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Ch a pitr e I 

Les edifices, Les ensembles urbains et leurs interpretations (1) 

Buildings, Urban Schemes and their Interpretations (1) 

On propose de revisiter certaines icones, certains heros ou certaines doctrines de /'architecture moderne a la 
lumiere du sens qui /eur a ete donne dans /'histoire et de /'interpretation que /'on peut en faire aujourd'hui. 

We shall re-examine certain icons, heroes or doctrines of Modern Architecture from the perspective of the meaning that they have 
accrued over time and of the interpretation that they receive to-day. 
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Publics et usages 

Publics and Usages 

Plus qu'aucun autre art, /'architecture est un objet soumis au jugement collectif, ce/ui des utilisateurs qui vivent 
dans les edifices au quotidien. Mais /es ceuvres du Mouvement moderne ont aussi fait naitre une imagerie de la vie 
moderne: l'imagerie moderne et /'appreciation collective des batiments vont-el/es toujours de pair? 

More than any other art, architecture is an object submitted to collective public judgement, that of the users who live within 
buildings on a daily basis. Yet Modern Movement buildings have also given rise to an imagery of modern life: does this modern 
#imagery always correspond to the collective appreciation of the built works? 
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Chapitre III 

Les ecritures et Les images du Mouvement moderne (1) 
Writings on and Images of the Modern Movement (1) 

Le Mouvement moderne s'est construit a travers /es medias, a travers /es attitudes personnel/es de certains 
architectes, a travers la circulation et la reinterpretation des <Puvres entre /es frontieres. 

The Modern Movement is structured through the media, through the individual standpoints of certain architects and through 
the circulation and reinterpretation of works across borders. 
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Comment l'<Puvre devient-elle patrimoine? A quelles fins /'architecture moderne est-elle inventoriee? 
L'analyse de la va/eur des edifices. 

Analysis of the value of buildings addresses two questions: how does a built work become heritage; what Is the purpose 
of an Inventory of modern architecture? 
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Chapitre V 

Les ecritures et Les images du Mouvement moderne (2) 
Writings on and Images of the Modern Movement (2) 

La modernite s'ecrit et se reecrit au gre des figures distinguees par la critique et l'historiographie. 
Modernism is written and revised through the criticism and historiography of distinguished f igures. 

Richard KLEIN 
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Through case studies, this round-table presents new aspects on the role and diffusion of technical innovation and its consideration 
in building restoration. 
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Chapitre VII 

Les edifices, Les ensembles urbains et leurs interpretations (2) 
Buildings, Urban Schemes and their Interpretations (2) 

Les formes architecturales et urbaines du Mouvement moderne ont un cycle de vie qui comprend plusieurs etapes: 
le modele abstrait, la celebration, /'elaboration des mythes, /'utilisation collective. 

The architectural and urban forms of the Modern Movement have a life-cycle comprised of several stages: the abstract model, the 
celebration, the elaboration of myths, the collective use 
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Preface 

Jacqueline Bayon, 

Professeur d' Histoire Moderne 

Directrice de l'lnstitut d' Etudes Regionales et des Patrimoines 

Vice-presidente de DOCOMOMO France, 

Universite de Saint-Etienne. 

Francesco Bandarin, 

Directeur du Centre du Patrimoine Mondial de !'UNESCO. 

Nous sommes particulierement heureux de prefacer !'edition de la 
Septieme conference internationale de DOCOMOMO consacree a « La recep­
tion de ['architecture moderne: Image, usage, heritage », conference inter­
nationale tenue au palais de !'UNESCO dans le cadre du Programme sur le 
patrimoine moderne du Centre du Patrimoine Mondial. Les edifices et les 
ensembles urbains de la modernite sont encore tres largement sous-repre­
sentes au sein de la Liste du Patrimoine Mondial. Afin de promouvoir une 
meilleure connaissance de la modernite, de sensibiliser le public sur ['im­
portance des reuvres en question, et de contribuer a !'inscription de cette 
categorie de patrimoine sur la Liste du Patrimoine Mondial, cinq reunions 
regionales sur le patrimoine moderne ont ete organisees par le Centre du 
Patrimoine Mondial en cooperation avec DOCOMOMO ainsi qu'avec d'autres 
institutions pendant les quatre dernieres annees: au Mexique, pour 
I' Amerique Latine, en lnde, pour la region Asie-Pacifique, en Erythree pour 
l'Afrique sub-saharienne, aux Etats-Unis pour l 'Amerique du Nord et en 
Egypte pour le bassin mediterraneen. Dans les annees recentes, le nombre 
de sites du patrimoine moderne (19e et 2oe siecles) inscrits sur la Liste du 
Patrimoine Mondial a quasiment double, passant de onze sites en 2001 a 
vingt et un en 2005. Dans l'approche de la definition de Patrimoine mondial, 
['analyse de la« valeur universelle » a un role d'importance primordiale, Ce 
concept et ses fondements philosophiques et culturels ont ete examines au 
cours de la Septieme conference d'une maniere rigoureuse pour s'appliquer 
a un corpus remarquable de notre histoire materielle internationale. La 
question de la valeur technique des reuvres aurait pu faire l'objet d'une 
attention relachee au sein d'une conference sur la « reception », perspecti­
ve animee par les travaux des sciences humaines. Tel n'a pas ete le cas, 
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comme le montre bien la table-ronde specifique consacree a la valeur tech­
nique des batiments modernes. Un nombre impressionnant d'architectes et 
d'historiens sont venus collaborer a cette entreprise scientifique, qui met en 
avant des reuvres provenant de vingt-quatre pays du monde representant, 
pour la premiere fois dans une conference internationale de DOCOMOMO, les 
quatre continents. 

Cette conference a ainsi ete un creuset pour proposer les methodologies 
federatrices dont nous avons besoin aujourd'hui pour appuyer les analyses 
sur la valeur et la signification des batiments. Ces questions ont commence 
a etre posees, des les annees 1970, par les militants du patrimoine moder­
ne. Leur formulation conna1t aujourd'hui une nouvelle etape qui consacre 
l'entree du patrimoine moderne dans un environnement scientifique, sans 
que cessent les mobilisations necessaires a la defense des edifices menaces. 
La position du patrimoine dans la societe a beaucoup evolue ces dernieres 
annees. Dans tous les pays du monde, le fait que le patrimoine entre en 
resonance avec les sensibilites identitaires appara1t comme une nouvelle 
donnee de notre societe mondialisee. Dans ce contexte, de nouvelles 
approches de recherche s'imposent. 

Le defi majeur de !'appreciation de la valeur du patrimoine moderne 
consiste a revisiter de maniere critique l'histoire des patrimoines du ving­
tieme siecle. Une serie de recits categoriques ont ainsi accompagne, des la 
publication des ouvrages « hero'iques » sur la modernite, la diffusion sans 
precedent que connut la nouvelle architecture moderne a partir des annees 
1920: le projet social de la modernite, la modernite comme table rase, l'ar­
chitecte envisage comme demiurge d'une nouvelle societe, la confiance en 
les methodes rationnelles d'organisation, la modernite comme projet inter­
national sont quelques-uns de ces recits. Une mise au point critique reste a 
faire, afin de replacer ['interpretation des reuvres majeures dans l'histoire 
longue de ['architecture mondiale. C'est a cet enjeu tres important que la 
Septieme conference a consacre ses travaux. 

Preface 

Jacqueline Bayon, 

Professeur of Modern History, Director, lnstitut d'Etudes Regionales et 

des Patrimoines, Vice-President, DOCOMOMO France, 

Universite de Saint-Etienne. 

Francesco Bandarin 

Director, World Heritage Centre, UNESCO, Paris. 

We are particularly pleased to preface this edition of the Seventh International 
DOCOMOMO Conference devoted to ''The Reception of Modern Architecture: Image, 
Usage, Heritage" held at the UNESCO Headquarters within the framework of the 
Programme of Modern Heritage at the World Heritage Centre. Modern buildings and 
urban ensembles are still largely under-represented on the List of World Heritage 
Sites. In the interest of promoting a better understanding of modernity, of making the 
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public aware of the importance of the works concerned, and of contributing to the 
inscription of this heritage category on the List of World Heritage Sites, five regional 
meetings on modern heritage were organized during the past four years by the World 
Heritage Centre in cooperation with DOCOMOMO and other institutions: in Mexico for 
Latin America, in India for the Asia-Pacific region, in Eritrea for sub-Saharan Africa, 
in the United States for North America, and in Egypt for the Mediterranean Basin. In 
recent years, the number of modern heritage sites (19th- and 20th-century) inscribed 
on the List of Heritage Sites has almost doubled, from eleven in 2001 to twenty-one 
in 2005. In approaching the definition of World Heritage, the analysis of "universal 
value" holds a role of primordial importance. This concept and its philosophical-cul­
tural foundations were examined rigorously during the course of the Seventh 
Conference, applied to a remarkable body of international material history. In the 
midst of a conference on "reception," enlivened by a social science perspective, 
questions on the technical value of built works could have been treated in a lax man­
ner. Such was not the case, as well demonstrated in the round-table discussion spe­
cifically devoted to technical aspects of modern buildings. An impressive number of 
architects and historians came to collaborate in this scientific undertaking, highlight­
ing buildings from twenty-four countries around the world, making this the first 
representation of four continents within an international DOCOMOMO conference. 

As such this conference served as a trial to propose unifying methodologies now 
required to ground analyses on the value and signification of buildings. By the 1970s, 
militants of modern heritage had already raised questions on these issues. Their for­
mulation has now reached a new phase, one dedicated to ushering modern heritage 
into a scientific realm, without ceasing the necessary mobilization to defend buil­
dings under threat. The place of heritage in our society has greatly evolved during 
the last few years. In all countries around the world, the fact that heritage issues find 
an echo in the perception of identities appears as new datum in our global commu­
nity. In this context, new research approaches must be assumed. 

The major challenge in appraising the value of modern heritage consists in rein­
terpreting the history of twentieth-century heritage in a critical manner. From the 
moment the "heroic" works on modernity were published, a series of categorical nar­
ratives accompanied the unprecedented diffusion of new modern architecture after 
the 1920s, including the social proposition of modernity, modernity as tabula rasa, 
the architect envisaged as demiurge of a new society, confidence in rational organi­
sational methods, modernity as an international project, to name just a few. Critical 
reappraisal remains to be done in order to set in context the interpretation of major 
built works within the long history of world architecture. It is to this highly important 
issue that the Seventh Conference devoted its work. 

Preface 
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Introduction 

Une histoire culturelle de la modernite architecturale 

Jean-Yves ANDRIEUX 

Historien, professeur a l'universite de Rennes 2, DOCOMOMO France. 

Dans l'imaginaire ideal, la figure de la modernite architecturale emerge, 
irresistible, sur la ligne d'un horizon lisse, reduit a une simple ligne noire 
barrant la limite entre le reel et la theorie. Tantot la modernite est lestee 
d'un passe qu'elle re<;:oit pour mission de transcender, apres lui avoir donne 
sens. Tantot elle ignore le passe, tout le passe, qu'elle a pour objet de rem­
placer, en allant de !'avant. Mysterieuse et superbe, genereuse et optimis· 
te, la figure de la modernite invente le xxe siecle aussi bien qu'elle est 
inventee par lui. Un halo d'incertitude bienvenu enveloppe sa naissance, 
happe ses inventeurs et stimule ses herauts; ce brouillard originel ne cesse 
ensuite de s'etendre jusqu'a masquer son identite, a brouiller son message, 
a emmeler sa chronologie et, finalement , a dissimuler ses ceuvres, que 
celles-ci soient erigees en symboles eponymes ou dotees d'une lignee legen­
daire. 

La construction de la modernite architecturale au passe: 
le mythe 

En architecture comme ailleurs, nombreux sont les protagonistes, inten­
tionnels ou non, qui contribuent a cette subtile construction. C'est, par 
exemple, l'historien de l'art Emil Kaufmann1 expliquant, en 1933, que la 
geometrie radicale imaginee par les architectes de la Revolution francaise, 
Etienne-Louis Boullee2 et Claude-Nicolas Ledoux3, se trouve com me transpo­
see dans les premieres ceuvres de Le Corbusier et Pierre Jeanneret, telle une 
epure fulgurante enjambant un siecle complet de dictature des styles histo­
riques afin de tracer la voie. Une revolution, en somme, se nourrissant d'une 
autre, sans intermediaire, sans transition veritable. Le cercle generateur, les 
surfaces nues et les angles aigus de la villa Savoye (1929-1930) , entre autres, 

1 - Emil Kaufmann ( 1891-
1953). Von Ledoux bis Le 
Corbus /er. Ursprung un 
Entwlcklung der outonomen 
Archltektur, Wien, Passer, 
1933, [trad. recente en fran· 
i;:ais, De Ledoux a Le 
Corbusier : origine et develop­
pement de l'orchitecture 
outonome, Paris, Ed. de La 
Villette, 2002]. 
2 - Etienne-Louis Boullee 
(1728-1799) . 
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Jean- Yves Andrieux 

3 - Claude-Nicolas Ledoux 
(1736-1806). Aujourd'hui ins­
crite sur la liste du patrimoine 
mondial de ['UNESCO, la saline 
royale, dont la construction a 
ete commencee en 1775, est 
situee a Arc-et-Senans 
(Doubs). 
4 - Reyner Banham (1922 -
1988), Guide to Modern 
Architecture, Princeton, Van 
Nostrand, 1962. 
5 - La majorite des cas qui 
illustrent cette introduction 
sont empruntes aux textes de 
ce colloque. Comme ii n'etait 
ni possible, ni souhaitable de 
citer ici les noms de tous les 
auteurs, le lecteur les trouve­
ra aisement dans la table des 
matieres. 
6 - Eugene Viollet - le-Duc 
(1814-1879) , Entretiens sur 
/'architecture [trad. en 
anglais, Discourses on 
Architecture] , Paris, Morel et 
Cie, 1863-1872. 
7 - Nikolaus Pevsner (1902-
1983), Pioneers of the Modern 
Movement, New York, Museum 
of Modern Art, 1936, [reedite 
en 1949 et ensuite, sous le 
titre de Pioneers of Modern 
Design, trad. en franc;ais, Les 
sources de I 'architecture 
moderne et du design]. 
8 - Sigfried Giedion (1888-
1968), Space , Time and 
Architecture [trad . en fran ­
c;ais, Espace, temps et archi­
tecture), s.l. , OVP, 1941 , 
(Charles Eliot Norton lectures 
for 1938-1939). 

recycleraient ainsi, avec une economie de moyens neo-puritaine, le palla­
dianisme spectaculaire des villas que Ledoux voulait installer, a la fin de 
l' Ancien Regime, dans les rudes futaies de la foret de Chaux (Franche­
Comte). II comptait y lager les fonctionnaires de la Saline royale autour de 
laquelle devait s'agglomerer une ville ideate, probablement une des pre­
mieres cites vertes de l'histoire, si jamais elle avait vu le jour. Ce schema 
de la filiation directe ne manque pas d'attrait, ni du reste de substance 
mais, par souci de perfection, ii verse dans le mythe. 

C'est egalement, raconte plus loin Fabienne Chevallier, le critique 
Reyner Banham4 saluant en 1962 la nouveaute technologique de la Maison du 
Peuple5 a Clichy (1937-1939), sans dire que le programme d'Eugene 
Beaudoin et Marcel Lods (assistes par Jean Prouve et Vladimir Bodiansky) ne 
fait que puiser a la source du socialisme europeen une idee vieille d'un 
demi-siecle environ, deja parfaitement illustree par Victor Horta, a 
Bruxelles, en 1896-1898. En outre, le batiment de Beaudoin et Lods adapte 
a la banlieue parisienne naissante un poncif du batiment public, a l'usage 
des petites communes rurales, la mairie ou justice de paix juchee sur un 
marche couvert, dont le prototype est abondamment commente - apres bien 
d'autres - dans le cours qu'Eugene Viollet-le-Ducb destinait, au Xtxe siecle, 
aux eleves de l'Ecole des Beaux-Arts de Paris. Hardie et remarquable certes, 
la Maison du Peuple de Clichy n'est neanmoins pas sortie de rien. Pour la 
comprendre, ii ne suffit pas de dire qu'elle conjugue les effets providentiels 
d'une commande progressiste et d'une realisation exceptionnelle. En bref, 
ii n'est plus admissible de continuer a presenter la modernite architectura­
le comme le produit d'une generation spontanee, issue des seuls merites du 
genie, dont l'historien aurait pour mission de reperer les plus magistrates 
expressions dans l'entre-deux-guerres, suivant l'exemple jadis trace par 
Nikolaus Pevsner7 en 1936 et Sigfried Giedion8 en 1941. Si I' on peut aisement 
excuser ces grands auteurs - et meme, en un sens, les remercier - d'avoir 
fait reuvre de thuriferaires, persuades de lendemains meilleurs pour un 
monde en train de s'ecrouler, du mains doit-on aujourd'hui revenir a !'usa­
ge rigoureux des sources, a l'approche croisee des sciences humaines et au 
respect du temps long pour ecrire l'histoire du Mouvement moderne. Les 
perspectives mecanistes de l'histoire-bataille et de l'histoire-evenement ont 
ete balayees depuis longtemps. Comme le montrent les textes reunis dans 
cet ouvrage, la renovation permanente des sciences historiques s'impose 
desormais a !'architecture: par l'administration de la preuve, le souci du 
plus grand nombre, l'attention portee aux medias, plus recemment par les 
etudes sur le genre et les etudes culturelles - pour se limiter a quelques 
exemples - elle a largement ouvert les champs et fonde les methodes. 

La construction de la modernite architecturale au 
present : la distance 

Hubert-Jan Henket ne dit pas autre chose, lorsqu'il reconnait que le 
Mouvement moderne est entre dans le passe. Peut-on toujours neanmoins 
s'inspirer de ses valeurs aujourd'hui, se demande-t-il aussitot. Oui, repond­
il sans hesiter, pour peu qu'on s'astreigne a le faire au nom de la raison et 
du progres, au nom d'une culture critique, seule garantie contre les derives 
du populisme et contre les pieges du spectaculaire9• Elargissant le propos 
des 1967, Guy Debord10 mettait justement en garde, dans La societe du spec­
tacle, contre les apparences, le vide redoutable du monde virtue!, sorte 
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d'equivalent du corps noir des physiciens dans lequel la matiere s'engouffre 
et la volonte se perd. II decrivait alors, avec une precision millimetrique, 
!'implacable enchainement dans lequel « l'architecture nouvelle » - celle 
qui etait destinee aux pauvres - n'etait, a ses yeux, qu'un rouage au servi­
ce d'une « pseudo-collectivite » d'individus « isoles ensemble » dans un veri ­
table « territoire de !'abstraction », ou chacun est abreuve d' images obse­
dantes, pleinement efficaces en raison de cet isolement meme. Un cauche­
mar rappelant l'univers kafka'ien de George Orwell11, mais dont les intuitions 
fulgurantes et les analyses fines ont fait date. 

Si l'on suit Guy Debord, le spectacle batit la societe non comme un 
ensemble d'images, mais comme un rapport entre les personnes. ll est, dit­
il, « une vison du monde qui s'est objectivee ». Une seule image suffit pour 
comprendre cette idee, celle du pavilion de Ludwig Mies van der Rohe a ['ex­
position de Barcelone, en 1929. lnitialement representation sublime de la 
Republique de Weimar, aujourd ' hui devenu reve de consommation indivi­
duelle surexploite par les publicitaires, cet edifice remarquable vehicule, 
quatre-vingts ans apres sa naissance, l'image frappante d'un monde ou l'ir­
realisme emane de la societe reelle et ou, comme ecrit Guy Debord, « le vrai 
est un moment du faux » . Personne ne croit done plus, ajoute en echo 
Hubert-Jan Henket, que ['architecture moderne ait la capacite de resoudre 
les problemes sociaux (ce qui, pourtant, fut son premier credo, le second et 
le troisieme, tout autant inaboutis, etant la volonte de batir pour le peuple 
et pour la paix) . Tres courantes sont en effet, de nos jours, les accusations 
qui lui imputent les echecs de ['habitat de masse et les erreurs de politiques 
urbaines qui , toutefois, tres manifestement l'excedent. A !'inverse des plai­
doyers pro domo d'autrefois et de fac;:on aussi inequitable, le Mouvement 
moderne attire desormais !'imprecation. Si, contre vents et marees, certains 
concepteurs continuent quand meme de s'en inspirer, il est desormais a !'ar­
chitecture ce que le communisme est aux democraties occidentales: un 
repoussoir, un exorcisme, une image figee et pratique de l'erreur totale. 
L'auto-analyse et les enquetes historiques n'ont pas encore tranche cette 
interrogation cruciale sur les relations entre art et politique, telle qu'elle 
est formulee ci-dessous par Danielle Voldman: le Mouvement moderne fut­
il, en substance, revolutionnaire, democratique, autoritaire, stalinien ou un 
compose des quatre? 

La diffusion mediatique de la modernite architecturale 

En tout cas, ce renversement de perspective contredit absolument la vul­
gate selon laquelle le meme type d'architecture monotone se repand par­
tout ou apparait !'industrialisation, comme une image du genre d'existence 
sociale qui s'installe alors dans les pays developpes. Navrant lieu commun ! 
Autrement dit, l'urbanisme moderne est le produit du pouvoir materiel issu 
de la societe marchande et non pas !'inverse. On tient probablement la l'une 
des des permettant de comprendre un autre rapport ambigu, celui qui s'est 
instaure entre modernite et colonialisme. La diffusion des images de !'ar­
chitecture progressiste occidentale dans les pays conquis par les grands 
empires coloniaux s'est faite sur ce tempo de l'homogeneisation, de !'unifi­
cation d'un espace libre de la marchandise ou la distance geographique est 
abolie. L'architecture moderne - ne l'oublions pas au moment ou !'Occident 
entame une revision salutaire de son cruel passe colonial - a ete partie pre­
nante de cette mondialisation-la. C'est par exemple dans la Libye des 

9 - Hubert-Jan Henket, Hilde 
Heinen ed., Back from Utopia, 
the Challenge of the Modern 
Movement, Rotterdam, 001 
Publishers, 2002. 
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annees 1930, alors administree par l'ltalie mussolinienne, que fut invente un 
modele d'architecture moderne mediterraneenne, a mi-chemin entre la 
reinterpretation de la tradition locale et la doxa empruntee au mouvement 
rationaliste. 

Parallelement, si, sur les cliches en noir et blanc abondamment propages 
dans ['empire britannique, ['abstraction, les couleurs et les lignes claires de 
!'architecture moderne ont les qualites indiscutables et universelles de 
l'utopie heureuse, il n'en reste pas moins qu'elles sont mises en spectacle, 
aboutissant au mythe exclusif - a connotation vaguement raciale - de la 
« modernite blanche » ou « modernite pure » - laquelle n'a, evidemment, 
en tant que telle, jamais existe. Les moyens de l'image deviennent en meme 
temps, ici, son but. La sanctification des batiments finlandais par la photo­
graphie procede d'une demarche similaire: leur perfection formelle rend 
plausible le suppose accord natif entre !'architecture de ce pays et la natu­
re, comme un reve devenu tout simplement necessaire. II en va probable­
ment de meme lorsque, dans les annees 1990, sont abolis les amenagements 
debrides ajoutes au formalisme raide de Le Corbusier par les habitants des 
« quartiers modernes,, Fruges, batis a Pessac (Gironde), entre 1923 et 1926. 
Le retour complet a la beaute d'origine sacralise l'reuvre comme un fait 
artistique total, surprotege et hypermediatise, cette fois par des cliches en 
couleur sur papier glace pour magazines de luxe. Peu familiere au gout des 
classes populaires - sa cible pourtant privilegiee - l'architecture moderne ne 
se sauve, dans ce cas, que par la monumentalisation qui est, ni plus ni 
moins, une forme de communication unilaterale. 

La modernite, une approche sensible de la geographie 
humaine 

Le permis doit-il s'opposer des lors au possible? L'architecture moderne 
doit-elle, pour se survivre, devenir une nouvelle tradition, un enieme avatar 
des styles, une super-abstraction, un conservatoire intangible? La question 
n'est pas simple. Les nombreux exemples observes en Hollande, contree 
pourtant reine de la modernite hero'ique, demontrent la complexite des 
choix qui s'attachent tantot a ressusciter la« Belle au bois dormant» (mai­
son Shrader-Shrader, Gerrit Rietveld arch., 1925), tantot a adapter la poesie 
en prose (quartier De Kiefhoek a Rotterdam, Jacobus Johannes Pieter Oud 
arch., 1925-1929). Le cas de la maison Seidler, a Sydney (1948-1950), resul­
tant de !'application de la charte de Burra (1999), suggere la voie - plus sou­
haitable en definitive - de l'histoire vecue, avec ses evenements, ses impon­
derables et ses recurrences a travers lesquels les hommes et les commu­
nautes s'approprient leur cadre d'existence. C'est alors a proclamer le pri­
mat de la valeur d'usage sur la valeur d'echange que revient ['effort demise 
aux normes actuelles des batiments anciens. II s'agit d'y refuser le piege 
d'une mise en scene ou le monde est nie comme realite et ou le reel devient 
une image, enfermee dans de tristes batiments musees, auxquels le grand 
public n'adhere pas. Revenons au contraire aux valeurs simples des condi­
tions de vie, celles-la meme qu'Eric Mendelsohn ou bien Bruno Taut vou­
laient, a leur epoque, egayer a l'aide de couleurs vives tandis qu'Hans 
Scharoun leur preferait le blanc eclatant qui connote l'hygiene et la 
« reforme ,, des mreurs, ab1mees par les environnements degradants. 

Du meme coup, on retablit le lien de la modernite avec le passe, on sepa­
re !'avant-garde du tout venant, on equilibre le poids des theories, on eclai-
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re le sens de la technologie - cet ensemble de relations concretes et d'avan­
cees theoriques, en fait gouvernees par l'industrialisation et la serie. On sai­
sit en outre que la modernite du second xxe siecle a ete plus accomplie, 
mains dependante de l'experimentation et qu'elle a effectue un saut quali­
tatif enorme, un saut jusqu'a atteindre la maturite. Car, voyez par exemple 
le pan de verre theorise par Le Corbusier pour l'immeuble du Centrosoyouz 
a Moscou (1928) ou pour celui de L'Armee du Salut a Paris (1929). Voyez aussi 
celui mis en reuvre dans le palais bati par ses epigones pour l'UNESCO 
(Marcel Breuer, Pier Luigi Nervi et Bernard Zehrfuss arch., 1953-1958). 
L'objectif est mains, me semble-t-il, de reproduire servilement, en les 
« modernisant » , une experimentation un jour aventureuse, que de redon­
ner vie aujourd'hui, sans les denaturer, a des complexes batis et de les ele­
ver aux standards exigeants du contort actuel. Le Mouvement moderne n'a 
jamais eu pour ambition de se contempler lui-meme dans un environnement 
factice, un theatre d'illusions qu'il aurait cree de toutes pieces. Ce serait 
faire injure a ses grands noms que de developper une telle strategie de la 
depossession, contre laquelle taus ant lutte avec la plus grande vigueur, au 
prix, parfois, de leur carriere. Au fond, comme le rappelle opportunement 
Anja Nevanlinna, a propos de la bibliotheque de Viipuri (ville finlandaise 
pendant l'entre-deux-guerres, sovietique ensuite) erigee par Alvar Aalto 
entre 1927 et 1935, puis devenue un symbole du Mouvement moderne, la 
preservation consiste a garder ce dont nous voulons nous souvenir pour le 
futur. La seule question pertinente est par consequent de savoir quelles 
valeurs on choisit de perpetuer en rehabilitant, au nom de quelle histoire et 
au profit de quels groupes culturels. Tout le reste est litterature. 

La modernite, un espace du temps vecu 

Par la violence de leur contraste, ces allers et retours du sentiment domi­
nant traduisent assez, me semble-t-il, la legitimite des etudes sur la recep­
tion des reuvres. Celle-ci est la seule a montrer combien l'architecture se 
distingue des autres productions culturelles. Car l'architecture n'entre pas 
directement, comme elles, dans un systeme de circulation. Elle n'y accede 
que par le truchement d'intermediaires, de medias. Elle est le cadre meme 
de l'histoire, adapte l'espace au temps vecu et, en consequence, modele le 
territoire. D'ou la gamme etendue des jugements portes sur le Mouvement 
moderne et le fait que ces jugements soient alteres au fil du temps par des 
interpretations qui modifient l'identite meme des objets. Ceux-ci sont en 
effet transformes par la fai;:on dont nous les nommons (!'expression de 
« Mouvement moderne » semble, d'ailleurs, n'appara1tre qu'assez tardive­
ment), par leur compagnonnage avec les ideologies (le socialisme radical ou 
reformiste, essentiellement), par les rencontres qui ont forme !'esprit de 
leurs createurs. ll y a potentiellement conflit, en Europe, des l'origine, 
entre les architectes modernes qui sont fascines par le continent americain, 
ceux qui ne jurent que par l'orthodoxie marxiste et ceux qui se tournent vers 
les modeles vernaculaires. Les uns reagissent, de surcro1t, sur les autres. 
Chacun d'eux n'est pas anime en general par une reference unique, mais 
porte en lui-meme la somme des contradictions qu'il tente de surmonter en 
elaborant une forme de synthese personnelle - ce processus de creation 
propre au milieu de !'architecture et que !es hommes de !'art designent du 
nom de « projet » . 
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Ainsi, lorsqu'avant et apres la Seconde Guerre mondiale, les architectes 
modernes italiens s'emparent des cinq points conventionnels de la theorie 
formalisee par Le Corbusier (pilotis, plan libre, fa<;ade libre, fenetre hori­
zontale en bandeau, toit-terrasse) , ils se singularisent selon qu'ils exercent 
au nord ou au sud de la peninsule et adoptent le credo avec souplesse en ne 
le traitant pas comme un tout non negociable, mais comme autant d'ele­
ments qu'ils utilisent separement, suivant la periode (fasciste ou democra­
tique) et le signal que chacun entend donner. La geographie est sans doute, 
a cet egard, un des points cruciaux de la reception, car elle permet de suivre 
le deplacement des references d'un territoire a l'autre et d'eclairer du 
meme coup !'influence concrete des modeles. Pour des raisons diverses, 
l'eloignement ne freine nullement leur circulation rapide: par tropisme 
local dans un cas, par l'accueil des architectes d'Europe centrale fuyant le 
nazisme dans l'autre, I' Australie et la Nouvelle-Zelande s'ouvrent large­
ment, des les annees 1930, aux idees de la modernite. A la meme epoque, 
la faire du Levant, a Tel Aviv (1934), propose une remarquable vitrine des 
avant-gardes qui s'affirme comme une spectaculaire anticipation de la nais­
sance d'lsrael. Plus tard, la celebre exposition Brazil builds (1943) non seu­
lement divulgue, a l'exterieur, les realisations nationales (la reconstruction 
de Royan , dans le sud-ouest de la France, lui doit en particulier beaucoup), 
mais aussi diffuse, a l'interieur (c'est-a-dire globalement en Amerique lati­
ne), les idees de Le Corbusier. Enfin, lorsqu'ils sont decouverts en Europe, 
les silos a grain americains, simples objets fonctionnels, frappent par leur 
gigantisme certes, mais sont surtout eriges, en raison de leur triple qualite 
(perfection, beaute, efficacite) , en prototypes de la « grande architecture » 

a venir, afin de faire piece - une fois pour toutes, on l'esperait - aux for­
mules de l'academisme. C'est pourquoi, ii ne faudrait pas cantonner ces 
echanges complexes et fructueux a une somme de modernites regionales. Ce 
serait un defaut de perspective. II s'agit encore la, au contraire, d'un pro­
cessus subtil d'internationalisation, produit d'un monde bouleverse par les 
deux conflits mondiaux. 

La modernite, un chantier pour l'histoire culturelle 

Bref, la reception des reuvres s'ecrit au fur et a mesure ou ces dernieres 
apparaissent, si ce n'est avant, et leur essence se modifie au fil de leur his­
toire. C'est la une idee quasi spinozienne puisque, pour Spinoza, Dieu est 
nature et que, comme elle, ii se transforme. Les exemples de ces processus 
de mutation multiples et superposes abondent dans des scenarios qui ten­
dent a accrediter le temps comme fiction et, surtout, comme recit (d'apres 
le philosophe Paul Ricoeur) ou bien comme « regime d'historicite » (d'apres 
l ' historien Fran<;ois Hartog). Tantot !'architecture moderne conte, dans un 
cadre topographique donne, un recit de vie: c'est le cas du centre de 
Villeurbanne, insertion heureuse du gratte-ciel en France dans l'entre-deux­
guerres, sous !'influence de personnalites eclairees (on pourrait en dire 
autant de Lyon, a l'epoque du maire radical-socialiste Edouard Herriot et de 
l 'architecte inventif que fut Tony Garnier, dans les annees 1910 a 1930). 
Tantot elle scande les grandes cesures politiques: a Budapest, on ne sauve­
ra les immeubles residentiels « bourgeois » d'avant la glaciation sovietique 
qu'apres la chute du mur de Berlin. Du coup, ils deviendront des icones adu­
lees et, pour un temps au mains, des placements surs, alors que les Tower 
Blocks britanniques ou la Cite Modele du Heysel a Bruxelles (1958) souffri-
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ront toujours de leur trop forte reputation canonique, images d'une utopie 
sociale reputee faillible et mal adaptee a la marche des pays occidentaux 
qui continue d'etre, somme toute, au xxe siecle, une marche vers le progres 
plutot que vers le bonheur. 

Rares, en tout cas, sont les batiments modernes qui auront concentre, 
dans le meme temps, les vertus du symbole et du paradigme, l'appreciation 
positive des elites avides de references et celle des usagers soucieux de 
confort quotidien. Pour un lycee Camille-See (1934, Fran~ois Le Cceur arch.) 
a Paris, encense, combien d'Habitats 67 (Moshe Safdie arch., Montreal), lon­
guement vilipendes et macules de boue au-dela du raisonnable? Tres rares 
en effet sont les grands ensembles urbains unanimement salues, beaucoup 
d'entre eux ayant par trop sacrifie, au depart, a ce que Lewis Mumford12 

denonce, dans La Cite a travers l'histoire, comme un mouvement d'isole­
ment de la population dont Brazilia, en depit de ses nombreux merites, 
donne un clair exemple avec ses rues a un seul cote et la fracture artificiel­
le de ses Hots en zones residentielles et commerciales qu'il a bien fallu, un 
jour, se resoudre a raccommoder. « La temporalisation de l'homme, conclut 
Guy Debord, telle qu'elle s'effectue par la mediatisation d'une societe, est 
egale a une humanisation du temps. Le mouvement inconscient du temps se 
manifeste et devient vrai dans la conscience historique ». 

Gardons-nous, pour interpreter le Mouvement moderne, des mirages du 
temps immobile (le sacre des images), cyclique (la reiteration des images) 
ou spectaculaire (la consommation des images). Le temps de la modernite 
est tout bonnement historique. ll convoque des politiques et des institu­
tions, des mediations et des acteurs, des pratiques et des sociabilites, des 
signes et des symboles. Bref, il releve de l'histoire classique des cultures. 
Et, a ce titre, il appelle ['analyse des temporalites variables, des ruptures, 
des incertitudes, des accidents, des projets fondateurs, des discussions ideo­
logiques, des realisations messianiques ou matricielles, sans lesquels l'eve­
nement ne fait pas sens. On se demandera avec profit, dans un sens dialec­
tique, comment le Mouvement moderne represente et se represente le 
monde qui l'entoure. « Un monde » , ecrit l'historien Jean-Fran~ois Sirinelli 13 

en guise de programme, « figure ou sublime - par les arts plastiques ou la 
litterature -, mais aussi un monde codifie - les valeurs, la place du travail et 
des loisirs, la relation a autrui -, contourne - le divertissement -, pense - par 
les grandes constructions intellectuelles -, explique - par la science -, par­
tiellement ma1trise - par les techniques-, dote d'un sens - par les croyances 
et les systemes [ ... ], voire les mythes-, un monde legue, enfin, par les trans­
missions dues au milieu, a l'education, a l'instruction » . A !'image des 
contributions reunies dans ce livre, une telle investigation est vaste, sa geo­
metrie variable, mais ses rivages sont desormais surs et balises. 

Epilogue 
Du temps de la modernite, Dani Karavan, admirateur fervent de la « ville 

blanche », Tel Aviv, a donne une image a la fois perspicace et bouleversan­
te dans le memorial construit en l'honneur de Walter Benjamin a Port-Bou 
en Espagne (1992-1994): « J'ai pense », explique-t-il a cette occasion et en 
conclusion de ce colloque, « que la nature, dans ce site sauvage, racontait 
a elle seule l 'histoire de cet homme. II fallait seulement que j'amene les 
gens a regarder son histoire a travers le tourbillon de la mer. J'ai cree une 
sorte de tunnel par lequel le visiteur est amene a la mer. Une plaque de 

10 - Guy Debord (1931-1994), 
La societe du spectacle [trad. 
en anglais, The society of the 
spectacle], Paris, Buchet­
C hastel , 1967 , [reed. , 
Gallimard, 1996, Folio ; 2788). 
11 - George Orwell (1903· 
1950), Nineteen eighty-four, a 
novel [trad . en fran~ais, 
1984], London, Secker and 
Warburg, 1949. 
12 - Lewis Mumford (1895· 
1990), The City in history 
[trad. en fran~ais, La cite a 
travers l 'histoire] , New York, 
Harcourt, Brace and World, 
1961. 
13 - Jean·Fran~ois Sirinelli, 
Histoire des droites en France, 
Paris, Gallimard, 1992, vol 2, 
Cultures, p. Ill, [repris par 
Jean-Pierre Rioux en introduc· 
tion de Pour une histoire cul· 
turelle , Paris, Le Seuil, 1997, 
p. 16). 
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1 - Emil Kaufmann (1891-
1953) , Von Ledoux b i s Le 
Corbus i er. Ursprung un 
Entwicklung der autonomen 
Architektur, Wien, Passer, 
1933, [recent translation in 
French , De Ledoux 6 Le 
Corbusier : origine et develop­
pem en t de /'archit ecture 
autonome , Paris, Ed. de La 
Villette, 2002). 
2 - Etienne -Louis Boullee 
(1728-1799). 
3 - Claude-Nicolas Ledoux 
(1736-1806). Today listed as a 
World Heritage and located in 
the village of Arc-et-Senans 
(Daubs), the royal saltworks 
were built from 1775. 
4 - Reyner Banham (1922-
1988), Guide to Modern 
Architecture, Princeton, Van 
Nostrand, 1962. 

verre, parapet protecteur, s'interpose entre l'eau et le visiteur. J'y ai inscrit 
la phrase de Benjamin: "L'histoire n'est pas faite par les heros mais par des 
personnes qui res tent anonymes" ,, . Le Mouvement moderne s' est passion­
ne, precisement, pour les anonymes, les sans-grades, mais sans delaisser la 
clientele en apparence plus traditionnelle - ou bourgeoise - qui, par la har­
diesse de son esprit, la tolerance de ses idees et l'etendue de ses moyens, 
lui a offert l' opportunite de creer ses plus belles icones. C' est son honneur. 
C'est aussi la richesse indefinie du materiau qu'il offre a l'histoire. 

Introduction 

A Cultural History of Modernity in Architecture 

Jean-Yves ANDRIEUX 

Historian , Professor, Universite de Rennes 2 , DOCOMOMO France. 

As seen through an ideal imagery, the figure of modernity in architecture irresis­
tibly emerges from the dark line of an indistinct horizon, between reality and theo­
ry. Is this too simple a metaphor? Sometimes, modernity is linked to a past which it 
has been assigned to surpass, once it has defined its meaning. Sometimes, moderni­
ty is unaware of the past, of all the past that it is in charge of replacing, by moving 
forward. Uncertain and superb, generous and optimistic, the figure of modernity 
invents the XXth century equally as well as this century invents modernity. Its birth is 
shrouded in mystery. Such as its inventors. Stimulating its defenders, this original 
mist does then not stop growing, until it obscures its identity, mixes up its message, 
clouds its chronology and, finally, hides its works, whether these works are conside­
red as specific symbols or as leaders of legendary lineages. 

How Modernity in architecture was built up in the past: the 
myth 

In the field of architecture as well as in others, there are many protagonists who 
contribute towards this subtle construction, acting with or without intention. It is, 
for instance, in 1933, the art historian , Emil Kaufmann1, who explains that the radi­
cal geometry, invented by the French Revolution architects, Etienne-Louis Boullee2 

and Claude-Nicolas Ledoux3, is transposed to the first works of Le Corbusier and 
Pierre Jeanneret as it would be to flashes of lightning, opening the way after a full 
century of dictatorial styles and drastically disrupting the course of centuries, 
without any medium nor any transition. Thus, with the very restricted means of a 
neo-puritanism, the generating circle, the bare surfaces and the acute angles of the 
villa Savoye (1929-1930) would, among other buildings, redesign the dramatic palla­
dianism of the villas that Ledoux planned to situate in the midst of the harsh forest 
of Chaux (in the Franche-Comte province). There, right at the end of the Ancien 
Regime, the employees of the royal saltworks would have lived as the fortunate occu­
pants of an ideal town. Probably one of the first "green" cities in history, if it had 
ever been built . Based on a direct association of distant highlights of architecture, 
this story is really attractive and solid, but it is also too perfect to be true, That is 
the way authors help myths to spring up. 

In 1962, the art critic Reyner Banham4 also employed the same hypothesis - as 
Fabienne Chevallier explains further in this book - when he pointed out the techno-
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logical novelty of the Maison du Peup/e5, in Clichy (1937-1939). He omitted to say 
that the realisation set up by the architects, Eugene Beaudouin and Marcel Lads 
(assisted by Jean Prouve and Vladimir Bodiansky), derived from a socialist program­
me invented in Europe half a century before and yet brought to fame by Victor Horta 
in 1896-1898, in Brussels. Moreover, the Maison du Peuple adapts to Paris suburbs a 
classical model of public building - the city hall or law courts perched on a covered 
market - that was meant to equip small country towns. Ample illustrations of this 
model can be found, for instance, in the lectures that Eugene Viollet-le-Duc6 wrote, 
in the 1860s, for the benefit of the Ecole des Beaux-Arts students, in Paris. There is 
no doubt that the Maison du Peuple is a bold and remarkable edifice, but it has good 
credentials. One would not understand its whole significance, if it was said that it 
resulted from a progressive intention providentially combined with an exceptional 
achievment. In one word, modernity in architecture is neither born of a spontaneous 
generation, nor of a deserving genius whose more brilliant expressions the historians 
should pinpoint, focusing on the time between the two World Wars, as Nikolaus 
Pevsner7 and Sigfried Giedion8 did previously, the former in 1936, the latter in 1941 . 
If one could easily forgive these great authors - and even, in a certain sense, thank 
them - for having been so positive, as they were desperate for reaching a better fate 
after the destruction of Europe, at least should we come back nowadays to a more 
strict use of sources. Writing the history of the Modern Movement should both incor­
porate various scientific approaches and also observe the long term effects. History 
cannot be reduced any more to a mechanical list of battles or events. As the texts 
collected in this book point out, the permanent and beneficial renewal of historical 
knowledge applies now to architecture. Producing the proof, observing mass culture, 
studying mass media, introducing, more recently, the cultural studies and developing 
the interest to gender, historical research has broadly opened the investigations and 
founded the methods. 

How Modernity in architecture is built up at present: 
the distance 

Hubert-Jan Henket goes in the same direction when he acknowledges that the 
Modern Movement belongs to the past. He nevertheless wonders straight away if its 
values are still valid today. Yes, he does not hesitate to answer, as far as he compels 
himself to use them on behalf of reason and progress, on behalf too of a critical mind 
which helps repel the drift of populism and the pitfalls of spectacular figures9• 

Widening the debate as early as in 1967, Guy Debord10 precisely warned, in The socie­
ty of the spectacle, against the apearances of the virtual world. A sort of equivalent 
to the physicists black hole in which matter rushes and gets lost, the virtual world 
gives place, according to Guy Debord, to a fearsome vacuum. This writer then clear­
ly described how the "new architecture" was merely a cog in the wheel of a "pseu­
do-collectivity," in spite of the fact that it was designed with poor people in mind. 
"Isolated together" in the middle of a true "abstract landscape," these people would 
be swamped with haunting images, which would be very effective because they 
would feel so lonely. A kafka"ian nightmare which reminds one of the George Orwell11 

universe, but which became famous at the same time on the grounds of its dazzling 
intuition and shrewd analysis. 

Still following Guy Debord, the spectacle builds up the society like a relationship 
between people rather than as a set of images. He states that it is "a vision of the 
world which has been 'objectivised. "' A simple example will illustrate the idea. The 
pavilion of Spain, erected by the architect Ludwig Mies van der Rohe at Barcelona 
Exhibition in 1929, initially embodied with grace the hopes of the Weimar Republic . 
It is nowadays overused by advertising executives who depict it as a dream for basic 
consumers. Eighty years after it has been created, this remarkable edifice represents 
a world where unreality emerges from real society and where, Guy Debord writes, 
"the truth is a moment of the lie." Therefore, nobody believes anymore, as Hubert­
Jan Henket echoes, that modern architecture would be capable of resolving social 
issues, although these were its first consideration (the purpose of building for the 

5 - Most of the cases illustra­
ting this introduction are bor­
rowed from the conference 
papers. As it was not possible, 
nor necessary, to quote each 
author's name, the reader will 
easily f ind references the 
table of contents. 
6 - Eugene Viollet-le-Duc 
(1814-1879), Entretiens sur 
/'architecture [trad. en 
anglais, Discourses on 
Architecture], Paris, Morel et 
Cie, 1863-1872. 
7 - Nikolaus Pevsner (1902-
1983), Pioneers of the Modern 
Movement, New York, Museum 
of Modern Art, 1936, [reedite 
en 1949 et ensuite, sous le 
titre de Pioneers of Modern 
Design, trad. en fran<;ais , Les 
sources de I 'architecture 
moderne et du design]. 
8 - Sigfried Giedion (1888· 
1968), Space, Time and 
Architecture [trad. en fran­
<;ais, Espoce, temps et orch i· 
tecture], s. l., OVP, 1941 , 
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9 - Hubert-Jan Henket, Hilde 
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benefit of the common people and the hope of instilling peace were the two others, 
none of the three having been wholly achieved). On the contrary, modern architec­
ture is now being regularly accused of failure in mass housing and town planning, 
even though these two fields are far beyond its means. After passionate advocates 
pleaded its cause, the Modern Movement is unfairly criticised. If few architects 
continue, despite all the obstacles, to be inspired by it, it relates to architecture as 
communism does towards Occidental democracies: as an exorcism and an image of 
total error. It then turns to be repulsive. Self-analysis and historical inquiries did not 
settle the crucial question of the connection between art and politics, such as 
Danielle Voldman pointed it out: was, in substance, the Modern Movement revolutio­
nary, democratic, authoritarian, stalinian or a combination of those four elements? 

The diffusion of modernity in architecture through mass media 

In any case, when blame replaces praise, everything is upside down. This inver­
sion of values absolutely refutes the cliche which asserts that the same type of stan­
dardised architecture spread out wherever industry appeared and offered a suitable 
ground for a new kind of social existence that had to be implemented in the develo­
ped countries. Upsetting common thought! In other words, modern urbanism is a 
result of the commercial market and does not produce the framework in which the 
latter flourishes. This point probably contributes to shed light on another ambiguous 
relationship which expanded between modernity and colonialism. When the images 
of progressive Occidental architecture were diffused among the countries conques­
ted by the grand colonial empires, they tended to unify the free space in which goods 
moved as well as to abolish any geographical distance. Indeed, architecture took part 
in that world-wide process. We must not forget the fact, while the former great 
Western powers try to reappraise the cruelty of their colonial past. It is for example 
in Libya, then governed by Mussolinian Italy, that, during the decade of the 1930s, a 
model of modern mediterranean architecture was invented, which led to reinstate 
the local tradition and, at the same time, to import the dogmas of the rationalist 
movement. 

In the same way, when black and white pictures were diffused all round the 
British empire, the abstraction, the colours and the clear shapes of modern archi­
tecture were spread out as the dominant features of happy utopia, but were also 
diplayed as the elements of a show which resulted in the exclusive myth of "white 
modernity" or "pure modernity." Everyone recognizes now the racial connotation of 
those two types of architectural modernity which of course never existed as such. Up 
to there, the means of image meet, at the same time, the purpose of image. The 
Finnish modern buildings were hallowed by photographers, in a similar way. On stu­
dying the photographs, their formal perfection gives prominence to the hypothetic 
harmony reached in this country between nature and architecture, as a dream sim­
ply turned into necessity. When the odd developments added to the Fruges Quartiers 
modernes by their occupants, were knocked down in the 1990s, the somewhat abrupt 
formalism of Le Corbusier was fully restored, in another comparable way. Back to its 
original beauty, this small modern housing estate, built in Pessac (Gironde) in 1923-
1926, was treated as an important piece of art, immediately overprotected and ove­
radvertised, through luxurious colour pictures this time published by glossy maga­
zines. In this last case, although poorly rated by the working classes whose needs it 
was meant to meet, modern architecture is rescued as a monument. Converting hou­
sing into a monument takes the form of a unilateral statement, the voice of the 
powers that be. 

How modernity helps build a sensible approach to human 
geography 

Consequently, must what is permitted be opposed to what is possible? In order to 
survive, must modern architecture become a new tradition, an umpteenth metamor­
phosis of style, a super-abstraction, an outmoded academy? The question is not as 
simple as that. A pioneering country such as the Netherlands shows a wide selection 
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of choices in restoration. Sometimes, the "Sleeping Beauty" is brought back to life 
(Shrader-Shrader house, Gerrit Rietveld arch., 1925), sometimes poetry is converted 
into prose (De Kiefhoek district in Rotterdam, Jacobus Johannes Pieter Oud arch. , 
1925-1929). Referring to the Burra Charter (1999), the Seidler house case, in Sydney 
(1948-1950), suggests another way of acting. More hopefully, it is based on factual 
history and illustrates the events, the imponderables and the recurrences, on behalf 
of which men and communities invent the sites that relate to their everyday sur­
roundings. Adapting old buildings to the present standards, one should affirm the pri­
macy of value against trade and refuse to produce a background where the world is 
denied as real and displayed as virtual, in dreary houses converted into museums 
which repulse the general public. On the contrary, let us go back to the true merit of 
life, as did Eric Mendelsohn and Bruno Taut, when they brightened up the dwelling 
houses with vivid colours, or Hans Scharoun who prefered a dazzling white because 
he associated this colour with the criteria of hygiene and with the "reform" of cus­
toms, once spoiled by damaging environments. 

At the same time, one restores the link between modernity and past, separates 
the avant-garde from ordinary productions, counterbalances the weight of theories, 
clarifies the meaning of technology - provided technical invention is considered as a 
sum of concrete relationships and theoretical evolutions, in fact led by industrialisa­
tion and mass production. One understands too that, in the second half of the XXth 

century, because it did not depend as much on experiences, modernity was more 
accomplished and that it then brillantly leapt into the world of maturity. Look for ins­
tance at the glass walls designed by Le Corbusier which were erected in the 
Centrosoyouz building in Moscow (1928) and the Salvation Army head office in Paris 
(1929). Look also at the glass wall which equips the UNESCO headquarters in Paris 
(Marcel Breuer, Pier Luigi Nervi and Bernard Zehrfuss arch., 1953-1958). What does 
their restoration consist of? It would not aim to slavishly reproduce, even through a 
sort of "modernisation," a once risky experiment. It would rather bring these buil­
dings back to life, raising up the standards of their comfort while respecting the spi­
rit of their initial project. It was never intended for the Modern Movement to look at 
itself in the mirror of an artificial environment or to act in a theatre of illusions that 
it would have created piece by piece. It would be an insult to the greatest modern 
architects to deprive the buildings from their history and to develop such a strategy 
against which these creators fought their lifelong battle. Basically, as Anja 
Nevanlinna opportunely recalls, talking about the library in Viipuri (a Finnish town 
between the two World Wars and a Soviet possession afterwards), a major building 
erected by Alvar Aalto between 1927 and 1935, then promoted as a symbol of the 
whole Modern Movement, preservation consists of saving what we intend to remem­
ber in the future. Thus, the relevant question is only to know what kind of values we 
like to perpetuate through rehabilitation, in the name of which story and on behalf 
of which people we undertake to restore things. Anything else would be of trifling 
importance. 

Modernity as a haven for life 

To my mind, these violent contrasts and changing feelings fully legitimate the 
study of the effects of architecture. These studies show how much architecture is dif­
ferent from the other genres of culture. Unlike these, architecture is obviously not 
readily available. Although it is in some circumstance, it will generate awareness 
through the media. Architecture is the framework of history, which adapts environ­
ment to real life and, as a result, gives shape to the territory. That is why the judg­
ment passed on the Modern Movement is so contrasted . That is also why this judment 
is altered by time and produces various interpretations which end up modifying the 
identity itself of buildings. All these works are transformed by the way we name them 
(as a phrase, the "Modern Movement" seems to have appeared slightly late), by the 
ideologies (basically radical or reformist socialism) and by the ideas that have 
influenced their creators. From the very beginning, there is a potential conflict, in 
Europe, between the modern architects who are fascinated by the American conti· 
nent, those who watch the vernacular models and those who swear by marxist ortho-
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doxy. Moreover, some commonly react upon the others. None of them refers of cour­
se to a unique influence, but to multiple contradictions. Trying to overcome them, as 
their lifeline, they elaborate a sort of personal synthesis which is the proper process 
of creation in architecture and which the specialists refer to by the name of "pro­
ject." 

In this way, when the Italian modern architects took over, before and after the 
Second World War, the usual five points which gave Le Corbusier's theory its founda­
tion as well as its coherence (pilotis, free plan, free fai;:ade, long horizontal sliding 
window, roof garden), they made themselves conspicuous, depending on the place 
(North or South of the peninsula) or the period (fascist or democratic) in which they 
lived. They certainly took up Le Corbusier's creed, but they never treated it as a non 
negotiable whole. Without regard for what the master insisted on, they used separa­
te elements according to the sign that each of them decided to give. There is no 
doubt that geography is crucial when one tries to understand the effects of the phe­
nomenon of reception. Geography explains how references move from one place to 
another and how models are set up. For various reasons, the distance did not prevent 
them from circulating quickly. Thanks to local needs and also to the architects who 
left Central Europe when they fled the Nazi regime, Australia and New-Zealand recei­
ved the ideas of modernity with ease, as early as in the 1930s. At the same time, the 
1934 Levant Fair, in Tel Aviv, displayed spectacular samples of the most remarkable 
avant-garde realisations, anticipating the birth of Israel State. Later, the famous 
exhibition, Brazil Builds (1943), disclosed the national trend towards the architectu­
re of foreign countries and diffused Le Corbusier's ideas in Latin America. Eventually, 
when the American grain elevators and silos were discovered in Europe, these simple 
functional items not only caught the imagination because they were gigantic, but 
above all because they were raised, as a result of their triple character (perfection, 
beauty, efficiency), to the status of prototypes, forecasting the "Great Architecture" 
to be and replacing - once and for all, as one hoped - the academic system. That is 
why one would not be truly inspired when he would confine those complex and fruit­
ful exchanges to an addition of regional modernities. It would not be a clear-sighted 
perspective. On the contrary, the circulation of the architectural models is a subtle 
international process and this process took place on the whole surface of a planet 
that was turned upside down by the two World Wars. 

Modernity as a topic for the history of cultures 

In one word, the history of buildings has to be drawn up as soon as these buildings 
appear, if not before, just as their essence is to be altered as fast as history conti­
nues. This is close to a spinozian phrase as Spinoza writes that God is Nature and that 
there is as real a transformation in God as there is one in Nature. As a matter of fact, 
there are plenty of examples attesting such multiples and superimposed mutations in 
scenarii which regard time as if it was fiction or non fiction (following the philoso­
pher Paul Ricoeur) and as if it gave the clue to the "systems of historicity" (following 
the historian Frani;:ois Hartog). Sometimes, at a certain point, modern architecture 
tells the story of a life: such is the case in Villeurbanne whose centre was success­
fully laid out by a series of smart skyscrapers, between the two World Wars (or in 
Lyon, between the years 1910 to 1930, under the influence of the radical-socialist 
mayor, Edouard Herriot, and the inventive architect, Tony Garnier). Sometimes, 
modern architecture gives emphasis to the big political upheavals: in Budapest, the 
residential apartment buildings, declared "bourgeois" by the communist regime, 
were saved from ruin only after the Berlin wall had been knocked down. They were 
then admired as icons and were, at least for a while, turned into safe investments. 
Contrasting with them, the British "Tower Blocks" or the Heysel Model City in Brussels 
(1958) suffered from their negative canonical reputation. These images of social uto­
pia were reputed to be fallible. They were not at all adapted to the way that 
Occidental countries appear to have been operating during the XXth century, when 
they looked for progress rather than for happiness of people. 

Exceptional, anyway, are the modern buildings which have embraced, at the same 
time, both the virtues of symbol and of paradigm - or, if one prefers, the positive 
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appraisal of top ranking classes, being fond of references, and the agreement of 
users, being concerned with daily comfort. If the Camille-See secondary school (1934, 
Franc;:ois Le Creur arch.) in Paris was ardently praised, how many Habitats 67 (Moshe 
Safdie arch. , Montreal) have been criticised and repudiated? If so few housing 
schemes have been unanimously greeted, it is because most of them have conformed, 
at the beginning, to what Lewis Mumford12 denounced, in City Throughout History, 
as a way of isolating inhabitants from their environment. In spite of its merits, 
Brasilia gives a clear example of this fact. The one-sided streets and the blocks strict­
ly parted into residential and commercial areas of this new city had once to be chan­
ged and reconciled to real living. "Man enters time and time is humanized," Guy 
Debord concludes, "when the media holds power over society. The unconscious move­
ment of time happens and becomes true through the historical conscience." 

