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onpeio dev eival £évag d6g1o¢ 10ix0g, aAAd ‘n B€a’. EE aitiag autou tou
YEYOVOTOG 0 KOUNUAGGXNKOG T0iX0G Tou solarium &ev neplopizel tnv
promenade (nNopeia), aAAG tnv anopakpUvel anod tov Xwpo tou Ael-
oupyikoU YIO va tnv TonoBethoel otov Xxwpo tou noinukou. Eva
dvoiypa 81avoiyel tov 10ixo otnv 8éa niow tou. H 8€a nou NAAICILVEI
€ival tng idlag tng QUoNG - KAAAIEPYNPEVNG, HOVIPWHEVNG KAl ava-na-
picwwpevng. Oxi AoINGV N OpXIEKTIOVIKA QVUKEIMEVIKOTNTG, aAAd n
QAIVOUEVIKN Kat gévaa petapaAfdpevn eik6va tng ouong Ppioketal
otV KatakAgiba authg tng promenade architecturale [apxitektovikn
nopeial (Eik. 4). AnaAddoooviag tnv pAuna ano tov AEIToUpyYIko Adyo
Unap€ng tng, o Le Corbusier otnv npd€n anaAddooel 1o onit guvoni-
kG andé v 1816tNtd 10U WG aVUKEIPEVOU, UETaTpEnovidg 1o and éva
pdAdov dveupo Sokilo ENGvVw o1d ‘NEVIE GNPEIT TNG HOVIEPVAC apXi-
EKTOVIKAG' O WIa €nideIEN tng Nepipnung Siaknpugng ou ‘I’ archite-
cte, par I’ ordonnance des formes, réalise un ordre qui est une pure
création de son ésprit: par les formes, il affecte intensivement nos
sens, provogquant des émotions plastiques; par les rapports gqu’ il
crée, il éveille en nous des resonances profondes, il nous donne la
mesure d’ un ordre gu’' on sent en accord avec celui du monde, il
détermine des mouvements divers de notre ésprit et de notre coeur;
¢’ est alors gue nous ressentons la beauté. [0 apxItéktovag, pe tnv
81G1aEN WV HopPwY, UAoNOIEl PIa TGEn nou cuviotd kadaph Snpioup-
yid tou NVeUPatog tou: PE UG PopPEC ennpedzel £VIova UC AIGOAGEIG
pac npokaAwviag avdyAupa ouvaioBApotas pPe TG OXECEIG MoU
Snpioupyei, Eunvd péoa pag Babutateg annxnoeig, Uag &ivel 1o pétpo
piag téEng nou ai08avopacte Ou Bpiokelal o€ cupPwvia Pe ty tagn
tou oUpnaviog, Npoodiopizel ug S1APoPeC KIVAGEIG ToU NVEUNATOG Kal
g kapdidg pag: eival autd, Aoindv, nou voiwdoupe wg kdAnogl.*

O Le Corbusier €ixe nAnpn gniyvwon tou yeyovotog 6u, otnv 61adika-
0ig NG EVOWNAWOoNG Wwy anapaitnwy tpononoincewy, eixe aAnagel
v oudia tou onitioU. Mapoudidzoviag thv oAokAnpwuévn €naudn
Or0UG avayvwoteg tou oto CEuvre compléte tou 1934, unoypduuice
tnv onoudaidtnta tnc promenade architecturale wg pénou GwHAUKAG
npéoANYNc NG oIKiag, KAU Nou Sev €iXxe QVAQEPEI OINV APXIKA TOU
napouciaon tng olkiag ato otddio tng npétaong. Nepiéypaye tnv Enau-
AN OX1 WC OTOUKO AVUKEIPEVO, BewpoUEVO O10 tonio, aAAd wg avu-
Keipevo, Nou Blrwvel KAveic 5ia6oxikd ev KIVAGEL AVeBaivoviag thv
pduna pozi Ye tov avayvwotn, onpgeiwoe ou ‘¢’ est en marchant, en se
déplagant que I' on voit se développer les ordonnances de I' archi-
tecture’ [Nnepnawviag Kaveig, kabwg pewatonizetat, givar nou BAéner
va avanwiooovial ol S1atdEeic NG apXITEKTOVIKAG].® ZUuvEKpIve TOV
ponNo autd yvwong NG OpXITEKTOVIKAG PE Tov 1pdno nou n apaBikh
apXIektovikn npoondaupdverar ‘a la marche, avec le pied’ [Badizo-
viag, nezn] avudiaotéANOVIAC TNV E TNV apXITEKIOVIKA Mnapdk nou
€Aeye OU éxer ouyKpONBE( eni xdptou YUpw ané éva Bewpnukd Kai
opIoPEVO ECUAKO onuEio.
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Eik.1a Anoyn and aépog tng Villa Savoie, okitoo.
Fig.1a Aerial view of Villa Savoie. sket | .
Le Corbusier. Croquis de Conferrnce i9.29. Plan FLC 33493 FLC/ADAGP
















