  the

in tegration  of the arts, it w as a m eager attem pt. Bloc later criticized the law  by

po in ting  out that the outcom e w as often the w orks of bad artists w hose w orks

w ere  not integrated w ith  the  architecture. In addition , he no ted  that not all

architects requested this one percent and in fact only forty percen t of this one

89percen t was used for the arts.

L 'A rt d 'a u jo u rd 'h u i add ressed  all the creative arts in  the context of 

contem porary  m anifestations and  problem s, exem plifying the eclecticism  of 

ideas apparen t in  the p erio d  after the war. The m agazine served  as a m eans 

of clarification and looked a t abstract a rt in its successive phases. N um erous 

w orks were published  defin ing  the position of L 'A rt d 'a u jo u rd 'h u i as w ell as 

unfo ld ing  the polem ic th ro u g h  analyses, com m entaries, and  in terview s. It 

w as under the d irectorsh ip  of Bloc that the new  aesthetic of the synthesis of 

the  arts was explored in  th is periodical.

The first issue in c lu d ed  contributions by p rom inent a rt critics such as

90E d g ard  Pillet, Michel Seuphor, D aniel-H enry K ahnw eiler, Ju lien  A lvard, 

G aston Diehl, Pierre G ueguen, and  L£on Degard. Though abstract art took the 

spo tligh t in the m agazine, it also included contem porary p rim itive  art, the 

only  figurative art they d eem ed  to be of the times as well as ch ild ren 's a rt and 

the  a rt of the insane.91 A bstract a rt w as chosen as the aesthetic th a t had 

qualities in  accord w ith  architecture: geometry and  space. T hey advocated a 

synthesis of m odern  a rt th a t lay w ith in  the realm  of abstraction.

Bloc, w ho w as alm ost a  decade younger than  Le C orbusier, held Le
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C orbusier's ideas an d  w orks in  high esteem. H ow ever, on a personal level 

their relationship  w as alw ays difficult, understandably  so, as Bloc explained,

because Le C orbusier hard ly  liked anything and stayed aw ay from  artists and

92in tellectuals w ho could  challenge him. At the tim e of the fo u n d in g  of the 

A ssociation pour une  Synthese des A rts Plastiques the ir rela tionsh ip  became 

m ore distan t, as h ap p en ed  w ith  m any others w ho w orked  closely w ith  Le 

Corbusier, because of his egocentric personality  that could not w ithstand  

criticism  and because he though t him self the only person  capable o f solving 

the prob lem  of the  in tegration  of the arts. Bloc m ade it clear that Le 

C orbusier's approach to the synthesis of the  arts was no t the best n o r the only 

one. Em bittered by Le C orbusier's personal exigencies and  autocratic

approach, Bloc decided  to join Felix Del Marie in O ctober of 1951 to create the

93G roupe Espace.

Le C orbusier w as incorrectly convinced that Bloc's initiative to start the

G roupe Espace w as solely a personal one and felt rancor tow ard  Bloc which

w as never d ispelled . D espite this, Bloc continued to respect Le C orbusier's

94w ork  and  never cu t h im  off com pletely. Needless to say, Le C orbusier 

never partic ipated  in  the  G roupe Espace. Independent of Le C orbusier's 

ideology the G roupe Espace w as nevertheless a d irect outcome of the 

A ssociation pou r une  Synthese des A rts Plastiques and  under the leadersh ip

of Bloc (Del M arie d ied  about a year after its foundation) surv ived  a num ber

95of successful years un til its gradual dem ise around 1957.

A t the first reun ion  of the G roupe Espace, Bloc em phasized  the
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im portance of artists collaborating w ith  architects at the inception of a project 

and  develop ing  all resources that favored such a collaboration. Bloc also 

p roposed  com petitions as a m eans of publicizing and  of serving as

experim ental arenas for an  in tegration of the arts.96 Sharing the sam e address

as L 'A rch itecture  d 'a u jo u rd 'h u i and L 'A rt d 'au jo u rd 'h u i, the G roupe Espace

97
established a m eeting place and  published its m anifesto in  both  m agazines.

T he m anifesto announced the creation of the G roupe Espace in  o rd er 

to consciously disengage itself from certain  disastrous conditions that 

overw helm ed the public at large as well as many artists, architects, and  

builders. It stated that the problem  was a general lack of preparation  of 

professionals in  their ow n fields. For exam ple, architects and  people 

involved  in  the developm ent and construction of cities w ere often no t 

qualified  to  m ake decisions about new problem s, and  specialization d id  not 

w ork  for people involved in  u rban p lann ing  who requ ired  experience in  

various fields such as sociology, psychology, and aesthetics. The G roup 

declared  th a t all people responsible for the built environm ent m ust consult 

technicians and  artists adep t a t handling spatial problem s and  m ust be 

suppo rted  by law s and regulations.

T he m anifesto recom m ended a non-figurative a rt that w as 

constructive and  that engaged w ith three-dim ensional space while 

respond ing  to necessary functions and thereby servicing both the p rivate  and 

collective com m unity. This spatial aesthetic was to be one inextricably linked 

expression  w ith in  the ideal proportional relationships of architecture.
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The G roup called for the creation of close ties am ong all people

involved in architecture and u rban  planning. A nd as a m eans of

fam iliarizing the  public w ith  innovations in  aesthetics, the artists of the

G roupe Espace proposed to engage in public competitions, festivals, and

exhibitions. They ended the m anifesto by claim ing the fundam ental

im portance of the arts for the harm onious developm ent of all hum an

activities. The m anifesto w as signed by thirty-nine architects, engineers, and

* 98 artists.

The m anifesto received severe criticism  from  the architect Georges 

Labro, who characterized it as daring  literature representative of an excessive

99p rid e  w ith  com m ercial intentions. He attacked the French m em bers for 

taking part in  a group w ith foreigners and for orienting architecture tow ard  

abstract art in  the  name of French art. This criticism of the G roup  clearly 

po in ted  to Labro 's xenophobia which, according to the G roup, was 

representative of the general m ind-set p resen t in  the French public. The 

G roup accused Labro of inflam m atory and dam aging language and took its

case to the courts where it w on w ith  m onetary com pensation.100

N evertheless, L abro 's criticism of the G roup 's p resum ptuous and  narrow

focus on non-figurative art w as true.

The m inutes of the m em bers and com m ittee m eeting tha t took place

on December 12, 1951, were published in L 'A rchitecture d 'a u jo u rd 'h u i

revealing  the establishm ent of an organization d ivided in to  five 

101com m issions. The First Com m ission "W ork" was in charge of in ternal
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affairs o f the  G roup  and  assigned specific tasks to the d ifferen t m em bers. The

Second C om m ission "Architecture" was headed by Jean George. The T hird

C om m ission "D im ensions," headed by Bernard Laffaille, focused on the

stud ies of s tan d ard iza tio n  in construction and  industria l design  w ith  the

h um an  scale an d  aesthetics in  m ind. The G roupe Espace w as influenced by

the stud ies of p roportions and of the G olden Section by the Israeli architect

102A lfred  N eu m an n . The Fourth Com m ission "Exhibitions and  Festivities" 

w as headed  by Luc A rsene-H enry and  the Fifth C om m ission "Design of 

Objects" w as headed  by Nicolas Schoffer. Bloc stated the G roupe Espace w as 

no t created only to study  theoretical issues, bu t also to form  team s to research  

the  m ost favorable conditions for architects and  artists to collaborate. To this

end  a series of visits to artists studios was organized for architects to a tten d .103 

The in ten tion  w as to prom ote a clim ate of exchange and  be tte r u n d ers tan d in g  

am ong architects and  artists.

A  year la ter the Groupe Espace held a general assem bly on D ecem ber 

16,1952 p res ided  over by the honorary guest C laudius-Petit and  a ttended  by

approxim ately  e ighty  people.104 As the Group was rap id ly  grow ing Bloc 

announced  the form ation  of G roupe Espace satellites in  B elgium  an d  F in land 

w ith  the fu tu re  possibility  of one in  Cuba. Eventually the G roup had  

affiliations in  E ngland, Sw itzerland, Italy, and  Sw eden.105 H ow ever, the 

E nglish  g roup , includ ing  the artists and  architects John Me Hale, C onstant, 

and  Jam es Stirling, w as short-lived because it refused to subm it to ideas it 

though t w ere  too idealistic and dogm atic such as a synthesis of the m ajo r arts.
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Instead  th ey  joined the Independent G roup  in  E ngland  w hich focused on  

p o p u la r cu ltu re  and its im plications and  organized  tw o  independent 

exhibitions "Parallel of Life and Art" (1953), follow ed by "This is Tom orrow "

(1956).106

A t the  general assem bly Bloc w as confident enough  to present seven 

projects rep resen ta tive  o f the Association's efforts. The first three projects

considered  the  m ost successful were: U sine Renault an d  housing project in

107Flins by  arch itect B ernard H enri Zehrfuss and  artist D el Marie, Usine

108Marne in  T ours by architect Zehrfuss and  artist P illet [Fig. 3.57], and the

M aison d e  la Tunisie a t the  Cite U niversitaire in P aris by the architect Jean

109Sebag an d  various m em bers from the G roup. The o ther four projects were: 

Ecole Paul-B ert in  H avre by the architect Guy L agneau and  the artist E tienne

Beothy,110 an  apartm ent building on rue C hardon-Lagache in Paris by

111architect Jean  G insberg an d  artist W ilfredo Arcay [Fig. 3.58], the M aison de

112l 'E tud ian t in  Paris by in terio r designer Perriand and  artist Beothy, an d  the 

Caisse des Conges Payes in  Paris by the architect Z ehrfuss and sculptor Emile

113Gilioli. Bloc then d te d  the example of the City U niversity  in Mexico (1953)

by chief architects M ario Pani and Enrique del M oral as a poor result of a

co llabo ra tion .114 By the end  of 1953 the G roup w as fully  established w ith  an

in te rna tiona l list of one h und red  and sixty-one m em bers from  sixteen

d ifferen t na tionalities.115

A ll m em bers o f the  Groupe Espace w ere inv ited  to participate in  a
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m ajor open a ir exhibition in  Biot in the Cote d 'A zu r near A ntibes from  July 

10 to Septem ber 10, 1954. C laudius-Petit was the m ain sponsor and A ndre 

Bruyere w as the chief architect w ith  the assistance of A rsene-H enry, Pillet,

and  Cicero Dias.116 The exhibition entitled "Espace - A rchitecture - Form es -

C ouleur" included  m any different kinds of art w orks such as painting,

117sculpture, fu rn itu re , architecture, mosaics, and stained glass. In the

catalogue Bloc gave special honor to the Venezuelan m em ber Carlos Raul

V illanueva for setting  an  outstanding  example w ith  the City U niversity in  

118Caracas, [Figs. 2.7, 2.8] and  sum m ed up the purpose of the Group:

The exhibition at Biot constitutes a start, a tentative barrier to the sea of 
indifference. T he artists intend to organize them selves a ttem pting  to 
reunite  around  the best am ong them  in order to integrate w ith in  life. 
Instead of rem ain ing  confined to their studios, to be bound  to convince 
the art critics, to solicit the collectors and art buyers, to struggle w ith  the 
system  of the tim es in  order to survive, they try to create teams, to 
partake in life by show ing that they are capable of creating through 
their im agination  a w orld  where dream ing can still find its place.

O ther exhibitions w ere planned in 1955 for Brussels, Zurich, and Parc

1 20
de Saint-Cloud in Paris.

The G roupe Espace w as originally composed of artists w ho show ed in

121the section "salle espace" at the Salon de R£alites Nouvelles of 1950. Led by

122
Del M arie and  Jean G orin, “ other im portant artists of this G roup were 

Nicolaas W arb, Bloc, Beothy, and Schoffer, am ong others. Since the 1950 

Salon de R£alites N ouvelles exhibition Del M arie's m ain  proccupation w as 

abstract a rt and  its expression in  three-dim ensional space w hich he 

in terpreted  as a liberation  from  the canvas and described as color in space: "in

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



235

the present tim e, spatial color seems to m anifest itself in  three different ways:

either th rough  the object itself, or through the functionalist object w ith  a

123utilitarian  a n d  u rg en t destination, or lastly through architecture."

These artists were p a rt of a French m ovem ent of postw ar abstract

geom etric a rt th a t was prim arily  rooted in D utch N eo-Pasticism  and also in

the G erm an B auhaus and R ussian Constructivism . T heir prem ise w as to

integrate a rt w ith  everyday life by moving aw ay from  th e  canvas and tow ard

the three-d im ensional object and  architecture. F undam en ta l to their

approach w as to represent the  latest technology in the ir aesthetic. Del M arie

recapitu lated the influence of Constructivism  and N eo-Plasticism  in  his,

Gorin's, and  B urgoyne D iller's works in the follow ing statem ent:

These elem ents like color conceived spatially, the different m aterials, a 
na rro w er tie w ith functionalism , and  above all th e  large penetrations 
in the w orks, of light and  of space, are certainly strong ly  influenced by 
C onstructivism , bu t u tilize the severe discipline and  austere rigo r of 
the neo-plasticians; today  they allow Neo-Plasticism , and are gratefu l to 
this v ita liz ing  sharing, continuing brilliantly its scu lp tu ra l- 
a rch itectu ra l evolu tion  tow ard a m onum ental an d  collective style.

G orin an d  Del M arie prom oted a collective m onum en tal architecture

following the precepts of a synthesis of the arts d iscussed a t the Seventh

CLAM w hich G orin  quoted: 'T h e  realization of this syn thesis m ust be

considered an  essential d u ty  in  this period of such p rod ig ious liberation  of the

m ajor arts: architecture, sculp ture, and painting. It is in terested  in  com m unal

125buildings as w ell as in  ind iv idual housing units."