If we want to interpret the Modern Movement correctly, we must be beware of 
three mirages: the effects of immovable time (the triumph of images), cyclical time 
(the repetition of images) and spectacular time (the consumption of images). The 
time of modernity is simply historical. It convenes politics and institutions, media­
tions and actors, experiences and sociabilities, signs and symbols. In one phrase, 
modernity falls within the province of the classical history of cultures. And, as such, 
it calls for analysing temporalities, uncertainties, interruptions, accidents, projects, 
ideologies, tendencies, realisations or, to put it another way, all the variable and 
basic parameters which give meaning to the events. In this perspective, it will be 
helpful to use dialectic and to know how the Modern Movement represents and ima­
gines the world that surrounds it. "A world, " as the historian Jean-Franc;:ois Sirinelli13 

writes, by means of a programme, "that was symbolized and sublimated - by art and 
literature -, but also codified - by the values, the importance of work and leisure, of 
relationship to other people -, bypassed - by the entertainement -, thought - by the 
great structures -, explained - by the sciences -, partially controlled - by the tech­
niques -, endowed with a meaning - by the beliefs and the systems, if not by myths 
-, a world that was finally handed down by inheritance due to family, education and 
instruction." As the contributions gathered in this book show, such an enquiry is vast. 
Its outline can be diversified. But its purpose is clear and certain. 

Epilogue 
As a faithful lover of the "White Town," Tel Aviv, Dani Karavan represented the 

time of modernity in the memorial built between 1992 and 1994, in Port-Bou (Spain) , 
in honour of Walter Benjamin. The image is clear-sighted and deeply moving. "I 
thought, " Karavan explains on that occasion and concluding this conference, "that 
the character alone of this natural and wild site conveyed the history of this man. It 
was only necessary that I led people to look at his history across the turbulent sea. I 
created a sort of tunnel through which the visitor is led to the sea. A glass plaque, 
parapet protector, imposes itself between the water and the visitor. There I inscribed 
a phrase from Benjamin: 'History is not made by heroes but by persons who remain 
anonymous."' As it happened, the Modern Movement was fascinated by anonymous 
people, by paupers. But it did not neglect apparently more traditional custom, the 
bourgeoisie, whose audacious spirit, tolerant ideas and large income it largely used 
to create its most perfect icons. This act does him great credit as well as i t gives to 
the shrewdness of historians a particularly rich material. 

Translation by the author (thanks to Maureen Farrell). 

12 - Lewis Mumford (1895-
1990) , The City in History 
[trad. en franc;:ais, La cite a 
travers l 'histoire], New York, 
Harcourt, Brace and World , 
1961. 
13 - Jean-Franc;:ois Sirinelli , 
Histoire des droites en France, 
Paris, Gallimard, 1992, vol. 2, 
Cultures , p. Ill, [repris par 
Jean-Pierre Rioux en introduc­
tion de Pour une histoire cul­
turelle, Paris, Le Seuil, 1997, 
p. 16] . 
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Introduction 

La modernite f ran~aise de I' entre-deux-guerres 
et l'esthetique de la reception 

Fabienne CHEVALLIER 

Historienne, Presidente de DOCOMOMO Franc e 

Le deuxieme terme du titre de cette communication reprend celui de la 
traduction en fran~ais des travaux de Hans Robert Jauss: Pour une esthe­
tique de la reception. Cette reprise reflete une fidelite methodologique vis­
a-vis de l'ouvrage en question . Trois objectifs principaux animent cette com­
munication : traiter la question du jugement sur l'objet architecture, depas­
ser le projet d'elaboration d'une histoire parallele de l'architecture, inde­
pendante de l'histoire generate, et faire des valeurs de l'architecture un 
objet d'investigation historique. Cette communication est ainsi fondee sur 
les visees et les methodes exposees dans un article publie en 2002, intitule 
« La reception, les objectifs et les methodes de l'histoire de ['architectu­
re » , auquel je renvoie. 

Ces visees ayant ete bien refletees dans l'appel a communications de la 
conference, et dans les communications retenues par le conseil scientifique, 
les themes qui ont pu etre degages au sein du bureau et etre proposes au 
comite scientifique pour former les sujets des tables rondes structurent ici 
l'armature d'une approche renouvelee sur la modernite fran~aise de l'entre­
deux-guerres, ainsi exposee a « l'esthetique de la reception » . On en mettra 
ainsi en evidence, en conclusion, les traits specifiques. Cette communication 
illustree par des etudes de cas vient ainsi en resonance avec les cas etran­
gers publies dans cet ouvrage. Les sept themes retenus sont les suivants: 

- La question de l'interpretation des edifices et des ensembles urbains 

- La patrimonialisation et les strategies de conservation 

- L'architecture moderne, ses publics et ses usages 

- Les ecritures et les images de la modernite fran~aise 

- La reception et les innovations techniques 
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1 - Banham, 1962, p. 249. Dans 
cet article, Banham etablit la 
valeur universelle du mur­
rideau de Jean Prouve, « pre­
mier mur-rideau industrialise ,, 
(« first practicable industriali ­
sed curtain-wall »). 

- Les evenements et les manifestations lies a la modernite 

- L'architecture moderne et la construction des identites 

La question des valeurs de la modernite, qui a fait aussi l'objet d'une 
table-ronde, ne sera pas traitee comme un cas specifique. En raison de l'ac­
ception retenue ici de la « reception » , elle est en effet au creur de la 
demarche historique et done presente dans chacun des cas etudies. 

1. La question de ('interpretation des edifices et des 
ensembles urbains 

Interpreter, faire la demarche d'interroger le contexte des reuvres au­
dela des manifestes, des recits et des images qu'elles ont suscitees, c'est 
aussi redefinir la modernite et ses mythes. 

La Maison du Peuple a Clichy, par Eugene Beaudoin et Marcel Lods, avec 
Jean Prouve et Vladimir Bodiansky (1937-1939), fournit une question d'in­
terpretation tres interessante au sein de la modernite fran<;:aise. L'eloge que 
fit Reyner Banham du batiment, en 1962, fut une piece ma1tresse dans la 
construction de la valeur canonique de cet edifice1• Banham salua la moder­
nite du mur-rideau de !'edifice, compose de panneaux metalliques cintres 
suspendus a la structure. Ce mur-rideau avait ete cree en 1934 dans les ate­
liers du constructeur Jean Prouve. L'edifice integrait d'autres innovations 
techniques. Un plancher mobile, au premier etage, permettait decreer une 
vaste salle de cinema et de conferences, ou de laisser le marche ouvert en 
stockant les elements du plancher dans une armoire. Un comble roulant 
muni de verrieres permettait de couvrir le marche. 

Le terme de « Maison du Peuple », communement employe pour designer 
des projets destines a accueillir differentes formes de vie sociale ouvriere 
conc;:us a partir des annees 1890 en Europe, recouvre en fait des realites fort 
differentes selon leur charge ideologique, leur utilisation eventuelle comme 
outil de propagande pour la classe ouvriere, les acteurs a l'origine de ce 
type de projets (patronat philanthropique, syndicats, municipalites) et les 
activites qui y etaient proposees (education populaire, siege pour les syndi­
cats, loisirs populaires) . La genese de la Maison du Peuple de Clichy illustre 
bien l'incapacite de la notion a recouvrir une realite unique. 

Dans les annees qui precedent la construction de la Maison du Peuple, la 
politique menee par le maire socialiste de Clichy, Charles Auffray, prefigu­
rait celle qui serait menee, en 1936, lors de l'arrivee au pouvoir du gouver­
nement du Front Populaire. Le conseil municipal de cette commune pauvre 
reuvrait en faveur de l'activite economique, facteur d'emploi, et accordait 
une grande importance aux affaires scolaires et a la gestion de l'Office HLM. 
11 accordait des aides aux chomeurs et subventionnait de nombreuses socie­
tes et associations de secours et de loisirs populaires, qui etaient extreme­
ment actives a Clichy et contribuaient de maniere remarquable tant a !'ani­
mation de la ville qu'a l'etablissement de reseaux de solidarite et d'amitie. 
Avant que les elus ne s'interessent a une « Maison du Peuple » , c'est-a-dire 
avant 1935, leurs projets architecturaux concernaient les ecoles, les bains -
douches et un projet de stade municipal. Le maire consacra une energie 
considerable, a partir de 1934, pour lancer un projet d'extension et de 
modernisation de l'ecole de filles Jules Ferry. La municipalite cooperait avec 
d'autres villes de la banlieue parisienne, et notamment avec celle de 
Suresnes qui, sous !'action de son maire Henri Sellier, fit construire une 
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ecole de plein-air par Beaudoin et Lads. La construction de cette ecole 
(1932-1935) provoqua une emulation a Clichy. Le 21 juin 1934, le conseil 
municipal decida de mettre au concours un projet d'ecole de plein-air. On 
ne trouve pas trace de !'organisation du concours dans les deliberations du 
conseil municipal, mais celle du 29 novembre 1935 indique que Beaudoin et 
Lads en furent laureats. Entre-temps, la contrainte budgetaire s'etait res­
serree et le conseil municipal abandonna le projet. Mais le 5 juillet 1935, le 
maire declara qu'il voulait utiliser une politique de travaux de construction 
pour relancer l'economie et l'emploi dans sa commune. 

La presentation faite par le maire du projet de « Maison du Peuple » au 
conseil municipal du 29 novembre 1935 apparut dans ce contexte comme un 
outil de relance economique destine a soutenir l'emploi. Sa tonalite en 
terme de culture de masse n'appara1t pas dans les presentations faites dans 
les reunions municipales. Au depart, l'hebergement des syndicats n'appara'it 
pas non plus, ceux-ci ayant a l'epoque un siege non loin de la mairie, au 60 
rue de Paris. La question de l'hebergement des syndicats dans la Maison du 
Peuple emergea plus tardivement, lorsque le maire dut defendre l'inten~t du 
projet devant la population2• 

Le fait que le projet fut confie directement a Beaudoin et Lads, a l'issue 
d'une etude qu'ils avaient deja soumise a la municipalite, proceda du souci 
du maire de les dedommager de !'abandon de la construction de l'ecole de 
plein-air. Le fait de coupler, dans cette « Maison du Peuple », comme le pro­
posa spontanement l'etude de Beaudoin et Lods3, un marche au rez-de­
chaussee, avec des salles de reunion, des bureaux de societes municipales, 
des emplacements supplementaires du marche et une vaste salle de cinema 
- conferences au premier etage fut presente par le maire comme une deci­
sion de bonne gestion publique en temps de crise, car elle augmentait le 
« rendement », selon ses termes, de la nouvelle construction; le marche 
etait trap vetuste, une nouvelle construction s'imposait pour repondre aux 
criteres hygienistes, et la mairie n'avait plus de salle de conferences. Cette 
conception du « rendement », bien confuse sur le plan economique, fut mise 
en doute des le conseil municipal du 5 mai 1936. Lars de cette seance, la 
question du cout de fonctionnement de !'edifice fut perc;:ue comme une 
grave menace pour les finances communales, mais le conseil approuva fina­
lement la poursuite du projet. En depit de l'obtention d'une subvention de 
l'Etat de 3 millions de francs, obtenue en 1937 du fonds des grands travaux 
pour la lutte contre le chomage, les deliberations qui suivirent jusqu'en 
novembre 1939 (date de l'ouverture du rez-de-chaussee) font clairement 
sentir le piege economique dans lequel s'etaient achemines les elus de 
Clichy: en face du benefice a retirer du projet en terme de relance de l'em­
ploi (300 ouvriers sur le chantier, mais les lots d'entreprise les plus impor­
tants confies a des entreprises qui n'etaient pas clichoises), le cout d'inves­
tissement s'elevait a 6, 513 millions de francs dans le budget initial, qu'il 
fallut reviser a la baisse, tandis que les coGts de fonctionnement a venir ne 
furent meme pas chiffres. Fondee sur un pari economique hasardeux et des 
calculs de rentabilite inexistants, dans un environnement inflationniste, la 
construction de la Maison du Peuple de Clichy n'illustre, avant la guerre, ni 
les reussites de la politique culturelle du Front Populaire, ni ses apports 
sociaux, mais les malheurs de sa politique economique. Par ailleurs, dans le 
discours de la municipalite, derriere !'appellation glorieuse de « Maison du 
Peuple » revient toujours, dans les annees trente, le simple couplage d'un 
marche et d'une salle des fetes. Le cout de la construction de Beaudoin et 

2 - Auffray, 1939. 
3 - Baptiste, 1993. 
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4 - Dumont d'Ayot, 1997-1998; 
Reichlin, 1985 et 1997. 
5 - Baptiste, 1991, p. 16. 
6 - Dossier de protection de la 
Maison du Peuple. Lablaude, 
1986. 

Lods etait bien exorbitant par rapport a une telle visee, plutot traditionnel­
le. Mais !'appellation « Maison du Peuple », annonciatrice d'une ideologie 
progressiste, fonda pourtant dans l'historiographie l'etablissement d'une 
liaison entre la modernite technique de !'edifice et sa modernite sociale. 

2. La patrimonialisation et les strategies de conservation 

Le decalage entre les intentions de la municipalite, la conduite du pro­
jet en temps de crise et le caractere de « laboratoire architectural » de la 
realisation, qui marqua la naissance de la Maison du Peuple, eut d'impor­
tantes consequences sur la vie du batiment. Celui-ci fut sous-utilise par rap­
port a son potentiel technique, tout en devenant le siege d'une activite fes­
tive appreciee par les Clichois, fit l'objet d'alterations et de remaniements 
et tomba dans la non-reconnaissance avant d'etre classe le 30 decembre 
1983, puis de faire l'objet d'un debut de rehabilitation a partir de 1995. 

Dans ce contexte, l'analyse historique contribue a poser les termes dans 
lesquels il s'agit d'ancrer le debat sur l'authenticite. Elle permet de dega­
ger trois grandes options pour la restauration de l'edifice. Cette restaura­
tion ayant commence en 1995, la presentation de ces options a une portee 
exclusivement theorique, qui vise a clarifier les termes du debat dont a fait 
l'objet ce projet4• La premiere option est de restituer les qualites spatiales 
et techniques de l'ceuvre. La restitution du mur-rideau ne fait ici pas debat. 
Dans cette conception, la flexibilite et la partition des utilisations doivent 
etre au centre de la restitution de l'authenticite du batiment. Ce sont le 
plancher escamotable du premier etage et le comble roulant qui, conc;:us 
pour une mobilite quotidienne, devaient assurer un partage des utilisations 
(marche ouvert ou ferme, salle de cinema, bureaux), vu comme un gage de 
modernite. Du fait que le batiment n'a pas « vecu » avec !'utilisation effec­
tive de ces fonctions remarquables, cette conception amene a la restitution 
d'un batiment - document d'une histoire technique pionniere et singuliere. 
Cette premiere option pourrait etre rendue plus fidele a l'histoire en pre­
nant le parti d'une museification du projet. ll s'agirait alors, en plus de la 
restitution des elements architecturaux d'origine, de reconstituer une 
« deuxieme histoire » du batiment, qui serait celle des modernites revees 
par Beaudoin, Lods et la municipalite socialiste de Clichy (chacun selon son 
propre point de vue) pendant la periode de l'avant-guerre. 

La deuxieme option consisterait a prendre acte de ce qui a ete dans les 
faits l ' histoire sociale du batiment, option que prit Lods lui-meme lorsqu'en 
1976, il proposa au maire de fixer le plancher amovible afin de faciliter la 
tenue des bals publics5• Ce parti peut amener a renoncer a des fonctionna­
lites essentielles du projet d'origine, tout en presentant les elements mate­
riels authentiques. Enfin, la troisieme option consisterait a definir un nou­
veau programme en rupture avec le passe, en respectant le plus possible 
l'authenticite materielle et l'esprit du batiment. C'est cette derniere option 
que recommanda l'architecte en chef des Monuments Historiques Pierre­
Andre Lablaude en 1986, trois ans apres la protection de l'edifice6• Dans 
cette strategie, qui repose sur le proprietaire, la restitution a l'identique du 
plancher mobile paraitrait peu adaptee a une fonction contemporaine, tan­
dis que celle du comble roulant implique une adaptation tres importante aux 
normes de securite actuelles. 
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L' architecte en chef des Monuments Historiques charge de la restauration 
de !'edifice, Herve Baptiste, a realise un compromis pour s'adapter aux 
contraintes du batiment7. Mais la mise au jour de ces options theoriques 
reflete la complexite de la construction de la valeur sociale de certains pro­
jets de la modernite franc;:aise, phenomene que l'on peut circonscrire dans 
la periode de l'entre-deux-guerres comme le montre aussi le cas de la Cite 
de Refuge par Le Corbusier a Paris. 

3. L'architecture moderne, ses publics et ses usages 

L'utilisation de la technique comme un espace declaratif d'une nouvelle 
modernite sociale presida a la genese du projet de la Cite de Refuge a Paris, 
par Le Corbusier (1929-1933). Dans ce programme, qui combinait des fonc­
tions d'habitation, d'assistance et de travail, et que Le Corbusier considera 
comme un point de depart pour !'architecture et l'urbanisme moderne8 , la 
creation d'un mur-rideau hermetique et d'un dispositif de ventilation meca­
nique de !'edifice imprimerent a l'reuvre le caractere de modele typolo­
gique souhaite par Le Corbusier. Le systeme mecanique d'air pulse ne fonc­
tionna pas mais, au dela de ce constat, le divorce entre l'architecte et ses 
utilisateurs est du a d'autres causes, plus profondes. On sait qu'a l'origine 
de la commande directe a Le Corbusier, associe a Pierre Jeanneret, se trou-

7 - Baptiste, 2000. 
8 - Taylor, 1980, p. 31. 

La Cite de Refuge par Le Corbusier, 
Paris XIII•. Etat actuel - Photographie 
F.C. Copyright FLC/ADAGP 2005. 

3<; 
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9 - Dossier de protection de la 
Cite de Refuge. Perez y Jorba, 
1974. Crozet, 1974. Vassac, 
1974. 
10 - Potie, 2001 , p. 60. 
11 - Walter, 1945. 
12 - Heubes et Girard, 1920. 
13 - Voir Kerrouche, 2004. 

ve la princesse de Polignac. Mecene du projet, elle imposa Le Corbusier a 
['institution charitable. On ne trouve pas dans l'histoire du programme une 
relation de connivence entre l'architecte et son commanditaire. Le projet 
charitable de l' Armee du Salut ne fut pas non plus impregne par le volet 
social des theories de Le Corbusier, qui constituaient un monde a part dote 
de son propre mode de communication. Ce cloisonnement reciproque des 
projets sociaux du commanditaire et de l'architecte, de nature differente, 
est bien lisible dans les elements du dossier de protection de la Cite de 
Refuge. Le classement de ['edifice, inscrit a l'inventaire supplementaire des 
monuments historiques le 15 janvier 1975, resulta de ['inquietude que mani­
festerent la Fondation Le Corbusier, l'architecte des batiments de France et 
l'architecte en chef des Batiments Civils et des Palais Nationaux a l'egard 
des transformations operees sur le batiment par l' Armee du Salut, sans 
egards pour l'authenticite de l'ceuvre de Le Corbusier9• Dans l'histoire des 
projets de Le Corbusier, cette situation paradoxale contraste avec l'histoire 
de la commande du Couvent de la Tourette a Eveux, (1952-1960). Le Pere 
Couturier, qui fut a l'origine du projet, etablit des 1948 une relation privi­
legiee avec l'architecte. Cette relation fut l'aboutissement d'une reflexion 
entamee des les annees trente par le Pere en vue de faire rena1tre l' Art 
Sacre en France, fut-ce grace a des « genies sans la foi » 10 • 

Labonne acceptation de l'architecture parses usagers passe souvent par 
les « fondations » de l'histoire sociale des edifices, qui se nouent dans ta 
relation entre commanditaires et architectes. Dans le contexte de l'entre­
deux-guerres, producteur d'ideotogies, de realisations et de recits sociaux, 
deux cas de figure opposes modelerent de ce point de vue la modernite 
architecturale. Le cas de la Cite de Refuge itlustre une relation mat fondee 
entre l'architecte et ses commanditaires. Cette origine a laisse des traces 
jusque dans l'etat actuel du batiment. A ['oppose, la construction des 
Habitations a Bon Marche, cetle des cites ouvrieres realisees pour la compa­
gnie des chemins de fer du nord, cetle des premiers hopitaux fonctionna­
listes, comme l'hopital Beaujon a Clichy (arch. Jean Walter sur des plans de 
Louis Ploussey et Urbain Cassan, 1930-1935), revelent ['implication des com­
manditaires, des architectes engages dans la realisation des projets, et leur 
capacite a produire, a travers des programmes bien conc;:us, une doctrine 
architecturale et des realisations. Theorisees en 1945, les idees de Jean 
Walter sur ['architecture hospitaliere constituent un bon exemple de ce type 
d'apport doctrinal11 • A Paris, tes services de la Prefecture et les elus joue­
rent souvent un role d'emetteurs de doctrines sur le contenu des pro­
grammes. S'agissant des elus, cette capacite etait liee a leur volonte de se 
positionner en tant qu'experts, ce qui etait a l'epoque un phenomene euro­
peen. L'histoire des piscines parisiennes montre ainsi le role que tinrent 
deux agents de la Prefecture, Heubes et Girard, pour mettre en place un 
nouveau plan-type des piscines parisiennes12 , ainsi qu'un elu du xiie arron­
dissement de Paris, Jean Morin (1869-1925), dont ['action fut determinante 
pour la consecration de la fonction sportive de ces etablissements13 • 

4. Les ecritures et les images de la modernite fran~aise 

Le role des revues et celui de la photographie dans l'histoire de la moder­
nite est bien connu et son etude constitue une acception souvent utilisee de 
la « reception » chez les historiens de ['architecture. Ce n'est pas ce sens 
restrictif qui est ici donne a la reception. Ce qui est en jeu est d'etudier 
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comment s'est construite la communication du projet moderne. On s'atta­
chera plus precisement a l'impact du Mouvement moderne franc;:ais dans les 
medias de masse de l'entre-deux-guerres, en prenant comme exemple !'in­
sertion des projets d'architecture moderne dans les Actualites Gaumont, qui 
furent mises en place en 1914, trois ans a pres I' ouverture de la salle du 
Gaumont Palace de la place de Clichy a Paris. Avec Pathe, la societe 
Gaumont fut en effet la premiere grande societe de production cinemato­
graphique franc;:aise. 

Trois grands themes lies a l'architecture apparaissent. On laissera a part 
la couverture des expositions ( celles de 1925 et de 1937), qui presente un 
interet moindre dans ce cadre. Les sujets qui traitent d'architecture moder­
ne dans les Actualites Gaumont de cette epoque sont indissociables des 
grandes questions d'interet public, essentiellement parisiennes, de la repre­
sentation de la vie officielle et enfin des traits de la culture de masse de 
l'epoque, orientee vers le sport et les loisirs. 

Les questions d'interet public: l'amenagement de Paris et la question du 
logement ont mobilise les Actualites Gaumont. Le debut des annees vingt 
voyait l'achevement des grands travaux haussmanniens, auxquels de nom­
breuses sequences furent consacrees (mai 1923, mars 1924, janvier 1927). 
La question du logement social est egalement presente dans les reportages 
des Actualites Gaumont, des 1918 ou le syndicat des locataires descendit 
dans la rue pour y manifester son mecontentement, en 1926 aussi, a !'occa­
sion de la protestation d'un locataire contre son expulsion. Certaines inno­
vations destinees a ameliorer le contort domestique (des innovations dans le 
domaine du chauffage, en septembre 1924, ou des recherches destinees a 
favoriser la construction de maisons economiques, a la meme date), etaient 
parfois diffusees. Dans ces grandes questions d'interet public, les reponses 
doctrinales des architectes modernes ne sont pas presentes. Celles qui 
etaient apportees par les politiques publiques mises en place apparaissent 
de maniere contrastee. On chercherait vainement dans les Actualites 
Gaumont une couverture systematique de la construction des Habitations a 
Bon Marche a Paris, tandis que la vie populaire dans les cites-jardins et les 
jardins ouvriers fait l'objet de certaines sequences (juin 1917, juin 1921 ). 
Cette distinction de la cite-jardin, modele en vogue dans la culture popu­
laire, qui est egalement un trait des Actualites Pathe des memes annees14, 

procede de la croyance de l'epoque en les vertus de l'hygiene, un theme qui 
est retie a la typologie de la cite-jardin, a la fois dans la presse architectu­
rale et dans la culture de masse. 

La modernite architecturale, celle des reuvres qui ont rec;:u une conse­
cration canonique, n'appara1t pas pour ses qualites intrinseques dans ces 
Actualites. Les reuvres en question sont presentees lorsqu'elles sont liees a 
un evenement a caractere officiel qui prend le plus souvent la forme d'une 
inauguration. C'est ce point de vue qui est privilegie, et non les traits de 
l'objet architectural en question. Pendant la periode de l'entre-deux­
guerres, cinq reuvres furent ainsi diffusees en relation avec un evenement 
officiel, ou en raison d'une signification officielle, et meme clairement poli­
tique: la rue Mallet-Stevens (juillet 1927), la Mosquee de Paris par Robert 
Fournez, Maurice Mantout et Charles Heubes sur les plans de Tranchant de 
Lunel (septembre 1924), la Cite de Refuge a Paris par Le Corbusier 
(decembre 1933), inauguree par le President de la Republique, Albert 
Lebrun, quelques mois apres la mort du commissaire general de I' Armee du 

14 - Delage in Wagener et 
Kilger, 2004, n.p. 
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Aerogare du Bourget par 
Georges Labro (1936-
1937). Exposition d'archi­
tecture fran<;:aise - SADG 
1939. IFNDAF. 

Salut, Albin Peyron, l'hopital Beaujon a Clichy par Jean Walter sur des plans 
de Louis Ploussey et Urbain Cassan (mai 1935), et enfin divers batiments de 
la nouvelle Cite Universitaire Internationale, notamment celui de la Maison 
Internationale (novembre 1936). Parmi ces cinq evenements, la construction 
de la Mosquee de Paris a un poids politique considerable, par le signe tan­
gible d'integration ainsi donne par la Republique aux Musulmans de France 
dans le contexte du Protectorat franc;:ais au Maroc. Le Gouvernement fran­
c;:ais avait finance la construction de la Mosquee au prix d'une mesure d'ex­
ception a la loi de 1905 sur la separation de l'Eglise et de l'Etat. 

Ce n'est pas non plus pour elle-meme que ['architecture moderne est 
representee dans la diffusion des sequences, tres nombreuses, consacrees 
au sport et aux loisirs populaires: les stades (Jean Bouin, Colom bes, pare des 
Princes) faisaient l'objet de nombreuses diffusions a !'occasion des evene­
ments sportifs qui s'y tenaient, comme la construction du nouveau stade de 
Colombes par Louis Faure-Dujarric pour la tenue des Jeux Olymiques de 
1924; les piscines, hauts lieux de la culture de masse parisienne, comme la 
piscine Molitor (1929) par Lucien Pollet, etaient egalement a l'honneur a 
!'occasion des nombreuses fetes qui s'y tenaient, et notamment la Fete de 
l'eau en juillet 1936. L'aeronautique faisait egalement partie de la culture 
de masse de l'epoque. Elle etait en vogue dans les sujets d'education popu­
laire. La nouvelle aerogare du Bourget par Georges Labro (1936-1937), 
acquit ainsi dans les Actualites Gaumont le caractere d'une icone cinemato­
graphique. Son inauguration, en 1937, fut couverte. C'etait en meme temps 
une icone populaire. D'apres les travaux de Sylvie Rab sur les politiques cul­
turelles dans les municipalites de la Seine a l'epoque du Front Populaire, cet 
edifice faisait partie du programme de visites de !'association Culture et loi ­
sirs de Levallois-Perret15 . 
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Pendant la periode de l'entre-deux-guerres etudiee ici, dans le cas des 
Actualites Gaumont, il n'existe pas d'impact direct des theories du 
Mouvement moderne dans ce media de masse. Axes sur un public populaire, 
les messages de ce media sont certes fondes sur le contexte qui favorisa le 
developpement de la modernite, mais rarement sur les reuvres iconiques des 
grands heros de l'historiographie de la modernite franr;:aise. Pourtant, cer­
tains « heros » du Mouvement moderne franr;:ais, et notamment Le Corbusier, 
avaient bien compris les enjeux de la communication de masse. En ce qui 
concerne Le Corbusier, la contribution qu'il donna au film de Pierre Chenal 
Architecture d' Aujourd' hui ( 1931), averee par sa correspondance avec le 
realisateur16, montre qu'il considerait ce media comme une reuvre a part 
entiere, dans laquelle tout devait etre mis en reuvre pour faire avancer la 
« cause » de ['architecture moderne dans ['esprit des masses. Mais ce film 
ne fit pas l'objet de diffusions dans les programmes d' Actualites, pas plus 
que celui qui fut realise en 1938 par Jean Epstein, Les Batisseurs, qui fut 
produit par la Federation des Travailleurs du Batiment17 • lls eurent une dif­
fusion restreinte, furent souvent utilises pour la promotion de Le Corbusier, 
et ne toucherent pas le grand public. On trouve des traces du dephasage 
entre les grands « heros » de la modernite franr;:aise et les medias de masse 
dans la tongue duree, en 1962: alors que perdurait en France la penurie de 
logements, Igor Barrere et Etienne Lalou inviterent Pierre Sudreau, qui etait 
alors Ministre de la Construction, dans leur emission Faire face; dans cette 
emission dediee au logement, ['architecture revetait purement et simple­
ment le caractere d'un sujet d'interet public, dont les politiques etaient les 
seuls responsables. Des architectes modernes, il ne fut pas question dans 
cette emission. 

5. La reception et les innovations techniques 

Pendant l'entre-deux-guerres, la question de la technique etait au creur 
du projet moderne. Elle etait enserree dans une perspective globale, de 
nature teleologique, dans laquelle la modernite devait apporter le progres. 
On a vu qu'en France, ['expression de ['innovation technique etait parfois 
liee au projet social de la modernite, comme ce fut le cas pour la Maison du 
Peuple. Par ailleurs, le recours a des modeles techniques nouveaux, ou a des 
typologies nouvelles, dissimulait souvent des aspirations plus complexes. 
Ainsi le modele du silo americain, que s'approprierent les architectes 
modernes franr;:ais et allemands, comme Walter Gropius, des les annees dix, 
devoilait a la fois la volonte des architectes modernes de faire entrer les 
formes architecturales du Nouveau Continent dans les grandes references 
d'architecture, et de battre en breche les modeles academiques de la vieille 
Europe18 . 

Les annees de l'entre-deux-guerres marquerent d'importantes innova­
tions apportees a la fabrication du beton, grace aux travaux de l'ingenieur 
Eugene Freyssinet (1879-1962). A travers plusieurs reuvres majeures d'ar­
chitecture industrielle (les hangars a dirigeables d'Orly, 1921-1923; la halle 
des Messageries d'Austerlitz, 1927-1929), il mit au point la precontrainte 
dont il deposa le brevet en 1929. Mais plus encore que les materiaux ou les 
techniques de construction proprement dites, la question de la standardisa­
tion et celle de la fabrication industrielle, enjeu qui s'inscrivait dans la 
tongue duree puisqu'il faisait partie du corpus doctrinal des Arts and Crafts, 
tint une place centrale dans les preoccupations theoriques des architectes 

16 - Lettre du 22 octobre 1930 
de Le Corbusier a Pierre 
Chenal. FLC, n ° 380-399. 
17 - Je remercie vivement 
Veronique Boone, qui prepare 
un ouvrage sur Le Corbusier et 
le cinema, de l'entretien 
qu'elle m'a accorde le 
19 octobre 2004, qui m'a per­
mis de preciser ces points. Elle 
m 'a egalement precise que le 
film Architecture Aujourd'hui 
formait au depart une trilogie. 
II fut refondu en un film 
unique par Le Corbusier. C' est 
cette version reduite qui est 
disponible a la Fondation Le 
Corbusier. 
18 - Nerdinger in Cohen et 
Damisch, p. 149-150. 
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23 - Cohen, 1995, p. 74-75 . 

« Progress chart » (Tableau d'avance­
ment de travaux), publie dans Jules 
Aristide Antoine, Les Travaux Publics 
el le 8.§liment aux Etats-Unis, Dunod, 
Paris, 1923. 

modernes de l'entre-deux-guerres. Elle sous-tendait directement l'etude du 
systeme de maison Dom-lno, conc;:u par Le Corbusier, en 1914. A partir de 
1930, uncertain nombre d'architectes importants de la modernite frarn;:ai­
se - parmi eux Le Corbusier, Eugene Beaudoin, Henri Sauvage - prirent des 
positions explicites en faveur de la prefabrication industrielle. 

Deux apports etrangers jouerent en faveur de l'integration de ce theme 
dans la modernite franc;:aise. En 1914, au sein du Deutscher Werkbund, les 
acteurs allemands de la modernite avaient rompu avec le principe de ['in­
terdiction de la standardisation et de la prefabrication industrielle pose par 
les Arts and Crafts. Mais les pratiques, les theories et les modeles americains 
de la standardisation eurent en France un role decisif. Comment furent-elles 
introduites en France? Dans l'interet porte pour l' « americanisme » en 
architecture de l'entre-deux-guerres, il faut sans nul doute rendre compte 
de ['importance des traites d'architecture qui, par le pouvoir de l'ecrit et 
des references, influerent dans la duree sur les pratiques franc;:aises. La tra­
duction en franc;:ais des travaux de Frederick W. Taylor et de Sandford 
E. Thompson sur la fabrication rationnelle des betons et des mortiers, reali­
see des 191019, fut a cet egard majeure. Son succes rendit necessaire des 
reeditions, dont la troisieme fut realisee en 192420• ll faut aussi distinguer, 
parmi les ingenieurs qui se rendi rent aux Etats-Unis pour etudier la taylori­
sation21, le role specifique que joua Jules Aristide Antoine (1891-1969). 
lngenieur des Ponts et Chaussees. Antoine fit ceuvre theorique en produi­
sant, a son retour de voyage en 1922, un veritable traite dedie a la question 
du batiment aux Etats-Unis22 • L'expose des methodes d'organisation ration­
nelle du travail dans les travaux publics et le batiment y tenait une place 
centrale. Les exemples donnes couvraient toute la cha1ne de production de 
!'architecture, allant de la recherche appliquee, dans le domaine de la 
fabrication du beton, a la production industrielle d'elements prefabriques et 
au suivi de chantier. Antoine analysait avec justesse le contexte economique 
et entrepreneurial americain dans lequel s'inseraient ces methodes. ll avait 
ete envoye en mission officielle aux Etats-Unis par le Ministre des Travaux 
Publics, grace aux concours du comite d'organisation rationnelle (systeme 
Taylor), de la Fondation Michelin et du Syndicat professionnel des 
Entrepreneurs de Travaux Publics de France. Sa mission avait done un carac­
tere tout a fait officiel. Parmi les architectes de la modernite franc;:aise, Le 
Corbusier a Pessac (en 1924) et Eugene Beaudoin et Marcel Lods a Draney, 
sur le chantier de la Cite de la Muette (1932-1934) furent des pionniers de 
la standardisation et de la fabrication industrielle23 . Mais dans la duree, 
l'ceuvre d'Antoine et de tous ceux qui, dans les spheres de ['administration, 

GRElllNG BROS. en 
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s'etaient interesses ace theme des les annees vingt, eut un role decisif pour 
ancrer le sujet de la standardisation et de la production industrielle dans les 
politiques publiques franc;:aises. Cet ancrage, que n'auraient pu procurer ni 
les manifestes architecturaux ni des reuvres isolees des architectes 
modernes, devint tangible apres la Seconde Guerre Mondiale, lorsque ces 
solutions s'imposerent aux Pouvoirs Publics soucieux de reconstruire le pays 
au plus vite. La Reconstruction du Havre fut le resultat de cette sedimenta· 
tion complexe dans laquelle les traites de !'organisation scientifique du tra­
vail jouerent un role considerable. 

6. Les evenements et les manifestations lies a la modernite 

Parmi les evenements importants de l'entre-deux-guerres, il est interes­
sant de se pencher sur deux cas qui relevent du cadre de !'exposition, en rai­
son des significations qu'ils ont dans la tongue duree. On a selectionne un 
premier cas qui traite de !'architecture nationale, d'autre part un objet 
architectural etranger qui fit l'objet d'une appreciation tres positive en 
France. Celle-ci met en evidence l'horizon d'attente des Franc;:ais de 
l'epoque en ce qui concerne la modernite. Le premier de ces cas est l'ex­
position d'architecture franc;:aise organisee en 1933 sous l'egide de la socie­
te des Architectes diplomes. Le deuxieme evenement est le jugement par 
les Franc;:ais du Pavillon finlandais construit par Alvar Aalto lors de 
l'Exposition internationale des Arts et des Techniques dans la Vie Moderne 
en 1937. Ce deuxieme point ayant fait l'objet d'une publication24 , on s'at­
tachera aux traits essentiels destines a la comparaison avec le premier cas. 

24 - Chevallier, 1999-2000. 

lmmeuble Ford a Paris, fa9ade de nuit 
par Michel Roux-Spitz. Exposition d'ar­
chitecture fran9aise/SADG 1933 et 
1939. Fonds IFA/DAF. 
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25 - Hautecceur, 1933, p. 413. 
26 - Ibid. 

Historien de l'art et de !'architecture, Louis Hautecreur (1884-1973), qui 
etait a l'origine de !'exposition sur !'architecture frarn;:aise tenue en 1933, 
etait une figure reconnue de !'establishment artistique en France a 
l'epoque. ll etait a l'epoque investi dans !'elaboration d'un programme pour 
le Musee du Luxembourg. II souhaitait par la contribuer a une meilleure dif­
fusion de l'art franc;:ais. Le meme souci anime !'exposition d'architecture 
qu'il organisa en 1933. L'evenement rendit compte d'un spectre tres large 
de la modernite franc;:aise, qui incluait notamment Louis Bonnier, Emile 
Maigrot, Leon Jaussely, Michel Roux-Spitz, Auguste Perret, Paul Tournon. Un 
grand nombre des architectes presentes etaient d'anciens eleves de !'Ecole 
des Beaux-Arts. Meme s'ils ont fait l'objet d'une attention internationale 
moins importante que des architectes comme Le Corbusier ou Robert Mallet­
Stevens, la modernite des architectes selectionnes par Hautecreur ne fait 
pas debat. Ainsi, Leon Jaussely (1875-1932), par exemple, contribua a faire 
de l'urbanisme une science a part entiere; Michel Roux - Spitz (1888-1957) 
renouvela !'architecture commerciale parisienne avec l'immeuble Ford 
(1929). Cette reuvre fut presentee a !'exposition de 1933, ainsi qu'a celle de 
1939 qui en constitua un prolongement. Auguste Perret ( 187 4-1954) tient 
une place centrale dans la modernite franc;:aise a la fois par !'utilisation 
pionniere qu'il fit du beton des le debut du siecle et par ses conceptions et 
ses realisations urbaines, amorcees dans les annees vingt a Paris, et qui 
connurent leur pleine expression apres la Seconde Guerre mondiale. 
Hautecreur, qui souhaitait faire circuler !'exposition a l'etranger pour mon­
trer !'excellence de !'architecture moderne franc;:aise, n'aimait pas les mani­
festes. II en exclua les auteurs, en eliminant Le Corbusier, souhaitant temoi­
gner d'une architecture veritablement construite, qui reconciliat !'image 
donnee de !'Ecole des Beaux-Arts de Paris avec celle de la modernite fran­
c;:aise25 • II fit de cette exposition un grand moment « national » dans lequel 
la modernite, loin des conceptions vehiculees par les manifestes de 
l'epoque, toujours en rupture, se situait dans une complete continuite avec 
les grandes etapes historiques de !'architecture franc;:aise. C'est dans ce sens 
qu'elle etait, pour Hautecreur, nationale. Cette modernite-la n'etait pas 
l'ennemie du temps, encore moins celle de l'academisme. Elle etait meme 
d 'essence classique : 

Moderne, cette architecture reste cependant soumise a des traditions; mais 
tradition ne veut pas dire imitation ni routine. La tradition, c'est ['ensemble 
des qualites imposees par l'esprit, le climat, Les habitudes sociales d'un pays. 
Cette tradition constitue chez nous le classicisme26 • 

Le deuxieme cas, celui du Pavilion finlandais a !'exposition de 1937, met 
aussi en avant, dans l'eloge fait par les critiques franc;:ais, la question du 
temps. L'eloge fram;:ais mit en place une fiction selon laquelle la modernite 
finlandaise pouvait etre a la fois traditionnelle, nationale et converger avec 
des temps nouveaux, ceux de l 'independance de la Finlande acquise en 1917. 
Pour les Franc;:ais, de telles premisses faisaient emerger de maniere naturelle 
la valeur sociale de !'architecture finlandaise. La modernite en question rom­
pait totalement avec le passe, necessairement traditionnel. En lisant entre les 
lignes, on peut penser que les critiques franc;:ais qui appreciaient Aalto, 
comme Christian Zervos (1889-1970), aspiraient, pour la France, a une telle 
« table rase » qui aurait fait voter en eclats le monde academique. 

A travers ces deux evenements se degage la signification contradictoire 
des figures essentielles que les acteurs de la modernite, en France et a 
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l'etranger, s'attacherent en leur temps, a repenser: la question nationale et 
celle de la contribution de l'histoire au temps de la modernite sociale. 

7. L' architecture moderne et la construction des identites 

Les epoques de grande souffrance nationale, consecutives aux guerres, 
sont aussi celles dans lesquelles s'expriment les sensibilites identitaires. 
Dans de tels contextes, le patrimoine constitue un lieu d'inscription de ces 
sensibilites. Les aspects materiels des destructions ont en effet des reper­
cussions psychologiques et morales. La destruction de l'environnement bati 
perturbe la construction de la memoire, pour laquelle ceuvre le patrimoi­
ne2?_ 

Parmi les architectes qui furent actifs apres la Premiere Guerre mondia­
le pour contribuer a la definition de la strategie gouvernementale de recons­
truction, une large partie appartenaient a la tradition academique du 
XIXe siecle. Ainsi de Victor Laloux (1850-1937), de Henri-Paul Nenot (1853-
1934), de Louis-Marie Cordonnier (1854-1940). lls avaient ete appeles a sie­
ger dans la troisieme section du comite interministeriel pour la reconstruc­
tion des regions envahies28 , a cote d'architectes dont l'ceuvre se rattachait 
de maniere differenciee a la modernite, comme Louis Bonnier (1856-1946) 
et Lucien Bechmann (1880-1968). Ces derniers etaient clairement minori­
taires. Comment alors des membres qui appartenaient a un systeme en 
declin29, celui de l'Ecole des Beaux Arts de Paris, contribuerent-ils a la 
Premiere Reconstruction? En raison de l'importance des devastations subies 
dans le departement de l' Aisne, qui subit une dizaine de batailles pendant 
la Grande Guerre, on s'attachera a ce departement en mettant en lumiere 
le cas particulier de la reconstruction de la commune de Fargniers, dans 
laquelle s'impliqua l'un des membres de la troisieme section, au profil clai ­
rement conservateur: Henri-Paul Nenot. 

Dans un article important consacre a la Premiere Reconstruction dans le 
departement de l' Aisne, Emmanuel Veziat a analyse les traits generaux du 
contexte national et des attentes des differents acteurs, notamment insti­
tutionnels, de cette reconstruction. A l'epoque, l'idee de reconstruction 
etait inseparable de celle de reconstitution30 . On attendait des differentes 
reconstructions qu'elles aboutissent a une reconstitution du passe. Cette 
notion de reconstitution etait d'ailleurs tres large, puisqu'on attendait de la 
reconstruction qu'elle restitue, au-dela du seul patrimoine, l'appareil pro­
ductif et les grands ouvrages d'art nationaux. La volonte de redressement 
national etait alors inseparable de celle d'une restitution du passe, ce qui 
de prime abord ne facilita pas l'insertion des architectes modernes dans le 
projet de reconstruction apres la Premiere Guerre mondiale. 

La reconstruction du village de Fargniers offre pourtant un interessant 
contrepoint a l'esprit plutot conservateur de la Premiere Reconstruction. 
Cette petite commune beneficia du soutien de la Fondation Carnegie. Des 
personnalites exceptionnelles ceuvrerent pour cette petite commune: il 
s'agissait du senateur Paul d'Estournelles de Constant (1852-1924), presi­
dent de la commission des relations internationales et de l'education de la 
dotation Carnegie pour la Paix internationale, du Maire de Fargniers, 
L'Herondelle, de Henri-Paul Nenot et de Paul Bigot (1870-1942). Ces deux 
derniers jouerent le role d' « architectes-conseils » de la Fondation Carnegie, 
les architectes Pierre et Louis Guidetti, avec Ernest Portier, etant charges de 

27 - Andrieux, 1997. 
28 - Cappronier in Dopffer 
Anne, Pilleboue Frederique, 
Bliaux Fabienne et al., 2000, 
p. 58. 
29 - Van Zanten, 1977, p. 111. 
30 - Veziat, 2001, p. 127. 
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la maitrise d'reuvre. Nenot et Bigot s'approprierent dans la conduite du pro­
jet les conceptions americaines de la modernite. Celles-ci mettaient en 
avant l'hygienisme et le role de !'education. Les deux architectes surent 
admirablement coupler ces principes modernes avec ceux de la composition 
Beaux-Arts. II en resulte une place harmonieuse, symetrique, dont les 
abords sont constitues par des edifices qui jouerent, en leur temps, en 
faveur des valeurs progressistes de la modernite. L'histoire de ce village 
montre que les fonctions devalues aux differents batiments etaient parfois 
surdimensionnees par rapport aux moyens financiers de la petite commune. 
Ainsi, l'echec de la bibliotheque a se constituer une collection precipita 
!'abandon de cette fonction, et le batiment n'est plus aujourd'hui affecte a 
cet usage. En tout cas, Nenot et Bigot avaient transforme un village picard 
en laboratoire de l'innovation architecturale en milieu rural. N'etait-ce pas 
cela aussi, la modernite? 

En conclusion, trois traits principaux se degagent de la modernite fran­
<;:aise de l'entre-deux-guerres. 

Le premier trait est le caractere complexe de la construction du projet 
social des architectes modernes. Les aspirations etaient reelles, mais les 
detours parfois subtils empruntes par les « heros » de !'architecture moder­
ne pour les accomplir se retournaient parfois contre leurs auteurs, tandis 
que d'autres architectes, ou des ingenieurs, souvent inseres dans des 
reseaux, mettaient en place des realisations concretes, comme les premiers 
hopitaux fonctionnalistes, ou les piscines parisiennes. Au-dela des pro­
grammes, les projets et leurs acteurs - architectes, ingenieurs, mais aussi 
hommes politiques, theoriciens - contribuerent de maniere importante a la 
construction de cette « deuxieme modernite sociale », qui construisait tout 
simplement, sans manifestes. 

Ce premier trait est lie au deuxieme: les grands « heros » fran<;:ais de la 
modernite ne communiquerent pas necessairement de maniere evidente 
avec les medias de masse. Auguste Perret fit figure d'exception dans ce pay­
sage, en communiquant avec efficacite ses idees sur !'evolution de Paris 
dans le grand journal populaire l'lllustration, en 1922. L'un des facteurs 
d'explication de ce dephasage est l'energie que deployerent certains archi­
tectes, comme Le Corbusier, a creer leur propre systeme de communication, 
a travers des revues comme L'Esprit Nouveau, qui n'etaient pas des revues 
de masse. Pourtant animes par des themes similaires a ceux de la culture 
populaire, comme celui de la vitesse ou celui des loisirs, de nombreux archi­
tectes modernes passerent dans une large mesure a cote du phenomene des 
medias de masse. La dimension technique de la modernite fut chez les archi­
tectes modernes fran<;:ais, un element qui servait d'autres visees plus 
amples, et surtout celle de fonder une societe nouvelle. Les realisations 
concretes en souffrirent parfois, mais elles preparerent l'avenir. La moder­
nite technique fut aussi portee par des fonctionnaires des ministeres tech­
niques, qui reuvrerent pour reformer les structures de l'industrie fran<;:aise. 
L'entre-deux-guerres prepara ainsi le contexte de l'interventionnisme de 
l'Etat fran<;:ais dans ce domaine, tors de la Seconde Reconstruction. 

Enfin, le projet moderne revelait a l'epoque de fortes convictions a 
l'egard de la valeur symbolique du temps historique, que beaucoup, comme 
Le Corbusier, voulaient reetablir a partir d'une table rase. Cette conception 
necessitait de detruire l'univers academique, celui que produisait l'Ecole 
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des Beaux-Arts de Paris. Pourtant, de nombreux architectes actifs pendant 
les annees trente contribuerent activement au corpus de la modernite fran­
c;:aise, tout en ayant ete formes a l'Ecole des Beaux-Arts. La these du declin 
de l'Ecole des Beaux-Arts, deja relativisee par certains travaux31 , appara1t a 
nuancer, sauf a considerer que Le Corbusier representat la modernite fran­
c;:aise a titre exclusif. L'une des fascinantes complexites de l'epoque est que 
le systeme des Beaux-Arts contribua lui aussi a fac;:onner la modernite. Mais 
il est egalement certain que la fracture du systeme academique, realisee en 
1968, se preparait pendant ces annees-la. Pendant cette periode de matu­
ration, il existait non pas une modernite, mais plusieurs modernites fran­
c;:aises. 

31 - Brucculeri, 1997. 
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1 - In this article, Banham 
establishes the universal value 
of Jean Prouve's curtain-wall, 
claiming it to be the "first 
practicable industrialised cur­
tain-wall;" 1962, p. 249, 

Fabienne Chevallier 

French Modernity between the Wars and the 
Aesthetic of Reception 

Historian, Chair of DOCOMOMO France 

The second subject in the compound title of this paper takes its terms from Hans 
Robert Jauss's book (in French translation): Pour une esthetique de la reception 
(Gallimard, 1978). This reprise reflects a methodological affinity to the work in 
question. Three principal objectives animate this paper: to treat the question of the 
judgement of architecture as object, to go beyond the proposal of an elaboration of 
a parallel history of architecture, independent of general history, and to make the 
valves of architecture the subject of historical investigation. As such, this paper is 
founded on aims and methods elaborated in an earlier article, "La reception, les 
objectifs et les methodes de l'histoire de ['architecture" (2002), to which I shall later 
refer. 

These aims were carefully reflected in the call for and selection of conference 
papers by the Scientific Committee. Those themes which emerged from the office of 
the Scientific Committee and were proposed as subjects of round-table discussions 
structure the armature of a renewed approach to French modernity between the 
wars, exposed as such to the "aesthetic of reception." In sum, one thus gives promi­
nence here to specific characteristics of this period. Illustrated by case studies, this 
paper shares points in common with the foreign examples published in this volume. 
The seven selected themes include the following: 

- Questions on the interpretation of buildings and urban ensembles, 

- Heritage and conservation strategies, 

- Modern architecture, its public and usages, 

- Writings on and images of French modernity 

- Reception and technical innovations, 

- Modern architecture and the construction of identities. 

The question concerning the values of modernity, which also forms the subject of 
one of the round-table discussions, is not treated as a separate case. Because of the 
specific meaning attached to the term "reception" used here, that question is effec­
tively at the core of the historic investigation and therefore implicit in each of the 
case studies. 

1. Questions on the interpretation of buildings and urban 
ensembles 

To interpret, to take the initiative to question the context of built works beyond 
the manifestos, narratives and images which they provoke, also implies redefining 
modernity and its myths. 

The Maison du Peuple in Clichy (designed by Eugene Beaudoin and Marcel Lods in 
collaboration with Jean Prouve and Vladimir Bodiansky, 1937-1939) provides a very 
interesting question of interpretation at the heart of French modernity. The praise 
which Reyner Banham gave to this building in 1962 was central in securing the author­
itative value of this building.1 Banham acclaimed the modernity of its curtain-wall, 
composed of arched metal panels suspended from the structure. In 1934 this curtain 
wall had been designed by the constructor Jean Prouve in his atelier. The building 
introduced other technical innovations. A retractable floor, on the first floor, per­
mitted the creation of a vast cinema and conference auditorium or an open market 
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by stowing the floor elements in a storage unit. A movable roof equipped with win­
dows allowed the market to be covered. 

The term "Maison du Peuple" [literally House of the People], commonly employed 
to designate buildings intended to house different types of working-class activities 
conceived after the 1890s in Europe, in fact covers extremely different realities 
depending upon their ideological charge, eventual use as a propaganda tool for the 
working class, the actors at the origin of this type of project (philanthropic patron­
age, trade unions, municipalities) and the activities proposed (mass education, trade 
union headquarters, community centre). The genesis of the Maison du Peuple of 
Clichy well illustrates the incapacity of the concept to cover a single reality. 

In the years following the construction of the Maison du Peuple, the policy adop­
ted by Charles Auffray, Socialist mayor of Clichy, prefigured that undertaken by the 
Popular Front when elected in 1936. The municipal council of this poor commune loo­
ked favourably upon economic activity, an employment issue, and accorded 
great importance to educational affairs and the management of the HLM 
Office [Habitations a Loyer Madere or moderate-income housing]. It provided 
unemployment assistance and subsidized numerous clubs, welfare associations and 
community leisure activities, extremely active in Clichy, contributing to a significant 
extent in both animating the city and establishing a network of solidarity and friend­
ship. Before the elected representatives were interested in a "Maison du Peuple," 
that is before 1935, their architectural projects involved schools, public baths and 
a proposal for a municipal stadium. From 1934, the mayor devoted considerable ener­
gy to launching a project to enlarge and modernise the Jules Ferry School for Girls. 
The municipality cooperated with other towns in the Paris suburbs, specifically 
Suresnes which, under its mayor Henri Sellier's leadership, constructed an open-air 
school designed by Beaudoin and Lods. The school construction (1932-1935) provoked 
an emulation at Clichy. On 21 June 1934, the municipal council decided to establish 
a design competition for an open-air school. No traces in the municipal council 
deliberations are found of the competition organisation, except one (dated 29 
November 1935) which indicates that Beaudoin and Lads had been chosen as winners. 
Meanwhile, budgetary constraints being tightened further, the municipal council 
abandoned the project. But on 5 July 1935, the mayor declared that he wished to use 
a policy of construction works to revive the community's economy and employment. 

The mayor's presentation of the "Maison du Peuple" project to the municipal 
council on 29 November 1935 appeared within this context as a tool for economic 
revival intended to support employment. Its pitch, in terms of mass culture, did not 
appear in presentations made in the municipal meetings. At the start, housing the 
unions did not feature either because, at the time, they had their headquarters not 
far from the city hall at 60, Rue de Paris. The question of housing the unions within 
the Maison du Peuple emerged much later when the mayor was obliged politically to 
defend the interest of the project before the people. 2 

The fact that the project was confided directly to Beaudoin and Lads, at the 
conclusion of a study which they had already submitted to the municipality, origina­
ted out of the mayor's concern to compensate them for having abandoned the 
construction of the open-air school. The fact of pairing up in this "Maison du Peuple" 
(as the Beaudoin-Lads study3 had spontaneously proposed) a ground-floor market with 
upper-level meeting rooms, offices for municipal societies, supplementary market 
spaces and a cinema-conference auditorium was presented by the mayor as a deci­
sion based on good public management in times of crisis because it increased "ren­
dement" [returns], according to his terms, from the new construction. He argued 
that the existing market was too old, a new construction was necessary to respond 
to health criteria, and the city hall had no more conference rooms. This concept of 
"rendement," rather muddled on the economic level, was challenged straight away 
by the municipal council on 5 May 1936. During this session, the question of operating 
costs of this building was perceived as a grave threat to communal finances, but the 
council finally approved carrying on with the project. Despite obtaining a State grant 
of 3 million francs in 1937 from the major public-works funds to combat unemploy-

Z - Auffray, 1939. 
3 - Baptiste, 1993. 
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ment, deliberations ensuing until November 1939 (inauguration date of the ground 
floor) made obvious the economic trap in which the Clichy politicians had been led: 
in the face of benefits gleaned from the project in terms of relaunching employment 
(300 workers on the construction site, but many of the major contractors' lots going 
to firms residing outside Clichy), investment costs rose to 6 513 million francs in the 
initial budget, which had to be scaled down, whilst future operational costs were not 
even estimated. Founded on a hazardous economic wager and inexistent rental cal­
culations within an inflationist climate, the pre-war construction of the Maison du 
Peuple at Clichy illustrated neither the successes of the cultural politics of the 
Popular Front, nor its social benefits, but only politico-economic disappointments. 
Elsewhere, in the discourse of the municipality, behind the illustrious designation 
"Maison du Peuple" the simple pairing of a market and a multi-purpose hall system­
matically crops up in the 1930s. Beaudoin and Lads' construction costs were certain­
ly exorbitant in relationship to such a more or less traditional aim. But the appella­
tion "Maison du Peuple," the announcement of a progressive ideology, nonetheless 
established a liaison between the building's technical modernity and its social moder­
nity within the historiography of the establishment. 

2. Heritage and conservation strategies 

The disparity between the municipality's intentions, the project management in 
times of crisis and the building's character as "architectural laboratory," which marked 
the birth of the Maison du Peuple, had major consequences on the life of the buil­
ding. In relation to its technical potential, the building was under-utilised, although 
it nevertheless became the headquarters of community festivities appreciated by 
Clichy residents_ It was subjected to alterations and modifications, and fell into obs­
curity before being listed on 30 December 1983, then targeted for rehabilitation in 
1995. 