10 EMICTNYOVIKO KAl TAVTOXPOVA VA EVEPYATEI wg KAtadAUTnG tou ¢ai-
vopevikoU. O Le Corbusier pyetaxeipiotnke auth tnv duvatdinia inv
endpevn xpovid O10 ‘€IKOVOYPAPIKS KEIPMEVO' TNG NApousiaong tng
Villa Savoye oto CEuvre compléte. O napigivog pwioypdpog Marius
Gravot 1pdBne 6AEG UG PWIOYPAPIEG, NOU EVIAXONKAV otV NAPOU-
agiagon.” O Le Corbusier ug viekoundpiog, €ypaye ug Agzdvieg Kkai
unéSdeige tnv Sidragn twv oedidwv.

Ol pWIOYPAPieC 10U EEWTIEPIKOU TOU KINPiou KAtaypd@ouv ev YEVEI
10 0x£5610, ONWC NAPOUCIGOTINKE 010V NPwio 1ouo tou CEuvre
compléte, 6pwg o1 Aezdvieg 1ou Le Corbusier gtnv katoniviA napou-
giaon anobidouv pav aiydAn otnv €naudn, €v avudégel Npog v
AVUKEIYEVIKA, NAYiwpévn KAl ENICTNUOVIKA NEPIYPAPR, NOU £8IVE
gV apxikn Snpoagicuon NG oikiag, dtav Atav akopn £pyo unod peAé-
tnv. MNa napddeiypa, n N0 popavukn and 1g EIKOVEG 10U eEwiepIKoY,
€ival ya nou ndpbnke ané andotaon: n oIkia oav kKouti aveBacpévo
0€ KUAIVEPOUG, YE pIa GUVEXNA ‘TAIvia’, NOU KatapdoKkel 6U N YEwWUE-
ia tng €ival oykonAaoukn kai 6xi eninedn (Eik. 6). O Le Corbusier
ouvétage tnv eEng Aezdvia: ‘On a conservé un ancien chemin rural,
qui est bien tracé sous bois, en bordure des prés’. [AlatnpAcayue
€évav naAaié aypouikd §pdpo nou Siaypdeetal EVKPIVWG Kdw ané to
8§4ooc, oav o0vopo pe 1o AIBGSIa). Ze ouvBuaoud pe tnv £1kdva,
€KEIVO Nou unovoei n Agzdvia eival du epeic, o1 Oeatég, Ppiokdua-
ote aipvng eunpdg o' éva texvolpynua gav pnxavn, pe iSlaitepa
aouvABIotn HOoPPN, NOU KABETAI Y€ QUTONENOIONGN, KAl XWPIG NEPI-
OpoPéG, o€ éva E£QwTo tou 8Agouc. MpooyeiwdNKe POAIC XTEG, N
uhNwe Bplokdtav ekei avékaBev; To avukeipyevo Sev gival oUte Kai-
voupIo oUte nanid, eival Opwg tautéxpova péAAov Kal napendov.
®avopevikA, Kal 0x1 NPayuatikn, €ival N NAPOUCia 10U PwidE Nou
E£KENAWVETAI: OVEIPIKOG AVUKATONIPIOHOE gav tNG £PAPOU, KAl OUWG
avanéépaotog, adiaugiopAtntog.