Gorin saw  the entire bu ilt environm ent, from  the u rb an  scale to the 

ind iv idual h o using  unit, as the dwelling place of people  that affected their
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m ental, sp iritual, and  physical form ation. Socially com m itted  to address the

collective com m unity G orin and  Del M arie believed the  N eo-Plastic

m ovem ent w as a positive m eans to bring harm ony a n d  un ity  to cities, and

th a t architecture w as the  m ost im portant vehicle for the  expression  of a

synthesis of the  arts. Del M arie proposed the project of a polychrom ed city

[Fig. 3.60]. G orin  p roposed  m onum ental constructions from  tw enty  to th irty

m eters high to  be placed in  u rban  public centers [Fig. 3.59]. Based on the ideas

of circulation th rough  tim e and space and  the use of color w ith in  an

orthogonal g rid  G orin asp ired  to create a kinetic arch itectural composition.

W ith high hopes for the reconstruction of postw ar cities G orin  reflected the

social idealism  of early tw entieth  century De Stijl:

We are en tering  today a great epoch of architecture; en tire  cities are 
going to be reconstructed. M odem  techniques place at ou r disposition 
gigantic m eans. U nsuspected possibilities open  in  front of us. It is a 
unique m om ent for the greatest realizations in  u rban ism . But only the 
public au thorities can m ake an appeal to the y o u n g  team s of a new  
style, the style of the tw entieth  century  man, th e  century  of universal
and collective a rt.126

The discourse on the integration of the arts p resen ted  by  the Groupe 

Espace was associated w ith  ideas of liberation th rough  abstraction  and 

reconstruction of the new  environm ent. Like the CIAM , it w as confronted 

w ith  enorm ously com plex sociological, political, financial, and  theoretical 

problem s w hich, w ith in  its relatively narrow  focus o f the synthesis of the arts, 

it could not realistically embrace. U ltim ately, the G roupe Espace was left 

beh ind  as the last vestiges of a m odem  utopia.
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N otes to  C hap ter 3

1 M ost postw ar docum ents are inconsistent in  g iving full nam es; usually  they 
only give the last nam es and  occasionally give the first nam e or first initial.
In  the endnotes I have listed the nam es as they appear in  the docum ents. In 
the text I have a ttem pted  to track  dow n as m any first nam es as rendered  
possible w ith in  the  confines of m y research. "Association p o u r une Synthese 
des A rts P lastiques -- Comife de  Direction Eventuel," FLC, F2-10, p. 95. The 
proposed  com m ittee w as as follows: President: H enri Laugier; Vice- 
Presidents: Le C orbusier and  A ndre Bloc; General Secretary: Marcel Roux; 
T reasurer: Pau l Breton; A djunct Secretary: Renee D iam ant-Berger; M em bers: 
Leon D egand, E yraud , A. Farcy, Mac Even, and  A. Philip; Consulting 
Architects: B adov id , A. Bruy&re, L. M irabaud, A. Pers, P ierre  Jeanneret, 
W ogensky, Sert, an d  B. Zehrfuss; Consulting Sculptors: A rp , Gilioli, H. 
Laurens, and  Pevsner; Consulting Painters: H enri Matisse, Pablo Picasso, 
Fernand Leger, a n d  M agnelli; Consulting for Events: M.R. Rodel; Law 
Consulting: M. P ierrard .
2

"Status de l'A ssodation  pour une Synthese des Arts Plastiques," FLC, Jl-5 , p. 
88. T ranslated  by  au thor from  French text: "rechercher les conditions d 'u n e  
collaboration efficace entre les architectes, les sculpteurs et les peintres par 
tous m oyens app rop ries tels que: expositions, m anifestations, publications, 
conferences, etc."
3

Ibid., the list of a rtis ts /h o n o rary  members in d u d ed : Sim on, A rp, Brancusi, 
Chauvin, M ird, Pevsner, H erbin, Chagall, Moore, Giacom etti, Bloc, D ew asne, 
Picasso, Gilioli, Braque, Leger, Laurens, Vasarely, Adam , Jankow ski, H elion, 
Bill, M agnelli, Savina, Le Corbusier, Matisse, Villon, M asson, M anes, 
Steinberg, Del M arie, Gorin, Beothy, Ben Nicolson, Schneider, Diaz, H artung , 
Pillet, Davis, a n d  Proveler.

A nnouncem ents for the exhibition were published  in L 'A rch itecture  
d 'a u jo u rd 'h u i  (Dec., 1949), p. XIX, and in A rt d 'a u jo u rd 'h u i (Jan., 1950), n.p.

5 Renee D iam ant-Berger, "De I'U nion pour I'A rt a l'A ssodation  pour une 
Synthese des A rts Plastiques et au  Groupe Espace," A ujou rd 'hu i: a rt et 
arch itecture , (Dec., 1967), p. 54. Translated by au thor from  French text: "Est-ce 
que cela ne sera pas une exposition Le Corbusier, n 'est-il pas lui-m em e 
architecte, pe in tre  et sculpteur?" — "Non, ce sera une exposition su r la 
synthese des arts plastiques a laquelle Le Corbusier p a rtid p e ra  et dont il 
p reparera  le p lan  general. En ce qui le conceme il realisera une sorte de 
mus£e et au to u r seron t edifiees d 'au tres constructions congues par d ivers 
architectes dans des buts bien definis de recherche de form es, de  couleur, de 
m ouvem ent qu i au ron t un  caractere experim ental et un  pouvo ir de 
suggestion."
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"Association pour u ne  Synthfese des Arts Plastiques," FLC, F2-10, p. 99. The 
com m ittee on the letter head of the Association read  as follows: President: 
Matisse; First Vice-President: Le Corbusier; Second Vice-President: Bloc; 
T reasurer: Paul Breton; General Secretary: Marcel Roux; A djunct Secretary: 
Ren£e D iam ant-Berger; other M embers of the D irectorship: M arie Cuttoli, 
L6on D egand, A ndry  Farcy, and Frangois Le Lionnais; French Counsellors: 
Jean Cassou, M aurice Jardot, Louis Joxe, and Georges H enri Riviere; 
Architects: Jean B adov id , Andr6 Bouxin, AndrS Bruyfere, P ierre  Jeanneret, 
Lionel M irabaud, Jean Prouv£, A ndr£ Sive, A ndr6 W ogensky an d  Bernard H. 
Zehrfuss; Sculptors: Jean  Arp, Emile Gilioli, and  H enri L aurens; Painters: 
Georges Braque, A uguste Herbin, Fernand L£ger, Alberto M agnelli, Pablo 
Picasso, Joseph Sima, and  Victor Vasarely; Foreign Counsellors: Peter Bellew, 
Frank M ac Even, Sigfried Giedion, H enry M oore, Oscar N eim eyer, Ernesto 
Rogers, Junzo Sakakura, W.J.H. Sandberg, Sigurd Schultz, Jos£ Luis Sert, 
M inette da  Silva, an d  James John Sweeney.

The M atisse archives have no inform ation on  M atisse's affiliation w ith the 
A ssodation  pour une Synthase des Arts Plastiques.
g

"Projet d 'Exposition pour une Synthese des A rts Plastiques," FLC, F2-10, pp. 
80-83, an d  "Note -- P our M onsieur le Chef d u  Service de l'A m enagem ent de 
la Region Parisienne," FLC, Jl-5, pp. 13-15.

For a history of the events that took place at the Porte M aillot see Roger 
C loutier's "Porte M aillot" articles in  Toumal des Ternes: (Nov., 1963); (Dec., 
1963); (Jan., 1964); (Feb., 1964); and (March, 1964).

10 Letter from  "L'Architecte en Chef des Cites A dm inistratives a M onsieur 
Thiebault, Chef de Service charge de regroupem ent des locaux 
adm inistratifs," translated by author, FLC, Jl-5, p. 16.

11 "A ssodation  pour une Synthese des Arts Plastiques -- C onvocation par 
Diamant-Berger," FLC, F2-10, p. 99.

12 Diam ant-Berger, "D e I'Union pour l'A rt a l'A ssodation  p o u r une Synthese 
des A rts Plastiques et au Groupe Espace," A ujourd 'hui: a rt et architecture, pp. 
54-55. Translated by  author from  French text: "Pour ma part, je n 'oublierai 
jam ais ce m atin  de janvier 1950 ou nous som m es all£s tous les trois visiter le 
terrain  de Luna Park. II faisait tres froid; le soleil pergait dans un  d e l gris; les 
arbres et les arbustes £taient couverts de givre, les ruisseaux gel£s. Jeune, 
enthousiaste, rieur, Le Corbusier parcourait le terra in  en tous sens, 
im plan tan t les batim ents: id  le mus£e en escargot, la une construction 'toute 
bete' avec des sculptures de Laurens, ici H enry Moore, la les jeunes.... A ndre 
Bloc su ivan t aussi son  idee et l'exprim ait avec la m em e joie se preoccupant de 
rechercher les dom inants et de creer une organisation harm onieuse de
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1'ensem ble. II y  a d ix-huit ans de  cela, mais jam ais je n 'oubliera cette m atinee 
ou  tan t de joie et d 'e spo ir liaient ces deux hom m es."

13 "Contrat pour le M usee des A rts Plastiques — Porte Maillot, FLC, Jl-5, pp. 
41-42.

14 "N ote com plim entaire a 1'a tten tion  bienveillante de  M onsieur le M inistre 
des Finances," FLC, Jl-5, p. 9. T ranslated by au tho r from  French text: "Pour 
cela, u n  p eu  d 'argent, l'obole u tile p o r que le souffle de  la vie soit donn£. 
Donn£ par qui? Par le pays qui tirera  vie, seve et brillantes r£coltes. R^coltes 
de  France, unique au m onde et im m ens£m ent exploitables."

15 "N ote — Pour M onsieur le Chef d u  Service de l'A m enagem ent de  la Region 
Parisienne," FLC, Jl-5, p. 15.

16 Letter from  "M inistere de la Reconstruction et de l'U rbanism e a M onsieur 
le President de 1'Association des A rts Plastiques," FLC, Jl-5, p. 25.

17 Le C orbusier notes "M aillot 50," FLC, Jl-5, p. 51.

18 Ibid., p. 63.

19 Ibid., p. 51.

20 "Association pou r une Synthese des Arts Plastiques -- Reunion d u  B ureau 
d u  13 m ars 1950," FLC, Jl-5, p. 85.

21 Ibid., p. 87.

22 Letter fom  "Le C orbusier a M onsieur Raoul Simon, 10 fevrier 1950," FLC, 
Jl-5, p. 57.

23 List of nam es of "H om m es de M ains" included  Sert, Even, N iem eyer, and  
Sw eeney as p a rt of the head com m ittee; nam es of o ther m em bers included  
M oore, M iro, Giacom etti, Gilioli, Picasso, Chagall, Steinberg, Pevsner, Bill, 
Jankosky, Vasarely, Baum eister, Brancusi, M anes, Bloc, Leger, H elion,
M asson, Villon, Arp, M atisse, and  Braque.

24 Letter fom  "Le Corbusier a D iam ant-Berger, 25 novem bre 1950," FLC, F2-10, 
p . 49.

25 "Entrevue avec M onsieur Lapie, M inistre d e  l'E ducation  N ationale au  sujet 
de  la Porte M aillot," FLC, Jl-5, p. 92.

26 A m oldo  Rivkin, "Synthese des Arts: Un D ouble paradox," Le C orbusier
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une  encyclopedic. Jacques Lucan, ed. (Paris: Centre Georges Pom pidou, 1987), 
pp . 387-388.

27 Le C orbusier oeuvre com plete. 1946-1952, vol. 5 (Zurich: Boesinger, 1953), p. 
68 .

28 For a m ore detailed  explanation  of Le Corbusier's self appo in ted  exhib ition  
fo r the Porte M aillot Pav ilion  see Christopher Eric Pearson, In teg ra tions of 
A rt and  A rchitecture in  the W ork of Le Corbusier: Theory a n d  Practice from  
O m am enta lism  to the "Synthesis of the Major A rts" (A nn Arbor: UM I 
D issertation Services, 1995), pp . 361-362.

29 Letter fom  "Le Ricolais a Le Corbusier, 12 janvier 1950," FLC, Jl-5, p p . 109- 
110, and "Porte Maillot, Exposition 50, Devis estim atif," FLC, Jl-5, pp . 119-120.

30 "Com m andes a passer pour: L 'Exposition des A rts Plastiques (Porte 
Maillot)," FLC, Jl-5, pp. 74-75.

31 See construction estim ate of Nov. 28, 1950 in "Etablissem ents D ubois,
Lepeu et Cie — Constructions M£talliques," FLC, F2-10, pp. 358-361.

32 Le Corbusier, "Synthese des A rts / 'A rti Visive (Sept.-Oct., 1952), transla ted  
by  author, p. 1.

33 Le Corbusier oeuvre com plete. 1946-1952. vol. 5, p. 70.

34 W hen referring  to the  Porte M aillot Pavilion it is alw ays Project-B th a t is 
addressed , unless o therw ise noted.

35 One can also associate the um brella roof structure w ith  the tent th a t 
appears continuously in  Le C orbusier's w ork starting  w ith  the nom adic  ten t 
depicted in  Vers une arch itecture  of 1924 as the archetypal prim itive hu t, the 
m ost ancient source for the house o r sanctuary, to the 1937 T em ps N ouveaux  
Pavilion at the Porte M aillot, and  the 1958 Philips Pavilion. Steven W. H u rt 
categorized the Nestle Pavilion  as an  im pluvium  roof form -type th a t w as 
repeated  in  the 1930 E rrazuris house, the 1935 M aison aux M athes, the 1937 
M aison Joaul, and  the 1964 Centre Le Corbusier. See Steven W. H urtt, "Le 
Corbusier: Type, A rchetype, and  Iconography," Type and the  (Im )Possibilities 
o f C onvention, G arth Rockcastle, ed. (New York: M id g trd  M onograph, 1991), 
pp . 77-78.

36 "Nestle Pavillion," FLC, H l-10, p. 85-89.