In this context, an historical analysis contributes to the positioning of the terms 
upon which the debate on authenticity is anchored. It permits extracting three major 
options in the building restoration. Restoration having begun in 1995, the discussion 
of such options has an exclusively theoretical significance which aims to clarify the 
terms of the debate which this paper investigates. ◄ The first option is to restore the 
spatial and technical qualities of the building. The restoration of the curtain-wall is 
not debatable here. In its design, flexibility and division of uses must be at the core 
of the reconstitution of the building's authenticity. It is the retractable floor on the 
first storey and the sliding roof which, conceived for constant flexibility, had to assure 
a division of uses (open or covered market, cinema auditorium, offices), viewed as 
a gauge of modernity. Because the building did not "experience" the effective uti­
lisation of its exceptional functions, this concept effectuates the restitution of a buil­
ding as document of a pioneering, singular technical history. This first option could 
be rendered more faithful to history by taking a museological course of action toward 
the project. Over and above the restoration of original architectural elements, it 
would then be about the reconstitution of a "second history" of the building, the 
modernities that Beaudoin, Lads and the Socialist municipality of Clichy dreamed of 
(each from a different perspective) during the pre-war period. 

The second option consists of taking into account the social history of the buil­
ding, an option which Lads himself took when in 1976 he proposed that the mayor 
install the movable floor to facilitate public dancing events. 5 This course of action 
could lead to the renunciation of the fundamental functions of the original project, 
all the while presenting its authentic physical elements. Lastly, the third option 
consists of defining a new programme in rupture with the past, whilst respecting as 
much as possible the material authenticity and spirit of the building. It was this last 
option which Pierre-Andre Lablaude recommended as architect-in-chief of 
Monuments Historiques in 1986, three years after the protection of the building.6 In 
this strategy which relies on the proprietor, the identical replication of the original 
retractable floor hardly seems adapted to a contemporary function, whilst that of the 
sliding roof implies very major adaptation to current security norms. 
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Herve Baptiste, architect-in-chief of Monuments Historiques in charge of resto­
ring the building, opted for a compromise in order to comply to building constraints.7 
But the updating of these theoretical options reflects the complexity of constructing 
the social values of certain modern French projects, a phenomenon which one can 
confine to the period between the wars, as is also demonstrated by another case, Le 
Corbusier's Cite de Refuge in Paris. 

3. Modern architecture, its public and uses 

The use of a technique as spatial denominator of a new social modernity presides 
at the genesis of Le Corbusier's Cite de Refuge (1929-1933). In this programme - a 
combination of residential, social welfare and work functions - which the architect 
considered as a departure point for modern architecture and planning, 8 the creation 
of a hermetic curtain-wall and a means for mechanical ventilation imprints the cha­
racter of a modern typology upon the building, as Le Corbusier desired. The mecha­
nical system of propelled air never worked, but apart from this fact the divorce bet­
ween the architect and his users was due to other more significant reasons. One 
knows that the Princesse de Polignac assured that the original commission went to Le 
Corbusier, in association with Pierre Jeanneret. Patron of the project, she imposed 
Le Corbusier upon the charitable organisation. Within the programme history, nothing 
is found concerning the relationship between architect and sponsor. Nor was the 
Salvation Army's charitable project impregnated with Le Corbusier's social theories 
which constituted a world apart endowed by his own mode of communication. This 
reciprocal compartmentalisation of sponsor and architect of differing natures is high­
ly legible in various elements of the Cite de Refuge dossier de protection [preserva­
tion file]. The listing of this building, inscribed on the Supplementary Inventory of 
Historic Monuments on 15 January 1975, results from concerns expressed by the 
Fondation Le Corbusier, the architect of Batments de France and the architect-in­
chief of Batiments Civils et des Palais Nationaux over the Salvation Army's transfor­
mations to the building in disregard to the authenticity of Le Corbusier's work. 9 

In the history of Le Corbusier's projects, this paradoxical situation contrasts with 
circumstances regarding the commission for the monastery of Sainte-Marie de La 
Tourette at Evreux-sur-I' Arbesle (1952-1960). From 1948, Father Couturier, originator 
of the project, had established a privileged relationship with Le Corbusier. This 
contact was the outcome of Couturier's reflection initiated in the 1930s to search for 
the means to renew sacred art in France, so doing with the help of "geniuses without 
faith. "10 

The positive acceptance of architecture by its users often bypasses the "founda­
tions" of the social history of buildings, intertwined with the relationship between 
patrons and architects. In the inter-war context, producer of ideologies, achieve­
ments and social narratives, two contrasting possibilities shaped architectural 
modernity from this point of view. The case of the Cite des Refuges illustrates a poor­
ly established relationship between the architect and his sponsors. This original rapport 
left traces even on the present state of the building. In contrast, the construction of 
Habitations a Bon Marche [subsidized low-income housing], such as the cites 
ouvrieres [council or housing estates] built for the northern railway company and the 
first functionalist hospitals (like Hopital Beaujon in Clichy by the architect Jean 
Walter after the plans of Louis Ploussey and Urbain Cassan, 1930-1935) reveal the 
clients' involvement, the architects' engagement in the projects' execution and their 
capacity to produce architectural doctrine and built works through well-conceived 
programmes. Theorised in 1945, Jean Walter's ideas on hospital architecture consti ­
tute a good example of this type of doctrinal contribution. 11 

In Paris, the Prefectural office and politicians often played a role as transmitters 
of doctrines through programme contents. With regards to elected representatives, 
this capacity was tied to their willingness to position themselves as experts, a 
European phenomenon at this period. The history of Parisian swimming pools thus 
demonstrates the role that two Prefecture agents, Heubes and Giraud, held in put-

7 - Baptiste, 2000. 
8 - Taylor, 1980, p. 31 . 
9 - Three reports by Perez y 
Jorba, Crozet, and Vassac, 
Dossier de protection, Cite de 
Refuge, 1974. 
10 - Potie, 2001, p. 60. 
11 - Walter, 1945. 
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ting in place a new plan-type for Parisian pools12 or that of Jean Morin (1869-1925), 
elected representative of the 12th arrondissement whose action was decisive in 
confirming the sports function of these establishments. 13 

4. Writings on and images of French modernity 

The role of reviews and photography in the history of modernity is well estab­
lished, its study constituting a meaning often employed by architectural historians as 
a form of "reception ." However it is not in this restrictive sense that the term recep­
tion is presently used. What is at issue here is the study of the manner by which the 
communication of a modern project is constructed. Our study is devoted more pre­
cisely to the impact which the French modern movement had in the mass media bet­
ween the wars, taking as an example the insertion of modern architectural projects 
within Actualites Gaumont [Gaumont newsreels] activated in 1914, three years after 
the opening of the Gaumont Palace theatre at Place du Clichy in Paris. With Pathe, 
the Gaumont company was in fact the first major cinema production company in 
France. 

Three important, architecturally allied themes emerge, aside from coverage of 
exhibitions (1925 and 1937) which offer less interest within this context. Features which 
treated modern architecture in the Actualites Gaumont of this period are indisso­
ciable from broad issues of public interest (essentially Parisian), representations of 
official life and, lastly, coverage of contemporary mass culture oriented toward 
sports and leisure. 

On questions of public interest, Paris urban planning and housing issues mobilised 
Gaumont newsreels. The early Twenties witnessed the completion of Haussmannian 
public works to which a number of sequences were dedicated (May 1923, March 1924, 
January 1927). The issue of social housing was equally present in Gaumont newsreel 
reports from 1918 wherein the tenants unions descended to the streets to manifest 
their discontentment, as in 1926 on the occasion of protests of one tenant against his 
eviction. Certain innovations destined to ameliorate domestic comfort (improvements to 
heating or research oriented toward economical house construction, both in September 
1924) were sometimes diffused. Within the broad questions of public interest, modern 
architects' doctrinal responses were not presented ; those that had been introduced as 
a result of applied public policies were featured in a different manner. One looks vainly 
in Gaumont newsreels for positive coverage of the construction of Habitations a Bon 
Marche in Paris, as working-class life within the cites-jardins [garden cities] and 
jardins ouvriers [garden allotments] were the subject of certain sequences (June 1917, 
June 1921). This distinction of the garden city, a fashionable model in popular culture 
(also featured in Actualites Pathe in the same years14) originates from a then-current 
belief in the virtues of hygiene, a theme linked to the garden city typology both in the 
architectural press and in popular culture. 

Architectural modernity, which established the authoritative reputation of cer­
tain built works, was not featured for its intrinsic qualities in the newsreels. The 
works in question were presented only when they were associated with an event of 
an official nature, most often in the form of an inauguration. It is this point of view 
which is privileged, and not the characteristics of the architectural object in ques­
tion . Between the wars, five works were diffused thusly in relationship to an official 
event, or because of an official significance, even clearly political: the Rue Mallet­
Stevens (July 1927); the Mosque of Paris by Robert Fournez, Maurice Mantout and 
Charles Heubes after plans by Tranchant de Lunel (September 1924); the Cite de 
Refuge in Paris by Le Corbusier (December 1933) inaugurated by the President of the 
Republic Albert Lebrun, a few months after the death of Albin Peyron, Commissioner­
General of the Salvation Army ; the Hopital Beaujon in Clichy by Jean Walter after 
plans by Louis Ploussey and Urbain Cassan (May 1935); and, lastly, diverse buildings 
at the new Cite Universite Internationale, notably the Maison Internationale 
(November 1936). Amongst the five events, the construction of the Mosque of Paris 
wielded considerable political weight by its tangible signs of integration , bestowed 
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by the Republic to the Moslems of France within the context of the French 
Protectorate of Morocco. The French government had financed the mosque construc­
tion at the cost of an exception to the 1905 law on the separation of Church and 
State. 

Nor was Modern architecture represented for its own sake within the diffusion of 
the very numerous sequences consecrated to sports and popular leisure activities: 
stadiums (Jean Bouin, Colombes, Pare des Princes) were featured on the occasion of 
sports events which took place in them, like the construction of the new stadium at 
Colombes by Louis Faure-Dujarric for holding the Olympic Games in 1924. Swimming 
pools, sacred sites of Paris mass-culture like the Molitor Pool (1929) by Lucien Pollet, 
were honoured too on the occasion of numerous fetes held there, notably the Water 
Fete in July 1936. Aeronautics also belonged to contemporary mass culture, fashion­
able in treatments on education of the masses. The new Bourget aeroport by Georges 
Labro (1936-1937) acquired as such the character of a cinematographic icon in the 
Actualites Gaumont, since its 1937 inauguration coverage. At the same time Bourget 
became a popular icon. According to Sylvie Rab 's work on cultural politics in the 
Seine department municipalities during the Popular Front era, this edifice became 
part of the programme of visits sponsored by the Association Culture et Loisirs of 
Levallois-Perret. 15 

During the interwar period studied here, as in the case of Actualites Gaumont, 
the mass media had little direct impact on the Modern Movement. Focused on the 
working-class public, the messages of this media were certainly founded on the 
context which favoured the development of modernity, but rarely on iconic works of 
the great heroes of French modernist historiography. For all that, certain "heroes" of 
the French Modern Movement, and notably Le Corbusier, had well understood the 
challenges of mass communication. In that regard, the contribution he made to Pierre 
Chenal's film Architecture d'Aujourd'hui [Architecture Today] (1931), established by 
his correspondence with the producer, 16 demonstrates that he considered this 
medium as a work entirely separate in which everything should be done to advance 
the "cause" of modern architecture in the spirit of the people. But this film did not 
feature in Actualites programming, no more so than Les Batisseurs [The Builders] 
created by Jean Epstein in 1938, produced by the Federation des Travailleurs du 
Batiment [Federation of Building Workers].17 They had restricted distribution, often 
used as promotion for Le Corbusier and did not affect the wide public. One finds 
traces of the disconnectedness between the grand "heroes" of French modernity and 
the mass media over the long duration. In 1962, when France was suffering from 
housing shortages, Igor Barrere and Etienne Lalou invited Pierre Sudreau, then 
Minister of Construction, to their programme Faire Face [Coping]. Dedicated to 
housing, architecture assumed, purely and simply, the character of a subject of public 
interest, for which politicians were the sole persons responsible. Modern architects 
were never a consideration in this programme. 

5. Reception and technical innovations 

In the interwar years, the question of technique was central to the modern pro­
position. It was imbedded within a global perspective, of a teleological nature, in 
which modernity was to bring about progress. One saw that in France the expression 
of innovation was at times associated with the social cause of modernity, as was the 
case with the Maison du Peuple. Otherwise the recourse to new technical models or 
new typologies often dissimulated more complex aspirations. As such the American 
silo, appropriated by French and German modern architects (such as Walter Gropius) 
from the 1910s, revealed both a willingness of modern architects to introduce archi­
tectural forms from the new World into the schema of great architectural references 
and to demolish the academic models of Old Europe. 18 

The interwar years mark important innovations in the fabrication of cement, due 
to the work of engineer Eugene Freyssinet (1879-1962). In several major architectu­
ral industrial works (the airship hangers at Orly, 1921-1923; the Parcels Office Hall at 

15 - Rab, 1994, annex n· 24. 
16 - Letter dated 22 October 
1930 from Le Corbusier to 
Pierre Chenal. FLC, n • 380-
399. 
17 - I should very much like to 
thank Veronique Boone, who is 
preparing a book on Le 
Corbusier and the cinema, for 
the interview she accorded me 
on 19 October 2004, permit­
ting me to clarify these points. 
She also explained that 
the film Architecture 
d'Aujourd 'hui was originally 
part of a trilogy and later 
remade into a single film by Le 
Corbusier. It is this reduced 
version which is available at 
the Fondation Le Corbusier. 
18 - Nerdi nger in Cohen and 
Damisch, pp. 149-150. 
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Austerlitz railway station, 1927-1929), he perfected prestressed concrete for which he 
obtained a copyright in 1929. But over and above construction materials or techniques 
strictly speaking, the question of standardisation and industrial manufacture, a 
long-established concern as part of the doctrine of the Arts and Crafts movement, holds 
a central position within the theoretical preoccupations of modern architects between 
the wars. It directly sustains the study of the Dom-lno House system conceived by Le 
Corbusier in 1914. From 1930, a certain number of modern French architects - amongst 
them Le Corbusier, Eugene Beaudoin, Henri Sauvage - took explicit positions in favour 
of industrial prefabrication. 

Two foreign contributions played a positive role in the integration of this theme 
within French modernity. In 1914, at the centre of the Deutscher Werkbund, modernist 
German players broke with the principle of banning standardisation and industrial 
prefabrication laid down by Arts and Crafts followers. But practices, theories 
and American models of standardisation had a decisive role in France. How were 
they introduced to this country? In the interest shown toward "Americanism" of 
architecture between the wars, one must without any doubt take account of the 
importance of architectural treatises which, by the power of the written word and 
references, influenced French practices over the long term. The French translation 
of Frederick W. Taylor and Sandford E. Thompson's writings on streamlined cement 
and mortar manufacturing brought about by 191019 had a major influence in this 
regard. Their success led to re-editions, the third published in 1924.20 One must also 
distinguish, amongst the engineers who travelled to the United States to study 
Taylorization,11 the specific role played by Jules Aristide Antoine (1891-1969), engi­
neer with the Ponts et Chaussees. On his return from the United States in 1922, 
Antoine produced a theoretical work, a veritable treatise dedicated to the question 
of American building practices. 22 His expose of rational organisational methods in 
public works and buildings occupied a central place. Examples cited cover all the 
production chain of architecture, moving from applied research in the domain of 
cement manufacture to the industrial production of prefabricated elements and 
construction site supervision. Antoine judiciously analyses the economic and 
American entrepreneurial context in which these methods were integrated. He had 
been sent on an official mission by the Ministre des Travaux Publics [Ministry of Public 
Works] to the United States, thanks to a competition of the Comite d'organisation 
rationelle (systeme Taylor) of the Fondation Michelin and the Syndicat professionel 
des Entrepreneurs de Travaux Publics de France. His mission therefore had an 
altogether official character. Amongst the architects of French modernity, Le 
Corbusier at Pessac (in 1924), and Eugene Beaudoin and Marcel Lods at Draney on the 
construction of the Cite de la Muette (1932-1934) were pioneers of standardisation 
and industrial fabrication. 23 But in the long run, Antoine's work and all those who, in 
the administrative sphere, had been interested in this theme from the 1920s had a 
decisive role in securing the subject of standardisation and industrial production 
within French public policies. This basis, which neither architectural manifestations 
nor isolated works of modern architects had been able to provide, became tangible 
after the Second World War at a time when such solutions were imposed by public 
powers anxious to reconstruct the country as rapidly as possible. The Reconstruction 
of Le Havre was the result of such complex sedimentation in which the treaties of 
scientific work organisation played a considerable role. 

6. Events and demonstrations allied to modernity 

Amongst the major events of the interwar years, it is interesting to gravitate 
toward two cases which present themselves within the framework of an exhibition 
because of their historic signification. The first selection concerns national 
architecture, the other, a foreign architectural object which became the focus of 
very positive appreciation in France. The latter puts into perspective the level of 
French expectations in an era which concerns modernity. The first of these cases is 
the French architecture exhibition organised in 1933 under the aegis of the Societe 
des Architectes Diplomes. The second event concerns the French judgement of Alvar 
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Aalto's Finnish Pavilion during the Exposition Internationale des Arts et Techniques 
dans la Vie Moderne in 1937. The second having been the subject of a recent 
publication, 24 its principal features will be summarized in order to compare them 
with the first case. 

Historian of art and architecture, Louis Hautecreur (1884-1973), the originator of 
the French architecture exhibit held in 1933, was a well-known figure in the French 
artistic establishment of the period. At the time he had elaborated a programme for 
the Musee du Luxembourg through which he had wanted to contribute to improved 
diffusion of French art. That same concern animated the 1933 architecture show. The 
event took account of the very looming spectre of French modernity which included, 
notably, Louis Bonnier, Emile Maigrot, Leon Jaussely, Michel Roux-Spitz, Auguste 
Perret and Paul Tournon. The majority of architects presented were former students 
at the Ecole des Beaux-Arts. Even if they proved of less interest on the international 
scene compared to architects such as Le Corbusier or Robert Mallet-Stevens, the 
modernity of the architects chosen by Hautecreur remains uncontested. Leon Jausseley 
(1875-1932), for example, contributed to creating a totally separate science out of 
urbanism; Michel Roux-Spitz (1888-1957) revived Parisian commercial architecture 
with the Ford Building (1929). This work was presented at the 1933 and 1939 
expositions, the latter being a prolongation of the former. Auguste Perret (1874-1 954) 
held a central position in French modernity both by his pioneering use of cement in 
the early 1900s and by his urban concepts and realisations, begun in the 1920s in 
Paris, which were to reach their full expression after the Second World War. 
Hautecreur, who wanted to have this exhibition circulate abroad to demonstrate the 
excellence of modern French architecture, did not approve of manifestos. Here he 
excluded their authors, thereby eliminating Le Corbusier, in hopes of testifying to a 
veritable built architecture, reconciling the image of the Ecole des Beaux-Arts with 
that of French modernity. 25 This exhibition proved a great "national" moment in 
which modernity, far from concepts in contemporary manifestos serving as vehicles 
of permanent rupture, was situated in total continuity with the major historical 
phases of French architecture. In this sense it was, for Hautecreur, national. Here 
modernity was not the enemy of time, even less the enemy of academism. Its very 
essence was classical: 

Modern, this architecture nevertheless remains beholden to tradition, but tradition not 
to be understood as either imitation or routine. Tradition is the ensemble of qualities 
imposed by the spirit, climate and social customs of a country. Here in France this tra­
dition constitutes classicism. 26 

The second case, that of the Finnish Pavilion at the 1937 Exposition, also 
advances the question of time in the acclaim of French critics. French acclaim set up 
a fiction according to which Finnish modernism could be simultaneously traditional, 
national and consistent with contemporary times, specifically the era of Finnish inde­
pendence established in 1917. For the French, such premises made the social value 
of Finnish architecture emerge in a natural way. The modernity in question 
ruptured totally with the past, inevitably traditional. In reading between the lines, 
one might think that French critics who appreciated Aalto, like Christian Zervos 
(1889-1970), yearned that France also experience the same tabula rasa which would 
shatter the academic world. 

Through these two events emerges the contradictory signification of the two fun­
damental subjects which the players of modernity, in France and abroad, took great 
pains to reconceive: the question of nation and the question of the symbolic value of 
time in social modernity. 

7. Modern architecture and the construction of identities 
Periods of profound national suffering caused by wars are also those in which sen­

sitivities over issues of identity express themselves. In such contexts, heritage consti­
tutes an environment in which to inscribe such emotions. The material aspects of 

24 - Chevallier, 1999-2000. 
25 • Hautecreur, 1933, 413. 
26 - Hautecreur, 1933, 413 
[translation from the French 
original]. 
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27 - Andrieux, 1997. 
28 - Cappronier in Anne 
Dopffer et al., 2000, p. 58. 
29 - Van Zanten, 1977, p. 111 . 
30 - Veziat, 2001, p. 127. 

destruction have in fact psychological and moral repercussions. Destruction of the 
built environment perturbs the construction of memory for which heritage works.27 

Amongst the architects active after World War I in contributing to the definition 
of a government strategy for reconstruction, a large majority belonged to the 19th­
century academic tradition, such as Victor Laloux (1850-1937), Henri-Paul Nenot 
(1853-1934) and Louis-Marie Cordonnier (1854-1940). They had been called upon to 
sit in on the Third Division of the lnterministerial Committee for the Reconstruction 
of Invaded Territories,26 next to architects such as Louis Bonnier (1856-1946) and 
Lucien Bechmann (1880-1968) whose work was connected (in different ways) 
to modernity. The latter were clearly in the minority. How then did members who 
belonged to a system in decline,29 that of the Ecole des Beaux-Arts of Paris, contribute 
to the first Reconstruction? Because of the importance of damages sustained by the 
Aisne department, assailed by a dozen battles during the Great War, this department 
serves to elucidate a particular case concerning the reconstruction of the commune 
of Fargniers in which Henri-Paul Nenot (with a decidedly conservative profile) was 
implicated as a member of the Third Division. 

In a significant article devoted to the First Reconstruction in the Aisne, Emmanuel 
Veziat has analysed the overall characteristics of the national context and the expec­
tations of various actors, notably institutional, for this reconstruction. At the time, 
the idea of reconstruction was indistinguishable from that of reconstitution. 30 One 
expected that different reconstructions would result in a reconstitution of the past. 
This notion of reconstitution was for that matter very broad, since one expected that 
reconstruction would restore or reconstruct, over and above heritage only, active 
production facilities and major national public works. The desire for national recov­
ery was therefore inseparable from a restitution of the past which, in the first ins­
tance, did not facilitate the introduction of modern architects into the reconstruc­
tion project after First World War. 

Yet even so, the reconstruction of the village of Fargniers offers an interesting 
counterpoint to the more or less conservative spirit of the First Reconstruction. This 
small commune benefited from the support of the Carnegie Foundation. Exceptional 
personalities worked for this little community: Senator Paul d'Estournelles de 
Constant (1852-1924), president of the Commission of International Relations and 
Education of the Carnegie Endowment for International Peace, L'Herondelle, Mayor 
of Fargniers, Henri-Paul Nenot and Paul Bigot (1870-1942) . The last two played a role 
as "architect-advisors" to the Carnegie Foundation, the architects Pierre and Louis 
Guidetti with Ernest Poretier being in charge of construction supervision. Nenot and 
Bigot appropriated American notions of modernity for the project management, thus 
privileging hygiene and the role of education. The two architects knew admirably 
well how to combine modern principles with those of a Beaux-Arts composition. What 
resulted was a harmonious, symmetrical square, bordered by buildings which acted, 
in their time, in favour of progressive modernist values. The history of this village 
demonstrates that the functions assigned to different buildings were sometimes over­
scaled in relation to the financial means of the small commune. As such, the failure 
of the library to constitute a collection precipitated the abandonment of this func­
tion, and the building today is no longer designated for this use. No matter, Nenot 
and Bigot had transformed a Picardy village into a laboratory of architectural inno­
vation within a rural setting. Could not this also be considered modernity? 

In conclusion, three principal characteristics emerge from French modernity bet­
ween the wars. 

The first characteristic is the complex nature of the construction of the modern 
architects' social project. If the aspirations were real, the sometimes subtle detours 
adopted by the "heroes" of Modern architecture to accomplish them turned at times 
against their authors, whilst other architects or engineers, often introduced into the 
system, accomplished concrete results like the first functionalist hospitals or the 
Parisian swimming pools. Beyond the programmes, the projects and their actors -
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architects, engineers, but also politicians, theoreticians - contributed in an important 
way to the construction of this "second social modernity" which was built very sim­
ply, without manifestos. 

The first characteristic is linked to the second: the great French "heroes" of 
modernity did not necessarily communicate easily with the mass media. Auguste 
Perret was the figure of exception in this landscape, effectively communicating his 
ideas on the evolution of Paris in the major popular journal /'Illustration of 1922. One 
of the factors to explain this disconnectedness is the energy that certain architects 
deployed, such as Le Corbusier, to create their own system of communication through 
periodicals such as L'Esprit Nouveau which was not widely circulated. Nonetheless, 
animated by similar themes to those of popular culture, like speed or leisure, nume­
rous modern architects in large measure bypassed the mass-media phenomenon. For 
modern French architects, the technical dimension of modernity was an element 
which served other wider aims and, above all, that of founding a new society. 
Concrete accomplishments sometimes suffered in this domain, but they prepared for 
the future. Technical modernity was also supported by bureaucrats in the technical 
ministries who worked to reform the structures of French industry. The interwar per­
iod as such prepared the context of interventionism by the French state in this sec­
tor at the time of the Second Reconstruction. 

Lastly, the modern project revealed strong convictions in this period with regard 
to the symbolic value of historic time which many, like Le Corbusier, wanted to re­
establish on a tabula rasa. This concept necessitated the destruction of the acade­
mic world produced by the Ecole des Beaux-Arts in Paris. Even so, during the 1930s, 
numerous dynamic architects contributed actively to the corpus of French moderni­
ty, all having been formed by the same Ecole des Beaux-Arts. The thesis of the 
school's decline, already relativised by certain works, 31 seems to be nuanced, except 
in considering that Le Corbusier represents French modernity unto himself. One of 
the fascinating complexities of the period is that the Beaux-Arts system itself contri­
buted to shaping modernity. But it is equally certain that the fracture of the acade­
mic system, coming about in 1968, was already fermenting during those aforemen­
tioned years. During this period of maturation, there existed not one modernity but 
multiple French modernities. 

Bibliography and Sources: see pp. 50-51. 

31 - Brucculeri, 1997. 
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UNESCO's World Heritage Centre 

and the Programme on Modern Heritage 

Francesco BANDARIN 
Director of the World Heritage Centre, UNESCO. 

World Heritage properties are increasingly threatened with destruction 
not only by the traditional causes of decay, but also by changing social and 
economic conditions. This reality was one of the reasons behind the start, 
at the beginning of 2001, of the Programme on Modern Heritage, a joint 
initiative of UNESCO's World Heritage Centre, the International Council on 
Monuments and Sites (ICOMOS) and DOCOMOMO for the identification, 
documentation and promotion of the built heritage of the 19th and 20th cen­
turies. Weak legal protection and indifference from the general public 
make this heritage particularly vulnerable. With only 12 properties, out of 
730, related to 19th or 20th century built heritage, 1 the concept of Modern 
Heritage is currently not well represented on the World Heritage List. 
Moreover, an analysis of the justifications shows that the majority of these 
twelve properties are not even identified as Modern Heritage; they are 
mostly listed for other reasons under different categories. 

In this context, in 2001 two meetings were held at UNESCO Headquarters 
which focused on the establishment of directives and objectives for a 
Programme on Modern Heritage. As a general outcome, it was agreed that 
currently there is a clear lack of understanding of the character and value 
of Modern Heritage; therefore, appropriate methodologies for the assess­
ment and selection of this type of heritage need to be developed, providing 
for balanced thematic and geographical representation, as well as to advise 
States Parties and the general public on the importance of its protection and 
conservation. In aiming at these aspects, hosting the Seventh DOCOMOMO 
Conference at UNESCO Headquarters was part of the strategy. The partner­
ship with DOCOMOMO was established to draw upon its international expe­
rience with regard to safeguarding the heritage of the Modern Movement, 
with the aim of extending this to other categories of heritage of the modern 

1 • 12 Modern Heritage proper· 
ties were listed in September 
2002 . 21 were listed in July 
2004. See the updated List (as 
at July 2004) in Bandarin, 
Chapter XI, pp. 452-453. 

DOCOMOMO International: 
These proceedings were originally published as a printed version. It has been scanned and made digitally available following our Open Access Policy. 
We are not aware of any infringement of copyrights.



I 
I 
I 
\ 

\ 

Francesco Bandarin 

66 

era. With its global network of experts and professionals represented in over 
forty countries world-wide, this organisation can prove to be an important 
asset when aiming to identify and increase the representation of Modern 
Heritage on UNESCO's World Heritage List. For these reasons a special panel 
on "Modern Heritage as World Heritage" has been organized as part of this 
Conference. 

Modern Heritage applies to properties and sites that have been planned 
and designed within the time frame of the 19th and 20th centuries. During this 
period, the cultural processes and innovative thinking have generated new 
social, spatial and technological sceneries, ultimately establishing new cul­
tural paradigms. Last year, in December 2001, an important example of the 
Modern Movement was inscribed on the World Heritage List: the Tugendhat 
House in Brno by Mies van der Rohe. Its outstanding universal value was 
justified as this property contributed greatly to the world-wide diffusion of 
modernism. After an initial pioneering period in Europe, modernity engulfed 
the world through the process of industrialisation and democratisation. Each 
region reacted differently to this process resulting in regional expressions 
and nuances. Eventually these different expressions had their impact 
again on the region of origin, creating a complex pattern of fertilisation and 
cross-fertilisation. 

For reasons of identification and valuation it is important to gain insight 
into this phenomenon and to establish a chronological overview of the 
various cultural expressions of the modern era. For protection and conser­
vation, the establishment of international networks is of particular impor­
tance and the World Heritage Centre is currently engaged in setting up such 
networks involving institutions and specialists from Europe as well as from 
the Americas, Africa and Asia. 

The first international meeting in Paris explored the route to take in the 
Programme on Modern Heritage. Follow-up regional meetings are scheduled 
for Latin America in Mexico, for Asia in India and for Africa in Eritrea, in 
which DOCOMOMO plays an important role. The regional meetings will be 
used for the development and testing of tools, such as an anthology of signi­
ficant critical texts on modernity, in-depth studies related to cultural 
expressions of the 19th and 20th centuries, comparative studies into proper­
ties and sites and the assembly of workshop-dossiers to facilitate inductive 
exercises and to test cultural approaches to criteria. The results of these 
studies and exercises will be presented to the World Heritage Committee 
and the States Parties for recommendations, and disseminated to the gene­
ral public for information and awareness building. 

World Heritage listing is a complex process requiring for heritage regis­
tration not only certain criteria to be met, but also an "objective," truly 
global vision on its meaning and importance. Whether or not this stage of 
understanding and valuation will be reached in the coming period, it is 
essential to start a co-operative process to describe, analyse and document 
the wide body of Modern Heritage. If only because the recent past and the 
subsequent lack of support from the general public for this type of heritage, 
together with the hyper-dynamics of today's society with new technological 
innovations and spatial-functional demands, threaten their survival. A cohe­
rent framework established in the light of the World Heritage Convention at 
least guarantees the highest level of attention under the toughest conditions 
imaginable, thus giving the Programme a head start in the subsequent dis­
cussions following up on this initiative. 
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Le Centre du patrimoine mondial de l'UNESCO et 
le programme pour le patrimoine moderne 

Francesco BANDARIN 

Direct e ur du C e ntre du patrimo ine m o ndial , UNESCO. 

Les edifices du patrimoine mondial sont de plus en plus menaces, non seulement 
par les causes traditionnelles de degradation qui affectent le patrimoine, mais aussi 
par les changements qui interviennent dans les conditions economiques et sociales. 
Cet etat de fait est a l'origine de la creation, au debut de l'annee 2001, du 
Programme pour le patrimoine moderne, une initiative commune du Centre du patri­
moine mondial de !'UNESCO, du Conseil international des monuments et des sites 
(ICOMOS) et de DOCOMOMO. Le Programme pour le patrimoine moderne vise !'iden­
tification, la documentation et la promotion du patrimoine bati des XIX• et 
XX• siecles. La faiblesse de la protection legate et !'indifference du public rendent ce 
patrimoine particulierement vulnerable. Avec seulement douze edifices et ensembles 
des XIX• et XX• siecles1, sur un total de sept cent trente, le concept de patrimoine 
moderne n'est pas bien represente a l'heure actuelle au sein du patrimoine mondial. 
De plus, une etude des raisons qui ont pousse au classement de ces douze elements 
montre que la majorite de ceux-ci ne l'a pas ete en raison d'une identification au 
patrimoine moderne; ils sont classes, en grande majorite, pour d'autres raisons, et 
dans d'autres categories. 

C'est dans ce contexte que deux rencontres ont ete organisees en 2001 au siege 
de !'UNESCO afin d'etablir des orientations et de definir les objectifs d'un 
Programme du patrimoine moderne. Les participants se sont accordes sur le fait que 
la nature et la valeur du patrimoine moderne sont tres meconnues. ll en ressortait 
que des methodologies adaptees devaient etre developpees pour l'evaluation et la 
selection de ce type de patrimoine. De telles methodologies devaient garantir des 
repart itions harmonieuses au niveau thematique et geographique, et fournir des ele­
ments de conseil a l 'attention des E:tats Parties et du public quanta l'importance de 
la protection et de la conservation de ce type de patrimoine. Paree qu'elle etait 
ciblee sur ces aspects, la tenue de la Septieme Conference de DOCOMOMO a 
l'UNESCO faisait partie de cette strategie. Un partenariat avec DOCOMOMO a ete 
etabli pour beneficier de son experience internationale dans le domaine de la conser­
vation du patrimoine du Mouvement moderne, avec l'objectif d'etendre cette 
demarche a d'autres categories de patrimoine de l'ere moderne. Avec son reseau 
d'experts et de professionnels presents dans plus de quarante pays dans le monde, 
DOCOMOMO est un partenaire important pour !'identification et !'inscription du patri­
moine moderne sur la liste du patrimoine mondial de l'UNESCO. Pour ces raisons, une 
table ronde sur le patrimoine moderne en tant que patrimoine mondial a ete mise en 
place durant cette conference. 

Le patrimoine moderne designe les edifices et les sites qui ont ete conc;:us et 
construits durant les XIX• et XX• siecles. Durant cette periode, les processus culturels 
et la dimension innovante de la pensee ont contribue a produire de nouveaux envi­
ronnements sociaux, spatiaux et technologiques, qui ont suscite a leur tour !'appari­
tion de nouveaux paradigmes culturels. L' an nee derniere, en decembre 2001, un 
exemple important du Mouvement moderne a ete ajoute a la Liste du patrimoine 
mondial: la villa Tugendhat a Brno, par Mies van der Rohe. Sa valeur universelle 
exceptionnelle etait justifiee par le fait que cet edifice a contribue de maniere 
remarquable a la diffusion internationale du modernisme. Apres une premiere perio­
de pionniere en Europe, la modernite a conquis le monde grace aux processus d'in­
dustrialisation et de democratisation qui caracterisaient cette epoque. Chaque 
region a reagi de fac;:on differente au modernisme, ce qui a suscite des expressions et 

1 - 12 edifices et ensembles 
modernes etaient inscrits sur la 
Liste en septembre 2002. 21 
edifices et ensembles modernes 
etaient inscrits en juillet 2004. 
Vair la Liste mise a jour en 
juillet 2004 dans Bandarin , 
Chapitre XI, pp. 452-453 . 
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des nuances regionales. A leur tour, ces differentes expressions ont eu un impact en 
Europe, ce qui a cree un terreau international complexe d'influences. 

Des imperatifs d'identification et d'evaluation rendent tres importante la com­
prehension de ce phenomene, ainsi que !'elaboration d'une chronologie generate des 
differentes expressions culturelles de l'ere moderne. L'etablissement de reseaux 
internationaux est particulierement important, pour assurer la protection et la 
conservation. Le Centre du patrimoine mondial est actuellement engage dans la crea­
tion de reseaux reunissant des institutions et des specialistes europeens, aussi bien 
qu'americains, africains, et asiatiques. 

La premiere rencontre internationale, organisee a Paris, a explore la direction a 
prendre pour mettre en reuvre le Programme pour le patrimoine moderne. Des ren­
contres regionales sont prevues au Mexique, pour I' Amerique latine, en lnde, pour 
I' Asie, et en Erythree, pour I' Afrique, dans lesquelles DOCOMOMO jouera un role 
important. Ces rencontres regionales viseront a developper et a tester des outils et 
des moyens d'etude: parmi eux, on peut citer une anthologie de textes critiques sur 
la modernite, des etudes approfondies sur les expressions culturelles des XIX• et 
xx• siecles, des etudes comparatives sur les edifices et les sites, et des ateliers 
consacres a des cas d'etude, qui permettront de tester la validite des approches cul­
turelles sur les criteres du patrimoine mondial. Les resultats de ces etudes et exer­
cices seront presentes au Comite du patrimoine mondial et aux Etats Parties afin de 
degager des recommandations. lls seront aussi communiques au grand public pour 
!'informer et le sensibiliser aux edifices et aux ensembles modernes. 

L'inscription a la Liste du patrimoine mondial est le resultat d'un processus com­
plexe: ['edifice ou ensemble candidat doit non seulement repondre a certains cri­
teres mais aussi revetir une "vision" globale, objective, quant a sa signification et a 
son importance. Peu importe que cette etape de comprehension et de reconnaissan­
ce soit franchie dans un avenir pus ou mains proche. Ce qui est essentiel, c'est d'en­
treprendre un travail de cooperation afin de decrire, d'analyser, et de documenter 
le large corpus du patrimoine moderne. A tout le mains, cette initiative est justifiee 
par le fait que ce type de patrimoine est menace a la fois par le manque d'interet 
dont ii a souffert dans un passe recent de la part du grand public, et par les dyna­
miques rapides qui regiss~nt la societe contemporaine, et qui se traduisent par de 
nouvelles innovations technologiques et par de nouvelles demandes spatiales et fonc­
tionnelles. Un cadre coherent etabli sous les auspices de la Convention du patrimoi­
ne mondial garantira a tout le mains le plus grand degre d'attention possible a ces 
questions en depit de conditions tres difficiles : le programme sera lance de fac;:on 
efficace en prenant en compte les discussions qui suivront cette rencontre. 
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Back from Utopia: the Challenge 

of the Modern Movement 

Hubert-Jan HENKET 

Chair, DOCOMOMO International. 

Many things have happened since the early days back in the 1980s. In 
1988 when I held the Chair of Building Technology at the Faculty of 
Architecture at Eindhoven University, my assistant Wessel de Jonge and I 
started the idea of DOCOMOMO. Our ambition was to protect the fragile 
relics of Modern Movement architecture and my dream was to try to conti­
nue to put into practice the spirit of the Modern Movement, a spirit that was 
taught to me by Cor van Eesteren, Jacob Bakema, Reima Pietila, Giancarlo 
de Carlo and, above all, Aldo van Eyck. Imagine the luxury I have had that 
all these have been my teachers. When Wessel and I started we didn't think 
that our aims would meet much response. We thought that if we could get 
together like-minded architects from four or five countries that would be 
great. At our first conference in Eindhoven in 1990, architects and historians 
from twelve countries were present. Sorry, I should say thirteen countries 
because at the very end of my opening speech at the first DOCOMOMO 
Conference I was interrupted by Stella Maris Casal and Adriana Buhaj from 
Argentina who specially delivered a letter from their professors in Buenos 
Aires, George Gazaneo and Mabel Scarone, asking if they might join DOCO­
MOMO as well. 

We designed a constitution in which Christopher Dean and John Allan 
played an important role, and off we went as DOCOMOMO. Well, how do you 
keep enthusiasts from totally different cultures together, in an energetic and 
shoestring organisation. I always honoured three key principles: 1. Maximum 
local freedom and minimum global rules. 2. Minimum bureaucracy. 3. Energy 
and production through friendship. Well, we seem to have managed so far. 
Many campaigns, conferences, exhibitions, publications and parties later 
here we are with a network of approximately two thousand people world­
wide active in forty-five national working parties, and three more national 
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working parties in the making. The main biannual activity in DOCOMOMO is 
our International Conference. After Eindhoven, after Dessau, after 
Barcelona, after Sliac, after Stockholm and after Brasilia, here we are in 
Paris. And in 2004 we will be in New York. 

To coincide with my departure as Chairman after twelve years and with 
the main theme of this conference: "The Reception of the Modern 
Movement: Image, Usage and Heritage," I asked the Belgian architectural 
historian Hilde Heynen a year ago to help me edit a book which we have called 
Back from Utopia, the Challenge of the Modern Movement, which I like to 
introduce to you now. We invited fifty leading voices from the world of 
architecture and architectural history to contribute. A remarkably positive 
response was the result. Eleonoor Jap Sam, as our co-ordinating editor, 
managed to get the forty-three contributors together which form the 
content of this book. We did it in nine months. The authors were asked to 
elaborate in a polemical way on three questions: 

1. Has the Modern Movement any relevance today? 

2. Can we learn anything from the Modern Movement? 

3. Should we conserve anything from the Modern Movement and, if so, 
what and how? 

In the book the authors critically discuss the values of the Modern 
Movement, its multiple manifestations, its connections with colonialism, the 
promises it didn't keep and the paradoxes it gave rise to. The contributions 
vary greatly ranging from essays and scholarly texts to cartoons, collages and 
poems. In the context of the main theme of this conference, it is interesting 
to mention a few statements. For this purpose I will quote freely from the 
Coda of our book, written by Hilde Heynen. 

There seems to be a general consensus among the authors that the 
Modern Movement belongs to the past. Those who still defend the values of 
the Modern Movement (like Norman Foster, Harry Seidler, Tadao Ando, 
Herman Hertzberger and, as the DOCOMOMO members know, myself) do this 
in the awareness that this approach is not widely supported any longer in the 
pluriform architectural culture of today. As John Allan argues, if our time has 
lost the conviction that social problems can be solved through architecture, 
then at least it can learn from its modernist predecessors how to face the 
future in a brave search for rationality and progress. Kenneth Frampton 
pleads for a continuation of modern architecture as a critical culture, in that 
it would resist as much superficial populism as indulgence in the spectacular. 

Although the Modern Movement was international in character, its recep­
tion varied widely depending on the political context, social condition and 
cultural needs. Jean-Louis Cohen, Nils Ole Lund, Dennis Sharp, Oscar 
Niemeyer and Hiroyuki Suzuki, among others, gave their views on this issue. 
For example Marco de Michelis talking about Fascism in Italy points out that 
the openness and lightness of modern architecture, associated elsewhere 
with the promise of a democratic egalitarian and eventually socialist socie­
ty, was given a completely different connotation in Fascist Italy, where a 
house made of glass expressed the idea of "the transparency of fascism." 
France Vanlaethem talking about Canada and Susanna Torre about South 
America both stress the fact that the issue of cultural identity played a cru­
cial role in the embrace of Modernity in their regions. 
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Hilde Heynen writes: 

One can legitimately develop two different readings of universality. One is 
positive and is focused on human needs, the need for shelter, the need for 
communication and the need for symbolic expression of pride and identity. 
The other side of universality is negative where the modernist models were 
imported and imitated without a second thought. All over the world one can 
find examples where a modernist idiom is applied that fails to respond ade­
quately to local environmental conditions and local cultures. 

A striking example is Chandigarh. Contrary to Indian reality, Le Corbusier 
envisaged a city without squatter settlements and in his rules on urbanism 
stipulated that the city had to maintain these characteristics. Needless to 
say reality is totally different, the evolving city violated the rules estab­
lished by its planners. The author Jagish Sagar reminds us of Le Corbusier's 
own words: "Vous savez, c'est toujours la vie qui a raison, l'architecte qui a 
tort," or translated: "Life is right and the architect is wrong." 

If colonialism meant the violation and oppression of another culture for 
economic gain, the introduction of modernity, which happened simulta­
neously meant the introduction of the dream of emancipation and liberation 
for all, the longing for a better world. The Algerian regime constructed 
Modern housing blocks long after the French were defeated. The Turkish 
capital of Ankara and later on Brasilia and Chandigarh were all constructed 
as expressions of the desire for modernity. Hasan-Uddin Khan, for example, 
describes this process for the Islamic countries. In the 1940s, many newly 
independent Islamic countries embraced modernism as the architecture that 
not only reflected the new age, but also egalitarianism. He goes on to say 
that Modernism has been both a liberating and a destructive force in the 
Islamic world and as the years went by, particularly from the fifties onwards, 
its reception is confronted increasingly with critical voices and not only in 
the world of Islam. 

Through the cartoons of Louis Hellman, a poem by John Habraken, 
images by Rem Koolhaas, collages of David Wilde and essays from Kurokawa, 
Tange, Doshi and others, a double message is conveyed to us. The first holds 
that modern architecture did not live up to its promise: it did not bring 
Utopia. The second holds that the legacy of the Modern Movement consists 
in a series of incredibly beautiful buildings as well as in the example they 
set in terms of the energy and dynamism with which they sought to change 
the world. And that is precisely what this book tries to convey. It is clear 
after all. Utopia of the Modern Movement wasn't out there, it was not mate­
rialised. Yet at the same token that is exactly the challenge of the Modern 
Movement to us in the nihilistic era we are living in today. 

Having dreamt of a better world for all, expressing these objectives and 
living up to them are the keys to progress. We, as architects, should know, 
architecture, care for humanity and progress belong together. So instead of 
a pessimistic discontent, let us have ideals and help to build a better future 
for all. As the contributors to this book, Back from Utopia, the Challenge of 
the Modern Movement, agree, even the most critical ones, the spirit of the 
Modern Movement is worth keeping alive. 
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Retour d'Utopie: les defis du Mouvement moderne 

Hubert-Jan HENKET 

President, DOCOMOMO International. 

De nombreux evenements ont eu lieu depuis les annees 1980. En 1988, alors que 
j'etais le directeur des technologies de la construction a la faculte d'architecture de 
l'universite d'Eindhoven, mon assistant Wessel de Jonge et moi-meme avons cree 
DOCOMOMO. Notre objectif etait de proteger les fragiles monuments du Mouvement 
moderne. Mon reve etait de perpetuer et de mettre en pratique ['esprit du 
Mouvement moderne, un esprit qui m'avait ete transmis par Corvan Eesteren, Jacob 
Bakema, Reima Pietila, Giancarlo de Carlo et, bien sur, Aldo van Eyck. lmaginez la 
chance que j'ai eue de les avoir eu tous comme professeurs ! Quand Wessel et moi­
meme avons mis en place ce projet, nous ne croyions pas a une reponse enthousias­
te. Nous pensions reunir tout au plus quelques architectes de quatre ou cinq pays. 
Des architectes et des historiens de douze pays ont participe a la premiere confe­
rence a Eindhoven en 1990. Je devrais peut-etre dire treize pays puisque mon allo­
cution de bienvenue avait ete interrompue par Stella Maris Casal et Adriana Buhaj 
d 'Argentine qui nous apportaient une lettre de leurs professeurs de Buenos Aires, 
George Gazaneo et Mabel Scarone, nous demandant s'ils pouvaient aussi faire partie 
de DOCOMOMO. 

Christopher Dean et John Allan nous ont aide a rediger une constitution : DOCO­
MOMO etait lance. Comment peut-on conserver l'enthousiasme des membres de cul­
tures differentes, dans le cadre d'une organisation dynamique mais a ressources limi­
tees? J'ai toujours respecte trois principes fondamentaux: 1. Une grande liberte au 
niveau local et un minimum de regles au niveau international; 2. Tres peu de bureau­
cratie; 3. Un dynamisme et des resultats tangibles grace aux liens de l'amitie. II 
semble que ces principes aient ete efficaces. 

DOCOMOMO International: 
These proceedings were originally published as a printed version. It has been scanned and made digitally available following our Open Access Policy. 
We are not aware of any infringement of copyrights.



Les defis du Mouvement moderne I The challenges of the Modern Movement 

Apres plusieurs campagnes d'information, conferences, expositions, publications 
et groupes de travail, notre reseau compte aujourd'hui pres de deux mille personnes 
au sein de quarante-cinq groupes de travail nationaux, et trois nouveaux groupes 
nationaux sont en formation. Le principal evenement organise par DOCOMOMO est la 
conference internationale biannuelle. Apres Eindhoven, Dessau, Barcelone, Sliac, 
Stockholm et Brasilia, nous voici maintenant a Paris. Et en 2004 nous serons a New 
York. 

Je quitte ma fonction de president apres douze ans de travail. A cette occasion 
et suivant en cela le theme de cette conference: « La reception du Mouvement 
moderne: image, usage, heritage », j'ai demande a l'historienne de l'architecture 
belge Hilde Heynen ii y a un an de m'aider a diriger une publication que nous avons 
intitulee Back from Utopia, the Challenge of the Modern Movement (De retour 
d'Utopie, /es defis du Mouvement moderne), que j'aimerais vous presenter mainte­
nant. Nous avons invite cinquante participants du monde de l'architecture et de l'his­
toire de l'architecture a presenter des contributions. Les auteurs devaient repondre 
aux trois questions suivantes : 

1. Le Mouvement moderne a-t-il une importance aujourd'hui? 
2. Peut-on apprendre quelque chose du Mouvement moderne? 
3. Doit-on preserver des batiments du Mouvement moderne et, dans l'affirmative, les­

quels et comment? 

La reaction a ete tres positive et Eleonoor Jap Sam a reussi, en neuf mois, a coor­
donner les contributions de quarante-trois auteurs. 

Les auteurs y traitent des valeurs du Mouvement moderne, de ses multiples mani­
festations, de ses liens avec le colonialisme, des promesses qu'il n'a pas tenues, et 
de ses paradoxes. Les contributions sont de nature tres variee, allant d'essais et de 
textes erudits a des bandes dessinees, des collages et des poemes. II est interessant 
d'en mentionner quelques elements en relation avec le theme de cette conference. 
Je cite librement la postface de notre livre ecrite par Hilde Heynen: 

« II semble que nos auteurs soient arrives a un consensus general selon lequel le 
Mouvement moderne serait un phenomene du passe. Ceux qui defendent toujours les 
valeurs du Mouvement moderne comme Norman Foster, Harry Seidler, Tadao Ando et 
Herman Hertzberger (et comme les membres de DOCOMOMO le savent, je suis aussi 
un de ceux-la), le font tout en sachant que cette methode ne fait plus l'unanimite 
dans le monde pluriel de l'architecture d'aujourd'hui. Comme le remarque John 
Allan, si nous ne crayons plus que les problemes sociaux peuvent etre resolus par l'ar­
chitecture, nous pouvons neanmoins suivre l'exemple de nos predecesseurs moder­
nistes dans la recherche de la raison et du progres. Kenneth Frampton croit que !'ar­
chitecture moderne peut devenir une culture critique, qui stopperait les exces du 
populisme le plus superficiel et les pieges du spectacle. » 

Si le Mouvement moderne est international, ii n'en demeure pas mains qu'il a ete 
re~u de maniere tres differente selon le contexte politique, les conditions sociales, 
et les besoins culturels des differents pays. Jean-Louis Cohen, Nils Ole Lund, Dennis 
Sharp, Oscar Niemeyer, et Hiroyki Suzuki, entre autres, ont donne leur opinion a ce 
sujet. Marco de Michelis a ainsi souligne que l 'ouverture et la legerete caracteris­
tiques de l 'architecture moderne, soulignant les promesses d'une societe democra­
tique et egalitaire, voire socialiste, a acquis une toute autre signification dans l'ltalie 
fasciste, dans laquelle une maison de verre signifiait la« transparence du fascisme » . 

France Vanlaethem a propos du Canada et Susanna Torre a propos de l' Amerique du 
sud ont toutes deux souligne que l'identite culturelle jouait un role important dans 
l'appartenance a la modernite dans leurs regions respectives. 

Hilde Heynen ecrit : 

On peut en toute legitimite developper deux lectures differentes de l'universalite. 
L'une, positive, se centre sur les besoins humains: s'abriter, communiquer et expri­
mer sa fierte et son identite de maniere symbolique. L'autre lecture de l'universali­
te est negative. C'est celle qui a importe ou imite les modeles modernistes sans rap-
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port critique. On peut voir des exemples dans le monde entier de batiments moder­
nistes qui n'ont pas repondu de maniere adequate aux conditions environnementales 
et aux cultures locales. 

Un exemple frappant est Chandigarh. Contrairement a la realite indienne, Le 
Corbusier a conc;:u une ville sans developpement anarchique; ses regles d'urbanisme 
specifient que la ville se doit de demeurer telle quelle. ll va sans dire que la realite 
est tout a fait differente. L'evolution de la ville a nie les regles etablies par les urba­
nistes. L'ecrivain Jagish Sagar nous rappelle les propres paroles de Le Corbusier: 
« Yous savez, c'est toujours la vie qui a raison et l'architecte qui a tort ». 

Si le colonialisme signifiait le viol et !'oppression d'autres cultures en vue de 
rechercher un profit, !'importation simultanee de la modernite correspondait au reve 
de !'emancipation et de la liberation pour tous, a l'espoir d'un monde meilleur. Le 
regime algerien a construit des logements modernes apres la defaite des Franc;ais. La 
capitale turque, Ankara et, plus tard, Brasilia et Chandigarh ont ete conc;ues en 
reponse a un desir de modernite. Hasan-Uddin Khan , par exemple, a decrit ce pro­
cessus dans les pays islamiques. Dans Les annees 1940, plusieurs pays islamiques nou­
vellement independants ont utilise le modernisme afin de refleter un nouvel age, 
mais aussi les ideaux de l'egalite. ll poursuit en indiquant que le modernisme a ete 
simultanement une force de liberation et une force de destruction dans le monde 
islamique et que, particulierement a partir des annees 1950, ii est de plus en plus 
critique, pas seulement dans le monde de l'lslam. 

Les bandes dessinees de Louis Hellman, un poeme de John Habraken, Les images 
de Rem Koolhaas, Les collages de David Wilde et Les essais de Kurokawa, Tange, Doshi 
et autres, comportent un double message. La premiere partie de ce message indique 
que !'architecture moderne n'a pas tenu sa promesse: elle n'a pas produit l'utopie. 
La deuxieme soutient que !'heritage du Mouvement moderne est constitue d'une 
serie d'edifices incroyablement beaux et qui constituent des modeles de volontaris­
me et de dynamisme dans leur espoir de changer le monde. Ceci est precisement ce 
que ce livre cherche a communiquer. Tout ceci est tres clair. L'utopie du Mouvement 
moderne n'a pas ete atteinte, elle ne s'est pas materialisee. Mais en meme temps, 
cette utopie est un des defis que le Mouvement moderne nous lance en notre epoque 
nihiliste. 

Les des du progres tiennent aces objectifs et a la realisation du reve d'un monde 
meilleur. Nous, architectes, devrions savoir que le souci de realiser une architecture 
pour l'humanite et le progres vont de pair. Au lieu du pessimisme ambiant, nous 
devrions cultiver des ideaux et aider a la construction d'un monde meilleur pour tous. 
Comme les contributeurs du livre Back from Utopia, the Challenge of the Modern 
Movement le disent, meme les plus critiques envers la modernite, l'esprit du 
Mouvement moderne doit etre preserve. 
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What Happened? 

Fourteen Years of DOCOMOMO 

Wessel DE JONGE 
Secretary of DOCOMOMO International. 

At our Founding Conference in 1990, about one hundred and forty pro­
fessionals from twenty countries participated. Even if this was considered 
already an overwhelming success, since then DOCOMOMO has grown into a 
network of some two thousand professionals, historians, preservation offi­
cers, researchers and teachers. 

Although less than five hundred of these participants are actually inter­
national members, local and national membership is on the rise and today, 
working parties in forty-two countries and regions organize symposia and 
exhibitions, campaign for the Modern Movement buildings under threat, 
make films and educational documentaries, publish books and reports, de­
bate, train students and throw an occasional big party. Apparently, DOCO­
MOMO has filled a niche in the global scene of architectural conservation. 
What happened? 

History of DOCOMOMO 

DOCOMOMO had initially been established in 1988 to become a small net­
work of primarily European experts on "modern conservation, " 1 somewhat 
na'ively anticipating a total number of about forty participants in five or six 
European countries. A research report for the Netherlands Department for 
Heritage Conservation in the mid-1980s gave us the occasion to visit some 
pioneer sites of modern conservation: the Bauhaus in Dessau, restored in 
1976; Terragni's kindergarten in Como, just restored; the 
Weissenhofsiedlung, then still under restoration; and the ruins of 
Zonnestraal, that we took as a guinea pig for our theses. We realised that -
when the architecture of the Modern Movement had been a "world-wide" 
phenomenon - also the issues of undervaluation, weathering, decay and 

1 - "Modern conservation" 
is a paraphrase of John 
Allen's "modernist conser­
vation" - the short wording 
for the conservation, resto­
ration, and adaptive re-use 
of Modern Movement buil­
dings, that he introduced 
in his "Conservation 
of Modern Buildings," 
Building Maintenance 
and Preservation, Oxford, 
Edward Mills (ed.), 1994. 
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improper use were problems not unique to the Netherlands. An internatio­
nal expert network of specialists with hands-on experience could provide a 
platform for exchange of knowledge and debate, and we invited the few col­
leagues we knew. But the word spread, and within a year we were hundreds, 
from fifteen different European countries. Just a year later contacts were 
established in Argentina and Canada, followed by the United States and 
Brazil in 1991. 