AuUTé 10 paivouevik@ avandédpaoto gvioxvetal §ava kai €ava pe ug
aonpOPaupeg EIKOVEG TNG ‘e0wiepIkOTNTAg’ tng £énauAng. Mia €ikéva
pe v Aezdvia ‘Arrivée des voitures sous les pilotis' [AQIEN Twv
autoKIVAtwY KAtw anod 1a pilotis] nepiypdpel onukd 10 npwto Bhua
ing promenade architecturale (Eik. 7). Av ka1 n d@I§n ival 0apwg
aolppetpn, n §i61dotatn €1kOva napéxel €va oxedov tepdywvo
£0UAKG oNpeio (N aPIOTEPA aKPA TOU TETPAYWVOU £ival ¢avootding
kail ox1 pilotis) Kevipaplopévo otnv GwioypaPpia ye Napdpoia ykpiza
nedia otnv endvw Kai tnv Kaw PEPIG Kai opoiwg evaANaoodueveg
AwPISEC YKPiIZou Kal AcukoU aplotepd kai 5§£§14. Me dAAa Adyia gival
HIa 100pPONNUEVN KAl OUPUETPIKA £1KGVA, NOU ENIKEVIPWVETAl OXI
1600 otnv iGia tnv e€wnopta, aAAd oe éva anduakpo Kal pazi opi-
OpEVO ‘ONNEID OTOV XWPO': TNV ANOUsia ToU avukelpévou, H aduow-
nntn Npoonuki tou evég anpeiou tng KAuepag Pondd va guykpotndei
auth n €1K6Va WG €IKGVA PAIVOUEVIKOU XWPOU KAl OXI AVUKEIPEVOU.
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and wall-to-wall - a tapestry in grays and black as L. Corbusier
later described it (Fig. 5). The mural's one-meter-squar~, blac -
and-white photographs were scientific in subject and demeanor, yet
the photomural was praised by the Surrealist André Breton not as
realistic documentation but as ‘irrationally wavy." For Breton, the
curious conjunction of photomural and rubbie wall served as prime
example of what he deemed the ‘object in ¢risis,” and he described
the results as indication of a ‘desire for ideal things,” an attempt on
the part of contemporary architecture 'to break through att mits’.

In the hands of Le Corbusier and aggrandized to the size of arch
tecture itself, photography had the potential to image the scientific
and catalyze the phenomenal at one and the same time. Le
Corbusier employed this potential the following year in the ‘illus-
trative text’ of CEuvre compléte exposé of the Villa Sa.oye. The
Parisian photographer Marius Gravot made all of the images fea-
tured in this exposé. Le Corbusier cropped and captioned them and
designated the page layouts.

For the most part, the photographs of the building's exterior record
the design as it was revealed in the first volume of the CEuvre com-
pléte, yet Le Corbusier's captions in the later exposé suggest an
‘aura’ to the vitla unlike the objective, fixed, and scientific descrip-
tion offered in the initial publication of the house as a project. The
most romantic of the exterior images, for instance, is one taken
from a distance: the house as a box elevated on cylinders with a
continuous ‘ribbon’ that insists its geometry is volumetric, not pla-
nar (Fig. 6). Le Corbusier captioned the image: ‘On a conservé un
ancien chemin rural qui est bien trace sous bois, en bordure des
prés.’ When combined with the image, the suggestion of this caption
is that we, the viewers, unexpectedly come upon the machine-like
contraption of highly unusual form residing confidently, purely,ina
clearing of the wood. Did it land just yesterday, or has it been there
forever? The object is neither new nor old but I1s simultaneously tt e
future and the past. Phenomenal, not actuat, it is the ; re~ence of
light made manifest: a dreamliike mirage, but inevitab », indis-
putabie.