37 Le C orbusier oeuvre com plete, 1910-1929. vol. 1 (Zurich: Boesinger, 1929), p. 
174.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



241

38 For a close look a t Le Corbusier's relationship w ith the Russian 
C onstructivists see Jean-Louis Cohen, Le Corbusier and  the M ystique of the 
USSR: Theories and  Projects for Moscow 1928-1936, transla ted  into English by 
K enneth  H ylton  (Princeton, NJ: Princeton U niversity Press, 1992).

39 For a  look a t Le Corbusier's pavilion of L 'Esprit N ouveau w ith in  the 
context of the 1925 A rt Deco exhibition see N ancy J. Troy, M odernism  and  the 
D ecorative A rts in  France: A rt N ouveau to Le Corbusier (N ew  
H aven /L ondon : Yale University Press, 1991), Chapter 4, "R econstructing A rt 
Deco: Purism , the D epartm ent Store, and  the Exposition of 1925," pp. 159-226. 
Also see Le C orbusier oeuvre complete. 1910-1929, vol. 1, pp . 98-108.

40 Le C orbusier found  a strong kinship w ith  the Russian C onstructivists 
w hen  he discovered in  1928 their comm on concern for "lyricism " b o m  from  
industria l technology, he wrote: "I say tha t Constructivism , w hich denotes a 
revolu tionary  in tention, is in  reality  the vehicle of an intensely lyrical intent, 
one that is even potentially transcendent. It reveals w ith  fervor the 
exhilarating prospect of the future. My feeling in  that w hat interests all these 
Russians is in  fact a poetic idea." From Le Corbusier, "L 'architecture h 
M oscou," L 'In transigeant (Dec. 24 and 31,1928), p. 1, quoted  in Cohen, Le 
C orbusier and the M ystique of the USSR: Theories and projects for M oscow 
1928-1936. pp. 115-116.

41 Le C orbusier w as approached in  A ugust of 1937 by the com m ittee of the 
Liege exhibition to present a design  concept for them. A lthough the 
com m ittee approved  Le Corbusier's design, the Prime M inister of Brussels 
vetoed it, stating: "A French m an m ust not intervene here." T ranslated  by 
author. See Le Corbusier oeuvre complete. 1934-1939. vol. 3, p. 172.

42 Ibid., p. 173. Translated by author from  French text: "une em otion 
architecturale venue de la franchise des solutions proposees."

43 Ibid., p. 172. Translated by author from  French text: "La dem onstration: 
histoire de l'eau  dans la nature e t la civilisation hum aine, au lieu d 'e tre  
dispersee et m orcelee dans des Palais nom breux, etait rassem blee dans u n  type 
tout h fait nouveau de batiment: une nef in fin ie  occupee p a r  de rares poteaux 
sup p o rtan t u n  plafond sem i-souple, tendue comme une banne d 'acier, et 
foum issan t elle-m em e, par son dessin, les abondantes sources de lum iere 
necessaire. Ferme derriere et su r les cotes, le Palais ouvrait su r le paysage de 
la M euse et les terrils dont les pyram ids couronnet le plateau."

44 Le Corbusier, L 'U rbanism e est une clef (Paris: Editions Forces Vives, 1966).

45 O n the page preceding the lithograph Le Corbusier show ed tw o line 
d raw ings depicting the sun 's relationship to the earth. The first d raw in g  was
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a circular d iagram  of the earth 's  and m oon 's m ovem ent a ro u n d  the sun, 
w ritten  next to the sun  is 365 = 1= (circle), next to the earth  24 = 1= (square), 
and  next to the m oon 30 = 1 = (triangle) thus, m aking a  sym bolic  analogy to 
the three prim ary  forms of the w orld in  relation to the cosm os. The second 
d raw ing  show ed the sun 's relationship to the earth 's h o rizo n  d u rin g  three 
different tim es of the year, sim ilar to the lithograph 's idea lized  version.

46 A ndr6 M alraux, ed., Tapisseries Le C orbusier (Geneva: M usee d 'A rt et 
d 'H istoire and  Paris: La Fondation Le Corbusier, 1975), p. 14. T ranslated by 
au thor from  French text: "Zone d u  bien (au-dessus); zone d u  m al (au- 
dessous); zone de la germ ination (au-dessous); zone de  l'£panouissem ent (au- 
dessus) .... et ainsi de suite."

47

48

John A lazard, Le Corbusier (N ew  York: Universe Books, 1960), p. IX.

The entire section of Le Poeme de Tangle droit (transla ted  by author) that
pertains to this image reads as follows:

Des hom m es peuvent tenir 
u n  tel propos 
les betes aussi 
et les plantes peut-etre 
Et su r cette terre seulem ent 
qui est notre
le soleil m aitre de nos vies 
ind ifferen t lo in  
II est v isiteur -- un  seigneur 
il entre chez nous.
Se couchant bon soir dit-il 
a ces m oisissures (o arbres) 
a ces flaques qui sont partout 
(o mers) et a nos rides 
altieres (Alpes A ndes et nos 
H im alayas). Et les lam pes 
sont allum ees.

Ponctuelle m achine toum ante  
depu is l'im m & norial il fait 
naftre h chaque instant des 
v ingt-quatre heures la g radation  
la nuance l'im perceptible 
presque leu r fournissant 
une m esure. Mais il la rom p 
k deux fois bru talm ent le 
m atin  et le soir. Le continue 
lu i appartien t tandis qu 'il

Some m en can ho ld
such a discourse
as w ell as beasts
and  even the p lan ts perhaps
A nd only on  th is  e a rth
w hich is ours
The sun  m aster of o u r  lives 
indifferent far 
He is a visitor -- a lo rd  
he comes to us.
Setting good n igh t h e  says 
to m olds (oh trees) 
to pools w hich are everyw here 
(oh seas) and to our folds 
lofty (Alps A ndes an d  our 
H im alayas). A nd  th e  lam ps 
are lit.

Exact m achine tu rn in g  
from  tim e im m em o ria l gives 
b irth  a t each in stan t of the 
tw enty-four hours the  gradation  
the nuance the im percep tib ility  
alm ost giving them  
m easure. But he b reaks it 
tw ice brutally  the
m orning  and  the n igh t. The perpetual 
belongs to h im  w h ile  he

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



243

nous im pose 1 'a ltem atif — 
la nu it le jour -- les deux  tem ps 
qui r&glent no tre  destinee:

U n soleil se l&ve 
U n soleil se couche 
U n soleil se l&ve h nouveau

im poses on us the alternative  — 
nigh t and day  — the two rhy thm s 
w hich regulate  o u r destiny:

A sim  rises 
A  sun sets 
A  sun rises anew

49 Le Corbusier, C roisade ou le crespule des academ ies (Paris: E ditions Cres, 
1933), p. 24.

50 See Le C orbusier and  A m edee O zenfant, La P ein tu re  m oderne (Paris: 
Editions Cres, 1925), p. 151. As a m eans to transcend the m odern  
technological society and  industry  Le Corbusier advocated  the sp iritua liza tion  
of m echanical law  w hich form ally transla ted  as sim ple geom etric form s.

51 Le C orbusier oeuvre  complete, 1934-1939, vol. 3, p . 172.

52 Folke E dw ards, 'T h eo d o r Ahrenberg: Le Provocateur," pp. 131-132, and  
G unnar L indquist, "Le Palais A hrenberg," p. 139, bo th  in A hrenberg  
C ollection, exhib ition  catalogue (Linkoping: O stergo tlands L andsm useum , 
1993).

53 Le C orbusier oeuvre  complete, 1957-1965, vol. 7, p. 178.

54 Le C orbusier oeuvre  complete, 1952-1957, vol. 6, p. 168. The m u seu m  was 
the only structu re  bu ilt on the site and its construction w as superv ised  by two 
Japanese architects, Kunio M aekawa and  Junzo Sakakura, who h a d  w orked  
for an  extended tim e in  Le Corbusier's 35 rue  de Sevres atelier. A lso see: "Le 
C orbusier's In ternational M useum , N ational M useum  of W estern A rt in  
Tokyo," A rch itec tu ra l Forum  (Sept., 1959), pp. 104-106; Yasuro K am on, 'T h e  
N ational M useum  of W estern Art in  Tokyo," and  Junzo Sakakura, 'T h e  
A rchitecture of the  N ational M useum  of W estern A rt,"  both in  M u s e u m  
U nesco, 13, no. 2, (1960), pp . 124-126; Junzo Sakakura, "O n the O pen ing  of the 
N ational M useum  of W estern Art," The Tapan A rchitect, (Aug., 1959), pp . 36- 
50.

55 The critic, K arel Tiege strongly objected to the h is to rid s t fo rm alism  of this 
tw entieth  cen tury  secular building. H is unfavorable review  of the 
M undaneum  W orld  M useum  was pub lished  in the Czech journal S tavba of 
1929. See Tiege, "M undaneum ," translated by L. H olovsky, O ppositions, 4, 
(Oct., 1974), pp. 88-92. Le Corbusier responded  to T iege's critidsm  by  
confirm ing his d esig n  w as determ ined by  functional concerns an d  E uclidean 
solid geom etry. See Le Corbusier, "In Defense of A rchitecture," tran sla ted  by 
N. Bray, O ppositions, 4 (Oct., 1974), pp. 99-108. For a look at T iege's critical

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



244

m otives see G. B aird , "Architecture and Politics: A Polem ical D ispute," 
O ppositions. 4 (Oct., 1974), pp. 80-82, and Thilo H ilpert, "U na polem ica sul 
funzionalism o: Tiege-Le C orbusier 1929," Casabella. no. 44 (Nov.-Dec., 1980), 
pp . 20-26. For o ther points of view  on the sym bolic and historical references 
o f th e  W orld  M useum  see: Marcello Fagiolo, "M undaneum  1929: La N uova 
bab ilon ia  secondo Le Corbusier," O ttagono, 13, no. 48 (M arch, 1978), pp . 22-29; 
S tan islaus von M oos, Le Corbusier: E lem ents of a Synthesis (Cam bridge, MA: 
MTT Press, 1979), p. 24; A lfred Willis, 'T h e  Exoteric and  Esoteric Functions of 
Le C orbusier's M undaneum ," M odu lus. (1980), pp. 13-21; G iuliano G resleri 
an d  D ario  M atteoni, "La Citta M ondiale e la C onstruzione della N uova 
Babilonia," Le Corbusier: La Ricerca paziente (Lugano: S tam pa S.A. N atale  
M azzuconi, 1980), pp . 69-86; G iuliano G resleri and  D ario M atteoni, La Citta 
M ondiale: A ndersen . H ebrard. Otlet. Le C orbusier (Venice: Polis/M arsilio , 
1982); A16na K ubovka, "Le M undaneum  e rre u r  architecturale?" pp. 48-53, and 
Pierre Saddy, "La Pyram ide d u  M undaneum ," pp. 44-47, bo th  in Le C orbusier 
le passe a reaction poetique (Paris: Hotel de  Sully, 1987-1988); A lessandra 
Ponte, "B uilding the  Stair Spiral of Evolution: The Index M useum  of Sir 
Patrick G eddes," A ssem blage, no. 10 (1989), pp . 47-64.

56 P au l O tlet and  Le Corbusier, M u n d a n eu m . no. 128 (Brussels, U nion of 
In ternational Associations, A ug., 1928), p. 10. T ranslated by author from  
French text: "II im porte  m aintenant de p resen ter en u n  p o in t la 
dem onstra tion  system atique de la realite totale, un  M usee m ondial qui soit 
m usee de  l'Encyclopedie et de la Synthese, dispose p o u r etre un  instrum ent 
de science, d 'e tu d e  et de culture, pour faire naitre chez tous, pa r son seul 
spectacle, les im pressions grandes et elevees que peut susciter la decouverte 
d u  vaste  U nivers ou  nous nous m ouvons."

57 Ibid., p. 39. T ranslated  by author from  French text: "Le m onde trouvera it la 
le lieu  ou  s'eleve au  plus haut, le sens de la solidarity hum aine, ou se 
dem o n tren t les consequences des fautes et des bienfaits, ou  l'analyse fourn it 
ses inform ations precises, ou synthese m ontre  les d irections, ou les m oyens 
de  coodination  et d 'harm onisa tion  sont presents."
CO

Le C orbusier oeuvre  complete. 1910-1929. vol. 1, p. 192. Translated by 
au th o r from  French text: "II s 'ag it id  d 'ed ifie r un  system e d 'enquete  m ondiale 
rap id e , instan tanee, innom brable, m ultiform e, p resen tan t l'hom m e dan s ses 
rea lisa tions creatrices, conceptives, — L 'hom m e vivant en  society, l 'hom m e 
sub isan t la loi se la ville, de l'E tat, du  Continent. Ce sont des objets, des 
specim ens, des m odules, des courbes, des photographies, des schemas, etc."
For a m ore detailed  description see Paul O tlet and  Le C orbusier, M u n d a n e u m . 
p. 35. Also see: Pau l Otlet, Cite M ondiale. Geneve: W orld Civic Center: 
M u n d a n e u m . no. 133 (Brussels: Union of In ternational Associations, Feb., 
1929); Le C orbusier, "Un Projet de centre m ondial a G eneve," Cahiers d 'A rt, 
no. 7 (1928), pp. 307-312; Le Corbusier, Precisions sur un  e ta t present de
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rarch itec tu re  et de  1'urbanism e (Paris: Editions Cr£s, 1930), pp. 215-232; 
Catherine C ourtiau, "La Cit§ International 1927-1931," pp. 53-69, and  Giuliano 
Gresleri, "Le M undaneum : Lecture du  projet," pp. 70-78, both in  Le C orbusier 
a Genfeve 1922-1932 (Lausanne: Payot, 1987); Giuliano Gresleri, "The 
M undaneum  Plan," In the Footsteps of Le Corbusier, Carlo Palazzolo and 
Ricardo Vio, eds. (New York: Rizzoli, 1991), pp. 93-114.