Little Bureaucracy 

We had never planned to grow so big, and instead of taking existing orga­
nisations as a model, our organisational structure was designed very light, 
with a chairman, a secretary (who was then the only staff at the 
International Secretariat), no constitution, no executive committee or other 
legal body, and no paid membership - funded by research performed by 
Hubert-Jan Henket's team at the Eindhoven Faculty of Architecture, of 
which I was a member as well. 

Gradually, we agreed on a statement and a constitution in 1990, on 
international specialist committees in 1992, on paid membership as per 
1994, before losing our founding sponsor Crittall Windows Ltd. just one year 
later. The constitution was amended fundamentally with the acceptance of 
regional working parties - next to national ones - and the introduction of 
paid membership in May 1993, with the addition of a fourth executive 
committee member as well as a procedure for recognizing new working 
parties in September 1994. Still, it contains just eight articles and reads 
less than six hundred words, with a nine hundred word appendix. Our low 
profile in terms of bureaucracy proved very effective, and also attractive 
to the professional levels we targeted . One council meeting every two years 
and some informal in-between meetings of the four-member executive 
committee so far appear sufficient to make most decisions on organisational 
and strategic issues. I sincerely hope that, despite our growth in terms of 
members and responsibilities, DOCOMOMO will be successful in maintaining 
this strategy - to the benefit of our members and our mission. 

Internationalisation and its Impact 

In retrospect we may say that DOCOMOMO International - as a relative 
outcast - has been unexpectedly successful in mobilizing large numbers of 
professionals dealing with modern conservation . Originally focused on 
Europe for pragmatic reasons, we have accepted the challenge posed by our 
Brazilian colleagues in 1992 to widen our scope towards an approach that is 
more international and more sensitive towards urban issues. 

This internationalisation had a great impact on the professional and theo­
retical debate, and perhaps on relatively young professionals like myself in 
particular. Also, the internationalisation of our network has broadened our 
horizon enormously. Although I realize that I have been exceptionally fortu­
nate as compared to other members of DOCOMOMO - as I had the opportu­
nity to travel more than average over these fourteen years - I am sure that 
meeting colleagues from other countries and cultures has been considered 
as a privilege by everyone. 
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Multidisciplinarity 

Looking back after fourteen years, I am particularly grateful that we have 
managed to maintain our interdisciplinarity, bringing together scientists, 
practitioners and officials. This offers rare opportunities to encounter spe­
cialists in other, though related fields, to discuss one's own ideas and pro­
jects. It goes without saying that these meetings greatly assist in arriving at 
a mutual understanding of each other's concerns and points of view. 

Through the internationalisation of our work, the then topical debate on 
authenticity was strongly influenced by visions spawned by non-European 
societies which focused often on the spirit rather than the material inter­
pretation of the Modern Movement. For me as a young architect these points 
of view were fresh and challenging and have assisted me greatly in my work 
on some prominent Modern Movement buildings. 

DOCOMOMO's interdisciplinarity is also reflected by the palpable results 
of our work, ranging from technical handbooks to reference works which 
record modern architectural heritage or address the principle debates on 
conservation theory and authenticity. It allows studying the Modern 
Movement along the three dimensions of modernity (aesthetic, technical 
and/or social innovation),2 revealing that the evaluation of modern archi­
tecture goes beyond the appearance or material authenticity of the buil­
dings concerned, and rather lies in the combination of appearance, form, 
detail, space and - eventually - the original idea. 

Future Challenges 

Our Advisory Report on the Modern Movement and the World Heritage List 
has initially been largely neglected by ICOMOS, and this has been quite a 
disappointing start of a process that we had anticipated to develop into clo­
ser collaboration with them. 

Still, a critical reassessment of our achievements reveals that DOCOMO­
MO is short on relations with similar organisations, and therefore we must 
increase our cooperation with kindred institutions like UNESCO, the World 
Heritage Centre, ICOMOS (International Council on Monuments and Sites), 
and TICCIH (International Committee for the Conservation of Industrial 
Heritage) in the future. This poses a great challenge to the new Board of 
DOCOMOMO International. 

Another challenge that the new team is facing is the lack of a strong edu­
cational project within DOCOMOMO. Despite our activities over the last four­
teen years, DOCOMOMO has not sufficiently succeeded in developing pro­
grams for the training and education of young professionals. The dedication 
to this issue, as formulated by the French working party in the draft program 
for DOCOMOMO's next six years, indicates that DOCOMOMO is due to change 
this for the better. 

Mission 

DOCOMOMO is much involved with professional work and scientific re­
search. But, to my mind - and I know that there are many members with the 
same interpretation of the meaning of DOCOMOMO - our organisation must 
manifest professional and personal commitment to explore the spirit of the 
Modern Movement. Globalisation, commercialisation and individualisation in 

2 - The "three dimensions of 
modernity" in architecture 
were introduced by Catherine 
Cooke and Ivor Richards at the 
1992 DOCOMOMO Conference 
at the Bauhaus Dessau ; see 
1992 Conference Proceedings. 
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1 - La preservation moderne 
est derivee de la notion de 
preservation moderniste for­
mulee par John Allen : notion 
qui inclut la conservation, la 
restauration et la reutilisation 
de batiments du Mouvement 
moderne. ll a presente ce 
concept dans le chapitre inti­
tule « Conservation of Modern 
Heritage » dans Edward Mills 
(ed.), Building Maintenance and 
Preservation, Oxford, 1994. 

the 21 st century pose enormous challenges as well as dangers. Respecting 
human dignity, local characteristics and cultural values, the ideals of the 
Modern Movement may prove to be of great use to arrive at sustainable solu­
tions for a better world for all. 

It is probably no coincidence that the Modern Movement's dedication 
to "Spiritual Economy" regarding the use of resources, materials and 
constructions - inspired by the ethical principles of the Machine Age as well 
as the harsh economic circumstances of the era - appear so topical again in 
view of world poverty and ecological disaster. Research, both into the posi­
tive and the negative impact of the Modern Movement in the past, will 
prove instrumental in designing our future. The French proposal to increase 
our efforts in research and training will therefore be vital. Our mission to 
learn from the past for the future must remain a primary goal of DOCOMOMO 
internationally. 

Que s 'est-il passe? 
Quatorze annees de DOCOMOMO 

Wessel DE JONGE 

Secretaire de DOCOMOMO International. 

Pres de cent quarante professionnels de vingt pays ont participe a la conference 
inaugurate de 1990, ce qui constituait alors un succes inespere. Aujourd'hui, DOCO­
MOMO regroupe quelque deux mille professionnels, historiens, fonctionnaires dans le 
domaine de la conservation, chercheurs et professeurs. Au mains cinq cent de ces 
participants font partie de ['organisation internationale, et le recrutement national 
est en constante progression. Des groupes de travail de quarante-deux pays et regions 
organisent des symposiums et des expositions, s'impliquent dans des demarches de 
preservation d'edifices du Mouvement moderne, tournent des films et des documen­
taires, publient des livres et des rapports, discutent, dispensent de l'enseignement 
et organisent quelquefois une grande fete. De toute evidence, DOCOMOMO a comble 
un vide dans le monde de la preservation en architecture. Comment cela est-ii arri­
ve? 

Fonde en 1988, DOCOMOMO souhaitait a l'origine former un reseau d'experts 
europeens de la conservation du patrimoine moderne1, comptant tout au plus qua­
rante membres provenant de cinq ou six pays europeens. La redaction d'un rapport 
de recherche pour le Departement du patrimoine des Pays-Bas nous a donne !'occa­
sion de visiter quelques sites a l'avant-garde de la conservation d'edifices modernes 
dans le milieu des annees 1980: le Bauhaus de Dessau, restaure en 1976; le jardin 
d'enfants de Terragni a Come, restaure recemment; le Weissenhofsiedlung, a cette 
epoque encore en restauration; et les ruines du Zonnestraal, que nous avons utilisees 
comme sujet de nos theses. 

Etant donne que !'architecture du Mouvement moderne etait un phenomene mon­
dial, nous avons compris que les problemes de meconnaissance, d'alteration due au 
climat, de degradation, et d'usage non adapte n'existaient pas seulement aux Pays­
Bas. Nous avians besoin de l'apport de specialistes possedant une connaissance du 
terrain pour alimenter l'echange de connaissances. Le bouche a oreille a fait son 
reuvre et dans l'espace d'une annee nous etions des centaines d'intervenants prove-
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nant de quinze pays europeens. Un an plus tard nous avions etabli des contacts en 
Argentine et au Canada, suivis des Etats-Unis et du Bresil en 1991. 

L' histoire de DOCOMOMO : peu de bureaucratie 

Nous n'avions jamais imagine devenir si nombreux et, au lieu d' utiliser comme 
modele des organisations deja existantes, nous avons etabli une structure legere, 
composee d'un president et d'un secretaire (le seul membre a cette epoque du 
secretariat international), sans constitution, sans comite executif ou autre entite 
juridique, et sans membres cotisants. Nous etions subventionnes par la recherche 
entreprise par l'equipe d'Hubert-Jan Henket a l'ecole d'architecture de l'universite 
d'Eindhoven, dont je faisais partie. 

Nous avons progressivement mis en place une declaration et une constitution en 
1990, un comite international de specialistes en 1992, et un systeme de cotisations 
en 1994, avant de perdre notre sponsor Crittall Windows Ltd une annee plus tard. La 
constitution a ete modifiee pour permettre l' admission de groupes de travail regio­
n aux aux cotes des groupes nationaux. Nous avons ajoute la mention de cotisations 
en mai 1993 et, en septembre 1994, la creation d'un quatrieme comite executif et 
une procedure pour la creation de nouveaux groupes de travail. 

Cette constitution contient seulement huit articles et six cent mots, avec une 
annexe de neuf cent mots. Notre bureaucratie legere s'est averee tres efficace, et 
a attire au sein de notre association les professionnels que nous visions. Les ren­
contres biennales de notre conseil d'administration et les rencontres informelles du 
comite executif forme de quatre membres semblent etre suffisants pour la plupart 
des decisions concernant !'organisation et la strategie. J'espere vivement qu'en 
depit de ['augmentation du nombre de membres et de nos responsabilites, DOCOMO­
MO continuera d'appliquer cette strategie, au benefice de nos membres et de notre 
mission. 

L'internationalisme et ses consequences 

Avec du recul nous pouvons affirmer que DOCOMOMO International, une organi ­
sation plut6t marginale, a reussi de fa<;on inesperee a mobiliser de nombreux pro­
fessionnels du monde de la conservation du patrimoine moderne. Centres a l'origine 
sur ['Europe pour des raisons pratiques, nous avons releve le defi pose en 1992 par 
nos collegues bresiliens qui voulaient que nous elargissions notre champ d'action en 
l'ouvrant aux problemes internationaux et a ceux des villes. 

Cette internationalisation a eu un impact important sur les debats professionnels 
et theoriques, et peut-etre sur les professionnels encore relativement jeunes, comme 
moi. L'internationalisation de notre reseau a aussi elargi nos horizons. Je suis 
conscient de ma situation privilegiee par rapport aux autres membres de DOCOMO­
MO: j'ai pu voyager amplement durant les quatorze dernieres annees. Je pense que 
la rencontre de collegues d'autres pays est un avantage pour tous. 

lnterdisciplinarite 

Je suis particulierement satisfait d'avoir pu cultiver l'interdisciplinarite entre 
scientifiques, praticiens, et fonctionnaires au cours des quatorze annees d'existence 
de DOCOMOMO. Cela permet de rencontrer des specialistes de domaines d'activite 
differents, bien que connexes, et de discuter de projets et d'idees personnels. Ces 
rencontres sont cruciales pour etablir une comprehension mutuelle. 

L'internationalisation de notre travail a enrichi notre debat sur l'authenticite 
grace a l'apport d'ideaux de societes non europeennes qui ont quelquefois accorde 
plus d'importance a ['esprit qu'a !'interpretation materielle du Mouvement moder­
ne. Pour moi, jeune architecte, ces points de vue etaient nouveaux et stimulants: ils 
m'ont fortement influence dans mon travail sur quelques edifices importants du 
Mouvement moderne. 

7S: 
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2 - Les trois dimensions de la 
modernite en architecture ant 
ete presentees par Catherine 
Cooke et Ivor Richard a la 
conference de 1992 de DOCO­
MOMO au Bauhaus de Dessau. 
Vair les comptes rendus de 
cette conference. 

L'interdisciplinarite de DOCOMOMO se traduit egalement dans les resultats plus 
tangibles de notre travail, allant des manuels techniques aux ouvrages de references 
qui traitent du patrimoine moderne ou des principaux debats sur la theorie de la 
conservation et sur l'authenticite. L'interdisciplinarite permet l 'etude du Mouvement 
moderne selon les trois dimensions de la modernite (c'est-a-dire les innovations 
esthetiques, techniques et/ou sociales)2, et met en valeur l'idee que l'evaluation de 
l'architecture moderne n'est pas seulement une question d'apparence ou d'authen­
ticite materielle des edifices etudies, mais qu'elle reside plutot dans les liens qu'en­
tretiennent l'apparence, la forme, les details, l'espace, et - peut-etre - le concept 
d'origine. 

Defis futurs 

Nos recommandations sur le Mouvement moderne et la Liste du patrimoine mon­
dial ont ete quelque peu negligees par l'ICOMOS. Ceci a ete un debut decevant pour 
le processus de collaboration que nous souhaitions engager. 

Une vision critique de notre action demontre que DOCOMOMO a peu de liens avec 
des organisations au role comparable. Nous devons par consequent collaborer plus 
etroitement avec des institutions comme ['UNESCO, le Centre du Patrimoine Mondial, 
l ' ICOMOS (Comite International des Monuments et des Sites), et le TICCIH (Comite 
international de conservation du patrimoine industriel). Ce sera le defi principal des 
nouveaux responsables de DOCOMOMO International. 

Un autre defi pour la nouvelle equipe sera la creation de projets pedagogiques 
dans le cadre de DOCOMOMO. En depit de nos actions des quatorze dernieres annees, 
DOCOMOMO n'a pas su developper des programmes pour la formation de jeunes pro­
fessionnels. L'engagement a cet egard formule par le groupe de travail franc;:ais dans 
le programme propose pour les six prochaines annees, augure bien. 

Mission 

DOCOMOMO se preoccupe avant tout de travail professionnel et de recherche 
scientifique. Je crois neanmoins - et je pense que plusieurs membres partagent mon 
avis - que notre organisation doit aussi soutenir ['esprit du Mouvement moderne au 
niveau professionnel et personnel. La mondialisation, la marchandisation et l'indivi­
dualisme du XXI• siecle posent des defis et des dangers importants. Par son respect 
de la dignite humaine, des caracteristiques et des valeurs culturelles locales, les 
ideaux du Mouvement moderne pourront nous guider pour arriver a des solutions effi­
caces pour contribuer a un monde meilleur pour tous. 

Ce n'est probablement pas une co·1ncidence que l'economie spirituelle a laquelle 
tendait le Mouvement moderne en ce qui concerne les ressources naturelles, les 
materiaux, les constructions, s'inspirant en cela des principes ethiques de l' Age de 
la machine et de la situation economique difficile de cette periode, semble etre tout 
aussi d'actualite de nos jours, marques par la pauvrete a l'echelle mondiale et les 
desastres ecologiques. La comprehension des influences tant positives que negatives 
qu'a eu le Mouvement moderne dans le passe est indispensable pour dessiner notre 
avenir. La proposition franc;:aise de mettre !'accent sur la recherche et l'enseigne­
ment est done vitale. Notre mission qui consiste a apprendre du passe pour preparer 
l'avenir doit demeurer un objectif majeur de DOCOMOMO a l'echelle internationale. 
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chef du projet de la Cite de I' Architecture et du Patrirnoine ( 1 998-2003), Paris, France. 

A l'occasion de ses conferences anterieures, DOCOMOMO international a 
parcouru l'Europe et mis un pied au Bresil. Le sens de sa presence a Paris 
doit etre apprecie au regard de la place qui a ete celle de la France dans la 
naissance, l'affirmation et la crise de qu'il est convenu de denommer le 
« Mouvement moderne ». Terre classique du rationalisme structural de 
Viollet-le-Duc et Choisy, puis de l'invention constructive de Perret, la France 
a ete le theatre des experiences de Le Corbusier et des modernes radicaux 
de l'entre-deux-guerres. Acceptee dans un premier temps par certains des 
cercles de l'elite et par quelques elus courageux, mais rejetee par les 
tenants d'une forme « nationale », ce n'est qu'apres 1945 que l'architectu­
re moderne connut une large diffusion. Elle rencontra alors une politique 
d'Etat vigoureuse et massive, qui conduisit a la fois a des experimentations 
remarquables et a une degeneration de certains principes initialement legi­
times, au contact d'un academisme vigoureux. 

Le discredit durable jete sur la demarche des modernes par la dilution 
apparente de leurs idees dans la grande production semble aujourd'hui s'es­
tomper. Est-ce simplement un retour du balancier apres la saison post­
moderne? Je ne le crois pas. C'est a l'intense effort de connaissance 
deploye pour comprendre la genese et les modalites des recherches radi­
cales et leur rencontre avec les strategies de la modernisation que ce 
retournement est du. Du coup, le patrimoine bati laisse par les branches et 
les courants du « Mouvement moderne », menace de destruction des les 
annees 1960, est devenu objet de politique publique et de collections pri­
vees. L'action de DOCOMOMO doit etre appreciee dans ce cadre, ou l'orga­
nisation n'est pas seule a operer, 
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L'lnstitut franc;:ais d'architecture (IFA) - qui, grace a la creation de son 
depot d'archives, desormais riche de 1 500000 dessins, est devenu un centre 
de ressources irremplac;:able pour l'etude et la conservation de ['architectu­
re moderne en France et parfois au-dela - trouve sa place dans le dispositif 
de la reception de l'architecture moderne a l'etude duquel la Septieme 
conference s'attache, en reponse a l'appel du Comite scientifique, a la fois 
parce qu'il contribue a la recherche collective sur les usages et les signifi­
cations de ['architecture et parce qu'il se consacre a la diffusion dans le 
public des savoirs historiques et de la connaissance de ['architecture emer­
gente. ll partage les objectifs qui sont ceux de DOCOMOMO depuis sa crea­
tion par Hubert-Jan Henket, il y a moins de quinze ans. 

Organisation unique, DOCOMOMO echappe aux corporatismes, rassem­
blant des membres venus d'horizons professionnels differents; elle est 
unique, par son implantation desormais mondiale, et qui depasse largement 
les frontieres de l'Europe et de l' Amerique du nord, comme en font foi les 
contributions a la conference; unique toujours par son ouverture intellec­
tuelle et sa disponibilite a redefinir sans cesse son objet sans succomber au 
fetichisme d'une periode, d'une ecole ou d'une esthetique donnee; unique 
enfin par l'energie benevole et la competence de tous ses adherents. 

L'IFA a, de son cote, deja promu de nombreuses expositions, comme La 
ville en Tatirama, qui (en septembre 2002) rend compte au fond d'une des 
formes de reception les plus amusantes de ['architecture moderne, celle 
qu'en fit Jacques Tati, en definitive beaucoup plus positive que l'on a bien 
voulu le dire quant a ses formes. Les dessins de Jacques Lagrange pour Mon 
Oncle, les photos du tournage et les extraits des actualites filmees de 
l'epoque nous montrent combien le moderne a pu etre a la fois objet de ten­
tation et objet de repulsion, des lors qu'il derivait, comme dans Playtime, 
vers l'anonymat et la perte des reperes. En meme temps, au Havre, l'IFA 
inaugure ['exposition Perret, la poetique du beton, preparee depuis long­
temps a partir des fonds conserves par l'lnstitut, et qui rend enfin justice a 
l'reuvre des freres Perret, au moyen de centaines de dessins et de docu­
ments inedits, mais aussi avec des maquettes nouvelles et spectaculaires. La 
visite de ['exposition et de la ville du Havre met en evidence une sorte de 
cas ideal de la reception changeante du moderne: d'abord hostile, la popu­
lation a largement accepte la ville neuve heritee de la reconstruction, dont 
l'exposition lui devoile la genese intellectuelle. Parallelement, l'architectu­
re de Perret au Havre aura connu un long purgatoire dans la production his­
torique, dont elle sort heureusement grace aux travaux sur lesquels se fonde 
['exposition. Depuis plusieurs annees enfin, l'IFA travaille a sa transforma­
tion au sein d'une cite de l' Architecture et du Patrimoine, grand equipement 
portant en direction du large public les questions de la culture architectu­
rale dans ses dimensions historique, contemporaine et prospective. 
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On the occasion of its earlier conferences, DOCOMOMO International traversed 
Europe and touched down in Brazil. The significance of its appearance in Paris must 
be appreciated in terms of France's position in what is conveniently called the 
"Modern Movement" from its inception, affirmation and crisis. Classic ground for the 
structural rationalism of Viollet-le-Duc and Choisy and the later constructive inven­
tions of Perret, France has been the theatre of experimentations for Le Corbusier and 
radical Moderns between the Wars. First accepted by certain elitist circles and a few 
courageous politicians, but rejected by the upholders of a "national" style, it was 
only after 1945 that Modern architecture enjoyed wide diffusion. It then met with a 
solid and forceful government policy which lead simultaneously to some remarkable 
experiments and a degeneration of certain initially legitimate principles upon 
contact with a vigorous academicism. 

The lasting discredit thrown upon the Modernists' initiative by the visible dilution 
of their ideas through mass production now appears diminished. Is it simply a back­
lash after the Post-Modern period? I think not. This turnaround is due to an intense 
effort of examination, deployed to understand the genesis and methods of radical 
research and their encounter with the strategies of modernisation. As a result , the 
built heritage left by the branches and currents of the "Modern Movement, " threa­
tened with destruction by the 1960s, has become the subject of public policy and pri­
vate groups. DOCOMOMO's intervention must be understood in this context in which 
this organisation is not alone in taking action. 

Thanks to the creation of its archival deposit, with its wealth of over 1 500000 
drawings, the lnstitut franr;:ais d'architecture (IFA) has become an irreplaceable 
resource centre for the study and conservation of modern architecture in France and 
on occasion elsewhere. It has thus found its place within the reception plan of Modern 
architecture whose study is taken up by the Seventh Conference, in response to the 
Scientific Committer's call for papers, both because IFA has contributed to collaborati­
ve research on architectural uses and signification and because it has consecrated it­
self to the public diffusion of historic knowledge and the understanding of emerging 
architecture. IFA shares the same objectives as DOCOMOMO since its creation by 
Hubert-Jan Henket at least fifteen years ago. 

A unique organisation, DOCOMOMO has escaped corporatism, gathering together 
members from different professional backgrounds. It is unique in its now being estab­
lished worldwide, spreading throughout Europe and North America, as witnessed by 
the contributions to this conference. Unique too by its intellectual openness and its 
receptivity to redefining constantly its objectives without succumbing to the feti­
shism of a period, a school or a given aesthetic. And unique in the end by its bene­
volent energy and the competence of all its members. 

For its part, IFA has already promoted numerous exhibitions, such as La Ville en 
Tatirama (loosely translated, The City according to Tati , in September 2002) which took 
account of one of the most amusing forms of reception of modern architecture, that of 
Jacques Tati , in the end much more positive than one would say of its forms. Jacques 
Lagrange's drawings for Mon Oncle (My Uncle), the photographs of the shooting 
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and contemporary newsreel extracts show us how the Modern could have been 
both an object of temptation and an object of repulsion, from the moment that it 
drifts toward anonymity and disorientation (as in Playtime). At the same time, IFA 
inaugurated the exhibition Perret, la poetique du beton (Perret, the Poetics of 
Concrete) in Le Havre, prepared at length from the collection conserved at the 
lnstitut. This exhibition pays homage at last to the work of the Perret brothers, 
through hundreds of drawings and unpublished documents, but also through new and 
spectacular models. The visit to the show and the city of Le Havre gives prominence 
to a sort of ideal case in the changing reception toward the modern: at first hostile, 
the population largely accepted the new city, inherited from post-war reconstruction 
whose intellectual genesis the exhibit unveils. In a parallel manner, Perret's archi­
tecture at Le Havre experienced a long purgatory within historic architectural pro­
duction, from which happily it has escaped thanks to the work on which the exhibit 
is based. Lastly for many years now, under my direction, IFA is working on its own 
transformation in a Cite de /'Architecture et du Patrimoine, a large infrastructure 
raising questions for a wide public on architectural culture in its historic, contempo­
rary and future dimensions. 
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de la Septieme conference internationale de DOCOMOMO. 

Pour son theme scientifique, la Septieme conference de DOCOMOMO a 
retenu l'etude de la reception de !'architecture moderne, en associant les 
reuvres, les representations - l'image - et les actions qui s'en nourrissent, 
de l'usage a l'heritage. Ce theme de la reception - qui a provoque l'envoi 
de deux cent soixante projets de contribution - consacre l'importance des 
sciences humaines pour le champ de l'histoire de !'architecture. II s'agit 
d'etudier les pratiques culturelles et sociales qui ont leur source dans les 
edifices, ces pratiques que nous developpons par le regard et par !'attention 
que nous portons sur les reuvres. Et parallelement il s'agit d'examiner si, 
pour les edifices, ces fac;:ons de fabriquer les images et de concevoir les 
idees ont quelque rapport - et, si oui, lequel? - avec les pratiques que Hans 
Robert Jauss a identifiees pour les reuvres d'art et pour les reuvres litte­
raires. 

Cette conference est ainsi l'occasion de mettre au jour de nouvelles 
methodes. Elle prouve que le theme de la reception a une resonance tres 
directe sur !'architecture moderne. Architectes ou historiens, technologues 
ou sociologues, tous ont ete confrontes aux fortes opinions de nos contem­
porains sur les abominations de cette architecture, a moins que ce ne soit a 
leur silence (une forme d'opinion plus hypocrite), ou au zele intempestif de 
nouveaux adeptes. Nous savons bien que, dans ses effets, la reception de 
!'edifice moderne s'etend sur une gamme etendue, de l'idolatrie au mepris, 
de l'hostilite a l'approche critique, en passant par le respect qu'un homme 
civilise doit aux traces de son humanite meme. Nous sommes egalement 
confrontes aux pratiques des createurs, des interpretes, des connaisseurs, 
qui donnent une identite nouvelle a ces objets. lls produisent des images et 
livrent leur regard appuye sur le choix d'un parti photographique (Robert 
Hamann, et son New York Vertical en format panoramique, par exemple). 
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Les interventions selectionnees se revelent toutes plus stimulantes les 
unes que les autres. Elles impressionnent par la grande variete des objets 
d'etude, par une etendue geographique exceptionnelle - de I' Australie a 
l'Oural, de la Finlande a la Nouvelle-Zelande, de Saint-Louis (Missouri) a 
Saint-Die (Vosges), etc. - et par une etendue chronologique etonnante, avec 
un glissement vers les annees 1950 et 1960. Les communications etablissent 
que, du point de vue de la reception, l'edifice moderne n'est pas un objet 
d'art comme les autres. Qu'il soit brillamment eclaire par les « feux de la 
gloire » d'un architecte celebre ou enfoui dans l'obscurite d'un architecte 
meconnu, l'edifice est une piece unique et localisee. ll echappe aussi bien 
au statut de l'reuvre mobile, exposee ici ou la (par exemple dans des 
musees), qu'a celui de l'reuvre inscrite dans le double processus de distri­
bution et de conservation, dans des bibliotheques et des mediatheques -
double processus qui offre l'acces direct a l'reuvre, pour le livre, le film, le 
disque. 

Du point de vue de l'industrie culturelle et des instruments dont celle-ci 
dispose, ['edifice, elabore et construit quelque part, est pratiquement 
impossible a deplacer (sauf en mettant en reuvre des technologies lourdes) 
et, de ce fait, il echappe a toute inscription dans le systeme de circulation 
speculative des reuvres d'art. II est, en lui-meme, anachronique et etranger 
ace systeme. Sa perennisation depend, a contrario, de !'application d'une 
legislation protectrice capable de s'opposer a la destruction de ce qui est 
hors d'age et hors d'usage. Et chacun sait que, partout dans le monde, pour 
les edifices modernes - ces edifices deux fois etranges: par leur essence et 
par leur position - l'application des lois de protection est difficile et encore 
peu efficace. 

Cependant, au fur et a mesure que s'accumulent, depuis le XIXe siecle, 
les pouvoirs de l'observation scientifique et de la communication, l'edifice 
nouveau est au centre d'une intense reception qui s'apparente, avec les 
expositions universelles et le regard de l'ethnologue, du geographe et de 
l'historien, a un objet a decrypter. De nouveaux edifices - le Crystal Palace, 
la Tour Eiffel - s'imposent comme des evenements, y compris dans la pres­
se, stimulee par leur inscription dans l'actualite. La decouverte de la moder­
nite de l'architecture devient un sujet attirant, qui ouvre la voie aux com­
mentaires, aux controverses. 

Les actions sur l'edifice ou au contact de l'objet peuvent devenir des 
formes tres imperatives de la reception: elles etablissent la reconnaissance 
culturelle de l'reuvre, elles la font participer a la constitution de l'heritage. 
Au terme d'un processus qui a associe les habitants et les gestionnaires, le 
quartier d'habitat populaire construit par Tony Garnier a Lyon a pu ainsi etre 
restaure. Le chantier de rehabilitation d'une des formes monumentalisees 
de l'habitat social, l'unite d'habitation de Le Corbusier a Reze, pres de 
Nantes, est egalement le resultat pour l'essentiel des actions locales. Dans 
cette ville, l'edifice est desormais inscrit dans une scenographie savante 
produite, trente ans apres, par la construction d'un nouvel hotel de ville. 

Mais, en allant plus au fond, il est clair qu'avec l'entree en masse de 
l'image photographique dans les objets d'etude, un glissement des 
methodes anciennes s'opere, ou l'observation scientifique et la production 
de connaissance se fixent moins sur l'objet fini que sur le processus, etant 
entendu que ce dernier ne se limite plus au temps et a l'espace de la 
conception, ni a ceux de la construction. En approfondissant cette articula-
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tion des idees avec l'extreme complexite des faits du bati, en precisant les 
elements d'une problematique scientifique, la conference de Paris legitime 
la theorie de la reception comme apport a l'etude du processus d'amenage­
ment materiel de la planete par des objets construits, edifies sur la base de 
la croyance dans un art de batir, dans une architecture. 

Par leur poids dans les representations, ses resultats contribuent a affer­
mir l'identite du Mouvement moderne. lls font methodiquement le point sur 
la circulation des mots qui permet de situer, dans l'histoire, les concepts de 
nouveaute et de modernite, de « Mouvement moderne », avant que ne se 
fixent les stereotypes, dont sont mis en evidence les contenus et les enjeux, 
attaches a des situations ideologiques et politiques precises. En ce sens, on 
voit combien la reception de la modernite est historiquement complexe: 
elle est bien associee aux valeurs du socialisme revolutionnaire, comme 
l'explique Daniele Voldman (chapitre 8), mais souvent dans une position 
fugitive. Le relais majeur semble resider dans une modernite qui se realise 
par !'intervention d'un Etat bienfaisant, par le Welfare-State, par la redis­
tribution des richesses via !'action publique. Mais alors quelle place faire a 
la protomodernite? La conference montre, dans la tradition des Lumieres et 
du romantisme, sa reception vigoureuse qui s'est fixee sur des heros, sur 
Otto Wagner, sur Frank Lloyd Wright, sur Adolf Loos, a la base d'echanges, 
dans les annees 1920, qui ont alimente un atlantisme a la fois fecond et 
longtemps exclusif. 

On peut juger particulierement utile la distinction entre, d'une part, la 
production de categories canoniques, peuplees d'objets plus ou moins 
mythiques, dans un systeme de references professionnelles, puissant mais 
internalise, et, d'autre part, le pouvoir iconique (ou verbal), qui fixe des 
references seduisantes, accessibles a tous, mais dont les effets reducteurs 
sont redoutables. En temoigne le plan de Saint-Die, une image dont la recep­
tion par les professionnels vient combler le vide iconique laisse par le texte 
canonique de la Charte d' Athenes. En temoigne aussi « l'architecture 
blanche " , qui resulte d'une fabrication fondee sur la selection et sur !'ex­
clusion. D'autres cas sont, helas ! moins anodins, comme ces discours qui 
basculent de la fabrication de l'admiration a la demolition agressive, faite 
pour detruire toute autorite. 

Au terme de ce parcours, beaucoup d'idees rec;:ues sont bousculees. Avec 
des formes locales, nationales, internationales, voici, en tout cas, l'impact 
de la reception sur la consecration de l'reuvre, et voici sa portee, celle d'un 
relais dans la duree, et par consequent dans l'heritage a transmettre: la 
reception, processus de !'heritage et de son partage avec les generations a 
venir. 
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As its scientific theme, the Seventh Conference of DOCOMOMO chose to study the 
reception of modern architecture, by associating built works, their representations 
(that is, their image) and the interventions (from quotidian use to heritage classifi­
cation) which sustain them. This reception theme - which occasioned the dispatch of 
260 contribution proposals - is devoted to the importance of the human sciences in 
the field of architectural history. Reception involves studying cultural and social prac­
tices which originate in buildings, practices which develop out of our concern over 
and attention to the works. At the same time reception involves examining whether 
or not, in relationship to buildings, these means of fabricating images and conceiving 
ideas have some relationship - and if so, which sort - to practices which Hans-Robert 
Jauss has identified for art and literary works. 

This conference is thus the occasion to update new methods. It proves that the 
theme of reception has very direct repercussions on modern architecture. Architects 
and historians, technocrats and sociologists have all been confronted by the strongly 
held opinions of our contemporaries on the abominations of modern architecture, or 
at least by their silence (a more hypocritical form of opinion) or by the inopportune 
zeal of new supporters. We are well aware that the effects of the reception of a 
modern building cover a wide range of reactions, from idolatry to scepticism, from 
hostility to criticism, including respect which civilised persons owe to the evidence 
of their own humanity. We are also confronted by the practices of designers, com­
mentators and experts who confer a new identity to these objects by producing 
images and delivering opinions through a biased choice of photographs (for example, 
Robert Hamann and his New York Vertical in panoramic format). 

The selected presentations have all proven to be highly stimulating, impressive 
by their wide choice of subjects under study, exceptional geographic expanse 
(Australia to the Urals, Finland to New Zealand, Saint Louis in Missouri to Saint-Die in 
the Vosges) and astonishing chronological range, verging toward the 1950s-1960s. 
From the point of view of reception, the papers firmly establish that a modern buil­
ding is not an object of art resembling other works. Whether it be brilliantly suf­
fused by the "fire of glory" of a celebrated architect or lost in the obscurity of an 
un-known practitioner, a building is a unique and localised phenomenon. It escapes 
both the status of a moveable work, exposed here and there (for example in 
museums) , and the status of a work inscribed within the dual process of distribution 
and conservation (in book or media libraries) offering direct access in book, film or 
disk format. 

From the vantage of the cultural industry and the instruments with which it dis­
poses, a building (elaborated and constructed in a specific location) is practically 
impossible to displace (except by applying heavy technology) and, this being the 
case, escapes all inscription within a speculative circulation system of works of art. 
In itself, a building is anachronistic and alien to this system. Its longevity depends, 
contrariwise, on the application of protective legislation, adept at opposing its des­
truction once beyond a certain age and use. And we all know how difficult and still 
barely efficient the application of protective laws is for modern buildings worldwide, 
being idiosyncratic in substance and orientation . 

Nevertheless, slowly but surely since the 19th century, as the powers of scientific 
observation and communication accumulate, the new building has become the focus 
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of intense reception which, with universal expositions and ethnological, geographic 
and historical scrutiny, resembles an object to decode. Innovative buildings such as 
the Crystal Palace or the Eiffel Tower establish themselves as events, including within 
the press, the latter stimulated by their newsworthiness. The discovery of architec­
tural modernity has become an attractive subject , opening the way to commentaries 
and controversies. 

Actions on or in contact with a building can become very essential forms of recep­
tion; they establish cultural awareness of the work, making it participate in the 
constitution of heritage. At the end of a process which united inhabitants and 
administrators, the Lyon working-class neighbourhood designed by Tony Garnier was 
thus able to be restored. The rehabilitation of Le Corbusier's Unite d'Habitation at 
Reze near Nantes, an example of monumentalised social housing, was equally the 
result in large part of local participatory action. In that city, thirty years later, the 
building was henceforth inscribed within a skilfully produced staged design through 
the construction of a new city hall. 

Delving deeper into the matter, however, it is clear that with the entry en masse 
of photographic images of buildings under study, a shift in old methods has occurred 
wherein scientific observation and knowledge concentrate less on the finished object 
and more on process, being understood that the latter is no longer limited to time 
and space related either to conceptualisation or construction. By thoroughly investi ­
gating this conceptual structure and the extreme complexity of construction evidence, 
and by clarifying the factors of the scientific problematic, the Paris conference 
legitimises the theory of reception as a support to the study of the process of physi­
cal planning of the planet through constructed objects, erected on the basis of a 
belief in the art of building, in an architecture. 

Through the importance of these representations, their results help to affirm the 
identity of the Modern Movement. They methodically take stock of the circulation of 
words which allow the concepts of "novelty, " "modernity" and the "Modern 
Movement" to be situated historically, before stereotypes become fixed, giving pro­
minence to contents and risks , attached to ideological situations and precise politics. 
In this sense, one sees how very historically complex the reception of modernity is: 
it is closely associated with the values of revolutionary socialism (examined by 
Daniele Voldman, chapter 8), but often from an elusive standpoint. The major shift 
seems to reside in a modernity born out of the intervention of a benevolent state, 
the Welfare State, by the redistribution of wealth through public action. But then 
what place should be made for Post-Modernity? The conference demonstrates that, 
in the Enlightenment and Romantic tradition, its vigorous reception was fixated on 
hero worship (from Otto Wagner to Frank Lloyd Wright and Adolf Loos) as the basis of 
exchange in the 1920s, one which fed a fertile and long-time exclusive Atlanticism. 

One can judge as particularly useful the distinction between, on the one hand, 
the production of canonical categories, peopled by more or less mythic objects 
within a system of professional references (powerful but internalised) and on the 
other hand, an iconic (or verbal) power which establishes seductive references, 
accessible to all, but whose reductive effects are dubious. As witness the plan of 
Saint-Die, an image whose reception by professionals came to fill an iconic void left 
by the canonical text of the Charter of Athens. As witness too "white architecture" 
which resulted in construction founded on selection and exclusion. Other cases are, 
alas, plentiful, less trifling, like those dialogues which swing from the manufacture 
of admiration to aggressive demolition, made to destroy all authority. 

At the conclusion of this investigation, many received ideas have been overturned . 
In local, national and international forms, here, in any event, one finds the impact 
of reception on the consecration of a built work, and here its impact as a link to long 
duration, and by consequence, to an architectural heritage to transmit: reception , a 
process of heritage and its bestowal on future generations. 
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Introduction 
La reception de la reception 

Panayotis TOURNIKIOTIS 
Architecte, historien de l'architecture, 

Professeur a !'Ecole Polytechnique d'Athenes, DOCOMOMO Grece . 

En partant directement du theme de la conference, la premiere seance 
a porte sur la reception de plusieurs edifices modernes plus au mains bien 
connus. lls ant ete consideres du point de vue des interpretations qui leur 
ant ete donnees. ll s'agissait de revisiter certaines icones et doctrines de 
l' architecture moderne a la lumiere du sens qui leur a ete donne dans l' his­
toire et de l'interpretation que l'on peut en faire aujourd'hui. Les idees 
maltresses qui nous reunissaient avaient ete posees par les travaux du comi­
te scientifique: « Les edifices, les architectes et leurs idees ne sont pas des 
absolus, isoles dans un systeme dos, mais ils participent d'une activite dia­
chronique de communication. Celle-ci fonde aussi les edifices, l'activite des 
architectes et les idees qui se developpent sur la scene architecturale. 
L'architecture n'existe et ne dure qu'avec la complicite active de ses publics 
successifs [ ... ]. Les ceuvres ant done un double rapport qui les lie avec celles 
qui les precedent et avec celles qui les suivent et leur donnent du sens ». 

Les participants de la table ronde ant expose leurs recherches sur ce 
theme general en prenant comme temoignages cinq edifices de premiere 
importance conc;:us de la fin des annees 1920 jusqu'au debut des annees 
1960. La diversite de leurs approches a enrichi le debat. Ainsi, la deuxieme 
communication traitait exclusivement d'un seul edifice, le pavilion de Mies 
van der Rohe a Barcelone, tandis que la derniere n'abordait pas en tant que 
telle !'architecture de l'edifice rnoderne de reference qu'est la villa Savoye, 
mais etudiait son influence dans l'ceuvre de plusieurs generations d'archi­
tectes italiens. Les trois autres communications se sont attachees a montrer 
comment des edifices majeurs (l' Arche construite par Saarinen a Saint 
Louis; le palais de l'UNESCO a Paris, bati par Zehrfuss, Breuer et Nervi; le 
laboratoire d'ingenierie de l'universite de Leicester par Stirling et Gowan) 
ant fait l'objet d'interpretations tres differentes, voire contradictoires, par 
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1 - Harold Bloom, The Anxiety 
of Influence: A Theory of 
Poetry, New York, Oxford 
University Press, 1973. 

les milieux des professionnels (architectes ou historiens de !'architecture), 
par les medias et par le corps social. Les champs de la reception sont en 
effet multiples et parfois superposes. Le silence lui-meme est une maniere 
de recevoir !'architecture et les idees qu'elle vehicule. 

D'origine litteraire, la theorie de la reception a offert un dispositif d'ana­
lyse qui a contribue a la regeneration des etudes historiques. Mais chez cer­
tains auteurs, elle reste enfermee dans le champ de !'interpretation. La 
reception est pourtant aussi au creur de la conception architecturale. Elle a 
en effet une capacite a nourrir la creation. Les theories formulees par 
Harold Bloom dans un champ litteraire specifique, celui de la poesie1, vien­
nent a l'appui de cette these. Cet auteur s'est attache a la question de !'in­
fluence artistique exercee par les maitres anciens et a l'angoisse, voire a la 
violence qu'elle provoque chez le createur desireux de creer une reuvre 
nouvelle, qui tranche resolument avec le passe. Bloom etait en quete d'une 
theorie de la poesie fondee sur !'influence. Or ii est clair que la question des 
influences, centrale en histoire de l'art, est etroitement associee a la recep­
tion et participe en tant que moteur puissant au processus de la conception 
architecturale. Dans son reuvre, l'architecte met en reuvre sa propre recep­
tion de !'architecture, son jugement des reuvres du passe. 

Dans la chronologie des reuvres, la reception a done un role majeur au 
stade de leur genese. A l'autre extreme de cette chronologie, lorsque 
l'reuvre realisee est soumise a ses publics, une dissonance se produit sou­
vent entre la reception des professionnels et la reception du grand public. 
Les architectes admirent souvent des edifices qui paraissent insignifiants 
pour le public. A !'inverse, ii arrive que celui-ci se reconnaisse dans des edi­
fices que les etudiants sont censes mepriser s'ils ant bien appris leur lec;:on 
d'histoire de !'architecture moderne. Cette dissonance met en relief les dif­
ferences qui separent le systeme de la conception et celui du jugement sur 
les reuvres. Bien entendu, ces deux systemes sont tres fusionnels dans l'etat 
de la culture architecturale. Pour l'architecte, ce qui est en jeu dans la 
reception - au stade de la conception et au stade du jugement sur les 
reuvres - est !'admiration portee au« pere » , represente par !'ensemble des 
reuvres architecturales de reference, et la peur de son influence. La recep­
tion, ou !'appreciation de !'architecture par le grand public fait partie de 
son vecu quotidien. Elle est fondee sur son propre systeme de references, 
qui mele les valeurs de gout, exercees en dehors des criteres de l'historien 
et de ceux de l'architecte, et !'apprehension de l'utilite des edifices. Elle 
reflete des valeurs symboliques qui depassent le champ architectural. 

La reconnaissance des valeurs symboliques de la reception permet de 
prendre conscience de leur statut a la fois materiel et immateriel. Dans 
cette perspective, la reception apparait comme une prise de distance par 
rapport a !'experience d'un passe si proche que la question de le rejeter ou 
d'en accepter !'influence devient cruciale. La pratique consciente de cet 
exercice est une breche ouverte dans le systeme de consecration de nos 
ancetres, qui nous enrichit, nous libere et nous oriente vers l'avenir sans 
pour autant trahir notre heritage architectural. 
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Architect, arc hitectural h istorian, professor at the 

Poly technic Sc hool of Athens, DOCOMOMO Greece. 

Inspired directly from the theme of the conference, the first session addresses 
the reception of several more or lesser known modern buildings. They are consid­
ered from the point of view of various interpretations conferred upon them. At issue 
is the interpretation of certain icons and doctrines of modern architecture in light of 
the meaning privileged by history over time and the interpretation that might be 
brought to them today. A scientific committee established broad guiding principles: 
"Buildings, architects, and their ideas are not absolutes isolated within a closed sys­
tem; rather they participate within a diachronic activity of communication. Such 
activity is also the basis for buildings, architects' work, and ideas evolving within the 
architectural scene. Architecture neither exists nor endures except through the ac­
tive complicity of successive audiences. [ ... ] Thus built works have a double connection 
linking those preceding and those following them, both confering meaning on them." 

Roundtable participants introduced their research on this general theme by taking 
as evidence five major buildings conceived between the late 1920s and early 1960s. 
The diversity of their approaches enriches the debate. The second presentation, for 
example, exclusively addresses one single building, Mies van der Rohe's Barcelona 
Pavilion , whilst the last does not approach the architecture of a modern building, 
such as the Villa Savoye, as a reference in and of itself, but rather studies its influence 
on the work of successive generations of Italian architects. The three other pre­
sentations concentrate on demonstrating the means by which major works 
(Saarinen's Saint Louis Arch, Zehrfuss, Breuer, and Nervi's UNESCO Headquarters in 
Paris, Stirling and Gowan's Engineering Laboratory at Leicester University) are inter­
preted in three very different, even contradictory ways by the professional milieu 
(that is, architects or architectural historians), by the media, and by the public at 
large. The fields of reception are in fact multiple, at times superimposed. Silence 
itself is also interpreted as a manner of receiving architecture and the ideas it cir­
culates. 

Reception theory, with its literary origins, offers an analytic device that has 
contributed to the rejuvenation of historical studies. But with certain authors, it 
remains confined within the field of interpretation. Reception nonetheless is at the 
heart of architectural design; it has in fact a capacity to nourish creation . Theories 
formulated by Harold Bloom within the specific domain of literature, notably that of 
poetry, lend credence to this notion .1 The author addresses the question of artistic 
influence exercised by the ancient masters and the anguish, even violence which it 
provokes in the creator desirous to create a new work of art, one resolutely severed 
from the past. Bloom searches for a theory of poetry founded on the notion of 
influence. However it is clear that the question of influences, central to the history 
of art, is directly associated with the phenomenon of reception and participates as 
such as a powerful motor in the process of architectural design. Within his ceuvre, 
the architect brings into play his own reception of architecture, his personal judge­
ment of works of the past. 

Within the chronology of buildings, reception thus has a major role in their gene­
sis. At the other extreme of this spectrum, once a built work is submitted to its 
public, a discrepancy often occurs between its reception by professionals and that by 
the public at large. Architects often admire works that seem insignificant to the 
general public. Conversely, it sometimes occurs that the latter feels at ease with a 
building which students of architecture are expected to scorn (assuming that they 
have well learnt their lesson from the history of modern architecture). This discre-

1 - Harold Bloom, The Anxiety 
of influence: A Theory of 
Poetry, New York, Oxford 
University Press, 1973. 
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pancy underlines differences that divide the system of conceptualisation from that of 
judgement of architectural works. Of course, these two systems are highly inter-rela­
ted within the condition of architectural culture. For an architect, what is at stake 
within the reception process - at the conception and judgement phase - is the admi­
ration brought to "the father" as represented by the ensemble of architectural refe­
rence works, and the fear of influence. Reception or the appreciation of architecture 
by the public at large is part of his daily experience . It is founded upon his own 
reference system that intermingles values of taste, exercised beyond the criteria of 
either historian or architect, and the awareness of the building's function. It reflects 
symbolic values which go beyond the architectural field. 

Acknowledging the symbolic values of reception permits us to be aware of their 
status, simultaneously material and immaterial. From this standpoint, reception 
appears as a distancing device in relation to our experience with a past so close that 
the question of rejection or acceptance of its influence becomes critical. To follow 
this exercise consciously is an open breach in our system of ancestral devotion. This 
experience enriches, liberates and orientates us toward the future without nonethe­
less betraying our architectural heritage. 
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La fonction d'icone et ('influence historique exercees 
par le laboratoire d'ingenierie de l'universite de 

Leicester, <2uvre de James Stirling et James Gowan 
L'importance du laboratoire d'ingenierie de l'universite de Leicester, con~u par 

Stirling et Gowan (apres la tache qui leur fut confiee a l'automne 1959), a ete genera­
lement reconnue au point qu'au cours des annees, le batiment a acquis un veritable sta­
tut d'icone. II est aujourd'hui un monument classe a l'lnventaire supplementaire 
( « Grade 2 Listed Building » ). Les documents contemporains de sa construction montrent 
que les architectes l'ont admire d'une maniere pragmatique et instinctive, mais les ana­
lystes ont ensuite eu tendance a rechercher ses precedents plutot qu'a admettre les 
innovations de son parti. Le critique Kenneth Frampton a, par exemple, vu dans l'ceuvre 
des emprunts a Frank Lloyd Wright. D'autres specialistes y ont pointe la marque du 
constructivisme et ont cite Melnikov comme une source possible d'inspiration. 

II y a cependant des influences plus subtiles sur le dessin du batiment, dont la 
construction a ete terminee en octobre 1963. L'influence de l'hotel de ville de 
Saynatsalo, erige par Alvar Aalto (l'usage de la brique et l'environnement sont simi­
laires dans les deux cas), n'a pas ete consideree a plein, alors que la datation du des­
sin est de la premiere importance pour l'histoire du Mouvement moderne. En effet, 
les CIAM se sont acheves en 1959 et le laboratoire d'ingenierie, dont la construction 
a presque simultanement commence, est devenu un exemple fondamental pour 
l'avenir immediat du Mouvement moderne. L'aspect actuel du batiment est presque 
celui d'un monument, le laboratoire n'ayant subi qu'assez peu de transformations 
significatives au cours de son existence. 

Cette communication s'appuie sur des sources analytiques et critiques qui datent 
de l'epoque du dessin et de la construction du batiment. La discussion qui s'ensuit 
replace la construction dans son contexte social et historique, retablit les influences 
re~ues par les ma1tres d'ceuvre et demontre !'influence qu'a exercee le laboratoire 
lui-meme, avant de faire des observations sur son emploi pendant les annees qui ont 
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1 - Gombrich (Ernst), Mellon 
Lectures, Washington, 1956. 
2 - Curtis (William), Modem 
Architecture since 1900, 
Phaidon Press, London, 1982, 
p. 534. 

Leicester University Engineering 
Laboratory (completed 1963) by 
Stirling and Gowan: view of the tower, 
laboratories and lecture theatres, 
photograph by Edwin S. Brierley. 

suivi sa construction. Bien que !'edifice ait en realite resulte des changements dans 
la structure de la societe, on a regarde son dessin comme une ic6ne formelle, sus­
ceptible d'etre interpretee comme une critique des elements de la modernite. 

Introduction 

There has been a tendency in art criticism to argue that major changes 
in style are the result of rational processes of thought rather than of indivi­
dual innovative thinking which is then taken as a starting point for other 
designers. 1 Often design is a result of a balance between the two. Criticisms 
of the Leicester building veer between recognition of the tradition of ration­
alisation encountered at the Crystal Palace and in the work of Owen Williams 
and eulogists in praise of style. An example of the latter would be Curtis: 

"Programmatic logic was only the starting point in a deliberate display of 
sculptural dynamics, in which individualized elements were played off 
against one another. Formal and functional considerations were in turn 
transcended by a preoccupation with mechanistic images and quotations 
from the heroic period of Modern architecture. " 2 
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The social and historical contexts of the times are an essential reference 
point for the design. The building was an integral part of the University 
expansion plan which occurred in the 1960s. Until that time British 
universities had been rather staid both in terms of design and of the social 
structure of the university. That was to change radically during the 1960s, 
and the style of architecture that resulted from that period was at the fore­
front of change. When Stirling and Gowan began their thoughts on the de­
sign, the typology and precedent that existed for university buildings, seem­
ingly irrespective of their use, was that of historicism, and the appearance 
of the buildings often belied their use. The Leicester Engineering 
Laboratories design effectively set the tone for the production of the radi­
cal new designs of the 1960s. In keeping with the post-CIAM thinking, 
Leicester also had a social intention in the thinking that led to the realisa­
tion of the idea. Stirling, although not a significant member, had been asso­
ciated with aspects of Team Ten's work. 

Discussion 

In order to appreciate the influence of the Engineering Building, rather 
than at times the esoteric critiques of the building, it is valuable to appre­
ciate the effect the design was to have on the next generation of architects. 
Brian Carter, a student at the time and since an architectural critic, has writ­
ten that "as students, we collected, scrutinised and copied the drawings of 
the [ ... ] fine tracery axonometrics of the crystalline sheds and crane jibs at 
Leicester University in our studio until they became talismanic images. " 3 

The pragmatic approach to the brief was fortuitous in enabling the charac­
teristic form of the design to emerge. Much was made at the time of the sty­
listic innovation of chamfered corners. This feature was rationalised by the 
architects in the following manner: "The chamfered corner of the research 
laboratories and the splay of the podium are necessitated by set-back buil­
ding lines. "4 

The formal organisation of the design indicated a break with the 
concepts of the International Style central to which was the idea of univer­
sal values. The essence of the Leicester approach was that of the solution of 
particular issues of design. That notion could be found not only in the work 
of Team Ten which emerged in 1959, coincidentally at the same time as the 
formulation of the brief for the Engineering Laboratories, but also in the 
designers with similar affinities to Stirling and Gowan. There is an emotive 
aspect to Leicester that is evocative of Aalto5 who was also at that time 
concerned with the particular rather than the universal features of a de­
sign, but there is no direct quotation from Aalto's work. Indeed some of the 
connections to the influences of source material at Leicester are more in the 
eye of the beholder rather than in the intention of the designers. 

The distinction between particular and universal values was of the essence 
in the relation between the workshop block and the laboratories and tuto­
rial facilities. The flexibility inherent in the workshop block led to the par­
titions in that block being non-structural, whereas in the latter facilities the 
formal influence of the chamfered corners is apparent. To an extent the 
design of the tutorial buildings can be thought of as a critique of the analy­
tical aspects of pre-war functionalism that led to utilitarian values and a 
productivist attitude to post-war design. Forty has argued the case of flexi ­
bility within modernist architectural discourse. 6 In that discussion he draws 

3 Carter (Brian), "James 
Stirling 1926-1992," RIBA 
Journal, August 1992, p. 29. 
4 - Stirling (James) and Gowan 
(James), "Leicester University 
Engineering Laboratory, " 
Architectural Design, February 
1964, p. 62. 
5 - From conversations with 
Michael Wilford, it was clear 
that Aalto's work was especial­
ly admired. Wilford was noted 
at the time as the senior assis­
tant to the Leicester project 
and he would later become 
Stirling's partner. 
6 - Forty (Adrian), Words and 
Buildings, A Vocabulary of 
Modern Architecture, Thames 
and Hudson, London , 2000, 
p. 143. 
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7 - Stirling (James), Writings 
on Architecture, R. Maxwell 
ed., Skira, Milan, 1998, p. 99. 
8 - Stirling (James), James 
Stirling, Buildings and 
Projects, P. Arnell and 
T. Bickford, eds., Artchitectural 
Press, London, 1984, p. 252. 
9 - In discussions with a tech­
nician employed in these labo­
ratories . The Venturi effect 
was described as "drafty" and 
not used for the original inten­
tion. 
1 O - Architectural Design, 
February 1964, p. 64. 
11 - Frampton (Kenneth), 
"Leicester University 
Engineering Laboratory," 
Architectural Design, February 
1964, p. 61. 

upon Stirling's description of the Engineering Building in which it had been 
"essential to propose a generalised solution that can take change and has 
inherent flexibility. "7 Then in contrast, Forty quotes Stirling's comment of 
two decades later on the Staatsgalerie at Stuttgart, that he was "sick and 
tired of the boring, meaningless, non-committed, faceless flexibility and 
open-endedness of the present architecture. " 8 

Yet the designers were knowingly radical in their approach. This could be 
seen both in the architectural context of their work and in the devices they 
used to set the framework for stylistic innovations. The Engineering Building 
is composed of two characteristic formal groupings. The workshop block is 
mainly a single-story shed with a linear arrangement of upper workshop 
laboratories. The dynamic administrative, tutorial and laboratory grouping 
faced with red tiles rises to over thirty metres (one hundred feet). The 
strategy for the formal arrangement is at first sight essentially a pragmatic 
one but the effect has been to produce expressionist features. 