This phenomenal inevitability is reinforced again and :gain in the
black and white images of the villa’s ‘interiorit;." An 1mage c3;-
tioned 'Arrivée des voitures sous les pilotis' visually descrit os the
initial step in the promenade architecturate (Fig. 7). Though the
arrival is decidedly asymmetrical, the two-dime nsional image fra-
tures a near-square focal point (the teft edge of the square is a light
post, not a pilotis) centered in the photograph with simifar grav
fields top and bottom and similar aiternating bands of gra; an3
white to the right and left. It is, in other words, a balanced and sy~ -

89









MPOTYNA KATOIKIAZ " RESIDENTIAL MODELS 1lI

To oxebdv 1e1pdywVvo 'e0UIAKS ONPEID’ ToU KEVOU M NG paupinag oto
KEVIPO NG Ppwioypapiag avixveletal oe 6Aeg oxed6v ug npdypatu
a€I00NUEIWTEG EIKOVEG NG Villa Savoye Kal UG OpYAVWVEL: KAtapa-
VWG, NEPICOOTEPO NAPA NOTE OINV NEPIPNUN PWIOYPAPIa tNG Kouzivag
ng énoudng (Eik. 8) Kat otnv €1KAVA TOU KATWIEPOU EMNESOU TNG, NOU
Kuplapxeital and v diaywvio tng paunag (Eik. 4). Kai o1 U0 autég ot
NEPIPNUEG EIKOVEC Npoékupav and adAayég nou €yivav GInv Kouziva
Kal 10 KOTWIEPO ENINESO oTNV avaBewpnpévn peAémn.

Evw o1 pwioypagieg tng Villa Savoye aneikovizav tnv aiyAn Kal tnv
aiobnon 10U GaIVOUEVOU OTNV APXITEKTIOVIKA, TQUTOXpOVa anotéle-
oav €EMNIONG QMEIKOVIOEIG TwV NEPIPNUWY NEVIE ONPEiwV NG vEag
apxIeKIoVvIKNG katd Le Corbusier: eAeltBepn kGtoPn, eAel@epn YN,
YPOUMIKG Napdlupa, dwpa-kAnog kai pilotis. Kol dywg pia ek tou
oUVEYYUG MEAETN TOU eNeENynNUaTiKoU KEIPEVOU NG NAPOUGIaong
Sev pynopei Napd va npokanéoel auPIBoAie wg NPog 10 Katd nécov
10 onpeia autd cuviotolv Kdu 10 ouciwdeg. Aidu n edelB8epn 6Yn
eival oxed0v n 810 Kal oug t€oaepig NAEUPEG Kal N EAEUBepN KATO-
Yn eival og yeydAo Badud npoadiopiopuévn anod tnv avdykn va tono-
BeTNBOUV 10 XwPiopata AKPIBWG OTOUG NPOSIAYEYPAUUEVOUG Kal
Kavovikd Siatetaypuévauc opBootdleg wv KOUPwHdtwy twv ESWIEPI-
Kwv OPewv. Ta aiviwtd napdbupa Kuplopxolv o010 EEWIEPIKO TNG
olKkiag, nepittelouy SuUwE yia tnv Biwon 10U €0WIEPIKOU NG OIKIOG
KO EAGXI0TN OXEON €XOUV PE TOV NpooavatoAiopd. To Swpa KANoG
eival nio anotedecpaukd 6x1 cav autd nou eival, aAAd wg ekeivo
nou o Le Corbusier anokaAoUoe ‘kKpePactd KANO': éva €i6og auAng
népi€ NG onoiag gival opyavwpévo 1o piano nabile. To npayuoukd
Swua-KANo¢ Tou Kinpiou gival 1o solarium, éva anoyontevutiko Katd-
Aotno evdg NoAU nio PIAdGS0Eou axediov via to Sdwua. Ta e§wiegpikd
pilotis npoBAAAOVIOI OTIC PWIOYPAPIES TNG OIKIAG, KAl OPWE 1O POVO
nou KAvouv €ival va unofactdzouv 10 xeiflog tou ‘Koutiod otov
aépa’ (‘boite en air'.) To KoUti OpwWC eV PEPEL CINPIZETAI KAl GTOUG
800 10iXx0UG 1oV KAWw EMNESOU -nou Bapuévol kabwg eival oe npd-
cIvo tou 8dgoug, Sev paivovial oug okiéG tng upndol Kovipdot
aonpopauUpPNG PwioypaPiag- kai oe éva kdvvapo and eocwiepikd
unootuAwpata. Ev toutoig, eneibh o Le Corbusier dAAage tov eupa-
N TOU E0WIEPIKOU KAVVAPBOU YIO VA UNJPXEN XWPOE YIA ThY KEVIPAPI-
OHéEvVn pAuNa, aUTdG ouxva Sev euBUYPAUUIZETaI PE TOV KAVVABO TwY
eCwiepikwy pilotis, nou eival 1600 ePPAvNg oUG PWIOYPAPIEG. A-
KOUN KOl N GaIvopevikn EAAPPSINTA NG OIKIOg wg cuvdAou Eeival
napanAavnukn. H KOTGOKEUN thg ival and okupédeua kar guvena-
yetal peydna @optia. O1 10ix01 €ival xovipoi kal opetdpAntol. Kai
OUWG N PWIOYPAPia KATaYPAPel 10 *UNEPAENTO’ OTPWUA CUANVAG
pinoAivng, kar 6x1 éva Kthpio pe udza kail Bapog.