59 Le Corbusier, Le C orbusier Mv W ork, translated by James Palm es (London: 
The A rchitectural Press, 1960), p. 101.

60 Le C orbusier included the  M undaneum  M useum  form  in the u rban  plans 
of Barcelona of 1932 and  A nvers of 1933. The M useum  of U nlim ited Grow th 
w as first published  by C hristian Zervos in  Cahiers d 'arts. no. 1 (Dec. 8,1930), 
an d  appeared  in  the Exposition International (Project C) Centre d 'E sthetique 
C ontem poraine of 1937, and  later in  plans for Philippeville of 1939, for 
H ollyw ood of 1939, for M m e G uggenheim  of 1939 (see FLC, Fl-9), for Saint 
D ie of 1945, for the Exposition Universelle in  Brussels of 1958, for Berlin of 
1961, and for Erlenbach of 1963.

61 Le Corbusier oeuvre com plete, 1952-1957, vol. 6 , pp. 168-173, and  Le 
C orbusier oeuvre complete. 1957-1965. vol. 7, p. 170.

62 J. Tyrw hitt, J.L. Sert, E.N. Rogers, eds., The Heart of the City: T ow ards the 
H um anisation  of U rban Life, p. 52.

53 Le C orbusier oeuvre com plete. 1952-1957, vol. 6 , pp. 200-201.

64 For the m ost complete analysis of the Philips Pavilion see M arc Trieb,
Space C alculated in Seconds: The Philips Pavilion, Le Corbusier. E dgard  
VarSse (Princeton, NJ: Princeton U niversity Press, 1996). Also see Le 
Corbusier, Le Poeme glectronique (Paris: Editions de M inuit, 1958).

65 A ttem pting to integrate sound into his projects, Le Corbusier's design  for 
the  (unbuilt) belltow er at Roncham p was planned to em it electronic m usic by 
Varese to the assem bled congregation stand ing  in the exterior p ilg rm 's yard  
a n d  to the four directions.

66 Le C orbusier oeuvre com plete, 1952-1957. vol. 6 , p. 200. T ranslated by 
au tho r from  French text: "les jeux £lectroniques, synthese illim itee d e  la 
couleur, de l'im age, de la m usique, de la parole, d u  rythm e."

67 Colin Rowe, "La Tourette," The M athem atics of the Ideal Villa and  O ther 
Essays (Cam bridge, M A /L ondon: MIT Press, 1976,1984), pp. 185-104. Also see 
H urtt, "Le Corbusier: Type, Archetype, and  Iconography," Type and  the 
(Im )Possibilities of Convention, pp. 63-68.
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68 Le C orbusier oeuvre complete, 1957-1965, vol. 7, pp . 164-177.

69 Le C orbusier oeuvre complete, 1965-1969, vol. 8 , p. 92.

70 C harlotte Ellis, "Sculptures and Pavilion A dded  to C orb 's C handigarh  
Com plex," T he AIA Tournal (Sept., 1986), p. 17. A side from  this cursory article 
I have no t been  able to find more inform ation on  th is pav ilion  at the 
Fondation Le C orbusier and  other libraries.

71 Le C orbusier oeuvre complete, 1957-1965, vol. 7, pp. 22-31, and  Le C orbusier 
oeuvre com plete, 1965-1969. vol. 8 , p. 142-157. T he p rim ary  collaborators on 
this project w ere  Jullian de la Fuente, Jos4 O uberie, A lain  Tavfcs, and  Robert 
R ebutato w ith  structural engineer M. Fruitet (w ho also consulted  for the 
Stockholm  Exhibition H all), steel roof construction consu ltan t M. W artm an, 
and  technical consultant Jean Prouve.

72 Bloc w as b o m  in A lgeria on May 23, 1896, and  d ied  on N ovem ber 8 , 1966, 
from  a trag ic  fall from  the ruins of a tem ple in N ew  Delhi. To date there is no 
com prehensive text on Bloc. The Dec., 1967, issue of A u jou rd 'hu i: a rt e t 
a rch itec tu re  dedicated to him  is a good com pilation of snapshots of his life 
and  w ork. Because there isn 't an archival center of his w ork, and  because his 
w ork  is scattered  in  m any different places, some in  p rivate  hands, it is 
difficult to  do  research on  Bloc. I have com piled b ib liographical inform ation 
from  the follow ing sources: Pierre G ueguen, A n d re  Bloc et la rein tegra tion  de 
la palastique  dans sa vie (Courbevoie: Chanove, 1954); P ierre G ueguen, A n d re  
Bloc, an d  Gillo Flores, A ndre  Bloc, bo th  in  exhib ition  catalogue (Milan: 
Galleria Pagani del Grattacielo, May, 1960); Gerald Gassiot-Talabo, "Le Cas 
A ndre Bloc," Q uadran t, exhibition catalogue (Nov. 10-Dec. 5,1962); Lawrence 
A llow ay, A ndr4  Bloc Recent Works, exhibition catalogue (London: D rian 
Gallery, A pril 18-May 8 , 1962); Roger Bordier, De la  scu lp tu re  a I'architecture 
(Boulogne-sur-Seine: E ditions A ujourd 'hu i, 1964), pp . 13-20; M athias Goeritz, 
A ndr£ Bloc, and  Carlos-Antonio A rean, La Obra de  A ndre  Bloc, both in  
exhibition catalogue (M adrid: Ateneo de M adrid, Oct., 1964); G erald Gassiot- 
Talabot, "A ndre  Bloc," C im aise (Nov. 1964-Jan. 1965), pp . 21-29; Bloc, 
exhibition catalogue, Galerie Jacques M assol, (1965); D enys Chevalier, "Bloc, 
A ndre," N ew  D ictionary of M odern Sculpture, R obert M aillard, ed. (N ew  
York: T u d o r Publishing Co., 1970), pp. 35-36; C laude Parent, "A ndre Bloc et 
I 'a rchitecture," A rch itecture  m ouvem ent con tinu ity  (April, 1986), pp. 24-25. 
The m ost recent publication on Bloc by Fred£rique M igayrou, ed., Bloc le 
m onolithe  frac tu re  (Orleans: Editions HYX, 1996), p resen ts a critical overview  
of Bloc's architectural an d  sculptural works.

73 For a su rvey  of Le C orbusier's publications in  L 'A rch itec tu re  d 'a u jo u rd 'h u i 
see P ierre  Vago, "Retour aux sources et L'AA," L 'A rch itec tu re  d 'a u jo u rd 'h u i 
(Feb., 1987), p. 7.
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74 For a chronological listing of Bloc's w orks see A u jourd 'hu i: a r t et 
a rch itec tu re  (Dec., 1967), p. 5.

75 P erret and  o ther officials w ho d isapproved  of geom etric abstract art had 
B loc's "Signal" sculp ture at Place d 'I£na rem oved  after the com m em oration. 
T he other "S ignal" sculptures that follow ed w ere: the 1958 n ine m eters h igh  
m ad e  of m etal a t Ville d 'A vray , the 1960 tw elve m eters h igh  m ade  of three 
d ifferen t m etals a t the housing  project of Lods and  Beufe a t M arly, and the 
1963 fifteen m eters high m ade of stainless steel and  red copper in  
Jacksonville, F lorida.

76 "La M aison d 'u n  sculpteur," L 'A rchitecture d 'a u jo u rd 'h u i (Oct., 1953), pp . 
28-37.

77 Bloc, Parent, an d  Perriand exhibited th e ir w orks together in  an  exhibition 
titled  "A rt et architecture" a t the Stedelijk M useum  in A m sterdam  (M arch- 
A pril, 1958).

78
"A rts et A rchitecture," L 'A rchitecture d 'a u jo u rd 'h u i (M ay-June, 1945), p. 78.

79 Ibid. T ransla ted  by au tho r from French text: "L 'orchestration harm onieuse 
et p u re  des a rts  palstiques n 'est pas possible dans tous les cas, m ais elle est 
souhaitable. U n architecte qui ignorerait les donnes essentielles des arts 
con tem porains ne  serait jam ais q u 'u n  sim ple  technicien de  la  construction."

80 A n d r6 Bloc, "Sculpture d 'au jo u rd 'h u i,"  L 'A rchitecture d 'a u jo u rd 'h u i (Mav- 
June, 1945), p p . 79-80.

81 For a m ore in -dep th  look at the problem s confronting scu lp tu re  see A ndre  
Bloc, De la scu lp tu re  a I'architecture (Boulogne-sur-Seine: E ditions 
A u jou rd 'hu i, 1964), pp. 1-12.

82 T he UAM w as founded in  1930 by Rene H erbst (who rem ained  President 
a fte r the w ar), H elene H enry , Francis Jourdain , Raym ond T em plier, and 
M allet-Stevens. Its m ain initial goal w as to find  the app ropria te  aesthetic of 
the  tim es w ith in  technology and  it believed th a t a rt and architecture shou ld  
be conceived as one. A fter the w ar the synthesis of the arts w as one of its 
m ain  postu lates. See "Un M anifeste de I'U n ion  des A rtistes M odem es: La 
R aison dans l 'a rt,"  L 'A rchitecture d 'a u jo u rd 'h u i (March, 1949), p. XI, and 
Ren§ H erbst, 25 annees U.A.M.: les form es utiles: I'architecture, les arts 
p lastiques. les a rts  graphiques, le m obilier. l'gquipem ent m enager (Paris: 
E ditions d u  Salon des A rts M enagers, 1956), an d  Les A nnees U.A.M. 1929- 
1958. exhibition catalogue (Paris: Union des A rts Decoratifs, 1988).

83 Ibid., p. 81. Translated by author from  French text: "Cette synthese doit etre
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consid£r£e com m e u n  veritable devoir h accom plir envers le pays, en  cette 
p^riode de si p rodig ieuse liberation des arts majeurs, architecture, scu lp ture  et 
pe in ture. U n reten tissem ent international en resultera, a insi q u 'une  
floraison m agistrale  de  1'a r t frangais."

84 A ndre  Bloc, "A  Propos d 'hum anism e," L 'A rchitecture d 'a u jo u rd 'h u i (July- 
M ay, 1945), p. 77.
QC

"A rt," L 'A rch itecture  d 'au jou rd 'hu i. special issue (M ay-June, 1946). For a 
rev iew  of the  "A rt"  issue see Gaston Diehl, L 'A rchitecture d 'a u jo u rd 'h u i. 
(May-June, 1946), p. 100, also in  La Gazette des Lettres (July 6,1946).

86 "A rt d 'a u jo u rd 'h u i,"  L 'A rchitecture d 'au jo u rd 'h u i (Aug., 1949), p. V.

87 "Une reception  de L 'A rchitecture d 'au jo u rd 'h u i," L 'A rchitecture 
d 'a u jo u rd 'h u i  (Dec., 1949), p. XVII.

88 For the h istory  of this law in  France, see A rt et architecture: Bilan et 
problem es d u  1 pourcent (Paris: Ministere d 'E tat Affaires Culturelles, 1970).

89 Bloc, De la scu lp ture  a I'architecture, p. 6 . Bloc w rote editorial notices 
alerting  his subscribers of the dow n side of the one percen t law  in the 
follow ing issues of A ujourd 'hu i: art et architecture (Nov., 1955), p. 3; Gan., 
1956), p. 3; and  Gune/ 1956), p. 3.

90 M ichel Seuphor, born in A nvers in 1901, wrote the first reliable French text 
on  the history of abstract art in  Dictionnaire de la pe in tu re  abstraite: Precede 
d 'u n e  histoire de  la peinture abstraite (Paris: Fernand H azan , 1957). In  his 
prolific w riting  career on the arts he is also recognized for his b iography on 
P iet M ondrian .

91 The Nov. 1951 issue of L 'A rt d 'au jourd 'hu i was dedicated  to art of children 
and  the insane, an d  both the M arch 1951 and July 1951 issues were dedicated 
to m odern  p rim itive  art.
Qn

A ndre Bloc, "Le Corbusier," La Torre. Revista General d e  la U niversidad de 
Puerto  Rico, no. 52 Gan.-April, 1966), pp. 101-105.

93 To date there  is no com prehensive text on the G roupe Espace. A t m ost one 
can find one to tw o pages of general inform ation in  survey-type books 
covering the a rt scene at the tim e in France such as D am az, A rt in L atin  
A m erican  A rchitecture, pp. 76-77; Paris-Paris 1937-1957 (Paris: G allim ard, 
Centre Georges Pom pidou, 1992), p. 423- 425; and A lain  Bonfrand, "Le Groupe 
Espace," L 'A rt en France (Paris: Nouvelles Editions Frangaises, 1995), p. 158. 
The best sources for inform ation on the developm ent of the G roupe Espace
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are the issues of L 'A rchitecture d 'au jo u rd 'h u i and  L 'A rt d 'a u jo u rd 'h u i as well 
as exhibition catalogues which have served as m y prim ary sources.

94 A ndre Bloc, "Le Corbusier," A uiourd 'hui: a rt et architecture, (Nov., 1965), 
n.p.

95 Pearson  in  Integrations of A rt and  A rchitecture in the W ork of Le 
Corbusier: Theory and  Practice from  O rnam entalism  to the  "Synthesis o f the 
M ajor A rts" on p. 366 states tha t "the activities of the G roupe Espace lasted 
un til about 1955." My prim ary research based on  L 'A rchitecture 
d 'a u jo u rd 'h u i show s that the G roupe Espace w as still very active in  M arch of 
1956 w hen it held a general assem bly in Paris. See L 'A rchitecture 
d 'a u jo u rd 'h u i (March, 1956), p. DC. After this date there are  no  direct 
references m ade to the Group in  the magazine. My guess is that the G roup 
continued to be active after th is date until it gradually  d issolved the following 
year in  1957.

96 The young m em bers of the G roupe Espace, C laude Parent and  Ionel Schein, 
as p a rt of the architectural office of G.L. Bureau, w on first place in a 
com petition sponsored by the m agazine La M aison Francaise. They designed 
a low  income house prototype that would have included furn itu re  and 
aesthetic elements done in collaboration w ith  other m em bers of the G roupe 
Espace. See "Groupe Espace," L 'A rchitecture d 'a u jo u rd 'h u i (Aug., 1952), p. 
XXII.