The requirement that natural lighting to the workshops should be north 
lighting led to the use of industrial rooflights at a forty-five degree angle to 
the form of the workshops giving, in effect, a crystalline form of expression­
ism. A height of thirty metres was needed for the water tanks, which were 
to be used in laboratory experiments. This is found positioned over the tuto­
rial and administrative tower that was wrapped in a curtain wall of patent 
glazing. However access to this tower resulted in the iconic detail of the 
glazed staircase well that reduces in size with the height of the tower. That 
block and the lower four-storey laboratories arranged above the lecture 
theatres both incorporate the device of chamfered corners. Strips of win­
dows are angled from the fa~ade at each floor of the laboratories to allow 
ventilation from below the sill. The effect of this device would be to allow 
air to flow across the laboratory to clear unwanted fumes. The airflow 
known as the Venturi effect has apparently been more significant in formal 
architectural terms than in use as a ventilation device.9 

Although the formal massing of the scheme remained consistent from the 
initial ideas, the intriguing quality of the process of design results from the 
incorporation of those devices in the images of the project. There is a per­
spective sketch of the initial scheme10 that indicates a larger scale to the 
glazing of the tower block, no Venturi section to the laboratories and large 
trusses over the workshops. In stylistic terms the effect is one of objecti­
vity, the development of the crystalline north-light roof, the Venturi section 
windows and the patent glazing to the tower give a layer of expressionism 
to the design. 

A further feature that provoked critical analysis in the 1960s, and since, 
has been the use of brick tiles for internal finishes in the circulation spaces. 
Frampton was quite clear in his appraisal on the completion of the building 
that this effect was derived from the work of Frank Lloyd Wright. He wrote: 
"The architects themselves acknowledge Wright's Johnson Wax building at 
Racine, 1950, as one dominant influence underlying the conception of the 
whole work." He cites the use of the interior tile work, the transparency of 
large areas of the design and clinches his argument by quoting the device of 
the brick podium at Leicester. The latter Frampton saw as a "recurrent ele­
ment" in Wright's work, but at Leicester its presence provided "an icono­
graphic as opposed to a functional explanation of the whole party. " 11 
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Alvar Aalto's Town Hall at Saynatsalo (also of 1950) is a more subtle 
influence. Brick is again used as an internal finish and, possibly due to the 
scale of the buildings and the experiential routes through both Leicester and 
Saynatsalo, the one is evocative of the other. Both buildings are viewed 
through trees. The Engineering Building is on the edge of Victoria Park, that 
at Saynatsalo is amongst the trees. The brick podium has some of the quali­
ties of the raised plateau in Aalto's design. 

There have been relatively few modifications to the design over the 
years. Double glazing has been added to the tutor's tower block, which in 
consequence has lost some of the elegance of the original appearance. The 
building has on the other hand become more environmentally friendly and 
the overheating of the tower is now controlled. However the intention of 
using the water tanks at the top of the block for experiments has never really 
been applied, nor has the effectiveness of the Venturi section windows been 
tested in practice. To an extent the flexibility of the design was useful in 
the early years of occupancy but the building was not designed for the 
computer age. The refurbishment which has been necessary to achieve a 
more stable research environment suitable for the use of computers will 
result in "significant improvements in environmental conditions and energy 
costs. " 12 The appearance of the buildings, however, will not be affected by 
the refurbishment. 

The radical authenticity of the building is frequently compared with 
constructivist work. The use of industrial elements and also the formal 
connections with Melnikov's Worker's Club of 1928 are often noted in this 
context. Although the dynamic formal disposition of elements of the design 
in space has affinities with constructivism, the formal relationship to 
Melnikov's work is more tenuous than is often quoted. Equally a case could 
be argued for influences from Louis Kahn's Richards Laboratories at the 
University of Pennsylvania (designed 1957-61 ). The exposed diagrid floor 
structure at Leicester and the idea of servant and served spaces in the plan 
are motifs of Kahn's work. 

In the final analysis, however, the Engineering Building should be judged 
as an iconic example of the post-CIAM phase of the Modern Movement in 
which the reaction to particular aspects of design are more relevant than 
universal values and rational processes of design are modified by innovative 
thinking. 

12 - University of Leicester, 
Department of Engineering 
news item: 2/22/02. 
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The German Pavilion in Barcelona by Mies van der Rohe, 1928-1929; demolished 1930; rebuilt 1986. 
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Myths of the Mies Pavilion 

Emma DENT COAD 
M.A., Architectural Historian and Critic, UK. 

Mythologie du pavilion de Mies van der Rohe 
En 1929, le dictateur reactionnaire Primo de Rivera soutient !'organisation d'une 

exposition universelle a Barcelone, afin d'affirmer la puissance espagnole dont le 
retour au classicisme du style « noucentiste » avait deja illustre les orientations auto­
ritaires. A la meme epoque, !'influence du Mouvement moderne commence a s'exer­
cer sur les milieux catalans de l'art qui profitent de la circonstance pour exposer un 
manifeste inspire par les idees corbuseennes de I'« Esprit nouveau » a la galerie 
Dalmau. La Republique de Weimar charge l'architecte radical Mies van der Rohe de 
batir pour !'exposition un pavilion presente nu: sa virtuosite technique, structurelle 
et spatiale, a proximite des ensembles urbains traditionnels reconstitues du Poble 
Nou, fut ressentie comme une provocation qui declencha Les protestations des 
conservateurs et provoqua des emeutes. Pourtant !'impact visuel, !'usage des mate­
riaux comme seuls elements decoratifs, etaient mains eloquents que le pavilion de la 
Republique espagnole a !'exposition de Paris en 1937, qui montrait Guernica de 
Picasso et Le paysan catalan et la revolution de Miro, presque en face du batiment 
monumental d' Albert Speer. 

La transparence et le luxe des materiaux faisaient du pavilion de Mies un exquis 
message du socialisme, une sorte de condense doctrinal representant deja, comme 
le dit Milan Kundera, la transmutation de l'ideologie en « imagologie » . Les premieres 
photos publiees de !'edifice, mis en scene par l'architecte, qui en avait fait deposer 
les portes, s'apparentent ace que Roland Barthes nomme la construction intention­
nelle de l'objet. Les valeurs de la Republique de Weimar etaient ainsi sublimees par 
une abstraction et une purete desincarnee, emasculee, sans fonction (autre que de 
recevoir des receptions officielles ou de servir de plateau pour le tournage des films), 
inspiree de surcro1t par les images du futurisme italien. 

Apres sa parfaite reconstruction a l'identique dans les annees 1980, le « pavilion 
de Mies » est devenu immensement celebre. II est pris en photo sous toutes les cou­
tures par les architectes du monde entier au point que ce n'est meme plus l'authen­
ticite de sa reconstruction qui est en discussion, mais celle du contact meme avec le 
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batiment, reproduit a l'infini. Dans ce processus de « fetichisation », le pavilion a 
perdu son ame (moderne) et son sens (politique), pour se convertir en reve de 
consommation individuelle. Le processus s'est acheve recemment avec la publicite 
televisee pour Renault, en Grande-Bretagne, ou le pavilion de Mies est presente 
comme le plus poetique et excitant espace de la vie actuelle. 

In 1929 Spain was under the rule of the right-wing dictator General Primo 
de Rivera, with the nominal approval of King Alfonso XIII. His government 
acknowledged the role of architecture and design as a political tool and 
went about expressing its "modernity" through a programme of building and 
decorative arts initiatives. These embraced the Noucentiste style which had 
emerged as a reaction to the radical architecture of Gaudi and his contem­
poraries. The simplified classical forms and surface decoration, the furniture 
and furnishings, light fittings and objets d'art were intended to denote 
superiority and authority, an image of modern Spain emerging from centu­
ries of political and economic upheaval. Primo de Rivera also commissioned 
the Ciudad Universitaria or University City in Madrid, under the direction of 
Modesto Lopez Otero, using a reactionary language of simplified traditional 
building. He proposed the Barcelona World Exposition of 1929 to underline 
Spain's supposedly robust new position. 

Meanwhile, the influence of avant-garde Rationalist (the term referring 
to the Modern Movement in Spain, to differentiate from Modernisme of the 
Gaudi era) architects such as Le Corbusier, Mies van der Rohe, Gropius and 
the Bauhaus was beginning to be felt particularly in Catalunya, where archi­
tects were absorbing the political intentions and social values of their wri­
tings and their buildings. A strong group began to form in Barcelona, with 
many Catalan leftist architects and students beginning to express their poli­
tical affiliations through their studio work and some private commissions. 

Germany's Weimar Republic used the 1929 Expo to underline its own poli­
tical position, commissioning the radical architect Ludwig Mies van der Rohe 
to create a building without exhibits. The building itself, with its technical 
and structural virtuosity, was the exhibit, demonstrating an entirely 
innovative approach to space planning which astonished the architectural 
world. Catalan architects responded by staging an exhibition of their work 
which reflected the Rationalist approach, and distributed a manifesto 
based on the Corbusian Esprit Nouveau programme of 1920. Set at the 
avant-garde Dalmau Gallery, it presented a political statement which could 
not be ignored. 

The general public and many visitors were unable to understand or 
appreciate the aesthetic of the German Pavilion. Set among the pine trees 
of Montjuic, it was positioned just below the Poble Nau, an entire village 
specially built for the Expo of traditional-styled rural Spanish architecture, 
including a church and central square (though many buildings were just 
facades), set inside a reproduction medieval wall. The contrast could not 
have been more extreme. Noucentiste and mainstream architects and 
sympathisers were appalled and offended by the Pavilion's presence. Dissent 
gathered around the Dalmau Gallery, leading to demonstrators trying to 
infiltrate the gallery and destroy the exhibits. A riot ensued which had to be 
subdued by the authorities. 
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The German Pavilion was so controversial - in its visual impact, its use of 
materials as sole decorative elements, its spatial arrangements, its daring 
simplicity and not least in the political subtext - that its presence provoked 
a riot. The Weimar Republic's courageous statement in embuing the empty 
Pavilion with all the meaning it chose not to articulate verbally focused dis­
sent on the idiom of Rationalism and the symbolism of the building itself. 

But it did not present any political discourse on Socialism. The Spanish 
Republican Pavilion at the Paris Expo of 1937 was more eloquent. With the 
country at war, it showcased the work of active political artists such as Joan 
Miro, Pablo Picasso and Julio Gonzales who represented the struggles of the 
Spanish workers in more direct and emotive terms. Picasso's Guernica, a 
stinging commentary on the Nazi bombing of the synonymous town, Mir6's 
Catalan Peasant and the Revolution, photographs of devastated cities and 
starving peasant workers, dared to confront the nearby Nazi German Pavilion 
by Albert Speer, an authoritative and overpowering monumentalist struc­
ture. Though neither did it embody social values (it neither housed the 
homeless nor fed the hungry), it represented them both visually and verbal­
ly, and was a powerful rallying force to the Republican movement in the 
Spanish Civil War. 

By choosing to communicate symbolically, the Mies Pavilion of 1929 became 
an icon which could more easily be misinterpreted. Its political message 
disguised, all that was left was a devout admiration for its materiality. Its 
meaning was obscured behind a veil of green Tinian marble, opaque glass, 
Travertine paving, reflecting pools and panels of glass which played with 
transparency and space. It was exquisite, a curious emblem of socialism. As 
Milan Kundera reveals so lucidly in Immortality, the message (here speaking 
of communist Russia) was reduced: "Some one hundred years ago in Russia, 
persecuted Marxists began to gather secretly in small circles in order to 
study Marx's manifesto; they simplified the contents of this simple ideology 
in order to disseminate it to other circles, whose members, simplifying fur­
ther and further this simplification of the simple, kept passing it on and on, 
so that when Marxism became known and powerful on the whole planet, all 
that was left of it was a collection of six or seven slogans, so poorly linked 
that it can hardly be called an ideology [leading to] a gradual, general pla­
netary transformation of ideology into imagology." 

Oscar Tusquets in his thoughtful and provocative book, Mas que discutible 
(More than Debatable) discussed Mies in his essay "Bello o Fotogenico" 
("Beautiful or Photogenic"). The first photographs, those that are imprinted 
into history, were staged by Mies without the encumbrance of doors, to 
improve the sense of spatial flow, "and this contrived image is that which 
passed into history, so successfully that the architects responsible for the 
Pavilion's reconstruction had to go through anonymous press photos [ ... ] 
before they could work out how it really was." As Roland Barthes put it: 
"The photograph is an object that has been worked on, chosen, composed, 
constructed." 

What Patrick Nuttgens called, "the most pure and elemental example of 
the free plan under a flat roof [ ... which] influenced architects everywhere" 
thus became an abstract form, an essay in constructive theory and a play 
with reflections. Its value as a pavilion representing the social values of the 
Weimar Republic was undermined by its abstraction and purity, and by its 
representation in the media. Unlike the Dynamic Suprematism of the Italian 
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Futurists, whose interconnecting planes and spatial interplay had influenced 
Mies, there was an absence of sexual energy; it was emasculated and pure, 
with no relation to human activity. The building had no implicit function. 
Functions - receptions with royalty, commercial events, television commer­
cial filming - then as now, are held within it. 

Mies' original photographs, staged without doors, emphasised this ab­
straction from the earliest days. A door is for a person to walk through. But 
this was not a functional building; this was an architectural exercise. After 
the Expo, the building was eventually dismantled. It was subsequently, 
triumphantly, in a great statement of faith and cultural funding, painstak­
ingly rebuilt in the 1980s. The Mies Pavilion we see today is a recent, if vir­
tually perfect reproduction. 

Mies himself said: "The decisive achievements in all fields are imperso­
nal and their authors are for the most part unknown." Not in this case. He 
chose carefully, from the outset, exactly how the building was to be repre­
sented, and the term "Mies Pavilion" is internationally recognised. 

One of the most talked about, written about, visited and photographed 
buildings of the Modern Movement has become, in essence, an object of 
consumption by the media and the tourist gaze. Architecture students from 
all corners of the world on the Barcelona Grand Tour, yawning from the all­
night discos, seek the ultimate liminal experience by wandering around, 
photographing every angle, stroking the marble, setting up panoramic group 
shots along the Travertine bench. The student rite of passage. The same 
photo, different faces, week after week, as they turn their predestined gaze 
towards the camera and the background smog of Barcelona. The authenti­
city of the experience is not diluted by the building's new construction: the 
authentic experience has also been reproduced. 

Beatriz Colomina in Privacy and Publicity: Modern Architecture as Mass 
Media, accused publishing of "fetishizing" architecture and proposed: 
"Photography does for architecture what the railway did for cities, transfor­
ming it into merchandise and conveying it through the magazines for it to be 
consumed by the masses." The Mies Pavilion, once a powerful political sym­
bol, became a self-referential entity whose meaning has been lost. 

In the year 2000, the English advertising agency Publicis, in their witty 
and aspirational series of tv advertisements for the Renault Clio, chose the 
Mies Pavilion as a location for their ad "Aggression." In this brief narrative a 
beautiful woman, supposedly living in the Pavilion, takes a sledgehammer to 
her grand piano, overturns bookshelves and breaks china, before collecting 
herself and stepping outside into her car. The advice, "Release aggression 
before driving" is heard as a voiceover as she smoothly drives away. The 
Renault ad had realised our secret collective fantasy, to live in this poetic, 
imaginative space; the Mies Pavilion as imagologue's dream. 
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Eero Saarinen's Arch and Social Distinction: 
the Lessons from Pierre Bourdieu for Modern 

Movement Critical Reception History and Heritage 

Helene LIPSTADT 
Visiting Associate Professor, Cultural Historian, Massachussets Institute of Technology 

School of Architecture and Planning, Director, DOCOMOMO USA. 

L' Arche de Eero Saarinen et les processus de distinction 
sociale: les le~ons de Pierre Bourdieu pour l'histoire critique 

de la reception du Mouvement moderne et sa preservation 
Construite par Eero Saarinen, l'arche de Saint Louis, dans l'etat americain du 

Missouri (1948-1968), a fait l'objet de jugements opposes chez les architectes et his­
toriens et chez le " grand public ». Edifiee a la suite d'un concours, l'arche fait tou­
jours partie integrante d'un Memorial federal dedie a l'homme d'Etat, Thomas 
Jefferson (1743-1826), et a !'esprit des pionniers de l'ouest americain, le Jefferson 
National Expansion Memorial de Saint Louis. L'engouement extraordinaire que 
manifesta, des sa construction en 1965, le grand public de Saint Louis et, plus tard, 
celui des Etats-Unis a l'egard de cette ceuvre va pourtant au-dela de cette signifi­
cation officielle et patriotique. L'arche acquit en effet, pour le « grand public», un 
statut d'icone urbaine. A !'inverse, en raison de la reception faite par les milieux de 
!'architecture, elle n'acquit jamais le statut canonique d'une ceuvre du Mouvement 
moderne. Les categories opposees de " iconique » et de « canonique », etablies par 
!'auteur en 2001, sont ici associees avec !'image, la reception professionnelle et !'usage, 
la reception par le public. Ses consequences pour le patrimoine et la preservation sont 
tirees de la comparaison entre trois appreciations de I' Arche, dont une de Robert 
Venturi. L' Arche n'acquit pas le statut d'image parce qu'elle n'etait pas « canonique » 
et done qu'elle n'etait pas un objet d'emulation pour les architectes, ni un objet de 
consecration pour les critiques et les historiens. Elle a un « usage » • elle est « ico­
nique ». Ce statut lui est confere par des non architectes sans l'aide du canon. 

Les travaux du sociologue Pierre Bourdieu, publies notamment dans Distinction: 
critique sociale du jugement (1979), montrent que !'appreciation portee sur les 
ceuvres fait partie integrante d'une classification des choses qui recouvre en realite 
une « cass-ification » des personnes, tout specialement chez ceux qui ont une « dis­
position esthetique » enracinee dans l'esthetique kantienne traditionnelle. Le cas de 
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Louis, Missouri. 
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l ' reuvre de Saarinen a Saint Louis temoigne de l'importance de la sociologie de la 
reception des edifices. La reception est un processus actif dans lequel l'objet a un 
role a jouer, et ce role est social. Cette histoire devrait apporter une contribution 
lorsqu'il s'agit d'expliquer au public l'architecture du Mouvement moderne en vue 
d'en classer des elements. En effet, ce sont alors des qualites comme l'« espace,, ou 
l' « abstraction ,, qui sont mises en avant et associees avec les dispositions esthe­
tiques. Nous devrions au contraire rechercher des categories qui s'appliquent aux 
qualites immediates des batiments et relevent ainsi de I'« iconique " · 

Introduction 

The Gateway Arch in St. Louis, Missouri (1948-1968) by Eero Saarinen 
lacks Image, a place in professional reception, but has Usage, or recognition 
by a public of non-professionals, and the lessons to be drawn from this dif­
ference have value for Heritage, or Preservation. It is argued that the Arch 
fails to have Image because it is not "canonic" and therefore not a work 
emulated by architects and consecrated by critics and historians; rather, it 
has Usage, or is "iconic," a status that is conferred by non-architects without 
help from the canon. We follow Dario Gamboni's argument that it is espe­
cially in the case of Patrimoine that reception must be understood as an 
active process in which the object has a role to play, that that role is social, 
and that sociologist Pierre Bourdieu's theories enable us to understand that 
role. 1 We illustrate this proposition through a comparative analysis of three 
assessments of the Arch - one by Robert Venturi and two by St. Louis critics. 
Showing that assessments of the Arch based on Image conform to the kind 
of reasoning Bourdieu identifies with the "aesthetic disposition" and are 
opposed to the reactions characteristic of Usage that have made the Arch a 
beloved work of the Architecture of the Modern Movement allows me 
to suggest that Preservation or Heritage of the Modern Movement will be 
greatly facilitated if such aesthetic or canonical categories are avoided and 
iconic qualities of the kind that the Arch has inspired are emphasized. 

The Reception 

The Arch began its life in the public eye: the 1947-1948 competition and 
the false accusations of the plagiarizing of Adalberto Libera's arch for the 
Exposizione Universale di Roma (1942) were the subject of extensive cove­
rage in both the general and architectural press, and from then to the start 
of construction in 1963 and the dedication in 1968, its progress was tracked 
by that press. Ever since its dedication, however, it has been either ignored 
or derided by most architectural historians and rarely cited by architects as 
one of their admired buildings. The public reception is quite the contrary. 
Much as the Eiffel Tower does for Paris, the Arch functions nationally and 
locally as an Icon of place for St. Louis, and, to judge from signs and logos 
there, is as much beloved. But it is an Icon only of St. Louis. Although it 
belongs to the Jefferson National Expansion Memorial, as an official monu­
ment of the United States Government commemorating the statesman 
Thomas Jefferson (1743-1826) and the spirit of the western pioneers, even 
in St. Louis that meaning is secondary to its identification with the city. 

To understand how the Arch, a work by a renowned architect, failed to 
acquire an Image and become canonic, one must return to the decades when 

1 - Gamboni (Dario), « Histoire 
de l' art et reception : 
remarques sur l'etat d'une 
problematique », Histoire de 
/'art, n· 35-36, 1996, pp. 9-14. 
Sources not cited here can be 
found in Lipstadt (Helene), 
" learning from St. Louis: the 
Arch , the canon and 
Bourdieu, " Harvard Design 
Magazine, Summer 2001 , 
pp. 5, 7, 12, 14. 
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2 - Roche (Kevin), interviewed 
in Heyer (Paul), Architects on 
Architecture: New Directions 
in America, New York, Walker 
and Company, 1978, p. 351. 
3 - Banham (Rayner), Guide to 
Modem Architecture, London, 
Architectural Press, 1962, 
pp. 112-113. 
4 - Venturi (Robert) and 
Yamashita (Tsukasa), 
"lnterview-2: Robert Venturi," 
A+U: Eero Saarinen and His 
Works, April 1984, p. 220. 
5 - Mccue (George), "The 
Arch: An Appreciation," A/A 
Journal, vol. 67, n" 13, 
November 1978, p. 62. 
6 - Gass (William), 
"Monumentality/ Mentality," 
Oppositions, n" 24, Cambridge 
(Mass.), the M.I.T. Press, 1982, 
pp. 138, 141. 

there was a single, all-powerful and incontrovertible definition of modern 
architecture, to the time when according to Kevin Roche, "Mies [was] accep­
ted as the ultimate solution [to] realizing the golden age; [and] to act 
contrary to that and still have ambitions of being a serious architect was an 
extremely difficult thing to do. "2 No one had unsettled that orthodoxy more 
than Eero Saarinen, because no one had initially been more orthodox. His 
General Motors Technical Center in Warren, Michigan (1946-1957, with Eliel 
Saarinen, Smith, Hinchman and Gryllis), was Miesian in plan, structure, com­
position, and detailing. According to Rayner Banham, it represented "exact­
ly the concept that the hour require[d]," and its reception was one of "uns­
tinted and unthinking adulation." When, however, Saarinen adapted his 
"styles-for-the-job" approach and became the period's "bewilderingly 
varied architect," he was seen as an apostate who, furthermore, had thrown 
into question the fundamental dogma of "Form follows Function. "3 

Robert Venturi's extensive appreciative commentary on the Arch there­
fore constitutes an exceptional case of the Arch's Image, and merits close 
attention. He called it "one of the best things since World War II [ ... ]. It is 
very much of its time, kind of a great structural gesture showing off [its] 
technological structural abilities [ ... ]. I think that the design of it is very, very 
beautiful [with a] kind of a magical scaleless quality [ ... ]. You never know 
how big it is, how far away it is, it's structurally present and has a distinct 
symbolism, being [either] a door or an entrance [ ... ]. It has a very direc­
tional quality. It is very different from the [West and East] than it is from the 
North [and is] the most impressive thing that [Saarinen] did, except it's not 
a building. "4 

It is useful to compare his account of the Arch with those by George 
Mccue, a self-taught architecture critic for the most important St. Louis 
newspaper, and by William Gass, the famed American novelist and univer­
sity teacher of philosophy in St. Louis. Mccue described the way "those who 
live with the Arch" see it: "Within the city the experience of discovering and 
rediscovering the Arch is varied considerably by one's location[ ... ]. The unex­
pectedness of these far-and-near glimpses" and its "endless variety from day 
to day" - by which he meant its chameleon-like interaction with sunlight, 
moonlight, and fog that changes both its color and its shape - are "the most 
exciting part of the viewing experience. "5 For Gass, however, it is neither the 
curiosity of "the average guy interested in how it was built, in statistics, and 
in the strange little elevators," nor the "wow" that the "simple, direct and 
grand" Arch can elicit from a first time viewer that has any merit. In fact, 
the latter is the reaction of a "clod." What matters is what only the "few" 
understand, that "Saarinen's graceful Arch is actually a tribute to the 
Platonic Forms, to the purity, beauty, and nobility of Mathematics, of Mind 
[and] a logarithm laid bare like the most sensuous limb. " 6 

The Theories of Bourdieu and the Arch 

Categories such as these are analyzed by Bourdieu in Distinction: a Social 
Critique of the Judgement of Taste (1979, orig. French ed.; 1984, American 
trans.). There, Bourdieu maintains that categories such as "unique," "rare," 
and as "spiritual" and their opposites "common," "ordinary" and "material" 
are not just matters of taste but are manifestations of matrix-like schemas 
of perception that work together to "classify and qualify persons and objects 
in the most varied areas of practice" precisely because all such paired oppo-

DOCOMOMO International: 
These proceedings were originally published as a printed version. It has been scanned and made digitally available following our Open Access Policy. 
We are not aware of any infringement of copyrights.



Les edifices, /es ensembles urbains et leurs interpretations I Buildings , Urban Schemes and their Interpretations 

sitions are themselves produced by the fundamental social division of any 
social group into dominant and dominated classes. People acquire what 
Bourdieu terms the "aesthetic disposition," the disposition that charac­
terizes those possessing "distinction," by distancing themselves from "what 
is generic, common, 'easy' and immediately accessible, the content of the 
representation," and showing a preference for the abstract and the difficult 
that requires the deciphering of "emblematic references. " 7 

Applying Bourdieu's categories, it becomes clear that the qualities 
embraced by Gass are those of the aesthetic disposition and those dispar­
aged by him, like structural ingenuity and simplicity of form, are the acces­
sible ones that have given the Arch its enthusiastic reception from the gene­
ral public, or Usage, and that the employment of Gass's categories in preser­
vation, or Heritage, carries social consequences that should be avoided. 
Venturi's categories help us to understand how Usage can exist in defiance of 
the disciplinary mode of classification that Bourdieu calls the "categories of 
professorial judgement, " 8 and that, according to Venturi, make the Arch a 
"non-building." Most helpful to Heritage will be the categories occurring at 
the point of intersection of Image and Usage, e.g. where Venturi and McCue's 
accounts coincide. These are the ones that emerge from the object itself. 

Venturi attributed his appreciation of the Arch to repeated visits. Perhaps 
that allowed him to see the Arch that was captured by Mccue. I would like 
to believe that the architectural qualities of the object played its part, and 
it is the Arch's "immediate accessibility [as] the thing represented," to use 
Bourdieu's terms, that creates the iconicity that enables St. Louisians to 
enjoy what Bourdieu himself seeks to make possible, that is, an "artistic 
experience shorn of ritualism and exhibitionism. " 9 In short, I contend that 
an "aesthetic" appreciation of the way the Arch plays hide-and-seek and 
changes its skin is common currency, "ordinary" knowledge, acquired while 
doing and not thanks to aesthetic gazing. 

While it is not evident that Use of the kind enjoyed by the Arch can be 
propagated by Heritage where it does not already exist, the deleterious 
effects of Image can be avoided by including in Heritage assessment the 
History of Reception, that is of the categories employed in contemporary 
discussions of the building in question, thus making us aware ourselves and 
making others aware of the "socially constructed" nature of its historical 
significance, and, thereby, of the darker, "Distinction-making" side of 
Image-making. The need is great, for the Modern Movement, with its talk of 
abstraction, Space, and the like, was much indebted to the categories that 
support aesthetic dispositions. We ourselves stand to gain, for consciousness 
of categorization is the first step towards emancipation from the categories 
we impose upon ourselves as well as others when we classify things. 

7 - Bourdieu (Pierre), 
Distinction: a Social Critique 
of the Judgement of Taste, 
Cambridge (Mass.), Harvard 
University Press, transl. 
Richard Nice, 1984 (1979, ori­
ginal French edition), pp. 468, 
32, 499. 
8 - Bourdieu (Pierre) and 
Wacquant (Loi'c J . -P. ) , 
Invitation to reflexive sociolo­
gy, Chicago, University of 
Chicago Press, 1992, p. 242. 
9 - Ibid., p. 87. 
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The Reception of the UNESCO Headquarters: 
International Modernity on the French Scene 

Claude Loupiac analyses reasons for and consequences of the wide and diverse 
reception of the UNESCO Headquarters in Paris between 1952-1960, largely due to its 
international character, politico-symbolic presence in the capital, and emblematic, 
yet ambivalent position within the French Modern Movement. 

The author explains the project's complex polemical character due partly to the 
ambiguous or contradictory expectations of its diverse participants (the French 
government, the City of Paris, the architects and the public) whose decisions and 
attitudes, under the guise of aesthetic considerations, hid political strategies, ideo­
logies, personal or collective conflicts and hidden agenda. From the start two issues 
compromised the commission: the terms of the programme and the choice of archi­
tects. In 1949 the Headquarters Committee specified that the building design should 
reflect UNESCO's structural organisation and symbolize its ideals of openness and har-

Marcel Breuer, Pier Luigi 
Nervi et Bernard Henri 
Zehrfuss, deuxieme projet 
du 15 septembre 1952 pour 
le terrain entre la Porte 
Maillot et la Porte Dauphins. 
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1 - On releve un peu plus de 
trois mille huit cents coupures 
frarn;:aises et etrangeres sur Les 
projets et la construction du 
siege dans la revue de presse 
de l'Unesco; ce chiffre est un 
minimum car ce document, 
souvent imprecis sur le nombre 
de coupures, ne fournit que Les 
references Les plus significa­
tives. 
2 - Faute d'enquete d'opinion, 
on ne peut que s'appuyer sur 
la presse contemporaine en 
supposant que, dans un mar­
che concurrentiel, elle tend a 
refleter Les attentes ideolo­
giques et esthetiques de son 
lectorat, tout en sachant que 
cette demarche n 'off re pas Les 
garanties d'objectivite des 
methodes statistiques du son­
dage d'opinion. 
3 - L'abreviation HQC, pour 
Headquarters Committee, 
designera le Comite du Siege. 
4 - Unesco, Archives du comite 
du siege (Un. Arc.), Boite 
1 HQ/-1 BHQ 7C/8C/2XC, dos­
sier: HQ 5C et 6C/ /6C HQ/SR, 
rapport du 17 avril 1950. 
5 - The Architect's Journal 
(27 mars 1952), Ce Matin et Le 
Figaro Litteraire (10 mai 
1952). 

many between nations. On this basis the Committee opted for a free architectural 
composition on a neutral peripheral plot. Yet ultimately settling for an historic site 
encumbered with heavy code restrictions, the Committee inherited two major ambi­
guities, quickly picked up by press. 

The first related to the design mandate: affirmation of UNESCO's status through 
a strong Modern monument whilst conceding to the historic setting. The second 
concerned the compromised choice of architects having to reflect both French archi­
tectural traditions and Modernist concerns. The Director General and his advisors 
Corbusier, Costa, Gropius, Markelius and Rogers designated Beaudoin with Robertson 
and Saarinen, yet rejected their submission on grounds of a mediocre, compromised 
Beaux-Arts design. Overtly allied to the advisors' Modernist tendencies, Breuer, Nervi 
and Zehrfuss were selected as replacements. Proposed for the neutral site, their first 
design roused negative press reception focusing critically on perceived stereotype 
modern characteristics: the intrusion of an abstract, inhuman, monotonous foreign 
import from America. Only when reconceived for the original historic site did their 
final design win positive reception for its pleasant, unusual rupture with the neigh­
bouring context. 

In conclusion, Claude Loupiac acknowledges the dialectic process between recep­
tion and production which led to the adoption of a positive compromised solution for 
UNESCO. Its reception crystalises recurrent themes which continue to feed modern 
architecture, exposing both the discomfort it inspires within France confronted by 
urban changes especially after World War II, and its perpetual nostalgia for an idea­
lised past. The author expresses shock that no steps have been made to protect this 
most emblematic of modern buildings, proof that it has, despite resistance, been 
absorbed into Paris, itself gradually modernised since UNESCO's controversial erec­
tion. 

Relativement limitee de nos jours, la reception des batiments du siege 
de !'UNESCO, Place Fontenoy, a connu, entre 1952 et 19601, une conside­
rable extension due au caractere international de cet organisme et a l'en­
jeu politique et symbolique de sa presence a Paris. La complexite et le 
caractere polemique de cette reception tiennent en partie aux horizons 
d'attente contradictoires de multiples intervenants (UNESCO, Etat franc;:ais, 
Ville de Paris, architectes, opinion publique2, etc.) dont les decisions et les 
propos trahissent parfois, sous couvert de considerations esthetiques, des 
strategies politiques, des clivages ideologiques, des conflits d'interet per­
sonnels ou collectifs. 

En 1949, !'UNESCO decide de se doter d'une « Maison » fonctionnelle 
dont la composition decoule de la structure de !'organisation et soit un 
monument symbolisant ses ideaux de paix, d'ouverture au monde et de com­
prehension entre les peuples. Apres une estimation de Jacques Carlu, le 
Comite du siege (HQC3) opte pour une composition librement articulee 
necessitant un vaste terrain4• Mais en acceptant l'offre d'un terrain greve de 
lourdes servitudes, en raison de sa proximite avec l'Ecole militaire, ii place 
le projeteur devant une alternative inconfortable: eriger un edifice tran­
chant sur son voisinage pour affirmer sa vocation monumentale, au risque de 
se voir refuser le permis de construire, ou se plier aux injonctions des defen­
seurs du patrimoine, au prix d'un manquement a l'une des donnees du pro­
gramme. 

Relevee par une partie de la presse5, une deuxieme ambiguite caracteri­
se le compromis adopte pour le choix du ma1tre d'reuvre. Le 5 juillet 1951, 
on decide de soumettre l'avant-projet de l'architecte qui sera designe par 
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le Directeur general a l'avis de cinq architectes internationaux de renom. Le 
26 juillet 1951, le HQC demande au Directeur General de donner la prefe­
rence a un architecte « dont l'reuvre et la vie se sont deroulees dans la tra­
dition de !'architecture franc;aise » 6, ce qui amene !'administration franc;ai­
se et certains hommes politiques a proposer une liste d'architectes a 
l'UNESCO. A part Le Corbusier, soutenu par Eugene Claudius-Petit mais reje­
te par le representant americain, les architectes proposes par la France 
temoignent de l'attente d'une architecture moderne mais respectueuse du 
bati existant7• Finalement, Eugene Beaudouin est designe, le 5 novembre 
1951, mais, le 17 decembre, on decide de l'associer a deux architectes 
consultants, Howard Morley Robertson et Eero Saarinen, tandis que les cinq 
architectes internationaux retenus le 11 janvier 1952 sont des figures emi­
nentes du Mouvement moderne, peu enclines au compromis8• 

Partisans de volumes librement articules, exprimant les fonctions du pro­
gramme et la mission de !'UNESCO, ces cinq architectes rejettent le projet 
presente, le 30 avril 1952, par Beaudouin qui, en se pliant aux contraintes 
du site, a opte pour une occupation peripherique du terrain autour d'un 
espace central, avec des modulations de hauteur et des solutions de conti­
nuite qui evitent l'effet de masse des ministeres voisins. Le 13 mai 1952, ils 
declarent le terrain inadapte a une composition moderne et jugent que ce 
parti, bien que fonctionnellement satisfaisant, manque de clarte et de 
rigueur logique et n'offre pas, « sur le plan spirituel, la haute signification 
prevue ». Deux jours plus tard, Gropius, Rogers et Costa recommandent de 
ne pas confier ['elaboration d'un nouveau projet a Beaudouin, « capable de 
faire une excellente reuvre de prose » mais non « [ .•• ] de faire une reuvre 
d'art, une reuvre de poesie » (Rogers) et qui « a fait preuve de ses limita­
tions » (Costa), ouvrant ainsi la voie a la nomination d'architectes plus 
proches de leurs positions9• Le 10 juillet 1952, Marcel Breuer, Pier Luigi Nervi 
et Bernard Zehrfuss sont charges du projet pour un nouveau terrain, entre 
les portes Maillot et Dauphine. Apres ['abandon de cette offre par l'Etat, le 
21 novembre, ils realisent, sur le site d'origine libere de ses servitudes, 
!'edifice actuel dont l'avant-projet est approuve le 13 fevrier 1953. 

La reception du projet de Beaudouin, rejete avant d'etre connu du 
public, reste confidentielle; il en va autrement des deux suivants conc;us par 
la nouvelle equipe et largement diffuses. Les appreciations negatives du 
deuxieme projet l'emportent, mais c'est ['inverse pour le troisieme dont 
!'acceptation progresse notablement apres l'achevement de !'edifice. Le 
respect des limites de hauteur et la courbure de la fac;ade sur la place ont 
contribue a cette adhesion, mais plusieurs articles denoncent les obstacles 
et les « prejuges de composition Beaux Arts » sans lesquels « [ ••• ] l'UNESCO 
aurait pu avoir un des meilleurs edifices d'apres guerre dans le monde plu­
tot qu'un des meilleurs edifices d'apres guerre a Paris » 10 • 

Les critiques avancees par les opposants aux projets se focalisent sur 
quelques themes recurrents qui eclairent la reception contemporaine du 
mouvement moderne par leur caractere archetypique. On se contentera 
d'en donner ici les points essentiels. 

Nombre d 'auteurs estiment que toute construction relevant de l' esthe­
tique du Mouvement moderne ne peut qu'alterer le paysage parisien: 
Bernard Champigneulle parle de « deplorable intrusion » 11 , Yvan Christ de 
« vandalisme par indifference » 12 • Et, a part Pierre Gaxotte qui propose les 
ecuries de Versailles, tous preconisent une implantation sur le site de La 

6 - Un. Arc., Dossier: CPG/H9 
6-10, document CPG/HQ/1. 
7 - Eugene Beaudouin, Jacques 
Carlu, Auguste Perret, Michel 
Roux-Spitz et Bernard-Henri 
Zehrfuss. 
8 - Le Corbusier, Lucio Costa, 
Walter Gropius, Sven Markelius 
et Ernesto Nathan Rogers. 
9 - Un. Arc., Boite 1HQ/-18HQ 
7C/8C/2XC, dossier : CPG/H9 
6-10. 
10 - Rayner Banham, in New 
Statesman (Landres, 
decembre 1958). 
11 - Le Figaro, Paris, 12 janvier 
1955. 
12 - Arts, Paris, janvier 1957. 
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13 - Le Monde, Paris, juillet 
1954. 
14 - A. Mousset, Le Monde, 1"' 
novembre 1952. 
15 - A. Siegfried, « Le proble­
me du Palais de !'UNESCO», Le 
Figaro, 2 decembre 1952, p. 5. 
16 - Daily Mail, Londres, 
5 decembre 1952. 
17 - Franc;:ois Loyer, Histoire de 
/'architecture franc;:aise. De la 
Revolution a nos jours, Paris, 
Menges; Editions du patrimoi­
ne, 1999, p. 338-339. 
18 - Daily Express, Londres, 
7 octobre 1952. 
19 - A. Mousset, Le Monde, 
15 octobre 1952. 
20 - Time Magazine, New York, 
13 octobre 1952. 
21 - Prefecture de la Seine, 
Commission des sites. Proces­
verbaux 1952-1953, Seance du 
29 octobre 1952. 
22 - Arts, octobre 1952. 
23 - 1"' novembre 1952. 
24 - Le Monde, 6 juillet 1954. 
25 - Lewis Mumford, New 
Yorker, 12 novembre 1960. 
26 - Franc;:ois Mauriac, « Bloc­
notes ", L'Express, 25 juin 
1959. 
27 - A. Mousset, Le Monde, 
6 juillet 1954. 
28 - Lewis Mumford, op. cit. 
29 - A. Siegfried, op. cit. 

Defense, qui pourrait « reunir les architectures abstraites que l'on assure 
etre celles de l'avenir » 13 • On n'est pas foncierement oppose a l'architectu­
re contemporaine pourvu qu'elle soit mise a l'ecart, dans une sorte de reser­
ve ou elle ne perturberait pas la vision nostalgique de la ville ancienne. 

La ressemblance avec le siege de l'ONU a New York incite les detracteurs 
du deuxieme projet a denoncer une architecture d'importation etrangere et 
contraire aux engagements de confier la ma1trise d'reuvre a un architecte 
penetre de tradition franc;:aise14 ; Andre Siegfried y voit le « dernier cri ame­
ricain » 15 tandis que pour le Daily Mail: « La beaute et l'harmonie de nos 
villes ne doivent pas etre gatees par des radiateurs geants d'origine etran­
gere » 16 • Cet aspect est moins present dans la reception du troisieme projet. 
Toutefois, des membres de la Commission des sites, dont Henri Prost, consi­
derent que ['absence de murs descendant jusqu'au sol et les pilotis du bati­
ment du secretariat, ne sont pas franc;:ais. Plus recemment, Franc;:ois Loyer y 
voit un des exemples de la « mainmise de ['architecture americaine sur 
l'Europe » 17• A travers ces reactions se manifeste cette conjugaison d'attrait 
et de repulsion si caracteristique du sentiment franc;:ais a l'egard de la civi­
lisation americaine et de son influence. 

« Gigantesque paquet de cigarettes » 18, « easier a bouteilles » 19, « edi­
tion plus petite du sandwich sur tranche » 20 de Manhattan, les qualificatifs 
ne manquent pas pour decrier le batiment de bureaux du deuxieme projet, 
dont la verticalite s'oppose aux volumes horizontaux du quartier des confe­
rences, des services communs et des dependances. La typologie de la tour 
et de la barre de plus de dix etages est alors inedite dans Paris et ce grat­
te-ciel perc;:u comme une incongruite dans le ciel parisien est rejete par la 
majorite de la presse franc;:aise et anglaise (a ['exception de The Architect's 
Journal) et par la Commission des sites21 • Ce gigantisme evoque un univers 
concentrationnaire, denonce par F. Tourret22 ou le Figaro litteraire23 pour 
qui la « formule verticale » nuit a la cooperation internationale et a la com­
prehension mutuelle. Malgre l'echelle plus modeste du troisieme projet, 
certains poursuivent leurs critiques dans ce sens, tel Albert Mousset24 qui 
assimile le plan en Y au dispositif rayonnant des centrales penitentiaires du 
x1xe siecle. 

Caracteristiques du Mouvement moderne, les pans de verre du secreta­
riat sont accuses de surexposer les usagers au soleil et a la vue. La tempe­
rature des pieces au soleil (36 ° C), lors de la canicule de mai 1959, donne 
raison a ceux qui denoncent une « mauvaise application des techniques 
modernes » 25 et Franc;:ois Mauriac a beau jeu de vilipender « cette serre 
monstrueuse ou les delegues de l'UNESCO rotissent » 26 • Mais on reconna1t 
que la faute en incombe surtout a la decision de l'UNESCO de faire l'econo­
mie d'un systeme de climatisation. Parmi les detracteurs de la transparen­
ce de cette « bureaucratie sous vitres » 27 , Lewis Mumford est le plus cri­
tique: ce systeme co0teux a nettoyer revele le desordre habituel de tout 
bureau et les vitres en dessous du niveau des tables n'ont pas d'utilite pour 
la diffusion de la lumiere naturelle28 • 

Sous la plume des opposants, parfois aussi chez les defenseurs des deux 
projets, les termes d'abstraction, d'ascetisme reviennent assez souvent. 
Pour les plus hostiles l'absence de decor engendre l'inhumanite et la mono­
tonie des batiments modernes qui adoptent un « style usine » 29 , en ['occur­
rence ici une « usine a penser ». Cette allusion a la « machine a habiter » 

devient explicite avec l'architecte Henri Castan qui condamne « le snobis-
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me moderne et ['architecture mecanisee » inspiree par Le Corbusier et affir­
me que les Parisiens ne veulent pas « d'une Cite Radieuse dont ils abandon­
nent volontiers a Marseille le peu enviable monopole » 30• 

Contrairement a la dalle verticale du deuxieme projet, les volumes du 
secretariat et de la salle de conferences du troisieme sont rapidement per­
i;us com me originaux. lnusuelle31 et « gracieusement moderne » , la forme en 
Y du secretariat constitue « une solution au probleme d'un edifice moderne 
dans une ville ancienne » 32 , et Sir Patrick Abercrombie y voit « une rupture 
plaisante » avec les conventions du deuxieme projet33 • Generalement bien 
rei;u pour sa legerete, sa « force harmonieuse », son insertion dans le site, 
le batiment irrite les adversaires irreductibles du Mouvement moderne, tel 
Jean Boivin-Champeaux qui le compare a un « enorme mille-pattes a deux 
corps soudes par le ventre » 34 • Les voiles de beton plisse de Nervi em portent 
majoritairement !'adhesion, mais certains les qualifient « d'ostentation a la 
mode » 35 et Nino Franck y voit « quelque chose entre un cauchemar et un 
crematorium » 36 • 

Deux conclusions s'imposent a !'issue de cette esquisse de la reception. 

Le rejet de la typologie du deuxieme projet a du contribuer a !'adoption 
de solutions heurtant moins la sensibilite frani;aise, selon un processus dia­
lectique entre reception et production dont !'analyse reste a approfondir. 

La reception de cet edifice cristallise des thematiques qui n'ont cesse 
d'alimenter le discours sur !'architecture moderne et trahissent le malaise 
plus ou moins conscient des Frani;ais face aux mutations de la civilisation 
urbaine, qui s'accelerent notablement dans les « Trente Glorieuses », et leur 
nostalgie vis-a-vis d'un passe idealise. 

Reste que l'on peut legitimement s'etonner qu'un monument aussi 
emblematique du Mouvement moderne, dans la France des annees 1950, 
n'ait pas fait l'objet d'une mesure de protection en depit de son extraterri­
torialite, preuve sans doute que son architecture n'etonne plus dans un pay­
sage parisien qui s'est sensiblement modernise depuis. 

30 - H. Castan, « L'art de 
construire. Le Palais de 
l'UNESCO », La Victoire. 
Hebdomadaire de la 
Republique autoritaire, socia­
liste et plebiscitaire, 
16 novembre 1952, p. 3. 
31 - Bien qu'elle ne soit pas 
inedite (cf. les immeubles cur­
vilignes du plan d' Alger de 
1930 et le gratte-ciel cartesien 
de 1938 de Le Corbusier). 
cette forme en Y est plut6t 
nouvelle dans la typologie du 
Mouvement moderne. 
32 - Time Magazine, New York, 
25 mai 1953. 
33 - Building, Landres, 
juin 1953. 
34 - Parfs-Presse, 23 juin 1954. 
35 - Maximilien Gauthier, in 
Nouvelles litteraires , 
octobre 1958. 
36 - /I Mondo, Rome, jan­
vier 1959. 
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Maison du village des journalistes, 1933, Milan, architects Luigi Figini. AFP-MART, Archive Figini et Pollini, Milan. 
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Une doctrine - les cinq points de l' architecture 
moderne - et son manifeste - la villa Savoye: 

leur reception par les architectes italiens 
de 1933 a 1960 

Marcello PAZZAGLINI 

Architecte, Professeur a la faculte d'architecture, Universite de Rome« La Sapienza», ltalie . 

Silvia SALVATI 
Architecte, doctorante en histoire de l'art (histoire de !'architecture moderne 

et contemporaine) , Universite de Paris l (Pantheon-Sorbonne), France. 

A Doctrine - "The Five Points of Modern Architecture" 
- and its Manifestation - the Villa Savoye: Their Reception 

by Modern Italian Architects, 1933-1960 
With the publication of Towards a New Architecture (original French edition, 

1923), Le Corbusier's doctrine of "The Five Points of Modern Architecture" and his 
Villa Savoye, its manifestation, were adopted by a new generation of Italian archi­
tects from the Polytechnic Institute in Milan as a blueprint for a veritable national 
Mediterranean house prototype. Here the co-authors trace emerging modalities and 
forms of reception (formal, urban, critical) as they influenced Italian Rationalism 
between Milan and Como in the 1930s and Roman architecture during the 1950s-
1960s. 

After the Stuttgart Exhibition and 1933 Milan Triennale based on the theme of the 
villa and economic house type, the Italian Rationalists experimented with free-stan­
ding houses within a park, aspirations of the Italian industrial bourgeoisie. Whether 
enriched by a complex formal and moral programme (Figini, Milan house, 1933) or 
inspired by Pompeian atrium house types and Roman monumentality (Monaco and 
Luccichenti, Villa Petacci, 1938), these harmonious, plastic, typically Italianate ela­
borations (like Terragni's Villas Bianchi, 1935) derived their formal and symbolic typo­
logy from the reception of Corbusier's work, regulated by the Golden section. 
Moreover, not only formal components (ramps, strip windows, pilotis, free plan and 
facade, roof garden), but an explicit model of an urban-scale house and novel adap-
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Marcello Pazzaglinf et Silvia Salvati 

1 - Rava (Carlo Enrico), Lettre a 
Le Corbusier, Milan, 20 janvier 
1927, Fondation Le Corbusier, 
E2 20. 

tations of interior spaces were directly borrowed from the master's principles, as 
seen in Figini and Pollini's Milanese "superimposed villas," 1932, or Terragni's 
Giuliani-Frigerio, 1939. Despite personalised enrichment for a specific Italian 
context, however, these Corbusian-inspired works incited negative Italian press 
reception. At issue was the perception of reversed influences: that the model house 
type erroneously credited to northern Modernists (Corbusier, Gropius, Mies) was in 
fact imported from a primary indigenous Mediterranean source. 

Apart from secondary explanations of tardy translations of theoretical writings 
into Italian (1960s·70s) and restricted diffusion of built works, the rapport between 
Italian culture and Corbusian thought in post-war Italy remained conflictual. If nor­
thern regions aligned with European rationalism, Roman reconstruction tended 
toward the expressive, with local or regional colourations, largely opposed to visions 
of the rational city defined by the Charter of Athens. Large ensembles for peripheral 
zones and privately financed, high-density, individualised, technically experimental 
pa/azzina for the middle classes close to the city centre recalled (if faintly through 
dispersed individual features) Corbusian doctrines, typified by works of De Renzi , 
Moretti, Monaco and Luccichenti. Salvati concludes that such housing experiments 
raise heritage conservation problems, requiring a rigorous programme to establish 
common restructuring criteria, with DOCOMOMO participation. 

Introduction 

Des sa parution en 1923, Vers une architecture devint un veritable evan­
gile pour la nouvelle generation d'architectes italiens sortant de l'lnstitut 
polytechnique de Milan. La correspondance de certains d'entre eux avec Le 
Corbusier temoigne de l'admiration portee au maitre: 

« L'origine de nos idees est dans les votres [ ... ] toute notre reconnaissan­
ce envers vous » 1• 

Elle incita ces architectes a redecouvrir et a appliquer un code typique­
ment national. Le type de la maison « mediterraneenne » trouvait en effet 
dans la villa Savoye un veritable modele d'architecture moderne; sa doctri­
ne - les cinq points - s'enrichit de contenus originaux, surtout en ce qui 
concerne l'application du modele a l'echelle urbaine. Cette recherche a 
pour but d'envisager les differentes modalites et formes de reception (for­
melle, urbaine, critique) de la villa de Poissy, dans des realisations du ratio­
nalisme italien entre Milan et Come et dans l'architecture romaine des 
annees 1950 et 1960. 

La reception dans les annees 1930 

Apres ['exposition de Stuttgart, la Triennale de Milan de 1933 - dediee a 
la villa et a la maison economique - donna aux architectes rationalistes l'oc­
casion de montrer leurs experimentations du theme de la villa dans le pare, 
selon les inspirations de la bourgeoisie industrielle italienne. De nombreuses 
villas furent conc;:ues selon cette thematique, parmi lesquelles certaines sont 
clairement inspirees - a la fois du point de vue typologique et formel et au 
plan symbolique - de la villa de Poissy. La maison du village des journalistes 
a Milan (1933) par Luigi Figini est un excellent exemple de reception de la 
doctrine de ['architecture moderne et de reinterpretation de son manifeste 
- la villa Savoye. Dans ce cas, la simple reception au niveau de l'impact for­
mel et figuratif (pilotis, fenetre en longueur, plan et fac;:ade libre, toit-jar­
din), s'enrichit d'un programme fonctionnel et moral complexe: soumettre 
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le fonctionnalisme de la matiere au fonctionnalisme de l'esprit, formule 
comme suit par Figini: « Conquerir en terre une portion de ciel »2• La com­
position est geree par la section d'or, principe applique aussi par Giuseppe 
Terragni dans le premier projet de la villa Bianchi a Rebbio (1935) et dans sa 
villa sur le lac de Come (1936). Chefs-d'reuvre de l'architecte comasque, 
elles representent une elaboration de la« doctrine» en direction d'une har­
monieuse plasticite typiquement « italique ». De maniere differente, dans 
la villa Petacci a Rome (1938), Vincenzo Monaco et Amedeo Luccichenti 
appliquerent ces principes mais a une echelle monumentale, qui allie le 
rationalisme nordique a la grandeur romaine: comme une maison pom­
peienne, elle se developpe autour de l'atrium avec ses colonnes. Au centre 
de l'atrium s'eleve une rampe typiquement corbuseenne. Comme dans 
toutes les villas inspirees par la villa Savoye, on peut souligner aussi, dans 
cette villa, !'application de la section d'or. La reception de la regle qui 
ordonne l'reuvre peut mener a une enquete sur les methodes appliquees par 
les architectes italiens: comme disait Le Corbusier, ces regles peuvent etre 
des « methodes aigues OU conscientes, etre banalement appliquees OU, 

encore, etre impliquees par l'instinct createur de l'architecte, manifesta­
tion d'une harmonie intuitive » 3• 

Ce qui est en jeu dans !'influence exercee par Le Corbusier sur les archi­
tectes italiens est aussi !'application du modele de la villa a l'echelle urbai­
ne et !'adaptation de la nouvelle valeur d'usage des espaces de !'habitat aux 
attentes de la commande italienne. La bourgeoisie, attiree par les centres 
historiques des villes, demande des logements qui comportent des « carac­
teristiques desirables pour une villa urbaine »4• La mailrise d'ouvrage, de 
son cote, batit selon le programme de !'exploitation des terrains, elle-meme 
liee a la possibilite de preserver des zones vertes. Seton ces principes, Figini 
et Gino Pollini ont conc;:u a Milan !'edifice surnomme « villas superposees », 
en 1932, implante dans un pare arbore. Au sommet, une terrasse-jardin 
entoure une villa a deux niveaux. Ce programme se retrouve dans le bati­
ment Rustici a Milan (1933) et dans le batiment Giuliani-Frigerio a Come 
(1939) de Terragni. Ce dernier est une veritable transposition a l'echelle 
urbaine de la villa Bianca a Seveso (1936), conc;:ue egalement par l'architec­
te comasque. 

Sans conduire une inutile polemique sur la paternite des principes sous­
jacents au rationalisme italien, ces exemples, choisis parmi d'autres, 
demontrent comment la reception initiate de la doctrine corbuseenne a ete 
enrichie et personnalisee de maniere differente. Deja dans les annees 1930, 
la reception des valeurs originelles de la« mediterraneite » fera l'objet d'un 
debat critique et de nombreux articles dans les revues. Ainsi, dans l'un de 
ces articles, les architectes italiens sont accuses d'avoir « ignore !'heritage 
de !'architecture des origines, [ ... ] patrimoine redecouvert par Le Corbusier, 
Gropius et Mies van der Rohe et camoufle comme nouveaute nordique du xxe 
siecle » 5• L'architecte Carlo Enrico Rava, dans L'Architettura ltaliana (1927-
1939), celebrait ces origines en ces termes: 

Notre race, notre culture, notre civilite, ancienne et moderne, sont mediter­
raneennes, [ ... ) cet esprit nous garantira la conquete de la primaute6• 

La critique plus argumentee d' Alberto Sartoris, dans son Encyclopedie de 
/'architecture nouvelle (1946), fait remonter la revolution moderne a la pro­
phetie leonardesque et au futurisme italien, tout en reconnaissant que « Le 
Corbusier, Terragni [ ... ] sont bien les Vinci de !'architecture contemporai-

2 - Figini (Luigi) , « Case di 
Libia », Quadrante, n° 16-17, 
1934, p. 43 . 
3 - Le Corbusier, Le Modulor, 
vol. 1, Paris, Editions de 
l' Architecture d' Aujourd'hui, 
1950, p. 26-27. 
4 - Figini (Luigi), « Una casa a 
Milano ", Quadrante, n· 30, 
1935, p. 23-24. 
5 - Peressutti (Enrico), 
« Architettura Mediterranea » , 

Quadrante, n· 21, 1935, p. 40. 
6 - Rava (Carlo Enrico), 
« Architettura di razza italia­
na " , L'Archltettura Italiano, 
n· 2, 1939, p. 37-45. 
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7 - Sartoris (Alberto), 
Encyclopedie de /'architecture 
nouvelle, Milan, Hoepli, 1948, 
p. 37-38. 
8 - Sartoris (Alberto), Tempo 
dell'architettura tempo 
dell'orte, Rome, Fondation 
A. Olivetti, 1990, p. 60-61 . 

ne » 7• Sartoris, dans ses Chroniques, denonce le fait que cette « position de 
precurseurs de l'art nouveau soit inconnue, tandis que la critique courante, 
de fac;:on erronee, fonde tout le mouvement novateur sur la seule France », 

et il conclut : 

Malheureusement les realisations ont ete importees, alors que le contraire 
aurait pu se verifier8• 

Les« palazzine » des annees 1950-1960 a Rome 

Durant l'apres-guerre en ltalie et a Rome en particulier, la diffusion des 
reuvres et de la pensee de Le Corbusier connut, par rapport a l'avant-guer­
re, une acceleration certaine, tout en restant contenue. 