lowc va Aépe e6w 10 autovonto. O Le Corbusier HETOXEIPIOTNKE TNV
PWIOYPAPIa YIa VO uNNPETNCEI TNV HOVIEPVA apXITeKToVIKA, To éu n
Villa Savoye CUPHOPPWONKE POVO ENIPAVEIOKE PE TiG enayyeAieg
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metrical image that focuses not on the door itself but on a distant
but definite ‘point in space’. the absence of object. The relentless
one-point perspective of the camera assists in establishing this
image as one of phenomenal space, not object. The near-square
‘focal point’ of void or blackness af the center of the photograph
can be found to organize nearly all of the truly remarkabie images
of the Villa Savoye: most evidently in the famed photograph of the
vilta's cuisine (Fig. 8) and in the image of its lower fevel dominated
by the diagonal of the ramp (Fig. 4). Both of these renowned images
resulted from changes made to the kitchen and lower level in the
revised design.

Even as photographs of the Villa Savoye imaged aura and the sen-
sation of phenomenon in architecture, they illustrate as well Le
Corbusier's famous five points of a new architecture: free plan, free
fagade, ribbon windows, roof garden and pilotis. Yet a close exam-
ination of the exposé's illustrative text can only provoke doubt
about these points as essentials. For the free facade is nearly iden-
tical on all four sides and the free plan is highly determined by the
need to place partitioning precisely on the pre-determined reguiar-
ly spaced mullions of the exterior elevations. Ribbon windows pre-
vail on the house's exterior but are redundant to the interior expe-
rience of the house and have little regard for solar orientation. The
roof garden at its most effective is not a roof garden but what Le
Corbusier called a ‘suspended garden,’ a kind of court around which
the piano nobile is organized. The true roof garden of the building
is the sofarium, a disappointing fragment of the far {arger roof plan.
Exterior pilotis are pronounced in photographs of the house, yet
these pitotis serve only to prop up the edge of the ‘boite en air.' The

" box is partially supported by both lower fevel walls -painted forest

green and consequently not evident in the shadows of high-contrast
black-and-white photography- and a grid of interior columns.
However, because Le Corbusier altered the spacing of the interior
grid to provide for a centered ramp, this grid does not often atign
with the grid of exterior pifotis so evident in photographs. Even the
apparent lightness of the house as a whole is deceptive. Its con-
struction is of concrete and utterly heavy. its walls are thick «nd
immutable. Yet photography records the ‘intra-thin’ layer of high-
gloss paint, not a building of mass and weight.

This is perhaps to state the obvious. Le Corbusier emploved pho-
tography in the service of modern architecture. That the Viila
Savoye only superficially conformed to the dicta of that architec-
ture as 1ssued by Le Corbusier earher did not diminish but enhanced
the house's capacity to acti as canon for the movement. When eco-
nomic concerns necessitated alterations in the vitla's design, care-
fuily construed photographs depicted the results not as depleted o