97 "Le Groupe Espace Manifeste," L 'Art d 'au jo u rd 'h u i (Oct., 1951), n.p., also in 
L 'A rchitecture d 'a u jo u rd 'h u i (Feb.-March, 1953), p. VII, and  in  A u jo u rd 'h u i 
(Dec., 1967), p. 55, and  in Paris-Paris 1937-1957, p. 423.

98 T he first signatures of this manifesto were: architects: A ndre  Bruyere, Jean 
Fayeton, Jean George, Jean Ginsberg, Pierre Gueret, G uevrekian, Paul Herbe, 
A rne Jacobsen, Jean de Mailly, Richard J. N eutra , A lfred Roth, A ndre Sive, 
and  B.H. Zehrfuss; engineers: Bernard Lafaille, Le Ricolais, and  Jean Prouve; 
artists: A agard A ndersen, O lle Baertling, Etienne Beothy, A ndre Bloc, Silvano 
Bozzolini, Bourgoyne-Diller, Del Marie, R. D esserprit, Cicero Dias, Piero 
D orazio , P. Etienne-Sarisson, Pierre Faucheux, A.R. Fleischm ann, G. Folmer, 
Jean Gorin, Berto Lareda, Georges L.K. Morris, Edgar Pillet, N icolas Schoffer,
S. Servanes, and Nicolaas W arb.

QO
Georges Labro, La ToumSe d u  M tim ent (Feb., 15,1952).

100 L 'A rchitecture d 'a u jo u rd 'h u i (Dec., 1953), p. XI.

101 "G roupe Espace," L 'A rchitecture d 'au jo u rd 'h u i (Dec., 1951), p. XIX.
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102 Bloc m entions N eum ann 's  influence at a general assem bly m eeting, see 
"G roupe Espace -- A ssem blee G 6 n 6rale du  18 Decembre 1953," L 'A rchitecture 
d 'a u jo u rd 'h u i (Dec., 1953), p. XI. Also see A lfred N eum ann,
"L 'H um anisation d e  l'espace — le system e M o," L 'A rchitecture d 'a u jo u rd 'h u i 
(May., 1956), p. XXIX.

"G roupe Espace," L 'A rch itecture  d 'a u jo u rd 'h u i (Oct., 1953), p. XXXI and  
"G roupe Espace — A sse m b le  G 6 n 6rale d u  18 Decembre 1953," L 'A rchitecture 
d 'a u jo u rd 'h u i  (Dec., 1953), p. XI, lists dates for architects to v isit the studios of 
L6 ger, Sonia D elaunay, E tienne Beothy, and  J. Arp.

104 "G roupe Espace," L 'A rch itecture  d 'a u jo u rd 'h u i (Feb.-March, 1953), p. Vm .

105 For short descriptions of the  Groupe Espace affiliations in  Sw itzerland, 
E ngland, and Italy, see L 'A rch itecture  d 'a u jo u rd 'h u i (M ay-June, 1954), p. IX. 
A lso see "Creation d u  G roupe Espace Suisse," L 'A rt d 'a u jo u rd 'h u i (June, 
1954), p. 64, and  "G roupe Espace — Italien, Finlandais, A nglais," L 'A rchitecture 
d 'a u jo u rd 'h u i (Nov., 1955), p. XII.

106 M igayrou, 'T o u r  une architecture du  factuel," Bloc le m onolithe  fracture, 
p. 17.

1 0 7
L 'A rchitecture d 'a u jo u rd 'h u i (April-M ay, 1953), pp. 21-25.

108 E dgard  Pillet, "M ise en cou leur et pein tures m urales — U sine Marne a 
T ours," L 'A rt d 'a u jo u rd 'h u i (Oct., 1952), p. 26. Also see D am az, A rt in  
E uropean  A rchitecture, Synthese des Arts, p. 100.

10Q
L 'A rchitecture d 'a u jo u rd 'h u i (April-May, 1953), pp. 61-68.

110 L 'A rchitecture d 'a u jo u rd 'h u i (Feb.-March, 1951), pp. 21-23, and in 
L 'A rchitecture d 'a u jo u rd 'h u i (April-M ay, 1953), pp. 52-54.

111 L 'A rchitecture d 'a u jo u rd 'h u i (Feb.-March, 1951), p. 39.

112 L 'A rchitecture d 'a u jo u rd 'h u i (April-May, 1953), p. 72.

113 L 'A rchitecture d 'a u jo u rd 'h u i (Nov., 1952), pp. 87-89.

114 D am az also gave a negative critique of the City U niversity in  Mexico see 
A rt in  Latin A m erican A rchitecture, pp. 134-139.

115 "Groupe Espace -- a s se m b le  generate d u  18 decembre 1953,"
L 'A rchitecture d 'a u jo u rd 'h u i (Dec., 1953), p. XI. Also see "G roupe Espace --
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a sse m b le  g en era te /' L 'A rt d 'au jo u rd 'h u i (Dec., 1953), p. 18.

116 For announcem ent and  coverage of the Biot exhibition see the  follow ing 
articles in  L 'A rchitecture d 'au jo u rd 'h u i: "G roupe Espace -- E xposition  de 
Biot" (July-Sept., 1954), p. X, "Exposition Biot" (May-June, 1954), p. IX, and 
"A rchitecture - Form es - C ouleurs - Exposition d u  G roupe Espace h Biot" 
QulyAug., 1954), pp. IV-VI. Also in  Pierre G u£guen "U ne d em o n stra tio n  du  
G roupe Espace 1'exposition 'architecture couleur form es' a Biot," L 'A rt 
d 'a u jo u rd 'h u i  (Sept., 1954), pp. 18-21.

117 The participan ts of the "Architecture - Form es - Couleurs" exhib ition  of 
G roupe Espace a t Biot w ere four invited guests: Jean D ew asne, R obert 
Jacobsen, A lberto  M agnelli and  Victor Vasarely, and  fifty-eight m em bers: 
A agaard  A ndersen , W illy Anthoons, Jean A rp, Fernand Beck, E tienne 
Beothy, Jean Berg, A ndre Bloc, A ndre Borderie, Roger B oucoiran, Silvano 
Bozzolini, D enis Brihat, Roger C atherineau, M ichel C hauvet, A d ee  
C hem ineau, Jean  Chem ineau, Georges D edoyard, Sonia D elaunay, D el Marie, 
M axim e D escom bin, Cicero Dias, N atalia Dum itresco, Ettore Falchi, A ntoine 
Fasani, C laude Ferrand, A dolphe Fleischm ann, Jean George, E m ile Gilioli, 
Jean Gorin, M axim ilien H erzele, A lexandre Istrati, Joseph Jarem a, Berto 
Lareda, A lain Le Breton, Remy Le Caisne, Fernand Leger, Jean L eppien , 
M orice Lipsi, Jean  M egard, M.P. Nejad, Eric H. Olson, Parent-Schein, E dgard 
Pillet, Rocher-Pyros, Renalo Righetti, P. Etienne-Sarisson, D ay Schnabel, 
N icolas Schoffer, Jean Sebag, Servanes, Gino Severini, M arie S perling , 
Frangoise Stahly, Pierre Szekely, Pierre Vago, A lbert Vallet, N icolaas Warb, 
Etienne Weill, an d  Jean W einbaum.

At this tim e the G roupe Espace was com posed of H onorary  President: 
Eugene C ladius Petit; Active President: A ndre Bloc; V ice-Presidents: Paul 
H erbe, Fernand Leger, and  Bernard H enri Zehrfuss; General Secretary: Sonia 
D elaunay; T reasurer: Bernard Laffaille; A dvertising: Luc A rsene-H enry  and 
E dgard  Pillet; Secretary: Ren6e Diam ant-Berger; G eneral Com m ittee: Etienne 
Beothy, Silvano Bozzolini, Cicero Dias, Pierre Faucheux, Jean Fayeton , Jean 
G orin, Berto L ardera, Robert Le Ricolais, Paul Nelson, M arcel Roux, Michael 
Patout, and  Pau l Etienne-Sarisson

118 *The City U niversity of Caracas w as described in  "Cite U niversita ire  de
Caracas: Essai d 'in teg ra tion  des arts au  centre culturel," L 'A rch itec tu re  
d 'a u jo u rd 'h u i  (July-Aug., 1954), pp. 52-59, and  in Leon D egand, "Essai 
d 'in tig ra tio n  des arts au centre culturel de la Cite U niversitaire d e  Caracas" 
and  in  Roger Bordier, "Les O euvres de Caracas," both in  L 'A rt d 'a u jo u rd 'h u i 
(Sept., 1954), pp . 1-6, also in  "Synthese des A rts -- experience valab le  a la Cite 
U niversitaire d e  Caracas," L 'A rchitecture d 'a u jo u rd 'h u i (Jan.-Feb., 1954), pp. 
96-99.

119 Andr£ Bloc, "Pour survivre," Espace - A rchitecture - Form es - C ouleur,
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G roupe Espace Biot exhibition catalogue, Sod£te Parisienne d 'Im prim ier, 
(1954), p. 16. T ranslated by au th o r from French text: "L 'Exposition de Biot 
consitute un  sursaut, une tentative de barrage a la m aree de  1' indifference. 
Les artistes songent a s 'o rgan iser essayent de  se reunir au to u r des m eilleurs 
d 'en tre  eux pour s 'in tegrer dans la vie. A u lieu  de rester confines dans leurs 
ateliers, de  se borner a convaincre les critiques d 'a rt, de solliciter les 
collectionneurs et les m archands de tableaux, de  lu tter par les m £thodes du  
si£cle po r survivre, ils essayent de  constituer des 6 quipes, d e  p rend re  p a rt a la 
vie en m ontrant qu 'ils  sont capables de creer p a r leur im agination  u n  m onde 
ou le reve peu t encore trouver sa place."

120 T he Parc de Saint-Cloud exhibition w as covered in "Les Expositions, 
G roupe Espace, Paris," A ujourd 'hu i: art et architecture (Sept., 1955), pp. 21-22.

121 T he association Abstraction-Creation, founded  in  1931, w as renam ed 
Salon des Realites Nouvelles in  1946. The first salon addressed  the m ultip le  
poin ts of view  on abstraction evident in the title "Salon des Realites 
N ouvelles. A rt abstrait, concret, constuctivism e, non figuratif" and  w as 
ded icated  to the m em ory of different abstract artists who h ad  died: Robert 
D elaunay, Th£o Van D oesburg, Ducham p-Villon, Eggeling, O tto  Freundlich, 
K andinsky, Lissitzky, M alevitch, M ondrian, Rossine, Sophie T aeuber-A rp, 
G eorges Valmier, and  one a rt critic Yvanhoe Rambosson. See D om inique 
Vieville, "Vous avez d it geom etrique? Le salon des Realites N ouvelles 1946- 
1957," Paris-Paris 1937-1957. pp . 407-439. For a discussion on  the polemic of 
abstraction  in  France see M ichel Seuphor, L 'A rt abstrait, ses origines, ses 
p rem iers m aitres (1949), and Pierre Descargues, "L 'ln tem ational de I'art 
abstrait," A rts (1950). To place the Salon des Realites N ouvelles in a b road  
context see Frances M orris, ed., Paris Post-W ar: A rt and Existentialism , 1945- 
55 (London: Tate Gallery, 1993).

122 Jean Gorin had form ulated  his idea of a synthesis of the arts linked to 
abstract a rt in  "La Fonction plastique dans I'architecture fu tu re"  in Cercle et 
Carre, no. 3 (June 30, 1930), reprin ted  in Michel Seuphor, ed. (Paris: Pierre 
Belfond, 1971), pp. 11-12. A fter the war he joined Del M arie w hom  he had  
know n since 1926 w hen they shared  their discovery of N eo-Plasticism  and  
Constructivism . In a 1949 letter to Gorin, Del M arie discussed his work: "On 
m y part, after struggles and very difficult efforts to break loose from  the plan 
and  gain  space, after attem pts.... the easel-object, I won over the architectural 
p lan  w ith  color free from  all rom anticism , im pressionism , sym bolism , 
esotericism ," in  Paris-Paris 1937-1957, p. 421, taken  from L 'A rt d 'a u jo u rd 'h u i 
(Jan., 1953), p. 2. T ranslated by author from  French text: 'T o u r  m a part, apres 
des luttes et des efforts tres d u rs  pour m 'evader d u  plan et gagner l'espace, 
apres des essai.... de  tableaux-objets, j'ai gagne le plan architectural avec la 
cou leur degagSe de tou t rom antism e, im pressionism e, sym bolism e, 
esoterism e."
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123 Del M arie, "La C ouleur dans 1'espace," L 'A rt d 'a u jo u rd 'h u i (April-M ay, 
1951), pp. 11-12. T ranslated  by author from French text: "actuellem ent, la 
couleur spatiale sem ble se m anifester de  trois fagons differentes: ou avec 
1'objet g ra tu it se suffisant h lui-m em e, ou avec l'objet fonctionnaliste a 
destination  utlitaire e t im m ediate, ou enfin avec I'architecture." Also see 
Bonfrand, "Le G roupe Espace," L 'A rt en France, p. 158.

124 D el M arie, "Le N eoplastidsm e — le Constructivism e .... et son influence," 
L 'A rt d 'a u jo u rd 'h u i Gan., 1951), pp . 9-11. T ranslated by au th o r from  French 
text: "Ces Elements tels que la couleur congue spatialem ent, les m at£riaux 
diff£rents, une liason p lus etroite avec le fonctionnalism e, e t su rtou t de  larges 
penetrations dans 1'oeuvre , de  la lum iere et de  1'espace, etaient, certes 
fortem ent influences p a r le C onstructuvism e, m ais utilise avec la severe 
discipline et la riguer austere neo-plasticiennes, ils perm etten t au jo u rd 'h u i au  
N eo-Plastidsm e, et grace a cet apport vitalisant, de  continuer brillam m ent 
son evolu tion  scup ltu ro -arch itedu ra le  vers u n  style m onum ental et 
collectif." Also see Gorin, "Influence de M ondrian," L 'A rt d 'a u jo u rd 'h u i 
(Dec., 1949), p. 3.