Le rapport entre la culture architecturale italienne et la pensee de Le 
Corbusier restait conflictuel. Les raisons qui expliquent ce conflit sont mul­
tiples. Elles tiennent d'abord a la diffusion de l'reuvre. Les ecrits theoriques 
de l'architecte suisse ne furent traduits qu'a partir des annees 1960 et 1970. 
Les volumes des CEuvres completes etaient disponibles en langue originale. 
Les revues d'architecture italiennes diffuserent les reuvres plus importantes 
de l'apres-guerre - les unites d'habitation et la chapelle de Ronchamp. En 
meme temps, les caracteres de l'architecture de Le Corbusier de l'avant­
guerre, precisement les cinq points de !'architecture moderne, penetrerent 
largement dans un circuit pourtant tres ferme. 

En outre, le debat sur la reconstruction en ltalie se fondait a l'epoque sur 
la critique de la ville rationnelle - telle que definie par les principes de la 
Charte d' Athenes - en prenant en compte le rapport avec l'histoire, la 
reevaluation des centres historiques et les environnements preexistants. La 
culture architecturale italienne etait fondamentalement partagee. Les 
conceptions qui prevalaient au Nord etaient liees au rationalisme europeen. 
Les aspirations qui dominaient a Rome visaient a traduire une dimension 
expressive, ainsi qu'une dimension rurale de l'architecture. Le quartier 
Tiburtino, empreint du neo-empirisme, temoigne de ces recherches sur la 
scene romaine. Le quartier Tuscolano, de 1950-1951, en est un autre 
exemple, avec le groupe d'immeubles de Saverio Muratori qui reprend les 
tonalites contenues des experiences suedoises, et ceux d' Adalberto Libera 
qui y experimente !'unite d'habitation horizontale en bouleversant le sens 
de ce que Le Corbusier etait en train de realiser avec ses villes radieuses. 

Toujours a Rome, parallelement au debat sur la reconstruction, un deve­
loppement urbain de plus en plus tumultueux etait favorise par !'initiative 
privee. ll se fondait sur !'utilisation de la typologie du petit immeuble 
(palazzina) et des grands ensembles. Les premiers etaient destines aux 
zones voisines du centre ville, tandis que les seconds etaient repartis dans 
les zones peripheriques. Le developpement de la « palazzina » etait favori­
se par la legislation, qui accordait des prets a interet faible, par la deman­
de croissante de cette typologie de la part de la classe moyenne des 
employes et des commerc;:ants, et par la speculation fonciere. Les petits 
immeubles etaient construits sur les collines et dans la plaine selon les indi­
cations des plans d'occupation des sols, qui ne prevoyaient pas de zones 
pour les services. Les rues avaient souvent une longueur limitee. La densite 
etait tres forte. L'effort des constructeurs etait concentre sur la conception 
des batiments et sur leur commercialisation. L'individualite conferee a 
chaque petit immeuble devait rappeler d'une fac;:on lointaine le petit palais 
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romain avec son empattement, ses trois ou quatre etages de logements, sa 
couverture en attique. On insistait sur l'entree de « representation », sur 
l'originalite des finitions exterieures, sur les quatre fac;:ades, et sur les bal­
cons. Dans cette course effrenee a la construction de petits immeubles, sur­
tout dans les annees 1950, l'important etait de se distinguer. Tout ceci a 
favorise une tendance experimentale dans l'usage des materiaux et dans la 
composition exterieure. 

Mais on retrouve aussi dans cet effort de distinction la reception des cinq 
points de Le Corbusier, meme s'ils etaient souvent lus a travers l'experien­
ce du rationalisme italien des annees 1930, celle de Terragni , Figini et 
Pollini , et celle de Luigi Moretti a Rome. Les cinq points de Le Corbusier sont 
traites d'une maniere particuliere: ils ne sont pas lies organiquement entre 
eux, mais ils sont utilises separement, comme des fragments places la ou ii 
eta it necessaire de donner un signe distinctif. 

L'esprit d'experimentation qui marque les annees 1950 caracterise une 
partie des projets des « palazzine » . Certaines agences d'architecture 
etaient deja actives dans les annees 1930 et 1940: celle de Mario De Renzi, 
Moretti, Mario Paniconi et Guilio Pediconi, et surtout Ugo Luccichenti et 
l'agence Vincenzo Monaco. II est utile de citer quelques-uns de leurs bati­
ments. Dans la maison du Tournesol (1947-50), Moretti utilise les fenetres en 
longueur et separe, de fac;:on programmatique, la fac;:ade en la projetant vers 
la rue. Dans le petit immeuble de la via Fratelli Ruspoli de 1948-1949, 
Luccichenti utilise de grands pans de verre continus, et adopte le plan libre 
dans la zone des sejours. II souligne les pilotis par un angle aigu. Monaco et 
Luccichenti, dans leur serie de « palazzine » , recourent plusieurs fois a la 
fenetre en longueur, aux partitions de fac;:ade qui rappellent celles de 
Terragni; ils eloignent les piliers de fac;:ade surtout dans la zone du sejour, 
utilisent les attiques comme une sorte de toit-jardin . Parfois, ces archi­
tectes atteignent un degre de synthese remarquable comme dans le petit 
immeuble projete par Vincenzo, Fausto et Lucio Passarelli via Campanie a 
Rome. Les cinq points se retrouvent presque taus mais le caractere d'en­
semble n 'est pas celui de Le Corbusier. 

Pour conclure, la problematique de la conservation du patrimoine moder­
ne merite une reflexion. Apres plus de cinquante ans, ces « palazzine ,, 
necessitent d'etre renovees. Un programme qui fixe des criteres communs 
de restructuration est necessaire et souhaitable; ceci est une bataille a 
mener aussi avec !'aide et la participation de DOCOMOMO. 

N.B. Ce texte a ete redige en commun par Silvia Salvati - qui a ecrit la premiere 
partie - et Marcello Pazzaglini - qui a elabore la deuxieme partie. 
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Publics et usages 

Publics and Usages 

Plus qu'aucun autre art, ('architecture est un objet soumis au jugement collectif, celui des utilisateurs 
qui vivent dans Les edifices au quotidien. Mais Les reuvres du Mouvement moderne ont aussi fait naftre 
une imagerie de la vie moderne: l'imagerie moderne et {'appreciation collective des bdtiments vont­
elles toujours de pair? 

More than any other art, architecture is an object submitted to collective public judgement, that of the users who 
live within buildings on a daily basis. Yet Modern Movement buildings have also given rise to an imagery of modern 
life: does this modern imagery always correspond to the collective appreciation of the built works? 

Jean-Yves ANDRIEUX 
Introduction 

1. Marina BOTTA 
Today's Image of Swedish Housing Areas built between 1930 and 1965 

2. Isabelle CHESNEAU 
Obsolescence et modernite architecturales 

3. Andras FERKAI 
Modernity or Modern Imagery: Reception of the Szent Istvan Park 
Apartment Complex in Budapest 

4. Emmanuelle GALLO 
La reception et le quartier des gratte-ciel, centre de Villeurbanne, ou 
pourquoi des gratte-ciel a Villeurbanne en 1932? 

5. Miles GLENDINNING 
The Politics of Utopianism: the Conception and Reception of Mass Housing 
in England 
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Introduction 

Jean-Yves ANDRIEUX 
Historien, professeur a l'Universite de Rennes 2, DOCOMOMO France. 

Dans la critique du roman de Richard Millet (Ma vie parmi Les ombres, 
Paris, Gallimard, 2003), dont le heros et narrateur, Pascal, tente de com­
prendre le decor (cameleon) et la genealogie (inepuisable) de sa vie en dia­
loguant avec des femmes depositaires de la memoire, Patrick Kechichian 
resume une des enigmes qui, selon lui, nourrissent et fecondent le roman, 
un genre intarissable, malgre son declin toujours annonce. « II y a ceux, 
ecrit-il, qui, par la litterature, cherchent a entrer dans la temporalite la plus 
immediate, la plus actuelle, afin de l'expliquer, de la dechiffrer, de n'en 
etre pas, soutiennent-ils, les dupes. A !'inverse, un certain nombre de 
romanciers, par divers chemins, veulent s'extraire de cette actualite au pro­
fit d'une temporalite plus large, soustraite aux aleas de l'actualite. ll est 
absurde de juger qui a raison ou tort. Rien de plus convenu que la querelle 
entre les modernes, qui s'efforcent parfois de le rester a n'importe quel 
prix, et les anciens, qui conjuguent la verite au seul temps passe » . Et sur 
ce constat, une image surgit et s'impose sous sa plume, pour qualifier un 
auteur qui entrecroise et imbrique a l'envi « les recits, les portraits, les evo­
cations, les reflexions (sur le temps, l'amour et la mort [ ... ], la perte du 
sens, le corps) », celle d'un batisseur, d'un architecte. Evidemment, oserait­
on dire. 

Car, les Frarn;:ais sont familiers et friands de ces observations en ab1me. 
Leur fievre du patrimoine en atteste aux yeux du monde qui tantot s'en ins­
pire (l'Europe), tantot s'en etonne (!'Orient). Qui s'en etonnera, depuis 
Marcel Proust, dont le groupe qui a repris le Grand Hotel de Cabourg propo­
se « la » chambre, en realite un decor reconstitue de la Belle Epoque, 
moyennant un tarif de categorie luxe: le tarif du temps suspendu, avec vue 
sur mer? Les historiens ne sont pas en reste sur ce chapitre, depuis les tem­
poralites ternaires theorisees par Fernand Braudel (la duree des civilisations, 
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le poids des siecles, l'ecume des ans et meme des jours) et relativisees par 
Michel de Certeau, plus que circonspect, quant a lui, sur les classifications 
chronologiques suspectes de mecaniser au d'asservir les faits. Avant l'essai 
magistral de Paul Ricreur sur le temps comme recit fictionnel au historique 
qui elabore l'evenement en figure reconstituee au allegorique, elle-meme 
susceptible d'integrer la realite, puis d'inflechir la perception vecue du quo­
tidien, Pierre Bourdieu, plus prosa'ique, avait montre les implications 
sociales du temps: certains - les plus aises - en sont proprietaires et le 
fac;:onnent au le subvertissent a leur guise, d'autres le subissent au le mecon­
naissent. 

Le dernier en date dans cette longue suite d'historiens est Franc;:ois 
Hartog dont les « regimes d'historicite » proposent une autre fac;:on de deli­
miter et d'articuler le temps, depuis les representations culturelles collec­
tives jusqu'aux experiences individuelles, voire privees. Comme ses prede­
cesseurs, Franc;:ois Hartog cherche en definitive a pointer les continuites et 
les ruptures, les moments et les raisons qui font, un jour, basculer l'ordre 
des choses. Sa pensee arrive a point nomme pour comprendre le Mouvement 
moderne en architecture puisque aussi bien celui-ci s'est installe, des le 
debut, sur la ligne de fracture radicale qui postule la separation du passe et 
du present, en s'imposant de penser celui-ci a partir d'un seul horizon vali­
de: le futur. Or, voici qu'au bout d'un petit siecle seulement d'existence, le 
Mouvement moderne est confronte, a son tour, a un present inexorablement 
enracine dans le passe. Lui aussi vit la « crise du temps ». ll en est meme 
probablement l'un des indicateurs, l'un des signes les plus tangibles et pre­
gnants: le message transmis par les prophetes, la promesse - coulee dans le 
beton - d'un monde meilleur sont advenus au moment au l'humanite s'est 
peu a peu laissee envahir par le present. Plus que d'autres sans doute, les 
historiens du Mouvement moderne sont par consequent installes au creur du 
paradoxe: faire de l'histoire, afin d'expliquer pourquoi la modernite qui 
repondait au tentait de repondre aux problemes des decennies passees, 
conserve aujourd'hui encore un sens. Mieux: faire de l'histoire, afin d'ex­
pliquer a des decideurs un peu sceptiques au goguenards, pourquoi il est 
indispensable de conserver les traces de cette modernite-la et, quand on le 
peut, de les adapter a la modernite nouvelle. L'architecture du Mouvement 
moderne s'inscrit dans un processus inacheve, dieu merci, qui fait a la fois 
toute sa richesse, sa productivite et sa complexite. 

Autant dire que le travail d'explication n'en est qu'a ses premisses. Les 
categories de la reception ant certes l'avantage de proposer de nombreuses 
des, tres precieuses. Leur mise en reuvre est feconde - car il ne s'agit pas 
d'une theorie fermee, ni reduite a la seule architecture, ce qui serait fatal. 
Mais il est aise de predire qu'elles ne suffiront pas. Les cinq communications 
reunies ici, chacune dans son style et avec son point de vue particuliers, 
ouvrent des pistes experimentales, a partir de ce substrat commun: l'image 
produite par le Mouvement moderne - cette image si capitale pour son ave­
nir - n'est pas fabriquee par les seuls utilisateurs. Au-dela de ce seuil mini­
mal, on doit rendre hommage aux auteurs pour la coherence de leurs 
constats, et prendre soin de les lire en faisceau afin de percevoir la plurali­
te de leurs demonstrations. 

Isabelle Chesneau s'interroge sur les stratifications de la modernite: on 
ne traite pas sur un meme pied, dit-elle, en France, les HBM (habitations a 
ban marche, immeubles collectifs a faible cout subventionnes par les pou-
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voirs publics) du debut du xxe siecle et les logements des Trente Glorieuses•, 
quoiqu'il s'agisse dans les deux cas d'habitat social. Les premieres sont res­
pectees, les seconds donnent lieu a des destructions spectaculaires. Des 
tors, force est d'admettre que ['obsolescence du pare moderne n'est pas un 
concept univoque et que le decalage entre la forme spatiale et les pratiques 
sociales est une explication aussi insuffisante, en soi, que !'evolution des 
usages et ['innovation technique. Les criteres declencheurs sont, ici, ['adap­
tation de la ville, la pression du marche financier, le rapport entre l'offre et 
la demande. On peut admettre, avec Isabelle Chesneau, que l'adequation de 
la modernite avec une situation sociale et un contexte national donnes, est 
un but difficile, parfois un « ideal inaccessible » et que, dans ce cas, l'his­
toire a pour mission d'elucider les motifs d'une avance insupportable (trap 
d'anticipation nuit) ou bien ceux d'une impossible adaptation (l'obsolescen­
ce est toujours, quelque part, fitle du progres). Mais, dans taus les cas, il 
s'agit bien de rassembler les fits imbriques et de les demeler - fits d'une his­
toire sociale, politique, urbaine, technique, financiere, locale, internatio­
nale, etc. 

Si le temps de l'histoire n'est done pas un, bien sur, les etudes de cas 
sont autant d'occasions d'en decouvrir les composantes. C'est ainsi 
qu'Emmanuelle Gallo explique la convergence du temps politique (une mai­
rie de gauche, desireuse de se demarquer), international (l'influence de la 
Premiere Reconstruction d'apres 1918 et, par son biais, du modele ameri­
cain) et technique (le rapport entre le gratte-ciel et le chauffage collectif 
urbain qui reduit les risques d'incendie et les surfaces logistiques, sans 
valeur fonciere), pour expliquer la naissance - et la reussite - du centre ville 
de Villeurbanne, imagine dans les annees 1930. Un bel exemple, mais isole, 
de convergence des donnees a un moment cle: la modernite a ete aussi 
faite, heureusement, de reussites. 

ll arrive qu'a ['inverse, ces reussites soient acquises sur la tongue duree 
- au reste toute relative pour l'architecture du XXe siecle: quelques decen­
nies tout au plus - et que, ce faisant, elles invitent a reflechir sur le concept 
meme de modernite. En Suede, le Mouvement moderne s'est ainsi impose 
pour la conception d'immeubles fonctionnels, au standard aere, proches de 
la nature et, par consequent, eriges dans des banlieues lointaines. La per­
ception de la ville et des transports evoluant au cours du siecle, le laxisme 
des renovations aboutissant a des patchworks peu amenes, Marina Botta 
explique qu'il a fallu plusieurs generations (une unite de temps tres perti­
nente, notons-le, pour la reception de ['architecture) et basculements 
d'opinion, avant que les formes geometriques et les couleurs tranches de la 
modernite ne regagnent une connotation favorable, parce qu' « ecolo­
gique ». Quelle a ete !'influence des usagers dans ce renversement? C'est 
toute la question. Dans la societe mediatique contemporaine, ceux-ci peu­
vent etre aisement manipules. C'est ce que suggere Miles Glendinning, a 
propos des « tower blocks » britanniques, victimes bien avant leurs homo­
logues fran~aises, d'une cabale savamment orchestree par des elites dont 
chacun sait le role qu'elles jouent dans les mouvements d'idees: ['architec­
ture ne saurait s'interpreter en dehors des debats intellectuels et societaux 
et notamment, dans l' Angleterre du second xxe siecle, en dehors de la bru­
tale vague thatcherienne et de la crise profonde des ideaux sociaux-demo­
crates. 

DOCOMOMO International: 
These proceedings were originally published as a printed version. It has been scanned and made digitally available following our Open Access Policy. 
We are not aware of any infringement of copyrights.



I 
I 
I 
I 
I 
I 
I 
I 
\ 

Jean-Yves Andrieux 

Cette cesure entre les faiseurs de mode et les consommateurs, comme 
celle entre les donneurs d'ordre et les utilisateurs para1t a !'auteur contem­
poraine du Mouvement moderne et, probablement, consubstantielle de sa 
production. A Budapest pourtant, Szent Istvan Park, un complexe residen­
tiel, « ordinaire » ou « moderne bourgeois », a connu le sort inverse: criti­
que avant-guerre, puis a l'epoque stalinienne, en raison de son aspect cos­
mopolite et parce qu'il favorisait le melange des populations, ii a retrouve 
apres 1989 une faveur remarquable. A contrario du Royaume-Uni, la faillite 
du systeme communiste l'a, suggere Andras Ferkai, non seulement sauve, 
mais erige au rang d'image positive. Au total, la diversite des situations 
selon les pays, la fluctuation des representations collectives et leur impact 
puissant sur !'heritage du Mouvement moderne, le sort contraste des icones, 
le statut revocable a merci des batiments plus quelconques, voila quelques­
uns des parametres fondamentaux que ces communications invitent a repe­
rer et a mettre utilement en perspective. 

*Note de l'editeur 
L'expression, Les Trentes Glorieuses, emprunte le titre original de l'essai ecrit par l'eco­

nomiste francais Jean Fourastie, pour designer la periode d'incomparable prosperite vecue 
par la France entre 1945 et 1973, c'est-a-dire entre la reconstruction d'apres-guerre et le 
premier choc petrolier. 

Introduction 

Jean-Yves ANDRIEUX 

Historian, Professor, Universite de Rennes 2, DOCOMOMO France. 

In his critique of Richard Millet's book Ma vie parmi /es ombres (Paris, 
Gallimard, 2003) in which the hero and narrator Pascal attempts to make sense of 
the decor (chameleon) and genealogy (inexhaustible) of his life through dialogues 
with women, the repositories of memory, Patrick Kechichian summarizes one of the 
enigmas which, according to him, nourishes and fertilizes the novel, an inexhaustible 
genre, despite its persistently announced decline. "There are those," he writes, 
"who, through literature, look to enter in the most immediate and current tempo­
rality so as to explain and deconstruct it, so as to avoid, they contend, being dupes. 
Conversely, by diverse paths, a certain number of novelists wish to remove them­
selves from this immediacy to partake of a larger temporality, shielded from the 
unforeseen turn of current events. It would be absurd to judge who is right or wrong. 
Nothing more obvious than the quarrel between the Moderns, who insist at times to 
remain as such no matter at what price, and the Ancients, who conjugate the truth 
with one sole time, the past." And on this point, an image surfaces and imposes itself 
on Kechichian's writing - that of a builder, an architect - to qualify an author who 
intersects and overlaps "tales, portraits, evocations, reflections (on time, love, and 
death [ ... ] the loss of feeling, the body)." 

Predictably enough, one dares say, because the French are used to and fond of 
such observations to excess. Their passion for heritage attests to this fact in the eyes 
of the world, sometimes inspired by it (in Europe), sometimes astounded (in the 
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Orient). After Marcel Proust, who would be astonished by the investment group who 
took over the Grand Hotel at Cabourg offering the room (in reality a revamped Belle 
Epoque decor) set at a price in the luxury category, the price of suspended time with 
an ocean view? Historians are not to be outdone in this domain, since the triple tem­
poralities theorized by Fernand Braudel (the duration of civilizations, the weight of 
the centuries, the froth of years and even days) and relativized by Michel de Certeau, 
he more than circumspect on the suspect chronological classifications of mechanizing 
or manipulating facts . Before Paul Ricoeur's magisterial essay on time as a fictional 
or historical account that elaborates an event as a reconstituted or allegorical fig­
ure (itself likely to integrate reality before influencing everyday perception), Pierre 
Bourdieu had demonstrated more prosaically the social implications of time: certain, 
the wealthiest, own, manipulate or subvert it at their will; others misjudge or sub­
mit to it. 

The last to date in this long list of historians is Franc;:ois Hartog whose "regimes 
d'historicite" or systems of historicity propose another way of delimiting and arti­
culating time from collective cultural representations to individual, even private 
experiences. Like his predecessors, Hartog ultimately seeks to position continuities 
and ruptures, moments and reasons which, at any one moment, overthrow the order 
of things. His thoughts arrive exactly when needed to understand the Modern 
Movement in architecture as it, too, was set up from the start on the line of a radi­
cal fracture that postulates the separation between past and present by imposing a 
consideration of itself from the sole perspective viable: the future. Thus now at the 
end of only one century of its existence, the Modern Movement is confronted in turn 
with a present inexorably rooted in the past. It too exists in the "time crisis." It is 
probably even one of the most tangible and pregnant indicators, the message trans­
mitted by the prophets, the promise - poured in concrete - of a better world hap­
pening at the very moment when humanity little by little has allowed itself to be 
invaded by the present. Probably more than any others, historians of the Modern 
Movement as a result are situated at the very core of the paradox: to study his-tory 
in order to explain why modernity (responding or attempting to respond to problems 
of past decades) still retains any meaning at present. Or even better, to study histo­
ry in order to explain to those rather sceptical or disparaging decision-makers why it 
is indispensable to preserve traces of this modernity and, when one can, to adapt 
them to a new modernity. Architecture of the Modern Movement inscribes itself 
within an unfinished process, thankfully, which accounts for its richness, producti­
vity and complexity. 

In other words, the work of explanation resides in nothing but its premises. 
Reception categories certainly have the advantage of proposing numerous, very pre­
cious keys. Their application is fertile because they are not concerned about a closed 
theory, nor reduced to one type of architecture (which would be fatal). Yet it would 
be facile to predict that they will not suffice. The five presentations here united, 
each with its own style and particular point of view, open up experimental paths, 
taking off from a shared subtext: that the image produced by the Modern Movement 
- an image so capital to its future - is not produced by users alone. Over and above 
this minimal threshold , one must credit the authors for the coherence of their 
findings and read them carefully as a unified group before perceiving the plurality of 
their premises. 

Isabelle Chesneau queries the stratifications of modernity, observing that in 
France one does not consider in the same manner the early 20th-century HBMs 
[Habitations a Bon Marche or subsidized low-cost housing blocks] and later lodgings 
from the Trente Glorieuses• even though both belong to social -housing categories. 
The former are respected [read preserved], whilst the latter have provoked specta­
cular destruction. Consequently there is no choice but to admit that the obsoles­
cence of modern housing estates is not an unequivocal concept and that the lag 
between spatial form and social practices is an equally insufficient explanation in and 
of itself, as is the evolution of uses and technical innovation. The activating criteria 
here are the adaptation of the city, the pressure from financial markets, the rapport 
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between supply and demand. One can admit, with the author, that the appropriateness 
of modernity to a social situation and to a given national context is a difficult goal, 
at times an "unattainable ideal" and that, in this case, history has as its mission to 
elucidate the motives of an untenable lead (too much anticipation is damaging) or 
even of an impossible adaptation (obsolescence is always, in some fashion, daughter 
of progress). But in every case, it is certainly a question of gathering up and untan­
gling the imbricated threads - threads including social, political, urban, technical, 
financial, local and international history. 

If then historical time is obviously not one unit, the case studies operate as pre­
texts to disclose its component parts. In this manner Emmanuelle Gallo explains the 
birth and success of Villeurbanne's city centre, conceived in the 1930s through the 
convergence of three incidences: political (a left-wing mayor, desirous of distingui­
shing herself), international (the influence of the First Reconstruction after 1918 and 
from that angle the American model) and technical (the inter-relation between the 
skyscraper and collective urban heating which reduced fire risks and surface logistics 
without property tax increase). A fine albeit isolated model due to the conflux of 
data at a decisive moment. Fortunately Modernity was also made from successes. 

The opposite also occurred. Some successes were gained over the long history (at 
least relative to 20th-century architecture), several decades altogether; as such they 
give rise to reflections on the very concept of modernity. In Sweden, for example, 
the Modern Movement imposed itself on a design for functional, well-ventilated 
apartment blocks, close to nature and, by consequence, erected in distant suburbs. 
Accounting for evolving perceptions of the city and transport over the century, and 
laxity over renovations resulting in a very unpleasant patchwork, Marina Botta 
explains that it took several generations (a highly pertinent unit of time, it should be 
noted, for the reception of architecture) and an upheaval of opinion before modernist 
geometric forms and strong colours took on favourable overtones as "ecological." A 
major question needs be asked: what was the users' influence in this reversal? In our 
media-exploited contemporary society, users can be easily manipulated. Such is Miles 
Glendinning's suggestion apropos the British "tower blocks," victims of a cabal (well 
before their French counterparts) skilfully orchestrated by an elite only too well­
known for the role it plays in the circulation of ideas. Architecture should not be 
interpreted outside of intellectual and social debates and, notably, in England after 
the 1950s, beyond the brutal wave of Thatcherism and the profound crisis of Social­
Democratic ideals. 

This caesura between fashion-setters and consumers, as between clients and 
users seems (to this author) contemporary with the Modern Movement and likely 
consubstantial to its production. All the same, Szent Istvan Park, an "ordinary" or 
"modern bourgeois" residential complex in Budapest, met with a reverse fate. 
Criticized before the war, then during the Stalinist era because of its cosmopolitan 
allure and hospitability to a diversified population, it found remarkable favour after 
1989. Contrary to the United Kingdom, the failure of the Communist system, suggests 
Andras Ferkai, not only saved the Park project, but elevated it to a positive status. 
In sum, the diversity of situations according to different countries, the fluctuations 
of collective representations and their powerful impact on the heritage of the 
Modern Movement, the contrasting fate of icons, their revocable status at the mercy 
of the most commonplace buildings: these are some of the fundamental factors of 
which these talks invite us to take stock and to put usefully into perspective. 

'Editor's Note 

Les Trentes Glorieuses refers to the original title of an essay by the French economist Jean Fourastie, 
designating the period of unparalleled consumer prosperity that France experienced between 1945-1973, 
which began during the post-war reconstruction programme and continued until the oil crisis. 
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L'image actuelle des quartiers d'habitation 
suedois construits entre 1930 et 1965 

En Suede, le Mouvement moderne est generalement reconnu et apprecie pour la 
construction d'immeubles fonctionnels, edifies entre 1935 et 1965, jamais assimiles 
au « logement social » quoique subventionnes par l'Etat et accessibles a des familles 
modestes. L'idee etait alors d'obtenir des logis clairs, aeres, sains, proches de la 
nature. Ce pays est devenu, apres 1950, un modele pour le logement social des autres 
pays europeens. Neanmoins, de quartiers modernes standard, bien equipes sociale­
ment et commercialement, ces lieux ant progressivement perdu leur aura pour etre 
pen;:us comme des faubourgs calmes, desuets, eloignes des activites centrales. 

La fonctionnalite ayant deja pris le pas sur l'esthetique dans Les projets initiaux, 
les renovations se sont montrees insoucieuses des interets propres a ces zones, abu­
sant des indispensables remises au normes et des effets de mode. Les destructions 
ant ete telles qu'elles ant provoque un debat sur les valeurs d'usage telles que les 
voient les habitants. Les mentalites ant des lors change et le Mouvement moderne a 
regagne une influence positive, en raison de ses formes simples, de ses couleurs 
basiques et de son absence de decoration qui rejoint le gout des jeunes generations. 

Pour attirer !'attention du public sur les caracteres de ce pare immobilier, une 
forme de conscience collective a ete encouragee, associee a une responsabilite 
accrue des habitants, au respect envers l'environnement, la bio-diversite de la flare 
et de la faune. De nombreux projets de rehabilitation sont aujourd'hui lances avec 
le label « vert » ou " ecologique ». Cette strategie n'est cependant pas sans risque, 
car il n'est pas possible de mener des interventions Lourdes (isolation, nouvelles huis­
series), sans alterer l'allure initiate des edifices. En respectant scrupuleusement 
cette simplicite, il faut au contraire travailler sur !'insertion dans le nouvel environ­
nement urbain, !'amelioration du confort interne, le maintien d'un tissu social varie, 
seul garant de stabilite et de continuite culturelle. La reussite passe done, en defi-
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A typical area of 
"Functionalist" housing from 
1944: "star houses" in 
Stockholm, Sweden. 
Architcts Backstrom and 
Reinius. 

nitive, par !'adaptation respectueuse des potentialites considerables de !'architectu­
re moderne aux nouvelles contraintes du monde actuel. 

The popular image of modern Swedish design - and, with it, of modern 
Swedish architecture - is that of very simple, practical objects. Such an 
image finds its roots in the development of the Swedish Modern Movement 
during the 1930s. In fact, in Sweden, the appearance of the ideology of the 
Modern Movement coincided with a period of political change, social 
reforms, quick urbanization and, coupled with this, needs for new housing. 
These conditions lent themselves readily to being combined with the aspira­
tions of the Modern Movement towards its simple and rational forms. In 
architecture and industrial design, the result of this was the style called 
"Functionalism," with its image of sober, functional, social and also affor­
dable forms. An important product of Swedish Functionalism was modern 
housing; this was very often subsidized by the State and intended for lower 
and middle classes, yet it was never referred to as "social housing." 

The general vision was to build well planned and healthy dwellings for 
everybody; a lot of research went into developing small apartment plans, 
both functional and well-equipped, exposed to sun and natural light, close 
to nature, and also at low cost. Large governmental housing programmes 
translated visions and research into reality and meant an important incen­
tive to the modernization of building techniques as well as an improvement 
in the standard of house appliances. Swedish "Folkhem," or people's homes, 
from the 1940s and 1950s, became a model for social housing in many other 
countries thanks to their well-designed apartment plans, and for a great 
many years these remained an international point of reference in the deve­
lopment of housing. 

Yet the image of these sprawling new residential areas of the 1930s, 
'40s and '50s has gradually changed - from that of lively suburbs enjoying 
good housing of modern standard, commercial service facilities and social 
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services, with a young population with many children - to that of quiet 
neighbourhoods with an aging population, one- or two-person households, in 
half-modern houses in need of maintenance and with scarce commercial 
activities and inadequate services, 30 or 40 years later. Many renovation 
projects carried out in the 1970s and 1980s did not bother, or were unable, 
to recognize the original character and varied qualities of these areas. 
Maintenance, energy-saving measures, new norms and systems for waste 
collection and for improving accessibility, etc., here resulted in many 
major changes. Standard-raising measures were often taken as a motive 
for raising rents, too. Some of the inhabitants have protested against 
uncaref ul renovations, whereas others accepted them in the belief that they 
were great improvements. A number of architects have in fact planned some 
of these renovation projects with the will to preserve their existing charac­
ter and qualities, while others were more eager to make these buildings more 
trendy and give them a new look. The simplicity and non-pretentiousness of 
these types of housing has also been a reason why many renewal projects 
were carried out without involving any architectural expertise whatsoever. 

A great number of bad experiences with destructive renovation schemes 
have at least yielded the favourable effect of sparking off the debate about 
the qualities of Modern Movement architecture, including its values of use, 
as seen by the inhabitants. Tenants' associations have played an important 
role in supporting the inhabitants' view in evaluating and reviewing renova­
tion plans. Interest in and awareness of the quality of "Functionalist housing" 
has thus been awakened, not only among experts but even among the local 
users themselves, as well as in the public opinion; as a result the cultural 
importance of the architecture of the 1930s to 1950s period has become more 
evident and widely accepted. Even so, with the search for architectural 
expression and historical reminiscences that followed as a reaction upon the 
large-scale developments of the 1960s and 1970s, known in Sweden as the 
"Million Programme, "1 the architecture from the Modern Movement is often 
referred to as a source of inspiration. 

Still today Functionalism's simple forms, sparce colours and lack of deco­
ration do well suit the search for the essential minimum that characterizes 
the work of many architects as well as the taste of many young people. 
Today the awareness of the inhabitants has become even more important in 
the process towards sustainable development. Great importance is now 
given to the inhabitants' participation in renewal processes as a prerequi­
site for their sharing the responsibility for the future of their own environ­
ment. 

Sustainability implies a comprehensive, all-inclusive approach to techni­
cal, environmental, economic, cultural and social values. Sustainable reno­
vation means to avoid the degradation of buildings, to extend their use and 
preserve their qualities, to adapt them to new needs and to make them 
accessible to all individuals, to save natural resources, to protect biological 
diversity, to avoid pollution, to make the dwellings healthier and their inha­
bitants more aware and more responsible of their own living environment, 
to preserve cultural and social continuity, and more ... 

Many renewal projects are actually being carried out in Sweden in the 
name of sustainable development. Green, ecological, sustainable ... these are 
some of the labels that present the new image given to many renewal pro­
jects. Swedish housing typologies from the 1930s to 1960s, built with extreme 

1 - Between 1965 and 1974, 
the Swedish government acti­
vely supported, by means of 
low-interest loans, etc., a new 
housing programme aimed at 
constructing one million new 
apartments. 
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simplicity, great attention to functionality and scarce economical resources, 
do need maintenance, and sometimes technical upgrading, but they can 
barely stand major "ecological" interventions, such as replacing facade 
materials with thicker insulation, changing windows or balconies, new 
entrances, the addition of attics, etc. without losing their character. Even a 
new and "greener" image has to take into account the particular character 
of these housing areas: the simplicity and humility of the architectural form , 
the social meanings attached to them, the skill of craftsmanship visible in the 
construction and in various details. As a matter of fact, the sustainability of 
these areas is already implicit in many attributes of their character. 
Renovation therefore has to deal with several issues in order to give these 
areas a new and sustainable image, while at the same time carefully pre­
serving their character and values. 

One of the commitments for sustainable development is to provide dwel­
lings, especially where the housing need is very great. Most of these houses 
were built during the first urban expansion period extending outside the city 
centres, yet today they have in fact become very close to the centres but 
with the added advantage of still having pieces of nature around them! 
Renovation schemes should allow for preserving and extending the use of 
these buildings and also making them available to different forms of tenure, 
according to different needs and economical possibilities, as the case may 
be. 

Sustainability also demands "decent healthy housing." These houses were 
mostly built with healthy materials and "modern" hygienic facilities. With 
proper renovation it is quite possible to upgrade their technical installations, 
to adapt them to new safety norms and improve their accessibility. Most of 
this type of technical upgrading can be done without, or with only minor 
architectural change and in full consideration of maintenance require­
ments. 

Another goal for sustainable development is social stability. These hou­
sing areas were planned for low- and middle-income families and the 
apartments are usually small. After renovation these small apartments can 
still fit the many single households of today. Larger apartments may also be 
obtained by joining two of them, in order to have families with children still 
in the neighbourhood. Renovation costs are sometimes mentioned as an obs­
tacle to preserving rental apartments for low-income families, but often 
some careful maintenance and a good relationship between the house-owner 
and the tenants may reduce renovation needs considerably. 

Cultural continuity, public awareness, information and participation are 
important ingredients in the social stability and security of residential areas. 
These typologies represent, physically, a cultural heritage as well as social 
and cultural structures dating from a special period of time. Preserving these 
areas means in fact to preserve culture, social and symbolic values, cultural 
identities, knowledge, and technical skills as well. Such preservation contri­
butes to making people aware of these values. Therefore many renewal pro­
jects are now putting a lot of energy into involving all its inhabitants in the 
process, to give them environmental information, to have them share the 
responsibility for the management and maintenance of their "own" living 
space. 

Finally, "sustainable renovation" also has to decrease the environmental 
impact of buildings as such. Buildings have to become more energy-efficient, 
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be free from polluting or otherwise hazardous materials; their ventilation, 
indoor climate and acoustic insulation have to be improved, the consump­
tion of fresh water has to decrease, waste has to be separated and collec­
ted, and outdoor spaces have to be improved in order to protect the bio­
diversity of flora and fauna. 

Not always do new measures fit the original architecture; they may 
sometimes be in conflict with the preservation of historic and cultural 
values. While some measures do not affect the architecture - or may them­
selves be absolutely indispensable - others should first consider the environ­
mental gains in relation to other types of cultural loss that may result from 
the suggested intervention. 

Renovation projects aiming to decrease the energy consumption should 
pay due respect to the original design of the building, its proportions, the 
textures, forms and colours of its materials, and many other details. For 
example, solar energy devices may be integrated into the roof construction, 
greenhouses may be built detached from the house, facade insulation may 
require the adjustment of the window frames, energy saving window-panes 
can be added to the existing windows. Originally, the external environment 
of the building was usually very simply planned, with open green areas bet­
ween the buildings or else wholly unplanned, as a piece of natural ground. 
Today the yards may offer a lot of possibilities, such as space for various 
common facilities, smaller structures for garbage separation, and the like. 

To conclude, often Swedish housing from the Modern Movement period 
already possesses many of the prerequisites for acquiring a sustainable and 
environmentally friendly image. Yet these qualities have to be properly 
recognized, developed, completed and nursed, all in a careful manner, so as 
to achieve good examples of what "sustainable renovation" could really 
mean. 
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Architectural Obsolescence and Modernity 

This paper argues that premature architectural obsolescence of post-1945 buil­
dings, accelerated over the past twenty some years, now constitutes one of the basic 
premises for urban renewal, as compared to traditional factors of urban regenera­
tion. Predominantly involving recent Modern Architecture, such as 1960s-1970s social 
housing and city office buildings, such obsolescence represents a new form of tem­
poral causality whose nature puts into question the paradigm of architectural dura­
bility. This prematurely outdated architecture, not more than fifteen to thirty years 
old, naturally provokes queries as to why it should invite rejection and destruction 
by government or private real estate agents. To explore this phenomenon more clo­
sely, the author analyses current obsolescence in relation to the role of Modern 
Movement doctrines in the global structuring of this temporal concept. 

The process of obsolescence is generally explained by a mechanism of disjunction 
between spatial forms and social practices, when through the evolution of dynamic 
events and the impact of technological innovation inert material works of the past 
are rendered anachronistic, irreversibly desynchronised, in the case of architecture 
leading to its destruction. This approach to the renewal of the built environment cor­
responds to a reading of the occupation of space founded on the interpretation of 
social and physical dynamics, and obsolescence as a form of temporal causality, 
objectively justifying architectural destruction. Yet in reality it corresponds to an 
approach to social practices and spatial forms inscribed within a theoretical, doctri ­
nal and ideological perspective. Seen this way obsolescence links specific temporal 
forms of causality to Modernity, that is, principally on a model of novelty and change, 
a concept of accelerated linear time moving away from a depreciated past. Opposed 
to tradition, Modernity is paradoxically at once destructive and productive. Thus in 
the name of Modernity, 1960s-70s office buildings are declassified and destroyed, 
rather than rehabilitated, upgraded or modernised. Judging destruction more saluta­
ry than rehabilitation signifies that existing buildings constitute a total error, not only 
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1 - Frederic de Coninck et 
Francis Godard etablissent 
dans cet article que le premier 
principe d'intelligibilite d'une 
biographie (histoire des vies 
particulieres) etait constitue 
par la dimension temporelle 
des demarches biographiques. 
Nous considerons dans ce sens 
que la diversite des recherches 
sur l'histoire des villes, vue a 
partir de leur principe de 
renouvellement, a egalement 
en commun de construire une 
temporalite de la ville qui est 
lisible a travers les formes de 
causalite avancees dans les 
analyses. 
2 - Cet ordre de grandeur res­
sort d'un calcul prenant en 
compte la date de construc­
tion des batiments demolis, 
obtenus a partir d'un 
depouillement exhaustif des 
permis de demolir de bureaux 
deposes entre 1988 et 2000 
dans quatre communes ter­
tiaires des Hauts-de-Seine : 
Levallois-Perret, Courbevoie, 
Boulogne-Billancourt et lssy­
les-Moulineaux. 

detected a posteriori, retroactively, but prospectively, that is embedded within the 
very act of architectural conceptualisation. 

Objectives of financial profitability dominate those of Modernity. The reinforce­
ment of the association of stones with money since the 1980s is largely held respon­
sible for the crisis in real estate. Yet the hypothesis of a link between Modern and 
economic rationales might be viable. Both share the same objective of readjustment 
or adaptation, of forms to function in the first case, of laws of supply and demand in 
the second. In other words it is not a semantic difference unique to each discipline 
but the sharing of a common objective of balance between forms and practices. This 
dialectic between obsolescence and adjustment bears a relationship to current poli­
cies of conservation of 20th-century architectural heritage, oscillating between 
museological overprotection and destruction, treating identically the concept of the 
past, that is, as a resolved, finished space. According to this approach, the choice 
between making Modern works Museums, or the destruction of ordinary housing and 
offices adheres to the same architectural doctrine; it reveals a logic analogous to the 
relegation of the past, glorified on the one hand and condemned on the other. 

Les phenomenes d'obsolescence architecturale constituent aujourd'hui 
une des causes essentielles du renouvellement urbain. Par com pa raison aux 
facteurs traditionnels de regeneration de la ville, !'obsolescence engage de 
nouvelles « formes temporelles de causalite » (pour reprendre les termes de 
Frederic de Coninck et de Francis Godard, 19901) dont la nature semble 
remettre en cause le paradigme de durabilite de !'architecture. On se pro­
pose d'analyser !'obsolescence actuelle des immeubles de bureaux a travers 
ces formes particulieres de mobilisation du temps, en s'attachant particu­
lierement au role de la doctrine du Mouvement moderne dans la structura­
tion globale de cette conception temporelle. 

L'obsolescence de !'architecture moderne 

Depuis presque vingt ans, les constats d'obsolescence prematuree de 
!'architecture produite apres 1945 s'amplifient et sont aujourd'hui identifies 
par les pouvoirs publics comme un probleme urbain de premier ordre. Si ce 
phenomene semble toucher indifferemment tous les secteurs de la produc­
tion de l'espace, ii affecte en revanche plus distinctement une architecture 
recente et qualifiee de moderne au moment de sa conception. On pense en 
premier lieu aux destructions actuelles des logements sociaux des annees 
1960-70, dont l ' issue symbolique contraste fortement avec le maintien des 
HBM construits au debut du xxe siecle. Mais c'est sans doute dans le secteur 
de l'immobilier tertiaire que l'impact du processus d'obsolescence est le 
plus sensible. Ce sont, la encore, les immeubles des Trente glorieuses qui 
sont demolis et non les edifices anterieurs a 1950. De fai;:on representative, 
on observe dans le departement des Hauts-de-Seine que 15 a 20 % des 
immeubles des annees 1970 ont ete demolis au cours des annees 19902• 

Cette relegation des edifices relevant de programmes ordinaires est 
aujourd'hui suffisamment preoccupante pour motiver une politique de 
demolition en tant que telle, promue soit par les pouvoirs publics, soit par 
les agents prives comme dans le secteur de l'immobilier d'entreprise. Cette 
unanimite de la reconnaissance des phenomenes d'obsolescence prematuree 
de !'architecture moderne contemporaine conduit naturellement a s'inter­
roger sur les raisons de ce rejet: pourquoi vouloir detruire des espaces 
coni;:us ii y a seulement quinze, vingt ou trente ans? 
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Les « formes temporelles de causalite » engagees par les 
process us d 'obsolescence 

Publics et usages I Publics and Usages 

On explique generalement le processus d'obsolescence architecturale 
par un mecanisme de desajustement entre formes spatiales et pratiques 
sociales. Elle signifie que la caducite des edifices intervient au terme d'un 
processus socio-economique selon lequel l'evolution des usages et l'impact 
de !'innovation technologique rendent anachroniques les productions du 
passe. A la difference d'autres formes de causalite de renouvellement 
urbain, !'obsolescence conduit a rendre necessaire la destruction des 
ouvrages. Cette difference repose sur le fait qu'elle est identifiee comme 
une « cause dynamique ,, de relegation spatiale, c'est-a-dire non pas comme 
« une cause presente, qui contient le passe et determine le futur, mais 
[comme] des evenements dont le sens et l'efficace evoluent au fil des pro­
cessus » (de Coninck et Godard, 1990). C'est le constat d'une impossibilite 
d'arreter, ou meme de ralentir, les rythmes d'evolution des pratiques 
sociales qui se heurte a plus ou moins long terme a l'inertie des formes 
materielles. Cette approche du renouvellement du cadre bati correspond 
done a une lecture de l'occupation de l'espace essentiellement fondee sur 
l'interpretation des dynamismes, sociaux d'une part et physiques de l'autre. 
La comparaison de leurs rythmes respectifs fait rapidement appara1tre leur 
antinomie et les contradictions auxquelles mene leur interaction. 

Tenter de definir ainsi !'obsolescence comme une forme temporelle de 
causalite permet de saisir comment un constat de rejet architectural, se 
voulant objectif et fonde sur le changement social et technique, correspond 
en realite a une approche des pratiques sociales et des formes spatiales 
s'inscrivant dans une perspective theorique, doctrinale et ideologique spe­
cifique. Par opposition a bien d'autres, celle-ci se distingue de trois fac;:ons: 

- une accentuation de la notion de changement dans l'approche des 
usages au detriment d'une construction de leur sens (habitus); 

- une relativisation du caractere stable et perenne de la materialite des 
projets valorisant le caractere « ouvert ,, des dispositifs spatiaux (flexi­
bilite); 

- une conception du temps comme une trajectoire lineaire ou le passe est 
perc;:u comme une periode revalue et non comme un « espace d'expe­
rience ,, (Ricreur, 2000). 

L'obsolescence engage ainsi des formes temporelles de causalite speci­
fiques a la modernite, c'est-a-dire principalement fondees sur un modele du 
changement. Doit-on pour autant considerer que !'influence de la doctrine 
du Mouvement moderne constitue, sur un plan structure!, un facteur favori­
sant la depreciation des productions passees? 

La modernite comme structure temporelle 

De nombreux analystes se sont attaches a mettre en evidence le carac­
tere particulierement destructeur et paradoxal de la modernite. La « cri­
tique ,, de l'anterieur est constitutive de l'esprit moderne et productrice en 
soi d'obsolescence. Elle n'a d'autre raison d'etre que de s'opposer a la tra­
dition (fut-elle celle de la modernite) , de se faire « elle-meme dans sa dif­
ference, sa nouveaute par rapport au passe » . Le paradoxe de la modernite 
est done de dementir chaque fois « la pretention qu'elle affirme : rien de ce 
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qui est moderne aujourd'hui ne se distingue, substantiellement, de ce qui 
demain sera demode et fera figure d'anachronisme derisoire » (Jauss, 1990). 
Ce paradoxe peut expliquer en partie le declassement actuel des immeubles 
de bureaux des annees 1960 et 70 au meme titre que Le Corbusier consta­
tait deja a la fin des annees 1930 pendant un voyage a New York que, « chose 
curieuse, ce sont les gratte-ciel d'architecture moderne [qui sont] 
defaillants ». Cette reflexion a propos d'immeubles de bureaux construits 
dix a quinze ans plus tot montre bien que la « modernite des americains » 

est obsolete en regard de celle de Le Corbusier, comme la modernite des 
annees 1970 I' est par rapport a la " not re ». C' est done bien au nom de la 
nouveaute et de la modernite que la demolition des bureaux se justifie. 
Neanmoins, pourquoi ne pas estimer la rehabilitation, la remise aux normes 
ou encore la modernisation comme suffisantes pour rattraper le decalage 
entre modernite d'hier et modernite d'aujourd'hui comme c'est le cas dans 
l'architecture traditionnelle (HBM, immeubles haussmanniens)? 

Juger la destruction plus salutaire que la rehabilitation signifie que l'on 
considere la situation batie comme une « erreur » totale. Dans ce cadre, ce 
n'est plus seulement l'action du nouveau qui est responsable du rejet defi­
nitif des constructions modernes. C'est egalement par constat d'erreurs 
commises au depart que l'echec est mesure a posteriori. En d'autres 
termes, les effets destructeurs de la modernite ne sont pas seulement retro­
actifs mais aussi prospectifs, c'est-a-dire directement issus du processus de 
conception architecturale. Dans ce sens, c'est le principe d'anticipation qui 
est mis en cause. Apprehender les attentes futures « par avance » afin de se 
preserver des risques de desynchronisation irreversible (obsolescence) pro­
voque une progressive tension entre valeurs du passe et valeur de l'avenir 
d'ou resulte une deconnexion des projets d'avec leur realite sociale. En 
consequence, tant sur un plan theorique que pratique, l'objectif d'ajuste­
ment de la modernite demeure un ideal inaccessible: soit parce que l'avan­
ce est trop importante (anticipation), soit parce que le retard est provoque 
par l'introduction d'une nouvelle modernite (obsolescence). 

La modernite architecturale: un lit pour la rationalite 
economique 

Cependant, !'esprit de la modernite et du Mouvement moderne, dans un 
contexte de forte relativite post-moderne, peut-il etre encore tenu pour une 
cause structurelle des dysfonctionnements constates? Se reclame t-on tou­
jours, dans la production des immeubles de bureaux, de positions doctri­
nales ou plutot d'une pure rationalite economique? Cela va sans dire que les 
objectifs de rentabilite financiere dominent aujourd'hui nettement ceux de 
la modernite et que le renforcement de l'association « pierre-argent » 

depuis les annees 1980 peut etre largement tenu pour responsable des crises 
de ce secteur immobilier. Cependant, on emettra l'hypothese d'une filiation 
entre le raisonnement moderne et le raisonnement economique. Tous deux 
partagent un meme objectif d'ajustement, appele adaptation des formes a 
la fonction dans un cas et loi de l'offre et de la demande dans l'autre. En 
d'autres termes, il ne s'agirait que d'une difference semantique propre a 
des champs disciplinaires distincts mais partageant un objectif commun 
d'equilibre entre formes et pratiques. 
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Le role de l'ajustement dans la logique de production des espaces ter­
tiaires est present depuis la creation du pare en tant que tel. Dans les 
annees 1950-1960, cette notion renvoie essentiellement a des positions doc­
trinales de « liberation » du plan, de la fac;:ade et des usages (revendications 
d'autonomisation des cadres). Mais c'est avec le renouvellement des rap­
ports de production du milieu des annees 1970 que la question de l'ajuste­
ment devient centrale. L'apparition en France de la filiere « promotion­
investissement », se substituant largement a la filiere « utilisateur », a pour 
consequence de modifier en profondeur l'approche des besoins. ll ne s'agit 
plus d'un marche « fictif » ou chaque entreprise-client exprime une deman­
de aupres d'un maitre d'reuvre apres un examen prealable des disponibili­
tes du pare existant, mais d'un marche regi par les rapports de l'echange. 
Les evolutions rapides de la demande impliquent des tors que se produise 
une adequation quasi immediate entre des bailleurs (promoteurs et inves­
tisseurs) et des locataires (entreprises). C'est pourquoi, l'objectif d'equi­
libre (exprime par les prix) necessite que les producteurs developpent des 
strategies d'elasticite de l'offre en fonction de l'evolution des aspirations 
des usagers. La reponse a cette contrainte a ete apportee par la flexibilite 
de l'espace dont les divers stades de developpement depuis les annees 1950 
montrent que la critique de l'anterieur est bien attachee aux intentions 
conceptuelles des projets. 

Cette dialectique de !'obsolescence et de l'ajustement n'est pas sans 
relation avec la politique actuelle de conservation du patrimoine architec­
tural du xxe siecle qui oscille entre museification et destruction. Dans les 
deux cas, la conception du passe est identique, a savoir une conception du 
passe comme un espace fini acheve, revolu. Selan cette approche, que l'on 
decide de faire une memoire morte d'reuvres modernes ou de detruire la 
production ordinaire des logements et des bureaux issus de la meme doctri­
ne architecturale, releve d'un constat analogue de relegation d'un passe 
acheve, que l'on glorifie dans un cas et que l'on condamne dans l'autre. 
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La modernite ou l'apparence du moderne: 
La reception du complexe immobilier 

de Szent Istvan Park a Budapest 

Dans la production des registres d'inventaire de DOCOMOMO, ii a toujours ete dif­
ficile de distinguer !'architecture effectivement moderne de celle qui ne l'est qu'en 
apparence. Parfois, ii n'y a guere de moyen de differencier l'image moderne de !'in­
novation veritable, particulierement dans le cas des batiments « ordinaires ». Dans 
les endroits ou ii n'y avait pas d'habitations a bon marche, des immeubles de rap­
port, construits speculativement, ont represente la modernite dans l'architecture 
residentielle. L'immeuble de rapport est, toutefois, en general le resultat de nom­
breux compromis et, pour cette raison, son evaluation est ambigue. 

C'est le cas d'un ensemble de batiments, homogene et important, Szent Istvan 
Park a Budapest (1933-1943), protege par la municipalite et inscrit sur la liste natio­
nale de DOCOMOMO. Considere comme moderne par l'homme de la rue, cet 
ensemble fut critique par les architectes contemporains comme en fait pseudo­
moderne. Entre les exigences des proprietaires, celles des promoteurs desireux d'ex­
ploiter tout l'espace disponible et les reglements municipaux, les architectes n'ont 
pu eviter une certaine monotonie ni meme que plusieurs pieces n'aient pas l'acces a 
la lumiere naturelle ni a la ventilation. Cependant les amenagements internes cor­
respondaient mieux a la demande du public aise que les immeubles de l'avant-garde. 
C'est par leur truchement que Szent Istvan Park est d'abord devenu le prototype du 
« moderne bourgeois» et du mode de vie cosmopolite, puis a ete abondamment cele­
bre dans la presse et par les meilleurs photographes qui l'ont egalement montre 
comme un espace democratique, a tel point que la droite extreme des annees 1930 
et le stalinisme des annees 1950 l'ayant vivement brocarde, le quartier a subi des 
decennies de desaffection et de negligence, avant de retrouver les faveurs des 
classes aisees, apres les changements politiques de 1989. Cette popularite reiteree 
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force a concilier les amenagements actuels avec la protection d'un monument histo­
rique. Une serie de recommandations pratiques vient d'etre faite dans ce sens. 

To differentiate genuine modern architecture from the superficial has 
been a basic problem for inventory work within DOCOMOMO from the very 
beginning. Sometimes, it is hard to draw the line between modern imagery 
and true innovation, especially in the case of "ordinary" buildings that 
represent a building type or the local version of modernity in a given coun­
try. At those places where there was practically no social housing during the 
inter-war period, speculatively built apartments represented modernity in 
residential architecture. This was the case with Budapest, Bucharest, Sofia 
and even Prague. The apartment houses have usually been the result of 
many compromises; their valuation is therefore ambivalent. Laymen and 
mass media of the period accepted them as modern, while the professional 
elite of radical architects and critics often regarded them as pseudo­
modern. Moreover, the judgement of these bourgeois living quarters under­
went considerable changes over time. My paper will discuss these issues by 
examining the reception of a Budapest apartment complex. 

Modern or pseudo-modern? 

Szent Istvan Park (1933-1943) is the most significant and homogenous 
modern residential complex in Budapest. 1 As a key site of the Modern 
Movement, it figures on the municipal list of protected monuments as well 
as in the DOCOMOMO Register. 2 The terrace of nearly forty apartment 
houses, that surrounds a new public park widening in a T-shape towards the 
banks of the Danube, was very popular before the war, and after an inter­
mission of two decades, it soon regained its popularity. Inhabitants were, 
then and now, proud of its modernity, and laymen share with most profes­
sionals in calling its architecture "Bauhaus-style." None of them knows that 
Farkas Molnar, who was a pupil of Gropius at the Weimar Bauhaus, protested 
against this qualification. "These buildings may superficially be regarded as 
modern," wrote Molnar in 1934, "for their elevation is smooth and coloured, 
and there is a roof-terrace on the top. But real modern houses must be 
modern from inside out. The arrangement and size of the rooms must follow 
the requirements of the interior and not the rules of the facade. " 3 Other 
members of the Hungarian CIAM-section joined Molnar and stated: "These 
houses do not meet real needs of the day, nor do they reflect the state of 
new building either. They are not modern but fashionable. "4 Were these opi­
nions right? 

The urban plan (1933) is, indeed, formal: the symmetry of the "French 
park" is further enhanced by the axiality of streets leading into the square 
and the accentuated corners of housing blocks. To insure the uniform appear­
ance of the building complex, public authorities determined not only the 
system of blocks and streets and basic parameters of buildings but even the 
elevation of individual houses. Despite each being designed by a different 
architect, these apartment houses tend to merge into single blocks with indis­
tinguishable house units. This sort of regulation with a prescribed facade 
reminds one of the way Place Vendome in Paris was formed, which can 
scarcely be called modern. The size of the perimeter blocks and individual 
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plots, and the ground plan of the houses were the outcome of a compro­
mise between landlords and public authorities. Though the new plan type was 
healthier than the 19th-century courtyard type, it still had deficiencies that 
the architects were unable to correct for speculation exploited maximum 
surface possible on the plot. This led to a middle range within the ground 
plan where rooms had no natural light nor direct ventilation. All these facts 
seem to justify the criticism of the avant-garde elite. How is it possible then 
that the reception of this neighbourhood by the common man contradicts 
professional opinion? Why do people still like these apartments? 

Contrasting desires of profession and use: two horizons of 
expectation 

No doubt, one reason for that is the higher use-value as compared to the 
strictly functional plan of avant-garde designs. Two or three large rooms plus 
the so-called "hall" (interior room) allow manifold uses unlike the function­
alist system of one large living and several smaller rooms. The connection 
of large rooms by fully glazed folding doors met the claim of the middle 
classes for some representation, a demand deliberately ignored by the 
avant-garde. Similarly, the luxurious finish of the foyer and staircase so 
typical to these apartment houses was not acceptable to the avant-garde 
on moral grounds. 

Meanwhile, marble-clad walls, rubber hall runners, indirect lighting, 
chromium door handles in the foyer, hygienic bathrooms and wardrobes in 
the apartments became the symbol of a modern bourgeois way of life for the 
inhabitants. As an enthusiastic journalist wrote, "a new human type was 
taking shape in these houses, which led in the consumption of books, jour­
nals, newspapers and theatre tickets. "5 This environment meant for the 
inhabitants, mostly intellectuals, employees of private firms and freelan­
cers, "a milieu which was more urbane and European than that of their 
fathers," and "a release from the old petit-bourgeois prison"6 as the same 
journalist pointed out. A sharp-eyed writer described the progressivism of 
these citizens with subtle irony: "In these apartments, young psychoanalysts 
expose each other's soul on the couch, splendid amazons of bridge indulge 
in day-dreams at the back of white bathrooms, and highly intelligent clerks 
receive Moscow on the radio. " 7 

In the same way, an art critic describes the opinion of these people about 
modernity in architecture: "The modern house is flat-roofed, painted bright 
blue or green, designed in Bauhaus style, furnished with tubular steel chairs, 
built-in bathtub and decorated with cactuses. "8 As psychoanalysis, bridge 
salons and eurhythmics represented for them a cosmopolitan way of life, 
modern imagery in architecture did the same. This is the reason why Szent 
Istvan Park was widely published, not only in the professional press but also 
in popular weekly magazines. 9 The streetscapes and vistas, the luxurious 
foyers and spectacular staircases were highly photogenic and, indeed, 
attracted the best photographers. Out of these beautiful pictures, I would 
like to stress the one which represents the park on a Sunday afternoon, for 
this photo reveals a further important feature of the place: its democratic 
character. 10 The most elegant apartment house is mirrored in the water of a 
basin, and the adjacent esplanade full of strollers: families with children, 
two gentlemen, and a maid-servant. Though the apartments were for many 

5 - Zsolt (Bela), Koert 
kenyer (Bread in turn of 
stone. Editorials, 1921-
1939), Budapest, 1939, 
p. 165. 
6 - Ibid. 
7 - Szerb (Antal), Budapesti 
Kalauz Marslakok szamara 
(Budapest Guide for 
Martians), Budapest, 
Officina, 1945, p. 37. 
8 - Becz (Jeno), "Jelszavas 
epiteszet" ("Slogan 
Architecture"), Muveszet , 
1936, 3-4, p. 67. 
9 - See among others the spe­
cial number of the architectu­
ral review Ter es Forma (Space 
and Form), 1937, 5; a critique 
in Muveszet (Art), 1937, 8-9, 
pp . 88-90 ; Szinhazi Elet 
(Theatre Life), 22-28, 
August 1937, pp. 73-78. 
10 - The photo was published 
in 5zinhazi Elet, 22-28 August 
1937, p. 73 . The photographer 
Ferenc Haar later emigrated to 
the USA where he lived and 
worked in Hawaii. 
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11 - See note 6. "Ujlipotvaros," 
p. 163-166. 
12 - Tetoemeletek a Szent 
Istvan Parkban ( "Top floor 
extension in the Szent Istvan 
Park"), Budapest, 2000 (xerox 
copied documentation). The 
urbanist: Bela Nagy; the archi­
tect: Zsolt Gunther; the histo­
rian: Andras Ferkai. 

people beyond their reach, the park was open to them. Everybody could 
enjoy the jazz music through the lowered windows of the cafe, and have a 
breath of fresh and fragrant air coming from the river. 

Politics interfered twice with the appraisal of Szent Istvan Park. First in 
the late 1930s and early 1940s, when the extreme right press, taking advan­
tage of the bankruptcy of an architect-contractor who had built dozens 
of houses in the district, attacked "liberal" speculation and the snobbish, 
cosmopolitan character of the quarter. 11 Second, the Stalinist regime coming 
into power in 1948 severely criticized this neighbourhood again for its 
cosmopolitan character and as the nest of the "bourgeois exploiting class." 
The stigmatisation lasted until the mid-1960s and manifested itself in the 
neglect of maintenance or poor renovations. New mosaic facings appeared 
on the ground-floor facades, many entrance doors were replaced, and 
primitive annexes were added to the terraces. The status of these houses 
started to rise again from the late 1970s, and they became highly 
fashionable after the political changes of 1989. Especially the new strata of 
proprietors, managers and all kind of intellectuals had a predilection for 
buying or taking an apartment here. This meant that the number of illegal 
constructions increased, and requests for building permits submitted to the 
authorities multiplied. To come to terms with issues of protection and 
conservation of the complex is therefore very urgent. 

The use and protection of Szent Istvan Park complex 

The protection of the local government is not strong enough and not 
quite clear. The text of the municipal decree does not make it evident whe­
ther only the exteriors are protected or some interiors too. The municipali­
ty launched a system of subsidies to restore listed buildings but not solo buil­
dings and complexes as large as Szent Istvan Park. On the other hand, clients 
apply for building permission individually. A typical task nowadays is when 
owners of the top apartments want to enlarge their residence vertically, by 
adding a sort of penthouse on the flat roof. The authorities first refused the 
idea, then they compelled the owner to order a regulation plan for the 
whole complex, which guarantees that the annex would not disturb the 
cityscape, and together with other constructions would finally form a har­
monious whole. The regulation plan was prepared in 2000 with collaboration 
of an urbanist, an architectural historian and a young architect, 12 and pro­
posed an additional set back level with pavilions, terraces and pergolas. A 
set of prescribed building components is the guarantee for the harmoniza­
tion of units that would be realized one by one, over a longer period of time. 
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La reception et le quartier des gratte-ciel, 
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ou pourquoi des gratte-ciel a Villeurbanne en 1932? 

Emmanuelle GALLO 
Architecte. historienne de !'architecture, equipe d'accueil A.V.D. 

(Architecture, Ville , Design) , universite de Paris l , France . 

Reception and the High-Rise District, 
Villeurbanne Centre, or Why Skyscrapers at 

Villeurbanne in 1932? 

Until Emmanuelle Gallo researched the history of Villeurbanne's innovative district 
heating system, it remained a mystery as to how Morice Leroux, a totally unknown 
self-taught architect, managed to create such an original, audacious scheme. Here 
the author provides an hypothesis based upon a detailed chronology of events within 
this populist and industrial suburb of Lyon. 

Encouraged by its radical Socialist mayor Doctor Lazare Goujon (in 1928 elected 
deputy and vice-president of the Parliamentary Commission on Hygiene), 
Villeurbanne elaborated its Development and Embellishment Plan, launching a de­
sign competition for its new town centre. Leroux won the first phase of operations, 
designing the Labour Exchange, theatre, pool and sanitary services. By 1930 on an 
adjacent plot a new centre was created ex nihi/o, including sanitary and sports faci­
lities, social housing and infrastructures (sewers, drinking and fire-water conduits, 
district heating network linked to the refuse incineration factory and city hall). 
Design of the 1,487-unit social housing ensemble also fell to Leroux who conceived 
high-density stepped-back blocks of 9-11 storeys punctuated by two 19-storey towers 
(permitted exceptionally between 1931-1934) with design and urban characteristics 
at odds with current practices. 

As conceived in progressive north-eastern American cities after the first 1882 
experiment in Lockport, New York, the relationship between high-rises and urban 
heating was naturally considered for the modernisation of Villeurbanne. This asso­
ciation pertained specifically to reductions of fireplaces (hence fire risk), technical 
areas within buildings of high real-estate value, circulation of urban transportation 
of combustible materials, and the suppression of chimneys. If nothing in Leroux's past 
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1 - Morice Leroux, autodidac­
te, a travaille six ans chez l'ar­
chitecte Lebret, condisciple de 
Tony Garnier. 
2 - « Modernite des creations 
urbaines des annees 30 de la 
banlieue a la ville », Actes du 
colloque Villeurbanne gratte­
c i el, cinquantenaire, 
Villeurbanne, juin 1984. 
Traverso (Edith), Villeurbanne 
- gratte-ciel 1927-1934, 
memoire de ma1trise, lnstitut 
d'histoire de l'art, universite 
Lyon 2, 1986. 
3 - Gallo (Emmanuelle), 
American influences on 
Villeurbanne's town center 
and district heating in the 30s, 
Society for the History of 
Technology Annual Meeting in 
Pasadena, Oct. 1997. Gallo 
(Emmanuelle), Modernite 
technique et valeur d'usage: 
le chauffage des biitiments 
d'habitation en France, these 
de doctorat, universite Paris 1, 
en cours, chapitre V. 

1 et 2. Schemas extraits de 
Building zone de New York, 
1916, sous la direction de 
G. B. Ford. 
3. Axonometrie du quartier des 
gratte-ciel de Villeurbanne, 
mission urbanisme et patrimoi­
ne (1990). 

experience prepared him for considering and designing such necessary technical 
features, Franco-American communications through architectural publications, stu­
dies abroad and professional exchanges provided the necessary savoir-faire, the 
blueprints of high-rise towers already constructed as opposed to utopian European 
schemes. Comparisons in fact establish indisputable proof that Leroux based his 
tower designs (inaugurated in 1939) on American skyscraper prototypes published 
extensively in professional and popular journals around 1930. In collaboration with 
engineer Jean Fleury, left-wing Leroux initiated Villeurbanne's integrated tower and 
district heating schema as an investment in the struggle against tuberculosis (as in 
America), establishing domestic standards for thermal and sanitary comforts, pure air 
and natural light. 

ll est assez mysterieux qu'un architecte inconnu, Morice Leroux, soit 
l'auteur d'un projet aussi original et audacieux avant de quasiment dispa­
raitre du champ professionnel1• Les differents travaux sur le quartier ou sur 
l'architecte n'avancent pas d'hypotheses2• C'est en abordant l'histoire du 
chauffage urbain de Villeurbanne, le premier en France avec celui de Paris, 
qu'une hypothese s'est imposee3 • 

En 1924, le medecin radical socialiste Lazare Goujon accede a la mairie 
de cette banlieue populaire et industrielle de Lyon traditionnellement de 
gauche; depute, il est, des 1928, vice-president de la commission parle­
mentaire d'hygiene. De 1924 a 1934, Villeurbanne elabore son Plan d'ame­
nagement et d'embellissement et se dote d'un nouveau centre ville en deux 
phases. La premiere comporte un Patois du travail avec theatre, piscine, 
services sanitaires (concours gagne en 1928 par l'architecte Morice Leroux). 
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D'autres equipements sociaux, sanitaires et sportifs sont prevus ainsi que 
des logements sociaux et des infrastructures: egouts, conduits d'eau 
potable et contre l'incendie, reseau de chauffage urbain lie a une usine d'in­
cineration des ordures. Lorsqu'en 1930, des terrains adjacents au Palais du 
Travail, vers le cours Emile Zola, se liberent fort opportunement, la pro­
grammation s'elargit a un hotel de ville (concours gagne en 1930 par l'ar­
chitecte Roger Giroud) et a un ensemble de 1487 logements sociaux de gran­
de densite. Ce nouveau centre cree ex-nihilo s'elabore comme un nouveau 
territoire avec de nouvelles formes urbaines. La conception des logements 
est confiee a Morice Leroux, qui cree des blocs d'habitations a gradins en 
peigne, hauts de neuf a onze etages (36 a 38 m), de part et d'autre de 
l'avenue Henri Barbusse, ponctues par deux tours de dix-neuf etages (62 m) 
sur le cours Emile Zola4• Les bases des constructions, hautes d'un etage, sont 
alignees de long des chaussees, maintenant la rue traditionnelle, en opposi­
tion avec les conceptions de l'urbanisme moderne. La densite du projet le 
differencie egalement des cites jardins et ce nouveau centre restera un cas 
d'espece. Ainsi selon Anne-Sophie Clemenc;:on, ii s'agit d'une parenthese 
reglementaire: la realisation des gratte-ciel etait impossible avant 1931 
comme apres 19345• 

La relation gratte-ciel/chauffage urbain peut para1tre etrange, cepen­
dant ces deux phenomenes apparaissent et se developpent concomitamment 
dans les grandes metropoles du nord-est des Etats-Unis a partir de 18806• 

Apres les experiences fondatrices de Birdsill Holly a Lockport (New York), la 
premiere usine de production de vapeur pour le chauffage urbain de New 
York est implantee en plein Wall Street et alimente !'ensemble du quartier 
des affaires, des 1882. Les interets communs des gratte-ciel et du chauffa­
ge urbain sont la reduction du nombre de foyers et done des risques d'in­
cendie, la reduction des surfaces techniques dans les immeubles dont le prix 
du foncier est considerable, la reduction de la circulation des combustibles 
en ville. Une etude de 1928 indique qu'il faudrait 333 camions de 5 tonnes 
de charbon trois cents jours par an pour fournir !'equivalent du confort 
thermique du reseau de la New York Steam Company7. De meme, en cas de 
congeres sur les routes, le reseau de vapeur est toujours alimente en char­
bon par voies d'eau. Enfin, la suppression des conduits de fumees concourt 
au renouvellement de l'esthetique architecturale, les toitures sont libres de 
toutes souches et peuvent prendre les formes les plus variees. Ainsi, les 
gratte-ciel et le chauffage urbain sont historiquement et intrinsequement 
lies; on ne s'etonnera pas de les retrouver dans un projet de modernisation 
urbaine comme celui de Villeurbanne. 

Rien dans le passe de Morice Leroux ne laissait supposer un interet pour 
ce type architectural. II y a pourtant des origines a cette production origi­
nate. La volumetrie rappelle certains projets d'immeubles a gradins d'Henri 
Sauvage. De meme, ce projet se situe dans le prolongement de l'interet 
croissant pour les productions architecturales, urbaines et techniques ame­
ricaines. Des 1880, ta presse specialisee marque une certaine curiosite tech­
nique et vaguement exotique pour les manifestations de la modernite ame­
ricaine: le chauffage central et urbain, les gratte-ciel, la construction 
metallique et les ascenseurs. Ces nouveautes sont souvent jugees trop auda­
cieuses, cependant, apres 1914-18, l'interet se fait plus vif et plus concret 
pour la modernite et ta liberte formelle d'outre-Atlantique. Les articles, 
tant sur le chauffage urbain que sur les gratte-ciel americains, s'enrichissent 
et resultent souvent de voyages d'etudes approfondis8• En 1919, le ministe-

4 - Cet ensemble possede une 
ossature metallique enrobee 
dans la ma~onnerie, ce qui 
permet des delais de construc­
tion reduits malgre l 'importan­
ce du chantier. 
5 - Clemen~on (Anne-Sophie), 
.. Reglementation et architec­
ture : Les gratte-ciel de 
Villeurbanne (1931-1934) » , 

Bulletin de la saciete d'histoi­
re de I ' art Franqais, 
mars 1985, p. 257-269. 
6 - Les etroites relations entre 
gratte-ciel et chauffage urbain 
a New York, Chicago et 
Villeurbanne sont approfondies 
dans Gallo (Emmanuelle) , 
Skyscrapers and District 
Heating , an inter-related 
History 1876-1933, (publica­
tion en cours). 
7 - Blakemore, Analytical 
Report - New York Steam 
Corporation, New York, 1928, 
p. 2. 
8 - Pantz (Henri), « La 
construction des derniers grat­
te-ciel de New York », La 
Construction moderne, Paris, 
juin 1923, p. 457-460, 470-
472. Audouin (J.-F.), « Les 
grands immeubles americains 
commerciaux et d'habitation, 
leurs installations mecaniques 
et amenagements », Memoires 
et comptes-rendus de la 
Societe des ingenieurs civils de 
France, Paris, mars 1922, 
p. 10-52. 
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9 - Gournay (Isabelle), 
« Retours d'Amerique (1918-
1960). Les voyages de trois 
generations d' architectes » , 

Americonisme et modernite , 
Paris, EHESS-Flammarion , 
1993, p. 296. 
10 - Descamps (Henri) , « Les 
premiers gratte-ciel de 
Stockholm sur la Kungsgalan ", 
La Construction moderne, vol. 
45, Paris, 1930, p. 598-607. 
Ces tours, reputees les pre­
mieres d'Europe, datent 
de 1924 et 1925, architectes : 
Sven Wallander et Ivar 
Callmander. 
11 - Cohen (Jean-Louis), 
Scenes de la vie future , Paris, 
CCA-Flammarion, 1995, 
p . 141 . Ford (George 
Burdett), Building zones, New 
York , Lawyers Mortage 
Company, 1916, 36 p. 
12 - lngenieur ESTP, promo 
1921 , specialite Travaux 
publics, membre de ['associa­
tion generate des hygienistes &. 
techniciens mumc1paux , 
Annuaire de la Societe des 
ingenieurs diplomes E. T.P. 
13 - Ford (G. B.), L'urbanisme 
en pratique; Precis de l'urba­
nisme dans toute son exten­
sion; Pratique comparee en 
Amerique et en Europe, Paris, 
E. Leroux, 1920, 196 p. 
14 - Barres (Michel), " Morice 
Leroux, architecte des gratte­
ciel " , Urbanisme, n' 204, 
octobre 1984, p. 60-61 . Henri 
Chambon, villeurbannais et 
architecte du projet du stade 
municipal, a seconde Leroux 
pour les travaux. 
15 - Ford (G. B.), L'urbanisme 
en pratique, op. cit. 

re des Regions devastees envoie une equipe en visite dans l'Est des Etats­
Unis, pendant que l'association « La renaissance des cites» confie le projet 
de reconstruction de la ville martyre de Reims a l'architecte et urbaniste 
americain George Burdett Ford9• Les revues professionnelles rendent comp­
te de projets non realises de gratte-ciel et de chauffage urbain en France et 
La Construction moderne propose, en 1930, un dossier sur Stockholm ou 
figurent deux gratte-ciel jumeaux de dix-huit etages, Kungshornet, de part 
et d'autre de l'avenue Kuningsgatan, cette configuration etant assez sem­
blable a celle de Villeurbanne10• Le centre ville de Villeurbanne est une uto­
pie sociale realisee et non une utopie spatiale. C'est !'image reelle des grat­
te-ciel construits qui sert de modele et non les utopies de Le Corbusier (le 
plan Voisin, 1922), des Russes (Tchernikhov, gratte-ciel geants, 1930), de 
Mies van der Rohe (projet pour la Friedrich Strasse, 1921), de Ludwig 
Hilberseimer (Villes verticales, 1924) ou meme des futuristes italiens (1914) 
ou encore des Gratte-ciel selon Charles Imbert et Auguste Perret 
(L'lllustration, 1922). 

Jean-Louis Cohen rappelle que « les gratte-ciel conc;:us par Morice Leroux 
et inaugures en 1934 reconduisent en effet l'ossature d'acier, mais aussi le 
systeme des retraits prescrits par la Zoning Ordinance de 1916, qui associe­
ront durablement !'image de I' Amerique a celle de la social-democratie 
lyonnaise » 11 • De meme, Isabelle Gournay ecrit: « Ultime paradoxe: ce sont 
les tours de Villeurbanne, edifiees par un architecte sans lien apparent avec 
les USA, qui semblent les plus proches des gratte-ciel art deco de New York, 
que la presse professionnelle et populaire publie abondamment autour de 
1930 ». Le lien tormel et meme reglementaire existe bien et il est opere par 
Jean Fleury, directeur des services techniques de Villeurbanne, appele a ce 
poste par le ma ire lui-meme au printemps 192712 • Or, cet ingenieur a com­
mence sa carriere a Reims, sous la direction de M. N. Forestier (ingenieur 
des Ponts et Chaussees), comme responsable de la voirie et des egouts, une 
tache clef dans cette ville en pleine reconstruction. Reims, dont le plan 
d'urbanisme a ete conc;:u par G. B. Ford, l'auteur de la fameuse Zoning 
Ordinance de New York comme de L'urbanisme en pratique13 • Bien que l'ur­
baniste ait quitte la France depuis 1920 et que notre jeune ingenieur ne tra­
vaille qu'en 1921 a Reims, ['influence semble assez directe. 

Lorsque Lazare Goujon appelle Jean Fleury a ses cotes, c'est pour lancer 
une veritable renovation urbaine et sanitaire. Notons que le maire est mede­
cin et que L' Amerique et ses Rockefeller Medicine Men sont connus pour leur 
investissement dans la lutte anti-tuberculeuse. C'est le role tondamental de 
Jean Fleury dans la naissance du chauffage urbain de Villeurbanne qui a per­
mis de decouvrir sa personnalite puis son parcours reste dans l'ombre. Quant 
aux nouvelles formes urbaines des gratte-ciel, « Leroux va etre avec Fleury 
l'ame et le moteur de ce projet »14 • Si l'on ne peut douter de !'influence de 
la Zoning Ordinance sur les tormes urbaines de Villeurbanne, on peut s'eton­
ner de leur adoption, car G. B. Ford deconseille lui-meme d'imiter les exces 
new yorkais qu'il cherche en fait a moderer15 • Par contre, on peut dire que 
les villeurbannais ont suivi ses conseils en matiere de publicite autour des 
nouveaux projets. Lazare Goujon et Jean Fleury communiquent en effet sur 
l'urbanisme, les normes de contort thermique et sanitaire, la purete de l'air, 
les roles de la lumiere par des conferences et des publications. C'est done 
par le biais d'une equipe municipale de gauche, maire et ingenieur associe 
a un architecte, que les influences americaines (gratte-ciel a gradins, chauf­
fage urbain et contort domestique) se sont concretisees a Villeurbanne. 
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The Politics of Utopianism: the Conception 
and Reception of Mass Housing in England 

Miles GLENDINNING 

Doctor in Art Hist o ry, Arc haeo logist and Author on Arc hitecture, 

Royal Commission on the Ancient and Historic al Monuments of Scotland . 

La politique de I' utopie: la conception et la 
reception des logements sociaux en Angleterre 

Miles Glendinning propose ici une discussion critique sur la theorie de la reception, 
Celle-ci repose en effet, selon l'auteur, sur une distinction fondamentale entre les 
acteurs de la « creation » d'une part, ceux qui utilisent les batiments d'autre part. 
Cette distinction, peu adaptee aux processus reels de « production » et de « consom­
mation ,, de !'architecture, est apparue a l'epoque du Mouvement moderne. 

La diatribe violente qui s'exerc;:a en Angleterre, a partir de 1968, a l'egard des 
tours d'habitation construites depuis les annees 1940 sur !'inspiration des principes 
du Mouvement moderne pourrait ainsi , en premiere analyse, s'expliquer par la theo­
rie de la reception, entendue ici comme un rejet de cette forme d'habitation par 
leurs utilisateurs, consideres comme les victimes d'une « faillite ,, des theories archi­
tecturales. L'evenement qui catalysa ce rejet fut le « desastre de Ronan Point », l'ef­
fondrement partiel d'un immeuble a proximite de Landres, consecutif a une explo­
sion de gaz. Pourtant, dans la vague de critiques qui s'ensuivit, il est souvent diffici­
le d'isoler la categorie des « utilisateurs » de celle des « auteurs »; ainsi, ce fut une 
communaute d'architectes et de critiques appartenant a l'avant-garde des annees 
1950 qui lanc;:a le mouvement de reaction a l'egard des tours d'habitation. 

Plus profondement, ce qui fut en jeu dans cet evenement tient plutot aux cycles 
de succession des periodes d'utopie - l'epoque du Mouvement moderne releve de 
cette periode - et de dystopie. La fin de la decennie 1960 represente une transition 
entre ces deux categories. D'un symbole d'utopie, la tour d'habitation se transforma 
en symbole de dystopie, apparaissant ainsi comme le cas le plus symbolique de ce 
processus de polarisation a haute signification morale, dans lequel les idees « socia­
listes ,, de la precedente periode evoluaient pour etre mises au service des nouvelles 
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1986 notice by the London 
Borough of Hackney about 
the public "execution" of an 
unwanted tower block - an 
act of reception and ( negati­
vely) "authorship" at the 
same time (London Borough 
of Hackney). 

structures du capitalisme, et de l'Etat-providence. Un autre cycle a commence a 
l'epoque contemporaine. On assiste a un veritable renouveau du modernisme. La 
signification de ce renouveau, associe aux formes contemporaines du capitalisme, 
n'est pas une reaffirmation des valeurs modernes, mais un rejet des traditions uto­
pistes de !'architecture anglaise. 

Reception Theory and Architecture: Incompatible 
Partners? 

Reception theory has at its core the notion of a gap between those who 
create and those who receive. Often that gap is presented as an opposition 
and tied to advocacy of emancipation of the reader from the authoritarian 
creator. How can this abstraction be correlated with the actual processes of 
"producing" and "consuming" buildings? Obviously, in architecture, with its 
often vast scale and complex processes of projects, that relationship must 
be a far more complex, overlapping one than is found in book-writing, pain­
ting, etc. The conference discussion-document acknowledges these "mul­
tiple dimensions" by arguing that "reception also covers the representation 
of the circumstances in which a work is projected and built." But even this 
broad definition misses a further important complication - that even the 
individual actors can be both creators and receivers at the same time. 

In such a complex reality, is there actually anywhere that creation and 
reception, in practice, clearly stand out from each other? At first glance, 
the most obvious place to start looking is the Modern Movement. Prior_ to 
this Movement there was no separate discourse of the "user" or evidence 
of actual "user" attitudes: the "user" was subsumed into the "building." It 
was only in the vast mid 20th-century modern building programmes that a 
strong discourse of differentiation emerged between "providers" and "reci­
pients" of the built environment - a discourse which became stronger and 
stronger as the ideas of the Modern Movement became questioned, and the 
"users" were seen in opposition to "designers" or "providers." The key 
issue for us here is an epistemological one: whether that discourse itself 
represented some underlying reality of "reception" or whether all we can 
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actually define is the discourse itself. My argument is that the latter is 
essentially the case. 

In principle, one could envisage three general types of reception of a 
building by users: (1) identity of views with the creators; (2) a moderate dif­
ference of views, leading to appropriation or modification of the original 
design; and (3) outright opposition, leading to rejection of the design. The 
discourse of the reception of the Modern Movement mass building pro­
grammes in Western Europe did include some elements of (2), as for 
example in the concern for "flexibility" in the megastructure concept or 
N. John Habraken's "supports." But far more dominant was a strong polari­
sation, swinging from claims of (1) to accusations of (3) within a single de­
cade, in the late 60s and early 70s. Fervent advocacy by "designers" was fol­
lowed rapidly by passionate condemnation by "users." A key aspect in this 
sequential process was the domination of the Modern Movement's architec­
tural debate by a succession of utopias and dystopias. This went right back 
to the 18th century, but in the 20th became of special importance in helping 
channel socialist idealism into an essentially capitalist system, while 
reflecting the tension between the two; it gave a strong collective-ethical 
slant to choices between built forms. In the 60s, this utopian tradition began 
to reflect new intellectual developments, such as the emphasis on everyday 
life, on the reader, and the move from production to consumption: citizens 
began to have to participate actively in the welfare state, rather than just 
passively receive. The crumbling of the old way, directed by experts, left 
some of its creators bewildered and hurt. 

It was especially the transition of the social-housing "tower block," from 
symbol of utopia to symbol of dystopia, which seemed the most symbolic 
case of this morally-charged, polarised process. There was no other type in 
which architectural intention and user evaluation seemed, at first glance, to 
be so utterly at odds. On the one hand, there were the expert debates, 
including strong socio-aesthetic and engineering contributions - a coopera­
tion between capitalism and the welfare state, without the direct partici­
pation of the users. On the other hand, there was the growing realisation of 
"failure," with the users the only people who could properly "bell the cat." 

English Polemics and the Discourse of the "User" 

That sudden turnaround from utopia to dystopia, and the trumpeting of 
that rejection as a triumph of user power, was seen nowhere more forcibly 
than in England. There, the violent fluctuation of architectural-urban uto­
pias was an especially entrenched tradition, first established in the 1830s by 
the architect-critic Augustus Welby Northmore Pugin, in his book Contrasts 
(1841 ), which set the supposed utilitarian ugliness of modern industrial 
England against the supposed moral and visual wholeness of pre-Reformation 
towns. Fueled by the early development of architectural journalism and 
critical controversy in England, this polemical utopia-dystopia dialectic 
process was taken up by the 20th-century Modernists. The 1930s Congres 
lnternationaux d'Architecture Moderne formula for the reshaped city, 
with zoned segregation of uses and tall rectangular blocks set in free-flowing 
open space, was advocated through precisely the same argument, mixing 
a visual-ethical condemnation of the "muddled" laissez-faire of the 
19th -century city and an idealised, utopian vision of social-democratic and 
materially richer society, to be laid out by experts and technologists. On the 
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whole, at that stage there seemed to be a remarkable unanimity in favour 
of Progress and the New, and an assumption of a simple identity between the 
social purpose of blocks and their physical form. The "user" began to em­
erge as a separate concept, for example in the exhaustive scientific studies of 
different types of house heating carried out at Northolt, near London, in the 
mid 1940s - but the role of the users was still seen as simply that of welco­
ming what they were given and employing it as intended by the designers. 

All that changed almost overnight, in 1968. In that year, England saw no 
major riots on the streets, but instead an architectural revolution , fuelled 
by an extraordinary outburst of hatred against the huge Modernist rebuilding 
campaign. The trigger was the "Ronan Point disaster": the partial collapse 
of a municipal tower block of concrete panel construction in outer London 
after a gas explosion in May 1968. Ronan Point unleashed a wave of latent 
hostility against tower blocks across England, accentuated by the relative 
lack of a flat-building tradition in most cities. And the "users" seemed to be 
in the vanguard of this movement. Furious tenants groups sprang up every­
where, protesting about dampness and other faults, and some newly com­
pleted developments were pulled down when they were hardly occupied. In 
response, politicians reined in the building drive and stopped the construc­
tion of "tower blocks" almost completely. 

The Reality of Mass Housing: Multiple Actors, Multiple 
Roles 

All this, at first glance, could not seem to be a more cut and dried 
example of reception "in action," in its suddenness and its total polarisa­
tion. But even here, the reality of the situation was far more complex and 
ambiguous. For a start, the "rejection" actually had rather longer historical 
roots - and these were among architects, not "users." It was the avant-garde 
"community" utopian designer-critics of the 1950s, such as the Smithsons, 
who first started the reaction against tower blocks, labelling them too crude 
and "diagrammatic" and demanding more complex, integrated "deck 
access" and "cluster" patterns. By the mid 1960s, all "respectable" housing 
architects vehemently condemned tower blocks, while still eagerly building 
the other types of mass housing blocks. In other words, not only did "recep­
tion" and "authorship" overlap, but the same individuals did both at once. 

Throughout this period, there was one significant distinction within muni­
cipal housing, between the utopianist designer elite on the one hand and the 
"practical" people at the "sharp end" - engineers, councillors, building 
contractors - on the other. But both sides of that distinction were involved 
in "creation" and "reception" at once, and often in any case worked toge­
ther, within the robust and politically charged world of "council housing." 
For example, a municipal housing programme might be supported by pres­
sure from actual or potential tenants, working-class voters, local politicians 
and journalists, building firms, and technical and public-hygiene administra­
tors. All of these were both "providers" and "recipients" : for example, the 
architects of a large building firm would modify and propagate types inven­
ted by other more avant-garde designers. The strength of the local state in 
England, and the political need for councils to assert their prestige, allowed 
a wide range of solutions. In some authorities the role of the "practical" 
actors was stronger, whereas some others, such as the London County 
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Council, saw themselves as intellectual beacons and allowed their architects 
to operate with great autonomy. But in all cases, the programmes operated 
through coalitions of interests, and under political pressures, that made any 
simple creator-recipient division impossible. How, for instance, would one 
classify Councillor Harold Lambert, chairman of the municipal housing com­
mittee in the northern English city of Sheffield, and the driving force behind 
the city's widely admired housing programme of the late 50s and 60s? Clearly 
a powerful provider and (in his own general vision for his city) even an 
"author" - yet at the same time a reader or recipient, as he himself lived in 
a council house. 

This was a movement dominated by highly politically engaged people, 
under whatever heading: certainly it could not be said, as in Alexandra 
Stupar's paper about Belgrade, that "Society was just an audience whose 
role was to applaud." And the same applied when the movement was itself 
overthrown by the next utopia. A fresh coalition of combined "author-rea­
ders" emerged, attuned to the new rhetoric of "user participation." The agi­
tation of the "users" was filtered by a new breed of architect-agitator-jour­
nalist, such as the indefatigable Sam Webb, organiser of countless anti­
tower block "community action groups." Over a period of two decades after 
1968, Webb made it his crusade to call for the complete demolition of Ronan 
Point, until the local council eventually agreed in 1986. Or there was 
Nicholas Taylor, an influential journalist who wrote some of the most violent 
early attacks on tower blocks in 196 7-1973, and then put his views into prac­
tice as the housing chairman of a large London borough. In all these cases, 
the intermingling of "creation" and "reception" continued, in the service of 
a new, anti-Modernist utopianism - an alliance cemented by the ritualistic 
"community" fiestas associated with the ceremonial blowing up of tower 
blocks. 

Here, just as in the decades of mass building, it seems impossible to 
penetrate through from the discourse to any underlying "reality" of recep­
tion. But today, that position has changed - and not necessarily for the bet­
ter. The fashionable "revival" of Modernism and of tower blocks has been 
associated not with a reassertion but with a total jettisoning of the old uto­
pianist traditions of English architecture. Today, the new, capitalist "Retro­
MoMo" polarises the elite designer and the user, and makes the process of 
"reception" far clearer, but solely in the interest of branding and profit­
making. It was arguably because of the utopianist idealism of the "genuine" 
Modernist period that the actors involved in the "housing drive" had such 
complex roles, and the discourse of reception was so impenetrably dense. 
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C h a p t r e I I I 

Les ecritures et Les images du Mouvement 
moderne (1) 

Writings on and Images of the Modern Movement (1) 

Le Mouvement moderne s'est construit a travers /es medias, a travers /es attitudes personnelles de cer­
tains architectes, a travers la circulation et la reinterpretation des oeuvres entre /es frontieres. 

The Modern Movement is structured through the media, through the individual standpoints of certain architects and 
through the circulation and reinterpretation of works across borders. 

Catherine COOKE 
Introduction 

1. Inge PODBRECKY 
Building Soberly, Acting Bizarrely: Architects and the Modern Movement 

2. Petra CEFERIN 
Constructing an Image: Photography of Finnish Architecture 

3. HANNAH LE ROUX 
The Media and the Modern Movement in Nigeria and on the Gold Coast 

4. Nicoletta TRASI 
La reception de /'unite d'habitation de Marseille de Le Corbusier dans /es 
revues d'architecture en ltalie 

5. Alice THOMINE 
L'architecture a la television fram;aise (1945-1980): vers un lieu de debat 
sur le Mouvement moderne? 
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Introduction 

Catherine COOKE 
Professor, Faculty of Technology, Open University, 

Cambridge, Chairwoman of DOCOMOMO United Kingdom, London. 

The construction of a public image for an individual architect or a whole 
movement is inevitably a process of mediation. Direct experience of a real 
building by real individuals is architecture's most potent means of influen­
cing the population at large. But the modest scale of this effect, changing 
the lives and consciousness of a few users, is not enough on its own to drive 
the career or shape the self-image of an individual creative personality, nor 
to generate useful propaganda for a whole vision of architecture. As in the 
act of building itself, the Modern Movement had technologies available to it 
for mediation that were beyond the dreams of earlier generations. In the 
papers of this session we see a range of these being deployed, in very diffe­
rent places, times, and for different parts of that overall act of image 
construction. 

Geographically we range from Scandinavia through France and Austria 
down to West Africa. Historically we cover a hundred years as we move from 
the 1890s through several cross-sections of the post Second World War 
decades and up to the early 1990s. We range from the single, momentary 
image of a still photograph to moving images and their mass, simultaneous 
transmission over large territories by television. In between, interestingly, 
we have two more subtle technological categories: still images that are 
moved around the world through the mass production technologies of jour­
nal printing, and the moving of unique physical originals as exhibitions are 
shipped world-wide by the technology of flying. 

Abstracted and taken apart like this, the coverage here constitutes a 
potent microcosm of the territory embraced by the whole conference. It is 
also pregnant with questions, some asked by the papers, some implied by 
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them, about underlying motivations and objectives: whose objectives were 
these, and why did they arise in those moments? 

Inge Podbrecky's vignettes of the personae created by Wagner, Loos and 
Gropius take us to the heart of the task faced by the individual architect who 
seeks work. He or she must project the image of a professional whom clients 
can trust. Through work and demeanour the architect must create an image 
which is inherently opposite to that of the unpredictable, self-absorbed and 
self-expressive artist. Yet the artist represents also a message of particula­
rity, a bohemian connection from which even the most staid and bourgeois 
client enjoys a certain frisson, despite also wanting from the architect a 
reliable and weather-proof, financially hard-headed and even profitable 
"work of art." This conflict remains a real one for all architects today. In big 
offices we often see these roles being split between different players in the 
team, who are deployed in front of the client audience at different stages 
of the process. Even today, however, big-name architects as prominent as 
the three examined here control their personal public image very carefully 
through the issuing of a very few - sometimes only one - staged portrait pho­
tograph. 

As Petra Ceferin shows, the "portraits" of buildings can be equally care­
fully manipulated and for national self-image rather than that of the indivi­
dual architect. When Finland escaped from Soviet domination of its econo­
my, after payment of post-War reparations, and emerged into a competitive 
world market, it was a small country needing to create a saleable persona. 
Superb modernist architecture and design were the tools through which it 
had already projected a progressive international image in the pre-World 
War II era, often again through brilliant use of the medium of exhibitions. 
But photography can be a theatricalised version of the truth. 

Printed on pages and multiplied through the medium of architectural per­
iodicals and books, as Hannah Le Roux shows, selectivity in images and care­
ful interpretative texts become even more insidiously the bearers of another 
message, in her case of colonialism, as they formed the basis of a hierarchy 
in education. The still imperially minded Great Britain validated the imposi­
tion of its "advanced" and "progressive" architecture in Africa through 
publications deemed to be establishing the canon, that is, in professional 
journals and even more insidiously, in textbooks. The imperial power then 
invited the colony to learn how this is done through a Masonic apprentice­
ship in special education programmes that would admit them to the club. 
This mechanism is also as prevalent today as in the 1950s and 1960s which 
Hannah Le Roux examines. Indeed, with globalisation of the architectural 
profession and the construction industry, the grip of "recognised qualifica­
tions" becomes an ever greater impediment to the development of local res­
ponses and philosophies of building. 

In the case of Le Corbusier and Casabella, which Nicoletta Trasi shows us, 
the partners are more equal in development terms. Here the sophistication 
of one European nation is manipulating the equal sophisticates of its histo­
rical rival and neighbour. It was a fairer game between Italy and France than 
between West Africa and London. But for that reason it was also less 
obviously a manipulation and we need even greater attention to taking apart 
its tricks and motivations. Why did Casabel/a and the other journals show 
precisely those images of Le Corbusier's Unite at each period? Why the dis­
jointed relationships to the very different and selective texts? 
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Alice Thomine takes us into television, and few visual media use this 
selectivity more consistently. "Good television" as the insiders define it 
consists precisely in constructing sequences of images that effectively tell 
the story on their own. Words, after all, are the stuff of radio. The creation 
of a narrative through visual techniques of montage and sequencing pro­
duces arguments that become irrefutable by words, that is, by conventional 
thought and logic. Hence their political potency, amongst much else. Yet 
architecture itself, in the sense of that individual experience of a building 
that I mentioned earlier, is not in itself televisual, except in the most sophis­
ticated hands (or camera) when artist, psychologist, anthropologist and 
technician are rolled into one person as director with that specific objec­
tive. Thus architecture fares badly in the medium of greatest contemporary 
interpretative and demonstrative power. In Alice Thomine's phrase, it is 
both "omnipresent [as a backdrop] and yet absent" as a discourse in its own 
right. 

Who is persuading whom here, and how do architecture or its consumers 
benefit from these various acts of cognitive and visual construction, from 
this image-making, from these narratives? 

These modestly constructed and richly factual papers raise issues of 
enormous importance with a refreshing simplicity and strength. 

Introduction 

Catherine COOKE 

Professeur a la faculte de technologie, Open University de 

Carnbridge, presidente de DOCOMOMO Roy aurne- Uni , Landres. 

La construction de ['image publique d'un architecte ou d'un mouvement archi­
tectural est necessairement un processus de mediatisation. L'experience directe d'un 
edifice par le public est le moyen le plus efficace que ['architecture possede pour 
agir sur la population. Cependant, les changements que l'experience architecturale 
opere sur le mode de vie et la conscience de quelques usagers demeurent limites et 
sont insuffisants pour faire avancer la carriere d'un architecte ou fac;:onner son image 
de createur, ou encore pour diffuser une vision de !'architecture. Tout comme pour 
construire, le Mouvement moderne possedait des techniques mediatiques qui depas­
saient les reves les plus fous des generations precedentes. Dans les communications 
de cette seance, nous presenterons un eventail de methodes utilisees dans differents 
lieux et a diverses epoques. lls illustrent differents aspects de cette construction de 
l'image. 

Nous explorerons une vaste zone geographique, de la Scandinavie, la France et 
I' Autriche, a I' Afrique de l'Ouest. Nous couvrirons pres d'un siecle, des annees 1890, 
en passant par la periode qui suit la Seconde Guerre mondiale, jusqu'au debut des 
annees 1990. Nous etudierons aussi bien l'image photographique, unique et fugitive, 
que les images animees et leur diffusion, simultanee et a grande echelle, par la tele­
vision. II est interessant de noter qu'il existe deux variantes technologiques a mi-che­
min entre ['image fixe et ['image en mouvement: par leur impression en masse dans 
les journaux internationaux, les photographies peuvent ainsi traverser les continents. 
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Et des images uniques peuvent etre presentees dans le monde entier dans le cadre 
d'expositions rendues possibles par le transport aerien. 

En resume, le champ des communications presente iciest un microcosme du ter­
ritoire intellectuel sur lequel porte cette conference. Plusieurs questions se posent, 
quelques-unes de fac;:on explicite, d'autres de fac;:on implicite, en ce qui concerne les 
motifs et objectifs sous-jacents: a quels acteurs appartenaient ces objectifs, et pour­
quoi sont-ils apparus a ces moments precis? 

La description par Inge Podbrecky des personnalites fai;:onnees par Wagner, Loos, 
et Gropius nous amene au coeur des strategies utilisees par des architectes en 
manque de commandes. Le photographe doit presenter !'image du professionnel a 
qui les clients peuvent se fier. Par son travail et son attitude, l'architecte doit pro­
jeter une image contraire a celle de !'artiste creatif, imprevisible, et centre sur lui­
meme. Mais meme le plus bourgeois et conservateur des clients trouve fascinant cet 
individualisme de !'artiste et son appartenance a un monde boheme, en depit des 
exigences du ma1tre d'ouvrage d'obtenir un batiment solide, a l'abri des intempe­
ries, qui reste dans les limites d'un budget, ou qui soit meme rentable. Cette tension 
demeure pour tousles architectes d'aujourd'hui. Dans les grandes agences, les roles 
sont souvent distribues entre differents membres de l'equipe architecturale qui 
interviennent a differents moments du processus de creation. Meme aujourd'hui les 
architectes aussi celebres que ceux precedemment mentionnes se doivent de contro­
ler leur image en ne faisant parvenir aux medias que quelques photos choisies, par­
fois une seule. 

Petra Ceferin montre que les photographies d'edifices peuvent etre aussi mani­
pulees afin de construire une image nationale plutot qu'individuelle. Lorsque la 
Finlande s'est degagee de l'emprise economique sovietique, et apres les compensa­
tions de l'apres-guerre, ce petit pays a senti le besoin de se creer une image rentable 
afin de s'integrer au marche mondial. Grace a !'architecture moderniste de qualite 
et au design, la Finlande a diffuse une image progressiste d'elle-meme avant la 
Seconde Guerre mondiale, en recourant souvent a !'utilisation brillante du medium 
de !'exposition. Mais la photographie peut aboutir a une distorsion theatralisee de la 
realite. 

Comme le demontre Hannah Le Roux, la selection d'images et !'interpretation 
minutieuse de textes diffuses par les revues et les livres d'architecture peuvent vehi­
culer de fai;:on insidieuse un autre message, celui du colonialisme. La Grande­
Bretagne imperialiste faisait la promotion de son architecture progressiste en Afrique 
dans des publications, des revues professionnelles ou, plus subtilement, des manuels 
techniques etablissant les normes du batiment. La puissance imperiale permettait 
alors d'inciter les colonies a faire l'apprentissage des methodes modernes de 
construction grace a une initiation quasi-mac;:onnique dans le cadre de programmes 
speciaux qui auraient facilite !'integration de ces nations en voie de developpement 
dans le club des nations privilegiees. Ce mecanisme existe encore aujourd'hui, 
comme au cours des annees 1950 et 1960 etudiees par Hannah Le Roux. La mondia­
lisation de la profession architecturale et de l'industrie de la construction met ['ac­
cent sur des competences reconnues au niveau mondial, ce qui constitue un obstacle 
supplementaire au developpement d'initiatives locales et de philosophies indigenes 
de la construction. 

Dans le cas de Le Corbusier et de Casabella, comme Nicoletta Trasi le demontre, 
les partenaires sont de forces equivalentes. On trouve ici une nation europeenne 
sophistiquee se jouant de son rival historique et voisin, tout aussi sophistique. Les 
enjeux sont plus equilibres entre l'ltalie et la France qu'entre l'Afrique de l'ouest et 
Landres. C'est pour cette raison qu'il y avait moins de manipulation et que nous 
devons etudier avec plus de precision les pieges et les motivations veritables qui sont 
sous-tendues par les photographies. Pourquoi Casabella et les autres revues mon­
trent-elles exactement les memes images de l'Unite de Le Corbusier au meme 
moment? Et pourquoi des ruptures existent-elles entre les textes, tres differents et 
selectifs? 
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Alice Thomine nous amene dans le monde de la television, un des medias qui uti­
lise le plus cette selectivite. Comme le pensent les inities, la television de qualite 
consiste en une construction de sequences d'images constituant un message en soi. 
Les mots, apres tout, appartiennent au domaine de la radio. La creation d'une his­
toire par le montage et les sequences produit des raisonnements qui ne peuvent etre 
refutes par les mots, c'est-a-dire par la pensee conventionnelle et la logique. D'ou 
leur pouvoir politique, entre autres. Mais !'architecture, ou du mains !'experience 
personnelle que l'on en fait et a laquelle j'ai fait allusion plus tot, n'est pas en soi­
meme televisuelle, sauf pour le realisateur qui sait combiner les talents d'artiste, de 
psychologue, d'anthropologue et de technicien. L'architecture est mal representee 
dans le medium qui possede le plus grand pouvoir interpretatif et demonstratif. Seton 
Alice Thomine, !'architecture est omnipresente comme decor mais est absente en 
tant que discours distinctif a la television. 

Qui tente de convaincre qui, et comment ['architecture et ses usagers benefi­
cient-ils de ces methodes de construction de la connaissance, d'images, et des his­
toires qui en resultent? 

Ces presentations sans pretention mais riches en contenu mettent en relief, avec 
une simplicite et une force nouvelle, des questions d'une tres grande importance. 
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Otto Wagner, around 1915. 
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Building Soberly, Acting Bizarrely: 

Architects and the Modern Movement 

Inge PODBRECKY 

Art Historian , Bundesdenkmalarnt (Austrian Commission on Monuments), Vienna, Austria . 

Construire avec sobriete, se conduire avec originalite: 
les architectes et le Mouvement moderne 

II est interessant de se demander dans quelle mesure les architectes du 
Mouvement moderne se sont - ou non - debarrasses des archetypes qui caracterisent 
la figure de I' " artiste » - la possession de talents extraordinaires, la pauvrete, la soli­
tude, une sexualite excessive, le scandale, la passion, une reuvre finalement rejetee 
- des lors que ce Mouvement co"incida avec un affaiblissement de la valeur portee 
jusque la a la dimension artistique, individuelle et creatrice de !'architecture. Trois 
cas sont etudies ici : Otto Wagner, Adolf Loos et les architectes du Bauhaus. 

L'engagement de Wagner en faveur de !'architecture moderne fut patent lors de 
la publication de son ouvrage Moderne Architektur, en 1896. II attachait une grande 
importance a la diffusion de ses theories et de ses pratiques aupres de ses eleves, qui 
relayerent son audience notamment aux Etats-Unis, en Allemagne, aux Pays-Bas et 
en ltalie. En cela, ii represente une figure " collective » de la scene architecturale, 
a !'oppose des figures individuelles et solitaires decrites par les archetypes. Pourtant, 
son plus grand desir - de nature clairement archetypale -etait de servir directement 
son souverain, l 'Empereur Franc;:ois-Joseph, ce qui ne se produisit jamais. 

Loos se distingua par ses theories radicales sur le sort de l'art dans la societe 
contemporaine. II s'agissait, selon lui, de l'eliminer radicalement dans les realisa­
tions de !'architecture et du design. En depit de ces positions radicales, qui aboutis­
saient a une veritable relegation de l'art, Loos adoptait lui - meme des postures tout 
a fait typiques de celle d'un « artiste »: ii exploitait les benefices mediatiques des 
scandales qu'il causait parses theories, et ii etait l'acteur de la construction de sa 
propre legende. 

En raison des idees ambiantes sur la standardisation et !'industrialisation des bati­
ments, le Bauhaus crea un climat propice a la creation d'une figure plus effacee et 
plus « collective » de l'architecte. Pourtant, la tension subsistait. L'anonymat de la 
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creation, defendu par certains comme Bruno Taut, crea ainsi de vives resistances 
notamment chez Walter Gropius lui-meme, qui continuait a defendre, pour l'archi­
tecte, un role moteur sur la scene des arts, en tout cas avant 1932. 

L' abandon contraste et ambigu de la preeminence des archetypes artistiques fut 
nuisible a la reception du Mouvement moderne dans le grand public. 

The Artist's Archetypes Confronted with Modernity 

The Legend of the Artist is the title of a book written in 1934 by two 
brilliant Viennese scholars, Ernst Kris and Otto Kurz. 1 It deals with the 
artist's position in society and focuses on stereotypes that have been part of 
tales about artists' lives from well before Vasari. Extraordinary talent and 
skills, older mentors appearing in time to discover the young artist's abili­
ties, lack of money, solitude, excessive sexuality, scandal, passion, rejection 
of a work of art by a high-ranking personality and its fatal consequences 
have not only persisted as motives across time, but biographical literature 
seems to have exerted an influence on the artists' real lives, too. When the 
concept of architecture as an art started to disintegrate and as individual 
artistic handwriting went out of fashion, one would believe that the image 
of the architect changed and became one of a white-collar worker without 
any reference to the tradition of the Legend. But this is not true. In the first 
half of the XXth century, art seems to vanish from architecture and architec­
tural theory, but the Artist remains, and references to the Legend of the 
Artist are used as a means of architects' self-promotion. This will be discus­
sed by presenting architects who considered themselves as Modern. Within 
this framework, the changing definitions of modernity play an essential part. 

The Case of Otto Wagner 

Even from an historical distance it is hard to judge whether Otto Wagner 
consciously selected motives from the Legend of the Artist for the purpose 
of self-promotion. One has to take into account that Wagner still belonged 
to a period when the concept of the architect as an artist had not yet disin­
tegrated, and the old topoi about artists' lives were still part of a living tra­
dition. His modernist conversion was motivated by the climate of political 
liberalism after 1863 when the wealthy bourgeoisie who had financed the 
Ringstrasse still believed in the power of capitalism, industrialisation, new 
technologies and progress. 

When Otto Wagner was appointed professor of architecture in 1894, he 
was 53 years of age and a well-known architect of high reputation who had 
participated in the creation of the Ringstrasse. 2 1894 proved to be a turning 
point in his career for various reasons, last but not least for his very clever 
choice and timing of promotional activities that focused on the New, then 
identical with the Modern. First of all, Wagner delivered an inaugural lec­
ture that marked a radical shift from historicism to Modernity, thus combining 
the glamour and the oppositional potential of the New with the evocation of 
the old artist's biography topoi of illumination, conversion, enlightenment 
and opposition. From 1894 on, Wagner received important commissions for 
the re-shaping of Vienna and succeeded in bringing modern architecture to 
a short heyday. His treatise Moderne Architektur was published in 1896 and 
was re-edited in 1898, 1902 and 1914. In 1895, Wagner founded an archi-
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tectural magazine, Der Architekt, which aimed at the diffusion of the 
Wagnerschule's designs. Wagner's students spread his credo all over the 
world; Rudoph M. Schindler and Richard Neutra went to work with Frank 
Lloyd Wright, Joseph Maria Olbrich built in Germany, Antonio Sant'Elia ser­
ved as a link to Italian Futurism, and De Stijl seems to have been influenced 
by the Wagnerschule's publications. 3 Moreover, Wagner was also a mentor in 
a very traditional sense, employing students in his studio and getting them 
commissions. But Wagner's highest aims, seemingly going back to one of the 
traditional topoi in which the artist himself is socially and ideologically ele­
vated by serving his sovereign, was never reached. He never received a 
direct commission from the Emperor Franz-Joseph. 

The Case of Adolf Loos 

Adolf Loos, born in 1870, was not only an architect, but also a well-read, 
witty and belligerent writer who commented not only on architecture, but 
on any topic he considered interesting - from music to winter sports, from 
clothing to cuisine. A lifelong promoter of the modern lifestyle, Loos sure 
knew how to benefit from any possible mass media effect his period offered.4 

Loos proclaimed that art had to be eliminated from architecture, design 
and the crafts. Not only did his theories guarantee public attention in a per­
iod that favoured the Gesamtkunstwerk, but they also paved the way for the 
climate that was to dominate parts of the Modern Movement in the 1920s 
and 1930s. Modern life, according to Loos, had no space for art outside the 
arts. He stated that by the intervention of the artist in the production of 
everyday goods, as it had been practised during historicism and by the 
Vienna Secession, the craftsmen's tradition had been put in danger and 
finally ruined. By reintroducing classicist and Biedermeier craftsmanship and 
by eliminating the artists' share, Loos hoped to revive functional design. 
"Modern" thus did not necessarily mean "new" to him. The Vienna Secession 
had seceded from the conservative Kunstlerhaus Artists Association only 
three years before, and the Secessionists considered themselves as creators 
of the long-awaited New Style that had finally put an end to eclecticism. But 
Loos stated that the Secessionists had only added another style to a long 
sequence. He thus provoked his contemporaries in two ways: by condemning 
their concept of modernity as old-fashioned, and by introducing a seemingly 
old-fashioned concept as modern. 

Loos may have removed art from architecture, but he acted like an 
artist, exploiting the effects of radical theory and scandal. Moreover, he did 
not hesitate to participate in the construction of his own legend. His reports 
on his three-year stay in the United States are full of tales about lack of 
money, hunger and odd jobs in downtown New York, as one would expect in 
the youth of a genius-to-be. His three wives also took to writing and contri­
buted even more details to his fame. 

Loos' contribution to the image of the architect has not yet been suffi­
ciently appreciated by art history. He was among the first to make the 
important step away from architecture as an art towards a concept of de­
sign as a servant of modern life. His public relations work, that was not limi­
ted to Austria, not only had a huge impact on the reception of his own archi­
tecture, but certainly contributed to the artistic "retour a /'ordre" following 
World War I. 