1 2^ Gorin, "Influence de M ondrian," L 'Art d 'au jo u rd 'h u i, p. 3. Translated by 
au thor from  French text: "La realisation de cette synthese d o it etre consideree 
comme u n  devoir essentiel en cette periode de si prodig ieuse liberation des 
arts m ajeurs: A rchitecture, Sculpture, et Peinture. Elie interesse 1'edifice 
com m unautaire aussi bien que le logis du  particulier."

126 Ibid. T ranslated by au thor from  French text: "N ous en trons au jo u rd 'h u i 
dans une grand  Epoque d 'architecture, des villes entieres vont etre 
reconstruites. Les techniques m odem es m ettent a notre d isposition  des 
m oyens gigantesques. Des possibilites insoupgonnees s 'o u v ren t devan t nous. 
Le m om ent est un ique  pou r les p lus grandes realisations d 'u rban ism e. M ais 
seuls les pouvoirs publics peuvent faire appel aux jeunes equipes d 'u n  sty le  
nouveau, le style de l'hom m e de XXieme siecle, le siecle de  l 'a r t  universel et 
collectif."
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Conclusion

T he post-W orld W ar It period w as a  tim e of crisis in  Europe, a tim e of 

sp iritual crisis that extended to all fields includ ing  arts and  architecture. It 

was a tim e of questioning the general p u rp o se  of a rt and  architecture and  the 

aesthetic an d  social roles of artists and  the architects. The m ain concern for 

m any architects after the w ar w as a p rogram  of reconstruction focused on 

rebu ild ing  the  w ar-torn  cities and tow ns and  p rov id ing  m ass-produced 

housing  for dislocated people w hile at the sam e tim e try ing  to redefine 

postw ar society.

T he p rew ar concepts advocating functionalism  and  technology 

appeared  again  in the hands of m odernist architects and  critics such as Le 

C orbusier an d  G iedion who understood the form idable role of prefabrication, 

s tandard iza tion , and  m ass-production in  the  po ten tial of a reconstruction 

program . H ow ever, the devastating resu lts of a m echanized w ar based on 

precisely those elem ents of technology drove architects and  u rban  p lanners to 

look at in d u stria l p roduction  w ith  a re-hum an ized  vision. One of the m ain  

prem ises of re-hum anizing society as sta ted  by G iedion and  Dam az w as to 

m ove aw ay  from  w hat appeared to be a one-sided  rationalism  of p rew ar 

th ink ing  a n d  to m ove tow ards incorporating  the em otions and a poetic 

response th ro u g h  the  in tegration  of the a rts  w ith in  the built env ironm en t .1

T he end  of the w ar was also a tim e tha t hera lded  an  unprecedented  

in ternationalism  and  global com m unication m ade  possible by the a irp lane
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2
an d  m ass m edia. As the sense of "one w orld" w as coming about, the m ost 

pow erfu l countries w ere going th rough  m ajor political sh ifts w hile g reat 

changes w ere tak ing  place in  underdeveloped  countries. W ith in  this rap id ly  

transform ing  and  volatile w orld clim ate, the postw ar CIAMs add ressed  issues 

of u rb an  p lann ing  tha t tried to include countries from  all over the w orld . At 

the  first CIAM after the war, G iedion and  Sert led a cam paign to focus on  the 

civic center w here  new  m onum ental structures w ould  be p laced  to create a 

physical env ironm en t th rough  w hich  the em otional and sp iritu a l needs of 

people w ould  be satisfied. G iedion described these dem ocratic m onum ental 

structures as open, dynam ic, and flexible, designed by a collaborative team  of 

architects an d  artists. Thereby these ideas of synthesis of the arts based on 

artistic  collaboration entered the postw ar discourse in  u rban ism  and  w ere 

seen  as a fundam en ta l m eans to heal the hum an  spirit.

W ithin the in ternational atm osphere of the postw ar CIAM  conferences 

an d  G ied ion 's p rom otion  of a synthesis of the arts, Le C orbusier's design for 

the Porte M aillot Pavilion of the Synthesis of the M ajor A rts fits w ith in  

G iedion 's form al description. A ddressing  the im portance of the civic center 

and  suggesting  the placem ent of prefabricated and technologically advanced 

exhibition pav ilions conceived to prom ote the arts in  cities a ro u n d  the  w orld 

a n d  to prom ote  h um an  interactions and  cultural exchange -- w hether 

th ro u g h  the use of reproductions, as w orkshops for artists o r the com m on 

m an, or as m useum s of art — w as a "m onum ental" idea in  a  sim ilar w ay that 

M alraux 's m useum s w ithou t w alls w ere  also "m onum ental."
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H ow ever, G iedion 's idea for m onum ental civic centers and  Le 

C orbusier's proposal for the Porte M aillot project had  their shortcom ings, one 

of w hich  was that they bo th  advocated a theory of unification rooted  in  late 

n ineteen th  century  ideas of architectural dom inance and  u top ic  m odernist 

ideals. The postw ar conferences covered in  this thesis clearly po in t to a time 

p e rio d  of questioning and  complexity w ith  a lack of a unified consensus 

am ong  the d ifferent participants who w ere dealing w ith  d ifferent crucial 

social, political, and  aesthetic problem s that needed im m ediate  solutions.

The desire to lead  w ith  a unified theory was flaw ed and  not appropria te  for 

the  tim es.

A nother problem  w ith  the prom otion of the Porte M aillot project w as 

Le C orbusier's vision of a postw ar synthesis of the arts that w as a particular 

one, based solely on an ind iv idual expression. W hen he joined the discourse 

on the problem  of p rom oting  new  collaborations am ong artists and  architects, 

he w as not explicit about his position. This w as dem onstra ted  by Le 

C orbusier's d ifferent ideas centering on the purpose and  function of the Porte 

M aillot Pavilion. As such, though unbuilt, the Porte M aillot project is a 

pa rad ig m  that represents the pros and  cons around the postw ar synthesis of 

the arts discourse. In a microcosm it reflects the entire problem atic of the 

discourse as Le C orbusier struggled to integrate his ideas w ith in  the synthetic 

issues addressed  at the CIAMs and Unesco.

Le C orbusier's w ritings of the tw enties and thirties discussed the 

separation  am ong the artistic  fields, and  rather than  seeking to w ork  on a
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collaboration, he saw  the difficulty of such an  endeavor as p reven ting  any 

real in teraction  am ong artists and architects; in stead  he chose a personal ideal, 

that of the N ietzschean superm an. His late w ork  of synthesis w as shrouded  

w ith  a  com plex personality  show ing signs of self-centeredness, paranoia, 

jealousy, a  superiority  complex, as w ell as a rejection complex w hich  led to a 

non-collaborative approach  and an idiosyncratic self absorbed desig n  

vocabulary  tha t was too difficult to duplicate. A lthough  his personal 

synthesis o f the arts p roduced  notable exam ples, his isolated approach  d id  not 

fit in  w ith  the more practical and realistic need for artistic collaboration.

Postw ar ideas of a synthesis of the arts w ere rooted  in Le C orbusier's 

earlie r beliefs bu t w ere brought to the foreground by  the historical 

circum stances at the en d  of the war. A ligned w ith  G iedion 's m odern ist 

theory  roo ted  in  C ubism  and technology and  the failed  prem ise tha t society 

could be transform ed by formal decisions in a rt and  architecture, Le Corbusier 

believed  th a t a rt was the forerunner of developm ents in  architecture and 

p rom oted  the need to integrate art and  architecture as a fundam enta l part of 

the new  postw ar m achine civilization. Le C orbusier had  an inna te  desire for 

un ity  and  harm ony throughou t his career. H e w as constantly preoccupied 

w ith  the dialectical concept of the balance of opposites which w as not only 

dem onstra ted  in  his w o rk  but also in  his personal life. Le C orbusier's double 

iden tity  as artist and as architect had rem ained  m ore or less separa te  until the 

end  of the  w a r w hen the  opportune tim e arose fo r a m ature m an  in  his m id­

fifties to find  a resolution between his two personas, the architect-artist.
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A lthough  Le C orbusier never achieved public success as a postw ar 

pain ter, his easel pain tings and  draw ings w ere fundam ental to his design 

process as an architect. For Le Corbusier the synthesis of th e  arts occurred in a 

herm etic  form al and  sym bolic language that d rew  on itself from  two- 

d im ensional pa in tings into th ree-d im ensional architectural space and vice 

versa, equally , by w ork ing  and  rew orking the  sam e them es w ith in  the 

m u ltip le  m edia. R oncham p, Le Pofeme de 1'angle droit, a n d  the Centre Le 

C orbusier, as a bu ilt version of the Porte M aillot Pavilion, s tan d  out as three 

o u tstand ing  exam ples of Le C orbusier's particu lar synthesis of the arts. 

Roncham p w as a synthesis of forms derived from  Le C orbusier's  design 

process as w ell as an  exam ple of the in tegration of the arts w here  the 

architecture, furnishings, and  art works w ere  conceived together. Le Poeme 

de l'ang le  d ro it conceptually addressed  his postw ar sym bolic them es in  the 

d ifferen t m edia and  show ed how  they overlapped, in te rm ing led , and 

m uta ted . A nd the Centre Le Corbusier was an  excellent exam ple of a build ing  

and  a m useum  encom passing the ideas of the  synthesis of the  arts in  the 

w ork  of one m an. All three w orks represent Le C orbusier's fiercely 

ind iv idualistic  personality  an d  each can be read  as an  au tobiographical w ork.

T he Parisian  artistic scene was yet ano ther forum  w h ere  the synthesis 

of the arts  was the focus of m uch discussion. Synthesis of the  arts coincided 

w ith  a sp a rk  of optim ism  and renew al in the years after the  w ar as prom oted 

by the m odern ist idea of a new  and better w orld . The syn thetic  im pulse was 

w idesp read  in the Parisian  artistic milieu w ith  artists such  as Bloc, Gorin, and
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Del M arie w ho rem ained  faithful to p rew ar abstraction, m any  of w hom  

participated  in  the  Salon des Realites N ouvelles exhibitions. P ostw ar France 

w as in  a creative lu ll, losing its lead in  the vanguard  art scene to the 

A m erican A bstract Expressionists. Synthesis of the arts p layed  an  im portant 

role in  France an d  becam e part of an  international m ovem ent as seen in  the 

m em bership  list o f the  Groupe Espace. How ever, synthesis of the  arts as 

p rom oted  by  the French abstract m odernist artists w as to be p rim arily  a 

French m ovem ent w ith  the nationalistic in tentions of m ain ta in in g  the 

em inent status of French art.

This w as no t a period  of new  m ovem ents in  Paris bu t ra th e r  the rebirth 

of p rev ious m ovem ents reinterpreted, and this re ta rdata ire  m ovem ent of late

3
abstract geom etric m odernism  started to lose its w ind  shortly  afte r the war.

In retrospect G orin 's  utopic visions of the city seem  out of touch  w ith  the 

problem s of reconstruction  that needed practical solutions to n ew  problem s. 

The ideas of syn thesis of the arts w hen narrow ed dow n to a theoretical 

v iew point based  on  p rew ar m odernists m ovem ents, such as the  De Stijl 

m ovem ent, as w as the  case in postw ar France, lost its relevance in  a w orld 

w ith  new  and  com plex issues.

N evertheless, postw ar ideas of the synthesis of the arts w ere  not always 

so out of touch w ith  society. The difficulty lay in  finding a practical means, as 

Bloc tried  to do th ro u g h  debates, conferences, and  publications, of how  to 

b ring  the genuine h u m an  need of art into the life of people a n d  into the built 

environm ent. O f all the successful postw ar exam ples of a collaborative
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project that can serve as a m odel today, the Caracas City University (1944-1957) 

by Carlos Raul V illanueva and  especially the A ula  M agna aud ito rium  stands 

out [Fig. 2.7]. From  the inception of the design, the architect, V illanueva, the 

technical engineer, Robert N ew m an, and the sculptor, A lexander Calder, 

w orked closely th roughout the design process influencing each o ther un til 

they reached a completely synthesized solution. Positive aspects of the 

synthesis of the arts discourse in  postw ar culture w ere the num erous issues 

that w ere raised, m any of which are still relevant today. Several can be 

sum m arized as follows: by discussing ways to re-hum anize society by 

prom oting collaboration am ong artists and architects while at the sam e tim e 

allow ing for m ultiple view points; by looking a t educational system s in  o rder 

to advocate m ore cross-pollination am ong different fields and to teach team ­

work; by m oving away from  extreme theoretical ideas that isolated the elite 

from  the com m on m an and that kept art and architecture inaccessible to the 

public; and  by suggesting instead a practical and  concrete perspective to 

realistically, financially, politically, and  socially in tegrate the arts.
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N o tes to C onclusion

1 Paul Dam az, A rt in  E uropean  Architecture, Svnthese des A rts, preface by Le 
C orbusier (N ew  York: R einhold, 1956), p. 9, and  Sigfried Giedion, A  Decade of 
N e w  A rchitecture (Zurich: G irsberger, 1951), p. 34.

2 W endell L. W illkie, O ne W orld  (New York: Simon and  Schuster, 1943).
T he  A m erican politician, W illkie in  his visionary and in flu en tia l book 
addressed  the rap id  changes occuring after the w ar and  the unification  of the 
g lobe  as m odern  m eans of transporta tion  and  com m unication d im in ished  
distances am ong people.

3 See H erbert Read, "The S ituation  in A rt in  Europe," The Philosophy  of 
M odern  A rt (N ew  York: M erid ian  Books, 1955).
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1.1. Photo of Fernand  Leger and  Le C orbusier, ca. 1935.
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1.2. In terior of the Palais de Fer et de  1'Aviation at the 1937 Exposition 
In ternational des A rts et des Techniques designed w ith the collaboration 
of R obert Delaunay.
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1.3. Pablo Picasso, 'T h e  Clarinet," 1911, oil on canvas
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1.4. Le Corbusier, the M odulor, 1945.
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1.5. Le C orbusier, the chapel of N otre-D am e-du-H aut at Roncham p, 1950- 
1954, ex terio r so u th  view.
1.6. Le C orbusier, sketches of the serapeum  of the Villa A driana, 1911.
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1.7. H orseshoe crab shell source of inspiration for the roof of the chapel of 
R o ncham p .
1.8. A irp lane w ing source of inspiration for the roof of the chapel of 
R o n ch am p .
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1.9. Le C orbusier, "D eux femmes etendues," 1936-1940, oil on  canvas.
1.10. Le C orbusier and  Jeanneret, P lan Obus for A lgiers, 1930.
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1.11. Le C orbusier, A lgerian  studies for a m onum ental m ural, ca. 1931.
1.12. C hapel of R oncham p, plan.
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1.13. Le Corbusier, "Acoustic Forms," 1946, pastel on paper.
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1.14. Chapel of Roncham p, exterior west view.
1.15. Le C orbusier and  Savina, "Ozon," 1946, polychrom e scu lp tu re  in  
wood.
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1.16. Le Corbusier, "Taureaux VIII," 1954, oil on  canvas.
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A-m i l i e u - c r e e n

B -e s p r  i t - b l u e

C - f l e s h - v i o l e t

D - f u s i o n - r e d

E - c h a r a c t e r - c l e a r

F - o f f e r l n g - y e l l o w

G - t o o l - p u r p l e

1.17. Le Corbusier, Le Poem e de 1'angle droit, 1947-1953, "iconostase."
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1.18. Le Corbusier, "Icone," (W oman w ith  Candle), lithograph  from  Le 
Poeme de 1'angle droit.
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1.19. Le C orbusier, Philips Pavilion at the Brussels W orld  Fair, 1958, 
exterior view .
1.20. Le C orbusier and  Savina, "Icone," no. 33, 1963, polychrom e scu lp ture  
in  w ood.
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2.1. Jean Labatut, 'T h e  Spirit of George W ashington" foun ta in  spectacle at 
the N ew  York's W orld Fair, 1939-1940.
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2.2. Louis I. Kahn, d raw in g  of m onum entality  in  architecture, 1944.
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2.3. Saul Steinberg, d raw ing  of Piazza San Marco, 1952. Illustration 
suggested for the cover of The H eart of the City by Sert to Tryw hitt.
2.4. The Peckham  H ealth  Center, d raw ing  of the central core, 1935-1951.
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2.5. A uguste Perret an d  H enri M atisse, Vence Chapel, 1951, exterior view.
2.6. Vence C hapel, in terio r view.
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2.7. Carlos R aul V illanueva, Henri Laurens, and  Leger, Caracas C ity 
U niversity, 1944-1957, covered plaza.
2.8. V illanueva, A lexander Calder, and Robert N ew m an, C aracas City 
U niversity , in terio r of the  A ula M agna aud ito rium .
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2.9. W alter G ropius and  TA C (The A rchitect's Collaborative), H arvard  
G raduate C enter dorm itories and social center, 1949-1950, aerial view .
2.10. H arvard  G raduate C enter dorm itories and  social center, plan.
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2.11. Le Corbusier, pho tograph  of model of the city center for the Saint-D ie 
tow n p lan  in  the Le C orbusier exhibition in  Zurich in  1957.
2.12. Saint-Die city center, plan.
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2.13. Le Corbusier, d raw ing  of the "box of m iracles."
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3.1. Le C orbusier, sketch for the Porte M aillot center of the arts in  Paris, 
July 7 ,1949. _________________________________________________________
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3.2. Porte M aillot, site plan.
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3.3 Porte Maillot, sketch  of building layout on w estern  end  of site.
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E squisses de plan, c o u p es  e t vues du premier projet

P «  petit pavilion 
G’ ■=• hauteur simple 
G* “  hauteur double

^ -  114

ft-

1

\  m ,

Premier projet

3.4. Porte M aillot, proposal of build ing  layout for all four parts u tiliz ing  
the entire site.
3.5. Porte M aillot Project-A proposal, sketch of p lan  an d  elevations.
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3.6. Porte M aillot Project-A, elevations of m odu lar panels.
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3.7. Porte M aillot Project-B, sketch of structural system .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
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B-B
Plan au  so l e t c o u p es  (se c o n d  p ro je t)

3.9. Porte M aillot Project-B, g round  floor p lan  and  longitudinal sections.
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3.10. Porte M aillot Project-B, first floor p lan  and  transversal section.
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3.11. Le Corbusier, Nestle Pavilion, 1928, oblique view.
3.12. Nestle Pavilion, plan, sections, and  elevation.
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3.13. K onstantin  M elnikov, USSR Pavilion, Exposition des A rts D ecoratifs, 
Paris, 1925, exterior view .
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3.14. Le C orbusier, L 'E sprit N ouveau Pavilion, E xposition des A rts 
Decoratifs, Paris, 1925, exterior view.
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3.15. Le Corbusier, Saison de l'E au  Pavilion in Liege and  the  San Francisco 
Pavilion of 1939, prototypical design.
3.16. Saison de l 'E au  Pavilion, section.
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Le m ecan ism c

3.17. Saison de l'Eau Pavilion, structural roof system .
3.18. Porte M aillot Project-B, sketch of structural roof system.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



298

3.19. Le C orbusier, im age of solar m ovem ent on cover of L 'U rbanism e est 
u n  clef booklet, 1966.
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3.20. Le Corbusier, "A .l solar process" lithograph from  Le Poem e de Tangle 
droit.
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3.21. Le Corbusier, 1945, solar image.
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3.22. Le Corbusier, Exhibition H all in Stockholm, 1962, east-w est 
long itud ina l and  no rth -sou th  transversal sections.
3.23. E xhibition H all in  Stockholm , in te rio r sketch.
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L S alle P icasso  
M S alle M atisse 
N S alle Le C orbusie r nr

Plan du niveau 1. Echelle 1:250

A Expositions tem poraires 
B Bureaux 
C  R eproductions 
D Rdduit 
E W C hom m es 
F W C fem m es 
G Bar
H A ppartem ent gardien 
I Vide Salle P icasso  
J  Vide Salle M atisse 
K Vide Salle Le C orbusier

Iff}'

Plan du niveau 2 .  Echelle 1:250

3.24. E xhibition H all in  Stockholm, second and  first level p lans.
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3.25. Le C orbusier, N ational M useum  of W estern A rts in  Tokyo, 1957-1959, 
m odel.
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3.26. Le Corbusier, M undaneum  W orld M useum  in Geneva, 1929, p lan , 
section, and  elevations.
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3.27. M undaneum , site plan.
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3.28. Le Corbusier, M useum  of Unlim ited G rowth protoype, 1930.
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3.29. Le Corbusier, M onastery Sainte-M arie-de-la-Tourette in  Eveux, 1957- 
1960, north -w est corner view  of the chapel.
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4 .  E s p la n a d e  e t  ram pe 
d 'a c c fc a  e u  t o l t -  
J o r d l n  d u  U uade

5 .  " B o t t e  & B l r e c l e a "
6 .  " T h d A tre  S p o n ta a d "
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L0. R o u te  & l e n b a c l i  

A a c h a f f e n b u r g  

1 1 .  Le U a ln

3.30. Le Corbusier, In ternational A rt Center a t Erlenbach, 1963, m ap 
show ing Erlenbach situated  at the crossing of im portant E uropean  cities.
3.31. In ternational A rt C enter at Erlenbach, site plan.___________________
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3.32. In ternational A rt C enter at Erlenbach, "spontaneous theater,"  p lan .
3.33. In ternational A rt C enter at Erlenbach, "spontaneous theater,"  m odel.
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3.34. Le Corbusier, M useum  and A rt Gallery in  C handigarh, 1964-1968, site 
p lan .
3.35. M useum  and  A rt Gallery in  C handigarh, Pavilion of T em porary  
Exhibitions, 1986, exterior view.
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3.36. Le Corbusier, C entre Le Corbusier in  Zurich, 1964-1967, aerial view .
3.37. Centre Le Corbusier, exterior south view.
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3.38. C entre Le Corbusier, exterior north-east view.
3.39. C entre Le Corbusier, exterior north-w est view.
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L ongitudinal section
1 Stairs
2  Exhibitions
3 Hall on  g round-floo r and  kitchen
4 . 7  Ram p
5  Hail, connecting  tw o  levels
6 Office
8 Hall o n  first floor
9 Rctof terrace

Ground-floor
1 Entrance
2  Cloakroom
3, 4 , 5 Hall and  kitchen 
6 .1 1  Sw inging doo r

1 2  Skylight
13  Terrace

7 , 8  Foyer
9  Hall, connec ting  tw o  levels 

10  Stairs

3.40. C entre Le Corbusier, g ro u n d  floor p lan  and  longitudinal section.
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First floor
1 Ramp
2  Library
3  Stairs
4  Office
5  Air space  of hall
6  Hall

□
□

Basement level
1 Exhibitions and m eetings
2  S torage
3 Toilets
4  H eating p lan t
5  Shelter
6 Office

3.41. Centre Le Corbusier, first floor and basem ent plans.
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Roof terrace
1 Ramp
2 The access ib le  part
3 Stairs
5 B enches
6 Inaccessib le  part o f the  roof
7 Lamps

3.42. Centre Le Corbusier, roof terrace plan.
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3.43. Centre Le Corbusier, roof terrace view.
3.44. Centre Le Corbusier, roof terrace view.
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3.45. C entre Le Corbusier, g round  floor in terio r view.
3.46. C entre Le C orbusier, basem ent floor in te rio r v iew .
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3.47. Centre Le Corbusier, "Le Brevet" system  diagram .
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3.48. C entre  Le C orbusier, north hall in terio r view .
3.49. C entre  Le Corbusier, entrance detail.
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3.50. A ndre Bloc, "Signal" concrete scuplture p laced at the Senator's Palace 
in  Teheran, 1949.
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3.51. Bloc, M aison d u  Sculpteur in  M eudon, 1949, exterior view.
3.52. M aison d u  Sculpteur, site plan. _________________________
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3.53. M aison d u  Sculpteur, interior view.
3.54. M aison d u  Sculpteur, interior view.
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3.55. M aison d u  Sculpteur, b ird  cage.
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3.56. Bloc, "Sculpture-habitacle," interior v iew  w ith  Bloc stand ing  w ith in .
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3.57. Architects B ernard H enri Z ehrfuss and D rieu Rochelle, a n d  artist 
Edgard Pillet, U sine M am e in  Tours, interior view.
3.58. Architect Jean G insberg and artist W ilfredo Arcay, Rue C hardon- 
Lagache apartm en t build ing , garden  view.
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3.59. Jean Gorin, m odel of a m onum ental construction for a m o d em  city, 
1950.
3.60. Felix Del Marie, project to polychrome a city, 1950.
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Appendix 1

Bridgwater Questionnaire -1947 

In tro d u ctio n

There is no doub t th a t a rt has a different m eaning fo r our period  than  

it h ad  for the previous periods. The purpose of this questionnaire  is to 

crystallize that m eaning.

To beautify a bu ild ing  is an  eternal em otional need  of the people  and  

how  to satisfy tha t need today  is an urgent problem . It is no  longer possible to 

cover walls ind iscrim inately  w ith  m urals as du rin g  the Renaissance o r to 

open up  the ceiling w ith  celestial illusions as du rin g  the Baroque period . The 

floor m ust certainly be trea ted  differently from  the m osaics of Rom an tim es.

M any of the m ost creative architects o f o u r tim e are  only able to 

execute a small fraction of their life 's work, an d  artists insp ired  by the m odern  

sp irit are norm ally com pletely banned from public w ork. H ow  can they  

develop contact w ith  people, if all public w orks are in  the hands of 

"routineers" an d  businessm en? In earlier periods it w o u ld  have been 

possible for the artists to tackle the problem s upon  the site from  the very  

beginning of the w ork. U nder present conditions it seem s necessary fo r the 

general problem s to be clarified by a hom ogeneous in ternational body, such  as 

the CIAM, one accustom ed to show  the w ay, before the ir im portance w ill be 

realized.
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It has alw ays been the du ty  of CIAM to take the lead  in  vital and  urgent 

problem s.

T he Im pact of C ontem porary  Conditions U pon A rchitectural Expression

1. T he Im pact of Technical Developm ents

a) W hat are  the particular asthetic problem s p resen ted  to the architect 

who designs in  standard  units?

b) W hat p a rt should the architect play in  the standard iza tion  of 

bu ild ing  com ponents by governm ent or other authorities?

c) Are there any systems of proportion and scale w hich  can be fruitfully 

applied  to the  m anufacture of com ponents or the com position of 

build ings?

2. T he Im pact of Social Developm ents (by Richards an d  MARS Group)

a) Are the creative opportunities of the ind iv idua l architects 

threatened by the centralization necessary to bu ild  on  a large scale?

b) Does m odern  architecture require the operation of a single 

dom inating  m ind, or should  it be the product of team -w ork?

c) Should the architect investigate the reasons b eh in d  the public 's 

expressed opinions on  m atters of architectural expression and allow  

him self to be influenced by them?

d) O r shou ld  the architect, taking account of the fact that, as had  been 

vividly show n in years of war, m an is a rapidly  adap tab le  creature, 

pursue w ith  all his force the crystallization of h is ow n  architectural 

concepts?
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e) Can architectural expression, in  the case of focal build ings be 

developed so as to satisfy people 's emotional needs by the use of allied 

contem porary arts?

3. The Im pact of the Sister Arts: "Relation betw een architect, painter, 

and  sculptor" (by G iedion and Arp)

a) W hat do you consider could be the function of painting and  

scu lp ture  in the dom ain  of architecture?

b) Do you believe that co-operation betw een architect, painter, and 

sculp tor is really possible, in the present stage of developm ent? A nd if 

so w hat new results m ight be achieved from  this? How in your 

opin ion  could this practical co-operation be achieved?

i) Should the architect, painter, and sculp tor co-operate from the 

very beginning, so as to strengthen the em otional an d  symbolic 

content of the architecture?

ii) If so, how  do you propose to overcom e the obvious 

difficulties resulting from  the present day  separation  of the three 

arts?

iii) To w hat extent, if at all, should the  initiative be g iven on 

particular projects to the painter or sculptor, rather than  the 

architect?

(From  G iedion, A Decade of N ew  Architecture, pp. 31-32.)
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A ppend ix  2

Bergamo Questionnaire -1949

Q uestionnaire on the Synthesis of the M ajor A rts (by G iedion a n d  A rp)

1. W hat do  y o u  th ink  is the  role of art (painting and  sculpture) in  th e  dom ain 

of architecture?

a) Should  it be lim ited  to a purely  decorative function?

b) Is the  function of a rt to express sym bolically, in  a concrete form , the 

sp irit that enlivens an  architectural work?

2. Is it possible today to envision, from  the beginning, a team w ork  betw een 

architect, pain ter, and sculptor, leading to a stronger bond be tw een  the three?

3. If a creative collaboration betw een architect, pain ter, and  scu lp to r is 

possible, in w ha t way should  the w ork be regulated?

a) Should  it in tervene from  the start, in  o rder to intensify the  spiritual 

and  em otional po ten tia l of architecture?

b) Should  the architect have finished his project before contacting  the 

pa in ter and  the sculptor, as has been done since the decline of 

arch itectu re  in the n ineteenth  century?

c) Do you  believe th a t in  certain projects the initiative sh o u ld  be given 

to the  pa in ter or scu lp tor rather than  to the architect?

d) D o you  have any suggestions how  a collaboration sh o u ld  be 

differentiated according to the specific requirem ents of a b u ild in g  

(structures of collective interest, theaters, m useum s, tow nhouses, etc.)?
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4. C an a collaborative w ork be done before the p reponderan t m ind of the 

in d iv id u a l is p ro foundly  transform ed (the vain  and egocentric specialist and  

h is d isregard  for anonym ity, leniency, respect for others)?

5. C an a collaborative w ork be done neglecting the prim ord ial forces of the 

in d iv id u a l?

6. W hat do you expect, if a new  synthesis of the arts happened  betw een 

architecture, pain ting , and sculpture, and w h a t experiences o r suggestions to 

y o u  have to offer regard ing  the use of pa in ting  or sculp ture in  the dom ain  of 

architecture, landscape architecture, and  u rb an  planning?

(Translated by au tho r from French text in G iedion, A D ecade of N ew  

A rch itectu re , pp . 38-39.)

Q uestionnaire su r la synthese des arts m ajeurs

1. Q ue pensez-vous d u  role de Tart (peinture et sculpture) dans le dom aine 

a rch itectural?

a) Est-ce q u 'il  do it se lim iter a une fonction pu rem en t decorative?

b) Est-ce qu 'il est la fonction de l'a rt d 'exprim er sym boliquem ent, sous 

une form e concentree, l 'esp rit qu 'an im e une realisation  architecturale?

2. Est-ce qu 'il est possible au jou rd 'hu i d 'env isager, des le com m encem ent, un 

"team -w ork" entre architecte, scu lp teur et peintre, conduisan t a une 

am algam ation  de  p lus en plus forte?

3. Si une com m unaut6 creatrice entre architecte, peintre e t scu lp teur est 

possible, de quelle m aniere pourrait etre r£gle le travail com m un?
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a) Est-ce qe'elle do it intervenir des le debut, afin d 'in tensifier le 

potentiel sp iritue l e t emotionel de l'architecture?

b) Est-ce que I'architecte doit avoir fini son projet avant d e  recourrir au 

sculpteur et au  peintre, comme c'est l'usage depuis la decadence de 

l'architecture au  19me siecle?

c) Est-ce que vous croyez que 1'initiative doit etre dans certains projets 

dorute au  scu lp teu r ou peintre p lu to t q u 'a  I'architecte?

d) Est-ce que vous avez des propositions com m ent travail en 

com m unaute devra it etre d ifferende d 'ap res les exigences d 'u n e  batisse 

specifique (constructions d 'in tere t collectif, theatre, m usee, m aison de 

ville, etc.)?

4. Un travail en com m unaute pourra-t-il se faire avant que la m entalite  

prepond^ran te  de l'in d iv id u  se transform e profondem ent (le sp£cialiste 

egocentrique, vaniteux et son dedain pour l'anonym at, l 'indu lgence , le 

respect pour l'autre)?

5. Le travail en com m unaute peut-il se realiser en negligeant les forces 

p rim ord iale  de l'ind iv idu?

6. Qu'est-ce que vous attendez, si une nouvelle synthese des a rts  s 'effectuerait 

entre architecture, scu lp ture  et peinture, et quelle experience o u  p roposition  

avez-vous & com uniquer concem ant l'em ploi de la pein ture et de  la sculpture 

dans les dom aines de l'architecture propre, de l'architecture paysag iste  et de 

l'u rban ism e?
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A ppend ix  3

In  Search o f a  New M onum entality  Sym posium  Q u estionnaire  - 1948

1. H ow  w ou ld  you define M onum entality in architecture?

a) Is it identical w ith  architecture of strong em otional im pact?

b) O r would you em phasize other qualities?

2. Is the  quality of M onum entality present in  certain bu ild ings of the 

tw en tie th  century?

a) Is it confined to buildings in  traditional idioms?

b) Is it present in buildings in  the contem porary idiom ?

c) May it be present w ithout our noticing it, i.e., m ay fu tu re  generations 

recognize M onum entality in build ings of ours w hich w e do  not to us 

seem  to possess that quality?

3. Is the quality of M onum entality possible in buildings of the tw entieth  

century?

a) If it is impossible, is it im possible because of the p resen t form  of 

society, i.e., does the possibility of m onum ental architecture  depend  on 

the social structure of an age? Or, perhaps, a unity o f purpose  in an  age?

b) Is it impossible because the contem porary idiom  is tan tam ount to 

functionalism , and  functionalism  excludes M onum entality?

c) Is it impossible, because the new  m aterials (steel, concrete, glass, 

plastics, etc.) and the new  techniques of construction exclude 

M onum en ta lity?
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4. Is the quality  of M onum entality  desirable in  bu ild ings of the  tw en tie th  

century?

a) If so, should  all types of buildings, or w hich specific types of 

build ings, possess that quality?

b) Should it be developed consciously, if need be. O r m ust it g row  

na tu ra lly?

c) Is it desirable regardless of the aesthetic value o f the  resu lts obtained,

i.e., does the social value of M onum entality justify  aesthetic 

deficiencies?

5. Is M onum entality  in  certain build ings necessary, because an  age cannot be 

considered  healthy unless it is capable of m onum ental expression?

6. Is it possible that M onum entality  in  the tw entieth  cen tu ry  does no t find 

expression in  the ind iv idua l build ing , but instead in:

a) the new  tow n  as a w hole, the reconstructed u rb an  area, etc., o r the 

large-scale treatm ent of the landscape typical of the  tw en tie th  century,

- or -

b) painting, sculpture, and  perhaps also, the non-v isual arts?

7. Do you  see signs of a gradual conquest of m onum ental expression  in  

architecture  in  the contem porary  idiom?

(From  "In  Search of a  N ew  M onum entality ," A rch itec tu ra l R eview  [Sept., 

1948], p. 128.)
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A ppend ix  4

U nesco Freedom  o f the  A rtist Q uestionnaire  - 1949

A. 1. A t the beginning o f you r career d id  you m eet w ith any difficulties in the 

exerdse  of you  art?

2. H ave you  received help from  the public authorities, p rivate  institu tions, or 

from  private  persons? In w hat form  and  in  w ha t m anner?

3. A re you  a t the present m om ent receiving help  from  public authorities, 

p riva te  institu tions or indiv iduals? If so, in  w h a t form  and in  w hat 

m anner? Prizes; grants; scholarships; orders; d irect purchase by m useum s, 

libraries, etc.; publication by public  authorities, private  institu tions or 

ind iv iduals; d issem ination  abroad  by public authorities, p rivate  institu tions 

or indiv iduals; public displays organized by public  authorities, private 

in stitu tions o r ind iv iduals?

4. W hat advantages do you  derive from the help  given by public  authorities 

in  the exercise of your art? Does it enable you  to devote yourself to it w ith  

m ore  freedom ?

5. W hat advantages do you derive from the help  given by p rivate  initiative 

in  the exercise of you r art? Does it enable you  to devote yourself to it w ith  

m ore freedom ?

6. Does the aid given by public authorities im pose lim itations on  the exercise 

of you r art? W hat kind? Subject m atter? Form ? O r does it, on  the contrary, 

a llow  you  full freedom  of expression?
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7. Does the help  given by private initiative im pose lim itations on  the 

exercise of your art? W hat kind? Subject m atter? Form? O r does it, on the 

contrary, allow  you  full freedom  of expression?

8. W hich a id  — that g iven  by public authorities, by private institu tions or by 

ind iv iduals — seem s to y ou  most com patible w ith  the requirem ents of your 

art?

9. In  yo u r country, w h a t are the conditions and financial possibilities offered 

to you in  yo u r particu lar branch of a rt by: publishing contracts; w orking  

contracts; copyright; rights of reproduction; rights of adaptation; rights of 

transla tion ; other?

10. Do the contracts and  agreem ents b ind ing  you an d  governing the relations 

on  the com m ercial p lane betw een y o u r creative w ork  and the com m ercial 

firm s w hich have undertaken  to d issem inate it and  serve as in term ediaries 

betw een you  and the public -- guarantee: your m aterial independence; your 

freedom  as an  artist? If not, how do they  encroach on either or both of them ? 

W hat changes w ould  y o u  like to see m ade in  the conditions im posed  upon  

you?

11. W hat is your a ttitude  to the use of yo u r w ork for publicity purposes?

12. H ave you  had  cause for dissatisfaction or satisfaction w ith  those who by 

press articles, criticism  o r broadcasts, etc., have been the interm ediaries 

betw een y o u r w ork and  the public?

13. Do the p resen t legal and  econom ic regulations on  the in ternational level 

enable y ou  (or your publishers or com m ercial agents): to m ake y o u r w ork
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know n abroad? to earn  m oney abroad? in particu lar, do you  encounter 

difficulties resu lting  from  customs barriers?

14. H ow  does taxation affect your professional activity? (In particu lar, incom e 

tax, social security  o r social insurance, state taxation, m unicipal taxation, 

taxation for relief purposes, etc.)

15. W hat obstacles arise betw een your conception of the w ork  an d  its m aterial 

realization o r p roduction  before the public. (For instance difficulty  of the 

pain ter in  purchasing  canvases and  colors; difficulty for the scu lp to r in 

purchasing  m aterials of all kinds; difficulty for the com poser in  obtaining the 

reproduction  of scores, interpreters, etc.)

16. Are you  easily able to find the prem ises necessary for the norm al exercise 

of your art (for instance, a studio, if you are a pa in ter or sculptor)? Is housing 

a policy in  y o u r country  (including regulations, legislation, custom ) favorable 

to you or not? W hat suggestions have you to m ake in  this respect?

17. Does y o u r creative w ork  provide for your m aterial existence or do you 

engage in  o ther work? In the latter case, is it pu rely  from necessity or by your 

ow n choice?

18. Are there  professional associations in your country  belonging to your 

field of art? Is affiliation w ith these groups obligatory or optional? Does the 

exercise of y o u r art d epend  on them? W hat are the  resulting  advantages or 

d isadvantages?

19. Do y ou  consider that you  are free, in the exercise of yo u r art, to deal w ith  

any subject w hatsoever and  in any m anner w hatsoever? If not, w hat positive
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or negative constraints or lim itations do  you  consider to be im posed upon  

you  as regards: inspiration,, subject, style, technique, the public w hich you 

address?

20. Do y o u  feel free to examine, uph o ld  or attack any  institutions, ideologies, 

opinions, beliefs, prejudices, customs, fashions, etc., existing in y o u r country 

o r in  y o u r professional sphere?

21. D oes the  support w hich  artists give to them  involve for them , in  y o u r 

country, m ateria l or m oral advantages? W hat are they? O r does it on  the 

contrary, d iscred it them ?

22. Does the  fact of attacking them  or not subscribe to them  involve for the 

artist, in  y o u r country, difficulties or penalties? W hat are they? Or does 

either a ttitu d e  bring the artist add itional prestige or facilities?

23. Are there  in you r country one or m ore form s of censorship? O f w hat 

kind? A re  they im posed  by: the law ? the influence of civil organizations? the 

influence of religious organizations? the  influence of social organizations? 

the influence of political organizations? the influence of patriotic 

organizations? the influence m ilitary  organizations? public  opinion? other...? 

Do these form s of censorship encroach on  the free exercise of your art? In 

w hat field: m orals, pub lic  decency, politics, religion, aesthetics?

24. Is the  d issem ination  of your w ork  in  foreign countries hindered by 

com parable censorship? O r w hat k ind  and  to w hat extent?

25. C onversely, are y o u  aware of obstacles in  your ow n  country to the 

d issem ination  of fo reign  works?
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26. Is there  freedom  of com petition betw een aesthetic form ulas in  your 

country?

27. Is the indifference of the artists in  your country to m oral, social, political, 

patriotic o r relig ious questions desired, to lerated or frow ned upon?

28. Is the m aking  know n of your w ork  (painting, publication, stage or screen 

perform ances, m usical perform ances, exhibitions, etc.) free or controlled 

(private en terp rise , subjected to licensing, governm ent m onopoly)?

(From Unesco files 707.91, CL/238, Annex)
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