3 - Graf (Otto Antonia), Die 
vergessene Wagnerschule , 
Wien, Verlag Jugend und Volk , 
1961. 
4 - Rukschio (Burkhardt), 
Schachel (Roland), Adolf Loos, 
Leben und Werk , Salzburg; 
Wien, Residenz Verlag, 1987, 
p. 38. 
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The Case of the Bauhaus Architects 

In 1914, the magazine Bauwelt started an inquiry among architects 
asking whether the designer's name should be shown on a building. Bruno 
Taut was the only one who not only rejected this idea, but praised anony­
mity and personal subordination as a sign of architectural quality. 5 But the 
elimination of artistic individuality and a collectivist approach to creativity, 
as proposed by the neo-romantic expressionists, also went hand in hand with 
standardization in building and industrial design as favoured by Henry Van de 
Velde and the Deutscher Werkbund in 1908. Quite a few architects felt their 
interests threatened by this. Among them was Walter Gropius, then subject 
to the influence of the Arbeitsrat fur Kunst founded in 1918, who in 1919 
declared that "to be an architect means to be a leader in the art. " 6 As a 
consequence, the leading role of architecture among the arts was to become 
a central feature in the 1919 Bauhaus programme signed by Gropius. Later 
on, when the Bauhaus had been raised to an official position in the 
hagiography of the Modern Movement by the exhibition held in the Museum 
of Modern Art in 1932, Gropius dissociated himself from the expressionist 
position of the architect as a superhuman guardian of the arts. In the mean­
time, several architects and groups who had done low-cost housing projects 
and town planning for socialist municipalities, such as Berlin and Frankfurt, 
exerted a growing influence on Gropius. In 1927, he appointed Swiss-born 
Hannes Meyer as head of the architecture course. A socialist of pro-Russian 
orientation, Meyer was a follower of Le Corbusier's Esprit Nouveau and 
believed that modern technology should dominate, if not generate, visual 
form. Architecture and design, to Meyer, were "[ ... ] no works of art [ ... ]. 
Building is a technical process, not an aesthetic one [ ... ]. Bohemia is dead. " 7 

But the leading role still remained reserved for the architect who aimed 
at designing not only buildings, but people's ways of life. Some critics 
did not believe in modern architects' refusal of art and individualism and 
sharp-sightedly pointed out the patronizing aspects in their moralizing aspi­
rations. In a 1930 magazine Die Linkskurve, the Bauhaus is revealed to be 
simply a traditional academic institution. "The Bauhaus is not an artistic but 
a social phenomenon," Hannes Meyer is quoted. "But what is this 
phenomenon really about?," the critic continues. "All the Bauhaus masters 
are artists, partly painters, partly architects ... Radical phrases, reactionary 
facts. The Bauhaus is but one of the hidden pillars of the ruling class. "8 This 
statement would have been impossible without knowledge of traditional 
artistic stereotypes, as radicalism is suspected to be a means of traditional 
artistic promotion rather than a political statement. Similar reactions 
occurred when several groups of architects, among them Ernst May's 
Frankfurt group and the Bauhaus Brigade with Hannes Meyer were invited to 
the Soviet Union. At the end of their stay there was a growing atmosphere 
of resentment. For instance, workers disliked the plainness of the flats Mart 
Stam designed for them. The rejection of art in architecture was as little 
popular among Soviet workers as it was among central European petty 
bourgeoisie.9 Some of the polemics against the Modern Movement seem to 
stem from this conflict between traditional reception and an unclear concept 
of the New. Obviously, the Modern Movement was very much perceived as a 
style, but tended to neglect aesthetic criteria up to a certain extent. 

Many layers have been applied to the history of the Modern Movement, 
so that getting through to the original discourse becomes increasingly diffi-
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cult, although contemporaray interpretations tend towards a more hetero­
geneous concept. But the elimination of art from architecture rather favou­
red rejection than approval from the public. This means that the Modern 
Movement did not bring about much of a change in the reception of the 
architect, as his role remained very much linked to the traditional artistic 
stereotypes in public conscience; if he failed to satisfy these expectations, 
for example, by neglecting his status as an artist, he usually was criticized 
for it. So, in a way, the Architect as an Artist has survived in public opinion. 
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Heikki Havas {photographer), Eira Hospital, Helsinki, arch. Lars Sonck, 1905. 

I 

Kari Hakli (photographer}, Eira Hospital. 
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Constructing an Image: 

Photography of Finnish Architecture 

Petra CEFERIN 

Architect and researcher, University of Ljubljana, Slovenia, 

and Helsinki University of Technology, Finland. 

La construction d'une image: 
la photographie de ('architecture finlandaise 

A partir des annees 1920, l'image photographique est devenue un moyen de dif­
fusion essentiel de !'architecture moderne. Par rapport a l'reuvre edifiee, l'reuvre 
photographiee allait devenir un nouveau corpus. La photographie interpretait les 
batiments representes, restituant une image souvent fort differente de celle de la 
realite construite. 

Dans les annees 1950 et 1960, la photographie etait parfois utilisee d'une manie­
re volontaire par les institutions culturelles pour donner une image specifique d'une 
reuvre nationale. Tel est le phenomene que l'on observe s'agissant du traitement 
photographique de ['architecture finlandaise a partir de la fin de ces annees-la. Cette 
periode correspond a une politique affirmee du musee de !'architecture finlandaise , 
a Helsinki, en vue de presenter des expositions a l'etranger. Pas moins de trente trois 
expositions furent ainsi organisees en Europe, en Asie et en Amerique du Nord. Elles 
presentaient des images photographiques des reuvres nationales. Le traitement pho­
tographique de ces images etait tres radical: en noir et blanc, denue de personnes 
humaines, ii s'attachait a degager des lignes pures et a donner une forte impression 
d'abstraction. Ce dessein - contradictoire !'affirmation d'une architecture « natio­
nale » - etait porte, dans les milieux de ['architecture finlandaise, par !'influent Aulis 
Blomstedt, dont !'ambition etait celle d' une architecture moderne paree de qualites 
a la fois absolues, intemporelles et universelles. Les photographes finlandais qui 
creerent ces images, comme Otso Pietinen, Heikki Havas, Eino Makinen, adheraient 
aces ideaux dans lesquels l'idee d'un accord profond entre ['architecture finlandai ­
se et la nature, souvent representee par les images en question, jouait un grand role. 

La realite des edifices batis par les architectes finlandais est fort differente de 
son traitement photographique. Un bon exemple est fourni par l ' hopital de Eira, par 
Lars Sonck (Helsinki, 1908). Dans cet edifice datant de la periode de I' Art nouveau 
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finlandais, la couleur et la texture jouent un role tres important, ainsi que les 
contrastes de volumes. Au contraire, l'reuvre photographique en donne une image 
blanche et epuree, qui pourrait apparenter ['edifice a un cube construit dans un 
esprit qui annoncerait celui des maisons modernes d' Adolf Loos. Loin de constituer 
une documentation anodine, le corpus photographique du musee de l'architecture 
finlandaise a done ete un instrument capital de representation pour la creation archi­
tecturale de ce pays pendant la fin des annees 1950 et les annees 1960. 

For several decades photography has been the primary medium for the 
communication of architecture. In architectural magazines and books, at 
exhibitions and lectures, it plays the role of the intermediary between the 
building and the viewer. In architectural practice and teaching, however, 
this role tends to be overlooked. The photographic medium is treated as if 
it were entirely transparent, as if through the frame of the photographic 
image we were looking at the actual building. This image, however, may 
greatly differ from our experience of the building in its built reality. 
Photographers interpret the building through various photographic proce­
dures; he or she may expose chosen qualities, avoid others, define the 
context, correct "mistakes" and thus present the building in a selective, 
indeed calculated way. 

In this paper I intend to demonstrate how the interpretative possibilities 
inherent in the photographic medium were used in the international promo­
tion, and more precisely, in the international exhibitions of Finnish archi­
tecture arranged by the Museum of Finnish Architecture in the late 1950s 
and 1960s. In these exhibitions the buildings were presented with enlarged 
black-and-white photographic images. Most of these images were taken by 
the photographers Heikki Havas, Gustaf Welin, Eino Makinen, Eeva and Pertti 
lngervo and Aarne and Otso Pietinen. They directed the view of the foreign 
public on the chosen buildings and consequently influenced the way Finnish 
architecture was perceived. An examination of these photographs will show 
what kind of image of Finnish architecture they introduced to the interna­
tional public and how the attributes of the medium were. exploited in the 
construction of this image. 

The photograph of the Tapiola Elementary School (architects Kaija and 
Heikki Siren, Tapiola, 1957) was one of the images that was shown in almost 
every exhibition from 1957 to 1967. Here the interior is introduced in a way 
similar to several other exhibited photographs. It is emptied of familiar 
objects. None of the things usually found in a school are shown here, no 
architectural details that would suggest the scale of the space, not to 
mention the boisterous children who normally occupy it. The room is 
reduced to lines and planes and the light that casts shadow upon them. 
It seems as if the perfect geometry of the composition of the image is 
embodied in the interior itself. 

Other photographs presented at these exhibitions express this same ten­
dency towards abstraction. They offer fragments of buildings from which it 
is not clear how they continue into the rest of the building or how they are 
connected to its environment. The interiors are emptied of objects that 
would, as Roland Barthes puts it, function as "the accepted inducers of the 
association of ideas" and thus indicate their practical use or rather that they 
have one. They are introduced as pure forms, either of severe geometry, as 
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was the Tapiola School, or freely moulded, as was the case in the House of 
Culture (architect Alvar Aalto, Helsinki, 1952-1958). 

One of the key figures behind the activities of the museum, the highly 
influential Finnish architect Aulis Blomstedt wrote in 1952 about contempo­
rary architecture as absolute architecture. In his view, this was the final 
stage in the search of modern architecture. It was the architecture in which 
the immutable, the timeless, the universal - that is, the absolute (of archi­
tecture) - was revealed. For Blomstedt this absolute was to be found in 
"rich, clear volumes" and "strong, perceptibly moulding of space." He 
called this the essence of architecture. The Tapiola School, the House of 
Culture and other buildings appear to be presented in the exhibited photo­
graphs in accordance with this modernist ideal of absolute architecture. 
Purified of any "superficialities," they are introduced as clear volumes and 
strongly, perceptibly moulded spaces. Photographic images then appear to 
have served as the ideal means of capturing, as Blomstedt described it, their 
very essence. 

People were of course not welcome in these images. They would , with 
their appearance and behavior, place the building in a specific time frame 
and thus compromise its supposedly timeless character. In addition, their 
presence would indicate that what we are looking at are not "universal" abs­
tract spaces but usable rooms. The notion of a "little man," developed by 
Alvar Aalto to describe the clients of his works was indeed an abstract cate­
gory that also conveyed a design whose aim was not exclusively to fulfill the 
needs of the particular user, purpose or time, but to achieve or express 
something beyond the "particularities." 

Indeed, via the medium of photography, such particularities can well be 
avoided. In particular working in black-and-white, a photographer can easi­
ly cleanse the building of the undesired elements as well as correct any 
"mistakes" that may have occurred in the process of the building construc­
tion. Thus he can present something closer resembling the idea of the buil­
ding. In this "purified" photograph the building can be presented in a way 
similar to that in which it was first "realised," in the architect's mind, draw­
ings and models. However, this is made possible only if the architect did 
not consider colour a significant element of architecture (and thus did not 
design in colour). 

This was, generally speaking, the case for Finnish architects of the 1950s 
and 1960s, employing a subdued colour range, limited largely to white and 
the natural colours of the materials. On the contrary, at the turn of the 19th 

century and on into the 1930s, Finnish architects did not hesitate to use 
bright, vibrant colours. This fact was, however, lost at the exhibitions; as in 
black-and-white images these buildings were presented as if they, as well, 
were made of white plastered walls, brick, wood and stone alone. This "fil­
tration" of colour, however, had yet another effect. In the 1950s white walls 
were generally perceived as the sign of modern architecture. The colourful 
buildings in the white outfit thus were not presented simply as different than 
they actually were. They were also ascribed a distinctly modernist charac­
ter. Thus even the buildings of the beginning of the 20th century could serve 
as prototypes of early modernism in Finland. Indeed, they created an illu­
sion that white modernism began in this country very early on. 

The photograph of the Eira Hospital (architect Lars Sonck, Helsinki 1903-
1908) is an example of such connotation with the help of the filtration of 
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colour. In white this building could easily be perceived as an early example 
of "Finnish" modernism. A colour photograph of the same building, however, 
presents it in a distinctly different light. Rather than a modern Loosian cube, 
it is introduced as a massive "hut," inspired by the "mighty stone architec­
ture of Henry Hobson Richardson." The colour image was never shown at the 
exhibitions of Finnish architecture, while the black-and-white version was 
repeatedly exhibited. 

Another element that is consistently avoided in the exhibited photo­
graphs is the built environment. The photographs are framed so that only 
the target building is depicted and the neighbouring structures are cut off 
from view. Little if any significance is attributed to the relationship or inte­
gration between the two. Rather, the observed building is treated as an iso­
lated piece of architecture, as if it stood entirely alone. 

In the 1950s and 1960s in Europe and the United States, this was an 
accepted "view" on architecture in general. Buildings were idealised, as 
Juan Pablo Banta explains, "as monuments, as jewels, as pieces of poetry 
that could be isolated from their prosaic environment." And this supposed 
or desired isolation was far easier to accomplish via the medium of photo­
graphy than in the built reality, if not with the help of regular photographic 
procedures than with the tried-and-true technique of retouching. 

This technique was applied in the making of the photograph of the new 
addition to the National Theatre in Helsinki (architects Kaija and Heikki 
Siren, 1957) whereby the roof-top and the chimney of the main building 
were quite simply erased from the image. The architects obviously found the 
decorative Art Nouveau elements disrupted their clear-cut architecture. The 
author of this manipulation, probably the photographer Otso Pietinen him­
self, however, could not (or neglected to) erase the "redundant" elements 
from the reflection in the neighbouring pool. 

"Natural" surroundings, however, acquire a different status in these pho­
tographs. In opposition to the urban context, it is certainly not avoided, 
rather the opposite. The buildings are, whenever possible, presented within 
their natural surroundings, as if embraced by them. Apparently, the architects 
of the museum considered the closeness of architecture and natural lands­
cape significant. 

Indeed, the appreciation of such close proximity had a large audience 
in Finland in the 1950s. Aulis Blomstedt advocated such ideas. For him the 
relationship between a building and the natural landscape was one of 
contrast rather than continuity. He talked of nature and architecture as two 
opposing principles that complemented each other perfectly by preserving 
their difference. Architecture was to be of severe geometry in order to be 
able to enhance as well as be enhanced by the sensuality of nature. 

This is exactly how the buildings located outside of urban structures are 
presented in the photographs gathered in these exhibitions. A case in point 
is the photograph of Villa Korso (architect Waldemar Baeckman, Korso, 1959) 
The strict geometry of the house stands out from the rough background 
of the natural rock. The contrast is further enhanced by the composition of 
the image; the building is pushed to the top and the natural base covers 
more than half of the image. Thus the body of rock appears heavier and the 
building lighter and more elegant. 
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In Finland, however, the link with nature was not merely a fashionable 
theme. It has been seen as something characteristically Finnish, as some­
thing intrinsic to Finnish people and their way of life. Thus it is not surpri­
sing that the photographer Heikki Havas explained that he framed this pho­
tographic image in this way in order to show that this building was connec­
ted to nature, which was, in his view, one of the characteristic qualities of 
Finnish architecture in general. 

In any case, the natural context is deliberately revealed in these photo­
graphs, regardless of whether its presence is seen as the quality of Finnish 
architecture or, as Blomstedt would have it, the "universal" quality of good 
architecture. Evidently, it is considered significant, but only as the back­
ground upon which architecture is observed, as was the case in the photo­
graph of the Villa Korso, or as the scenery observed through the frame of 
architecture, as was the case in the photograph of the Otaniemi Chapel 
(architects Kaija and Heikki Siren, Espoo, 1957). 

For more than a decade, the beautiful black-and-white photographs by 
Heikki Havas, Otso Pietinen and other creators of the imagery and the nar­
rative of Finnish architecture have been informing the world about Finnish 
architecture. The contemporary viewers were hardly aware that what they 
were looking at, at these exhibitions, was "another architecture": an archi­
tecture of photographic representation, built by a specific selection by the 
architects of the museum. 

The architecture offered by these photographs was a quintessentially 
modernist architecture, reduced to pure forms, cleansed of the "unneces­
sary" such as bright colours, treated as an object and framed with seem­
ingly untamed nature. However, this modernist architecture was, through 
the exhibitions, presented as Finnish architecture. With the help of the cata­
logue texts, the title of the exhibitions and the photographs of Finland's 
landscapes employed as the background of the architectural imagery, the 
exhibited buildings were introduced, regardless of how "universal" they 
might look, as examples of local, Finnish architecture, and the architectural 
qualities exposed in the photographs, no matter how specifically "Finnish" 
they might be, as characteristics of Finnish architecture. These exhibitions 
appropriated modernist architecture as Finnish architecture - or to borrow a 
phrase, in closing, from Blomstedt - they presented Finnish architecture as 
absolute architecture - the final stage in the search of modern architecture 
- embraced by the ever-evolving (Finnish) nature. 
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Cover of a special edition of Architectural Design, with the work of Fry, Drew and Partners, London , May 1955. 
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Les medias et le Mouvement moderne 
au Nigeria et au Ghana 

L'essor du Mouvement moderne en Afrique occidentale dans les annees 1940 et 
les annees 1950 s'est deroule dans un contexte politique particulier: sans rapport 
avec !'apparition des nationalismes, ii ne peut etre impute qu'aux architectes colo­
niaux. Ceux-ci ayant garde de fortes accointances a Londres, les medias qui ont rendu 
compte de leurs travaux appartiennent aux reseaux metropolitains. Les articles de 
journaux, les livres, les conferences et les notes techniques publies en Grande­
Bretagne opposent la stricte geometrie du Mouvement moderne a l'exotisme du pay­
sage tropical et nourrissent ensuite la matiere de traites d' " architecture tropicale ». 

Mais !'ensemble de ces representations offrent une vision tronquee et chimerique de 
cette periode obligeant ainsi l'historien a une reconstruction critique. 

Si l ' on se refere aux lectures critiques inspirees par les theories post-coloniale et 
post-structuraliste, on doit en effet convenir que ces sources sont lacunaires. Elles 
refletent la subjectivite engagee des editeurs et des architectes ou auteurs comme 
Fry et Drew, Koenigsberger et Pevsner, qui ont employe les representations du 
modernisme ouest-africain pour perpetuer l'influence des reseaux coloniaux sur leurs 
peripheries tropicales et favoriser l'expertise britannique a l'oree des indepen­
dances. L'influence des medias de metropole se traduit egalement par de nom­
breuses omissions. Les voix des etudiants africains de metropole ne peuvent se faire 
entendre, les informations en provenance des colonies sont rares, les travaux des 
architectes installes sur place sont negliges, l'avis des usagers locaux n'est evidem­
ment pas rapporte . On ignore presque tout des formes alternatives de la modernite 
theorisees ou construites en Afrique par des acteurs locaux. 

Agissant moins comme miroir que comme prisme, la reception en metropole du 
Mouvement moderne d' Afrique occidentale dissocie l'image, l'utilisation et l'herita­
ge. Les images evoluent dans un circuit autonome qui finit par ne plus avoir aucun 
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rapport avec leurs sources reelles, en sorte que le regard occidental n'a jamais eu 
acces a ces sources. Si nous devons traiter la question d'un heritage commun a par­
tir du projet actuel de documentation du Mouvement moderne, nous avons ['obliga­
tion de proceder a l'approche critique de cette reception et de replacer les bati­
ments de I' Afrique de l'ouest dans une perspective culturelle plus large. 

Introduction 

The extension of the Modern Movement into the British colonies of the 
Gold Coast and Nigeria in the 1940s and '50s was framed by a somewhat 
unique political context. Unlike those countries where the use of modernism 
corresponded with nationalist agendas, in West Africa the movement was 
introduced by architects from colonial nations. Patronage for modern archi­
tecture came from Britain or by foreign-run missions. Moreover, there were 
few if any recognised African architects until the end of the 1950s, when 
foreign-trained figures such as Alex Ekwueme and Olumide Olumuyiwa re­
turned to their home countries. 1 

Many of the architects involved in West African projects simultaneously 
belonged to a discursive community in the metropole of London, and their 
movement between these sites is explicitly reflected in the nature of the 
media that records their work. This media, then, presents a special case in 
which the reception of the Modern Movement was caught up in the geogra­
phy of colonial networks. 

The work of Modern Movement architects in Nigeria and the Gold Coast 
was narrated, in episodic bursts, through a number of books and articles 
published in the metropole. The first of these in 1947 reported on Maxwell 
Fry and Jane Drew's village planning.2 Modernist buildings were documented 
from the early 1950s onwards in a number of articles that gave a broad over­
view of new architecture in the region, 3 as well as in special editions on the 
work of Fry and Drew, 4 James Cubitt and Partners5 and the Architects' Co­
Partnership6 respectively. 

The journals exposed the built work of individual firms to a professional 
readership. Many of the illustrations show stark geometrical built forms 
against an exotic tropical landscape, while the texts evoke the challenges of 
the African setting in terms of its heat and remoteness. More technical 
concerns were addressed in books, building notes and in the proceedings of 
the Conference on Tropical Architecture held at University College, London, 
in 1953.7 The conference led to the establishment of a six-month long, 
specialist course in Tropical Architecture located at the Architectural 
Association in London, to cover "those aspects of architecture where pro­
blems are different under tropical conditions. "8 

Fry and Drew's two manuals, which draw on their experience in the Gold 
Coast and Nigeria can be seen as treatises on "Tropical Architecture. "9 The 
most thorough technical guide on tropical architecture was probably the 
manual compiled from his own and his former students' notes by Otto 
Koenigsberger, who taught on the subject of climate in the course on 
Tropical Architecture. However, this was only published in 1974. 10 In the 
meantime practitioners had technical guides, published as "Colonial 
Buildings Notes" and later as "Overseas Buildings Notes" by the Building 
Research Establishment for support. 
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The flow of information on West African architecture in metropolitan 
media began to slow down after the Gold Coast in 1957, and then Nigeria in 
1960 gained independence from Britain. Udo Kultermann's books on African 
architecture, published in the 1960s, effectively serve as a retrospective 
view of a period that became, in the Western narrative, an offshoot of 
modernism that was treated as a dead end, at least until very recently. 11 

Such narratives, however, only tell part of the story. Notwithstanding the 
value of metropolitan media, in its quantity and its multiple forms of pre­
sentation, as a significant source of data on the architecture of the Modern 
Movement in West Africa, this source is also chimera!. The metropolitan lens 
through which it views the subjects and sites of practice creates distortions 
between the work and the audiences of its reception. While the unfinished 
reconstructive work of piecing together the history of Modern architecture of 
West Africa from archival sources is a necessary task, it should not be seen as 
one that can reconstitute a singular or representative image. 

The uses of the media 

Reading the record of Modern Movement architecture that the media pre­
sents in the light of critical perspectives drawn from post-colonial12 and 
post-structuralist thinking upsets the sense of closure that the archive 
appears to present. The subjectivities of authors and editors are seen in the 
light of colonial power relations. Omissions within the media should be seen 
as significant, if not deliberate traces of metropolitan biases. 

The media is an instrument of modern institutional life. In effect, the use 
of buildings is doubled by their reproduction in the media, where the physi­
cal use of the structure is extended and even contradicted by the use of 
images and other representations of the building. The images of West 
African modernism in the metropolitan press have just such a double life. In 
different ways, authors and editors such as Fry and Drew, Koenigsberger and 
Pevsner grasped the potential of the distant colonial experiments in moder­
nism to define a new centrality for British practitioners and knowledge at 
the moment of decolonisation, when political forces no longer guaranteed 
such hegemony. Local people, trained through metropolitan networks, or 
other nationals stood to replace colonial architects. 

The authorship of narratives in the metropolitan media is a significant 
aspect of its reception . Far from being a transparent record, the media 
emerged through the agency of British subjects, located in strategic rela­
tionships between centre and periphery. Almost all the published represen­
tations emerged from metropolitan centres. 

The material published in the journals of the 1950s was gathered from 
architects such as Fry and Drew, Cubitt, Koenigsberger, Atkinson, Richards 
and the Architects' Co-partnership whose practices spanned between 
London and West Africa. Their mobility was tied to the flows between 
metropole and colonies that constituted the very nature of colonialism. In 
travelling between London and centres such as Lagos, Accra , Delhi or Aden, 
they followed the very routes of commodities in the colonial system. 

Even after the end of the colonial system, such patterns of authorship 
remain dominant in the presentation of West African architecture. As King 
has noted, the culture of the post-colonial is built on the economic and poli­
tical networks of the colonial system. 13 Certain nodes within these networks, 

11 - See Le Roux (Hannah), 
"Critical approaches to the 
discourse of climatic responsi­
veness in Modern Architecture 
in West Africa," unpublished 
M. Arch . Thesis, University 
of the Witwatersrand , 
Johannesburg, 2002; Tzonis 
(Alexander), Lefaivre (Liane) 
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Century , exh. cat . , Prestel , 
2001 . 
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the so-called world cities or metropolitan centres such as London are domi­
nant locations in the development of culture. Metropolitan research sta­
tions, media and education set up to absorb and reproduce knowledge from 
the periphery continued to do so even after independence. 

Omissions 

The absence of indigenous voices, or at least their distancing, was a 
strong feature of the media on modern architecture in West Africa. A 
Nigerian student, Adedokun Adeyemi who, along with his contemporaries, 
perceived absences in the educational canon, had suggested the 1953 confe­
rence on tropical architecture. Despite the foreign students' role in motiva­
ting for the event, they were not represented in the list of speakers in the 
proceedings, 14 although discussions record their names and home countries: 
Jaiyesmi (Nigeria), W. Lim (Malaysia), H. Lawson (Jamaica), S.D. Sane (India) 
and so on. Adeyemi's contribution on architectural education is listed in the 
conference programme, but failed to make it to the otherwise comprehen­
sive proceedings. 

In contrast to the amount published in Britain, the literature from 
West Africa is thin: the journal "The West African Architect and Builder," 
briefly published in West Africa in the 1960s, 15 was the only professional 
publication. The omission of work by architects who had trained in Britain 
but chose to stay in West Africa is another aspect of the media that reflects 
its role as a tool of the metropolitan profession. The practice of John 
Godwin and Gillian Hopwood, for instance, is scarcely represented, despite 
their high profile within the circle of West African professionals. 16 The record 
of West African trained architects is still more elusive from the West. 

The record of use stands as a significant omission in contemporary repre­
sentations of West African modernism. With few exceptions, the buildings of 
the period are still represented through fifty-year-old images, omitting the 
traces of Africans on the spaces through everyday use. The complex inter­
play between and familiar modes of use and aspirations to Western moder­
nity that characterises African urban life is entirely unknown within this 
record. Images of use, such as those that capture the private spaces in Fry 
and Drew's university buildings, then come as a shock in contrast to the 
orderly depictions in the media. 

Relocating the record 

The metropolitan representations of modern architecture in West Africa 
present a deceptively ordered narrative. By unpacking its fabrication 
through the political and personal processes of authorship, however, the sur­
face of the representation becomes disturbed. Less mirror than prism, this 
record in fact splits image, use and heritage from each other, assigning 
images to one circle while leaving its physical source to lead an inaccessible 
and remote life. 

The concerns of a contemporary project of Modern Movement documen­
tation work around questions of heritage to (re)locate the buildings of West 
Africa in a broader cultural narrative. But how can this be affected without 
simultaneously acknowledging the complex, multiple situation of buildings 
within global networks of subjects, images and politics alongside their life in 
time on sites that have been invisible to a Western gaze? 

DOCOMOMO International: 
These proceedings were originally published as a printed version. It has been scanned and made digitally available following our Open Access Policy. 
We are not aware of any infringement of copyrights.



La reception de l'unite d'habitation de Marseille de 

Le Corbusier dans les revues d' architecture en ltalie 

Nicoletta TRASI 

Architecte, docteur en composition architecturale et theories de !'architecture, 

Universite de Rome La Sapienza, ltalie, doctorante en histoire de l'art contemporain, 

Universite de Paris 1 (Pantheon-Sorbonne), France. 

The reception of Le Corbusier's Unite 
d'Habitation of Marseille in Italian Architectural 

Revues 

Hans Robert Jauss' definition of the "horizon of expectation" (1969) - a univer­
se of existing works susceptible to public opinion - plays a critical role in the theo­
ry of reception, largely conditioning public judgement of a new work, the more ori­
ginal it be, the more radically defying standards of public taste and only gradually 
establishing its own audience. In arguing that Jauss' analysis precisely fits the cate­
gory of Le Corbusier's Unite d'Habitation in Marseille (1945-1952), Nicoletta Trasi 
traces Italian perceptions of the building to 1949 when participants of Bergamo's 
Seventh International Congress of Modern Architecture visited it. 

From 1948-1952 Domus consecrated a series of articles urging its readers to visit 
Marseille, but refrained from passing judgement on the building, its editor Gio Ponti 
expressly skirting the role of art, architecture or even pedagogical critic in the 
ensuing debates on the Unite's success or failure. Only after the 1953 inauguration 
did Casabella publish Eugene Claudius Petit's article in which a sharp distinction bet­
ween technical versus popular success is made. Like Francesco Tentori's 1952 revue 
(Faculty of Architecture in Venice), local polemics, based largely on aesthetic not 
socio-architectural grounds, reinforced Petit's astute insights which accepted the 
work as a chef d'oeuvre beyond aesthetic criticism. Yet the Unite raised multiple 
social issues regarding the ambiguity of user comfort within its standardised, abs­
tractly theoretical space, as expressed by both Tentori and Giancarlo De Carlo in his 
1952 published conference. 

By contrast Lucien Herve's 28 published photographs from Marseille (Domus, 
1953) demonstrate alternative insights. Without narrative commentary, his views of 
human figures within the architectural spaces transmit an immediate sense of archi­
tectural scale and artistic sensibility, intrinsic to Herve's own aesthetics. His expres-
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Les enfants envahissent 
!'architecture. Photographie 
de Lucien Herve, 1951. Toit­
jardin de !'unite d'habitation 
de Marseille; revue Venezia 
Architettura, 1952. 

sive, seductive interpretation, exalting tactility of materials, dramatic contrasts of 
light and shadow, sculptural values and the rapport between nature and architec­
ture radically "refuses," so Trasi argues, photography's documentary, realist function 
and results in a differential shift between the aesthetic and politico-social plan, as 
already noted by De Carlo and Tentori. But after 1953 the Italian press was no longer 
interested in Marseille. Only in 1961 did Zevi express unreserved admiration for 
Corbusier's Unites as a whole and, bypassing aesthetic issues, did Comunita stress 
Marseille's social utility, a model lesson for reconstructing Italian suburbs. An object 
of reception, but not of debate, the Unite mobilised only an "isolated consensus" 
from a restrained elite reflecting the slow process of comprehension of its aesthetic 
values. It is no accident then that Herve's photographs, at the origin of this elitist 
process, are the subject of two major retrospectives (French and Italian) marking the 
Unite d'Habitation's 50th anniversary (1952-2002). 

La notion d'horizon d'attente, definie par Hans Robert Jauss comme 
l'univers des reuvres existantes, et done susceptibles d'etre connues par le 
public, est tres importante dans la theorie de la reception car elle condi­
tionne dans une grande mesure le jugement porte sur une reuvre nouvelle. 
Les reuvres radicalement originates se heurtent souvent au gout du public, 
comme le soulignait Jauss en 1969, dans le champ litteraire: 
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ll y a des reuvres qui, au moment de leur apparition, ne peuvent pas se rap­
porter a un public specifique, mais elles rompent si radicalement l'horizon 
habituel des attentes litteraires que c'est seulement peu a peu qu'elles fer­
ment leur propre public ... 1 

L'unite d'habitation de Le Corbusier a Marseille par Le Corbusier (1945-
1952) releve, dans le champ de ['architecture, d'une telle categorie. Dans 
le cadre de cet article, j'ai etudie sa reception en ltalie, de 1949 - annee au 
cours de laquelle les participants des 7e Congres lnternationaux 
d' Architecture Moderne reunis a Bergame visiterent le chantier2 - au debut 
des annees soixante. Comment la radicalite du type mis au point par l'ar­
chitecte suisse fut-elle perc;ue sur la scene italienne? 

Domus fut la seule revue italienne qui consacra, environ une fois par an, 
des 1948, des articles a l'unite d'habitation, et en publiant les dessins jus­
qu'a la complete realisation en 19523• En 1949, l'architecte, designer, cri­
tique et editeur Gio Ponti introduisit le projet par un editorial vigoureux 
consacre a ['evolution nefaste des traits du jugement de gout dans la socie­
te contemporaine. ll soulignait dans son editorial que l'epoque etait propi­
ce a une veritable regression de l'exercice du jugement: 

Les ignorants, les amateurs et les personnes superficielles n'ont aucun respect 
pour la valeur (parce qu'elle leur inspire du depit). lls ne tolerent pas les 
ma1tres et ils trai tent les choses de l'art et de !'esprit comme celles de la 
mode. Leurs jugements positifs et negatifs sont « a la mode » - « demodes ». 
Leur comportement releve de la petite passion qui suit l'infidelite. L'histoire 
des opinions de ce siecle est une histoire d'adulteres et de divorces. Comme 
dans la coutume4 • 

Le propos tres negatif de Ponti soulignait la distance que la revue Domus 
voulait prendre par rapport a une critique qui s'epuisait dans l'exercice 
d'exaltation ou de demolition, qui n'etait plus qu'une « critique de mode ». 
La revue visait a la fois la critique d'art, la critique litteraire et la critique 
d'architecture. Elle oubliait sa dimension educative, celle qui devrait for­
mer les intelligences et les ames a savoir reconna1tre d'une fa<;on informee 
et fidele les valeurs qui fondent le jugement. « ... ll en est egalement ainsi 
pour Picasso», denon<;ait Ponti, « chaque jour il ya quelqu'un qui le demo­
lit, ii ya un type qui lui jette son gravillon et qui s'echappe, et Picasso reste 
Picasso, parce qu'il est Picasso. Et ainsi en est-ii pour Le Corbusier » 5• C'est 
une fois ce cadre pose que Ponti amenait le lecteur a visiter le chantier de 
Marseille. 

Les autres revues italiennes d'architecture consacrerent peu d'articles a 
l'unite d'habitation. Toutefois, une fois l'reuvre achevee, en 1953, 
Casabella publia un article ecrit par Eugene Claudius Petit6 dans lequel l'uni­
te de Marseille, representee par une seute photo, emerge entre les lignes 
d'un discours plus vaste consacre a la reconstruction en France. Claudius 
Petit declarait que les resultats obtenus jusque la, avec les differents loge­
ments realises en France « ... sont tres satisfaisants pour les techniciens, mais 
ils n'ont pas encore convaincu le public ... ». II montrait ainsi une conscien­
ce precise des questions de reception des reuvres par le grand public. 

Les polemiques locales qui se declencherent a Marseille sous l'effet du 
rejet de l'reuvre de Le Corbusier, et qui provoquerent la creation d'une 
« Societe pour l'Esthetique »7, re<;urent un echo ironique dans la revue de la 
faculte d'architecture de Venise. Dans un article publie en 1952, Francesco 
Tentori ecrivit : 

1 - Jauss (Hans Robert), 
« L'orizzonte di attesa » dans: 
(sous la dir. de) Luzi (Alfredo) , 
Sociologia delta letteratura, 
Milan, Mursia editeur, 1969, 
p. 67-68. Traduction en fran­
~ais par N. Trasi. 
2 - Cet evenement est tire de 
la chronologie de Gerard 
Monnier, Le Corbusier, les uni­
tes d'habitation en France, 
Paris, Belin, 2002, p. 212-214. 
3 - Domus, n· 228, 1948, p. 2-
5; n• 235, 1949, p. XI; p. 1-4 ; 
n· 242, 1950, p. 9-11 ; une 
exposition : « Une ville, deux 
architectures », organisee par 
Domus a Milan en 1951, des 
photographies de Lucien Herve 
sur l' unite de Marseille ; 
Domus, n· 279, 1953, p. 1-8. 
4 - Ponti (Gio), « Andiamo a 
Marsiglia? .. [Allens-nous a 
Marseille?], Domus, n· 235 , 
1949, p. XI. Traduit en fran~ais 
par N. Trasi , de meme que les 
citations suivantes tirees de 
l'italien . 
5 - Idem. 
6 - Claudius-Petit (Eugene), 
« Esperienze delta 
Ricostruzione Francese » 

[L'experience de la 
Reconstruction fran~aise], 
Casabella, n· 199, 1953, p. 34-
37. 
7 - L' article publie le 
4 decembre 1952, dans le quo­
tidien La France de Marseille, 
par Andre Ollivier dont le titre 
etait: « Au nom de la Societe 
pour l'esthetique, on a fait le 
proces de !'unite de LC. 
illustre ces polemiques. 
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8 - Tentori (Francesco), « Due 
conferenze dell' architetto De 
Carlo sull' Unite di Marsiglia di 
Le Corbusier », Venezia 
Architettura, 1952, p. 1-8. 
9 - Ibid. 
10 - Conference publiee dans 
l 'article cite en note 8. 
11 - Herve (Lucien), « Nuovi 
aspetti fotografici dell'Unite 
de Habitation de Le 
Corbusier », Domus n· 279, 
fevrier 1953. 
12 - Entretien realise a Paris 
pour le programme 
« Metropolitains » sous la 
direction de Franc;:ois Chaslin, 
sur France-Culture, 23 janvier 
2002. 

Nous avons appris les controverses en raison desquelles, a un moment donne, 
l'immeuble a failli etre declare inhabitable, puis nous nous sommes rassures; 
nous avons aussi souri en apprenant qu'une certaine Association pour l'esthe­
tique generate de la France avait intente a Le Corbusier un proces; enfin nous 
avons releve que la polemique s'est prolongee sur le plan de l'esthetique et 
non pas, comme cela aurait ete logique, sur le plan social8• 

Dans cet article, Tentori depla<;:ait le discours sur l'avenir de l'unite de 
Marseille du plan esthetique au plan social, en prolongeant ainsi la critique: 

... L' accusation que nous pourrions lancer au mai'tre est vraiment celle de ne 
pas s'interesser a un aujourd'hui reel, concret, mais a une journee mentale, 
abstraite, non pas eclairee par le soleil, mais par une etrange sorte de lampe 
intellectuelle qui est le cerveau raisonnable de l'architecte ... 9 

Pour Tentori, ii n'y a done aucune critique a porter sur le plan esthe­
tique: le batiment de Marseille est un chef-d'reuvre. Mais l'unite souleve 
beaucoup de doutes sur le plan social, et c'est la que porte la critique: 
contrairement aux theories de Le Corbusier, l'homme est beaucoup plus 
qu'un « standard » ou qu'une somme de fonctions standard. Lars de confe­
rences faites a ses etudiants, Giancarlo De Carlo a montre les premieres pho­
tographies de l'Unite habitee en observant la presence 

... d'hommes et d'enfants, de motocyclettes et de bicyclettes sous les pilotis, 
dans les couloirs, dans le soleil du toit-jardin . Mais est-ce que nous avons senti 
une intimite, un rapport entre ['element architectural et l'humain? Pour !'ins­
tant nous dirions que non. Hommes et objets usuels perturbent ['image pho­
tographique, au meme titre que le feraient le bonnet et les pantalons bouf­
fants d'un touriste posant devant le Parthenon ... 10 

A !'occasion d'une publication realisee par la revue Domus en 1953, le 
photographe Lucien Herve prenait un parti inverse a celui soutenu par 
Tentori et par De Carlo. Le numero en question publia vingt-huit photogra­
phies qu'il avait realisees de l'unite d'habitation11 • Le parti etait radical. II 
etait caracterise par le refus du documentaire et du realisme. Les figures 
humaines qui sont presentes dans ces photographies ne semblent etre la que 
pour souligner l'echelle de !'architecture. Comme !'architecture, le corps 
humain est envisage en tant que structure. 

Les photographies de Herve mettaient !'accent sur la dimension artis­
tique du batiment. Dans une interview recente realisee par F. Chastin pour 
Radio France12, Herve affirme avoir ete tres proche de Paul Klee, Wassily 
Kandinsky, Alexander Calder, Jean Dubuffet, Piet Mondrian. Chez lui la photo 
d'architecture, sortie de toute recherche d'authenticite, devient une 
expression artistique specifique. L'image documentaire est deformee au 
profit de l'expressivite, par !'accentuation des contrastes. 

En consequence, la reception qui ressort de ces reportages photogra­
phiques est une image hautement artistique et seduisante de l'unite. Latex­
ture des materiaux est ainsi exaltee par la tension lumineuse, jusqu'a 
conquerir une valeur sculpturale; a partir des photographies de chantier, 
l'image exprime le rapport que cette architecture (et son architecte ... ) etait 
en train de rechercher avec la nature, le sol et le ciel. II en resulte un fort 
decalage entre le plan esthetique et le plan politique-social dont De Carlo 
et Tentori voulaient traiter. 

A partir de 1953, les revues italiennes parlerent tres peu de l' unite de 
Marseille: le debat etait surtout franc;:ais, et les echos qui franchissaient la 
frontiere ne semblent pas avoir suscite beaucoup d'interet. Entin, en 1961 , 
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Bruno Zevi dans un editorial publie dans Architettura Cronache e Storia, « La 
registrazione veritiera di Le Corbusier » (L'enregistrement veridique de Le 
Corbusier), exprima toute son admiration pour l'unite de Marseille et pour 
les autres unites en cours de construction a Reze et a Berlin13 • Cette meme 
annee, la revue Comunita publia un essai d' ltalo lnsotera sur l'reuvre de Le 
Corbusier: dans les derniers paragraphes, il est interessant de relever com­
ment cet auteur situa la reception des unites d'habitation sur le plan poli­
tique et social 14 . Cette reception allait au-dela du jugement esthetique. Elle 
avait pleinement conscience de l'utilite sociale du projet, a tel point 
qu'lnsolera proposait d'en tirer un enseignement pour les banlieues ita­
liennes dont Ponti se plaignait des 195015 • 

Ainsi, l'unite d'habitation fit l'objet d'une reception en ltalie. Mais cette 
reception, assez limitee, ne produisit pas un veritable debat. Peu d'acteurs 
se mobiliserent, meme s'il s'agit souvent de figures majeures, comme Ponti 
et Zevi. En utilisant la classification que Jauss etablit a propos du spectre 
des reactions du public et du jugement de la critique, on pourrait parler 
d'un « consensus isole » . Ce consensus est le fait d'une elite restreinte 
(architectes et critiques). Au-dela de cette elite, l'unite provoqua un pro­
cessus de « comprehension lente » pour taus ceux qui apprirent a en appre­
cier les valeurs esthetiques. Herve avait fait partie du premier cercle. ll ne 
s'agit pas d'un hasard si aujourd'hui, au moment du cinquantenaire de 
l'inauguration (1952-2002), ce soient encore ses photographies qui racontent 
l'unite de Marseille, a !'occasion de deux expositions organisees l'une en 
France, l'autre en ltalie16 • 

13 - « A Marseille, avec un 
eclat brutal, L.C. ferme le jeu 
des recherches rationalistes. 
Les differentes unites d'habi­
tation a Nantes, a Berlin et en 
cours de construction [ ... ] sont 
des realisations actuelles qui 
se referent a la pensee et aux 
methodes precedentes, pierres 
splendid es de l'ancienne 
"recherche patiente" • , 
Citation tiree de Architettura 
Cronache e Storia, Rome, 
n· 68, 1961 , p. 75. 
14 - « La seule alternative 
serieuse et possible pour orga­
niser les peripheries modernes 
est en train de se faire dans le 
sillon de Le Corbusier [ ... ] . 
Entre 1953 et 1955 pendant 
que tes polemiques sur I' unite 
de Marseille se decha1naient, 
on etait en train de construire 
la deuxieme unite a Nantes. 
Aujourd'hui , l'oeuvre de Le 
Corbusier n'est plus seulement 
un engagement artistique ou 
culture!, c'est aussi un enga­
gement poli tique et social , une 
presence dans la production 
franc;aise quotidienne .. . 
Citation tiree de Comunita, 
Turin, n· 95, 1961, p. 69-75 . 
15 - « Celui de Marseille est 
aujourd'hui l ' evenement 
architectural moderne le plus 
important sur la planete, vrai 
monument dans la 
Reconstruction franc;aise de 
realisations destinees a 
resoudre, dans ce pays, le pro­
bleme de l'habitat collectif. 
Chez nous, il existe un plan 
financier, le « Fanfani-case .. , 
etranger a cette ambition de 
culture, et - disons-le - de civi­
lisation . Pourquoi Tupini, 
ministre des Travaux publics, 
et Fanfani, s'ils veulent laisser 
une bonne renommee, ne se 
rencontrent-ils pas a Marseille 
avec Le Corbusier? » . Citation 
tiree de Domus, n· 242, 1950, 
p. 10. 
16 - Exposition « Lucien 
Herve .. , Farsettiarte, Milano, 
avril-mai 2001. Exposition 
« Lucien Herve. Architecte de 
l ' image •·, Hotel de Sully, 
Paris, janvier-mars 2002. 
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L' architecture a la television fran~aise ( 1945-1980) : 
vers un lieu de debat sur le Mouvement moderne? 

Alice THOMINE 
Conservatrice du patrirnoine, conseiller scientifique a l'lnstitut national 

d'histoire de l'art (INHA), DOCOMOMO France, Paris . 

Architecture on French Television ( 1945-1980): 
Toward a Place for Debate on the Modern 

Movement? 

Alice Thomine raises questions on the relationship between architecture and mass 
culture ever since television became the most important mass media in France after 
World War II. Her first working hypothesis is based on Isabelle Veyrat-Masson's Quand 
la television explore le temps: l'histoire au petit ecran [When Television Explores 
Time: History _on the Little Screen] (Paris, Fayard, 2000), a study of the place given to 
history programmes by French television. The author gives prominence to state control 
of television programmes on historical themes which diminished with the end of state 
monopoly of the Office de radio television frarn;:aise (ORTF) in 1974, provoking a series 
of professional debates on such topics. 

One might have postulated, following Veyrat-Masson's thesis, that government 
control of television through ORTF would have coincided with the development of a 
positive image of contemporary architecture, that is to say, consistent with the coun­
try's major undertaking of post-war reconstruction, in order to support both Presidents 
Charles de Gaulle's and Georges Pompidou's discourse on the modernisation of France. 
Archives of French Television, preserved at the lnstitut national de l'audiovisuel (INA), 
supports that hypothesis. During the fifties and sixties, architecture did not receive 
adequate attention. However during the seventies contemporary architecture, as a 
subject independent of news programmes, was accorded a prominent place, treated as 
a subject of debate, often controversial. 

The most important series, Vil/es nouvelles [New Towns], was directed by the 
renown film-maker Eric Rohmer. The choice of Rohmer was hardly haphazard: one of 
the rare cinematographers of his generation, he was already highly implicated in docu­
mentary productions, in particular for educational purposes, and well-known for his 
engagement in urban problems. His four-part series was broadcast from August to 
September 1975. The first transmission was dedicated to the creation of the new town 
Cergy-Pointoise. The second and third presented works and concepts of two young 
architectural offices: the Atelier de recherche et d'etudes d'amenagement (AREA) 
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1 - II est indispensable d'evo­
quer ici succinctement les dif­
ficultes que l'on peut rencon­
trer lorsque l'on mene un tel 
travail: les problemes mate­
riels lies a l'acces aux sources, 
majoritairement conservees a 
l ' lnstitut national de l'audiovi ­
suel (pour les periodes 
anciennes, la totalite des 
emissions ne sont pas archi ­
vees et certaines ne sont pas 
accessibles) et les problemes 
d'ordre methodologique resul­
tant du nombre encore reduit 
de travaux sur l'histoire de la 
television et !'absence de 
reflexion sur la specificite de 
l'image televisuelle. 
2 - L'Age de la television et 
/ 'avenir de la radio, Paris, Les 
Editions ouvrieres, 1946, cite 
par J.-P. Rioux et J.-F. Sirinelli 
(dir.) , La culture de masse en 
France de la Be((e Epoque a 
aujourd'hui, Paris, Fayard, 
2002, p. 326 . 
3 - J. -P. Rioux et J.-F. Sirinelli 
(dir. ), La culture de masse en 
France de la Belle Epoque a 
aujourd'hui, Paris, Fayard , 
2002, p. 326. 
4 - En ce qui concerne le cor­
pus etudie, les fictions ont ete 
exclues et la recherche a porte 
sur les emissions, reportages 
et documentaires relati fs a 
l' architecture au sens large 
(urbanisme, villes, loge­
ments), mais n' a pas pris en 
compte les emissions traitant 
d'histoire de !'architecture. 
5 - I. Veyrat-Masson, Quand la 
television explore le temps: 
l'histoire au petit ecran, Paris, 
Fayard, 2000. 

[Studio of Research and Studies on Development Planning] headed by Sarfati, 
Hamburger, Venard and Bourdon; and the "Atelier d'urbanisme et architecture" (AUA) 
with, notably, Ciriani, Huidobro, Corajoud and Chemetov. The fourth and final episode 
was devoted to the story of a young couple planning to reside in the new town of Le 
Vaudreuil where, thanks to new industrialisation processes invented by the Atelier de 
Montrouge (specifically Thurnauer) , they themselves were allowed the possibility to 
organise the layout of their new flat. 

Even if Rohmer's programmes did not endure very long, they proved that television 
was capable of circulating debates on contemporary architecture to a mass audience. 
It diffused positions held by a young generation of architects contesting CIAM's formu­
lations on modern architecture, and by addressing the crisis of the Modern Movement, 
reflected upon new solutions characterised by a return to historical references, the 
importance of context, the respect for diversity. Assuming liberty of expression (as 
manifested after 1968 under Giscard d'Estaing), state television can still play a posi­
tive role in current architectural debates. 

IL est tres difficile dans cette courte communication d'aborder un sujet 
aussi complexe et vaste que celui des rapports entre architecture et televi­
sion, sans donner l'impression de simplifier a !'extreme ou d'etre lacunaire. 
Mon but ici ne sera done pas de tendre a l'exhaustivite mais d'evoquer 
quelques-unes des questions que souleve une telle thematique1• 

La motivation principale de cette etude a ete d'aborder la question des 
rapports entre architecture et culture de masse. En effet, des sa creation, la 
television s'adresse au grand public et se donne pour mission de le former. 
Jean Thevenot, ancien radioreporter, nomme en 1944 chef-adjoint du bureau 
d'etudes artistiques de la television franc;:aise, ecrit en 1945: 

Demain, les comportements individuels, familiaux, sociaux, les habitudes, jus­
qu'aux pensees, en un mot, les mreurs [ ... ] seront influences et modifies par 
elle, plus profondement peut-etre que par les bienfaits et les menaces de 
l'energie atomique2. 

La periode prise en compte ici, entre 1945 et 1980, est celle ou la televi­
sion devient effectivement un mass media. Objet de luxe dans Les annees 
1950, la television se repand largement dans Les menages au cours des annees 
1960 et 19703• Ce travail doit done permettre de comprendre comment ce 
nouveau media a pu contribuer a la diffusion de l'architecture aupres du grand 
public et a l'elaboration d'une certaine image de !'architecture moderne4• 

L'hypothese de depart qui a guide ce travail s'inspire du constat fait par 
Isabelle Veyrat-Masson dans son ouvrage consacre a la place de l'histoire a la 
television: celle-ci observe que la fin du monopole de l'Etat sur la television 
en 19745 marque un inflechissement des programmes historiques, la chute 
d'un certain nombre de tabous et ['apparition des debats des specialistes sur 
la question. Dans un meme ordre d'idees, il etait previsible que le controle de 
la television par le biais de !'Office de radio television franc;:aise (ORTF) jus­
qu'en 1974 co'incide avec le developpement au petit ecran d'une image posi­
tive de !'architecture moderne propre a soutenir le discours politique presi­
dentiel - celui du general De Gaulle puis de Georges Pompidou - sur la moder­
nisation de la France. L'etude des archives audiovisuelles a permis d'infirmer 
cette hypothese. En realite, dans Les annees 1950 et 1960, tres peu d'emis­
sions sont consacrees a l'architecture. Si quelques-unes dedient ponctuelle­
ment un numero a l'architecture - comme « Cinq colonnes a la une » a Brasilia 
et Sarcelles en mai et decembre 1961 - et si ['architecture est effectivement 
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tres presente dans les actualites, les archives audiovisuelles revelent le fosse 
entre la realite de la reconstruction et le peu de place accordee par la tele­
vision aux questions architecturales. 

En revanche, dans les annees 1970, la situation evolue. L'architecture 
acquiert une place dans les grandes emissions franc,:aises de l'epoque: elle 
quitte les actualites, le domaine de !'information, pour devenir objet de 
debat. La plupart du temps, ces emissions abordent !'architecture de fac;:on 
contestataire, soulignant ['opposition entre architecture contemporaine et 
sauvegarde du patrimoine - c'est le discours de « Chefs d'reuvre en peril » -
ou mettant en evidence les dangers de ['urbanisation d'un point de vue eco­
logique - c'est le theme souleve dans des emissions comme « La France defi­
guree » ou « La France dans vingt ans». Entin, les annees 1970 se distinguent 
par le lancement d'une emission consacree exclusivement au debat sur les 
questions architecturales et urbaines: c'est a la premiere chaine que revient 
!'initiative de diffuser en 1975 une serie d'emissions conc,:ue par Eric Rohmer, 
intitulee « Villes nouvelles ». 

Le choix d'Eric Rohmer n'est pas un hasard. Paree qu'il est un des rares 
cineastes de sa generation a s'interesser au documentaire et a s'etre illustre 
dans ce domaine: uncertain nombre sont du reste consacres a ['architecture 
(La ville de Nancy au XVII/• siec/e - 1968, Victor Hugo, architecte - 1969, 
Metamorphoses du paysage industriel - 1968). Rohmer est passionne par les 
villes, notamment par Paris. En temoignent les films de cette epoque, comme 
Le Signe du Lion (1959), Nadja a Paris (1964), le court-metrage Place de l'E­
toile (1965). Certaines sequences de ses films expriment sa conception de 
l'evolution de la capitale: 

J'aime Paris, dit-il et j'aurais voulu faire quelque chose pour qu'on la sauve­
garde. Mais le fait que Jess Hahn, dans le Signe du lion, se promene sur les 
berges de la Seine n'empechera certainement pas qu'on les remplace par une 
autoroute qui [ ... ] defigurera la rive droite6• 

Notons que pour Rohmer, la question de la modernite se pose en des 
termes identiques pour !'architecture et le cinema: de meme que le cinema 
de la nouvelle vague peut etre moderne, pense-t-il, sans pour autant devoir 
rompre avec la chronologie ou la narration, de meme !'architecture peut etre 
moderne, selon lui, en conciliant le respect du passe: « L'extreme conserva­
tisme et !'extreme progressisme sont freres. Si l'on demolit petit a petit les 
maisons de Paris [ ... ], on ne batira jamais rien de bien neuf. » 7• Et ii ajoute: 

Pourquoi tout franc;ais n'aurait-il pas sur l'amenagement du territoire des idees, 
meme idiotes, alors qu'il en a sur la reforme electorate ou le conflit indo-pakis­
tanais?8• 

II n'est done pas etonnant qu'en 1975 Rohmer soit intimement persuade, 
depuis longtemps, que les questions d'urbanisme ne sont pas suffisamment 
debattues en France, et qu'il songe a realiser des documentaires sur l'archi­
tecture9• 

Cette serie comportait quatre emissions de 45 a 50 minutes, diffusees 
d'aoOt a septembre 1975 sur la premiere chaine. La premiere, L'enfance 
d'une ville (10 aoOt 1975), est consacree a Cergy-Pontoise. Reportage sur 
cette ville nouvelle, elle met en scene le personnel de la societe d'amenage­
ment, notamment M. Hirsch, dirigeant de la societe d'amenagement de la 
ville nouvelle de Cergy Pontoise, les architectes, particulierement Riccardo 
Bofill devant la maquette du projet de petite cathedrale (1971-1972), mais 

6 - Id., p. 260. 
7- Id., p. 261. 
B- Ibid. 
9 - D'apres le temoignage de 
Paul Chemetov, Rohmer aurait 
commence des 1972, soit trois 
ans avant ce projet d'emis­
sion, a s'interesser a leur tra­
vail et venir les filmer. 
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10 - Les coteaux de Maubuee, 
concours organise par la ville 
nouvelle de Marne-la-vallee en 
1972-1974, est publie en 
juillet-aout 1974 dans 
L' Architecture d'Aujourd'hui, 
puis en octobre 1975 dans 
Techniques et architecture, en 
octobre 1976 (octobre­
novembre) dans L'Architecture 
d'Aujourd'hui. Le numero de 
decembre 1974-janvier 1975 
de Techniques et architecture 
consacre une tres grande par­
tie de son numero consacre 
aux villes nouvelles de provin­
ce au Vaudreuil. La ville neuve 
de Grenoble Echirolles, com­
mencee en 1966, et plus preci­
se men t le quartier de 
l' Arlequin, est publiee dans 
L'Architecture d'Aujourd'hui 
(juillet-aout 1974). 

aussi et surtout, les habitants et leurs associations. La deuxieme, La diversi­
te du paysage urbain (24 aout 1975), evoque le travail d'une jeune agence 
d'architectes, !'atelier de recherche et d'etudes d'amenagement (AREA). 
L'emission debute par un debat en plateau avec l'equipe d'AREA, Alain 
Sarfati, Bernard Hamburger, Jean-Louis Venard, Philippe Boudon, qui est l'oc­
casion pour ceux-ci d'expliquer les idees qui animent leur recherches: le 
theme de !'industrialisation ouverte comme condition de la diversite, cher a 
Hamburger; le jeu sur l'echelle theorise par Philippe Boudon; l'idee de teles­
coper les references pour produire un discours narratif attractif developpee 
par Alain Sarfati. La seconde partie de !'emission est consacree a l'etude du 
projet pour le concours des coteaux de Maubuee a Marne-la-Vallee que la 
jeune equipe a remporte un an auparavant, en juillet 1974. La troisieme de 
ces emissions, La Forme de la ville (31 aout 1975) met en scene les architectes 
de l' Atelier d'urbanisme et d'architecture (ALIA). L'emission est a nouveau 
bipartite: tout d'abord, une visite du quartier de I' Arlequin, dans la ZLIP de 
Grenoble-Echirolles, conc;:u a partir de 1966 par Henri Ciriani, Borja Huidobro 
et Michel Corajoud; puis une sequence dans l'agence de I' ALIA consacree au 
commentaire de la maquette realisee pour le concours d'Evry (1971-1972). La 
derniere emission intitulee Logement a la demande (22 septembre 1975) 
concerne la ville du Vaudreuil. Rohmer quitte le point de vue des architectes 
pour celui des utilisateurs: !'emission est consacree exclusivement a !'expe­
rience d'un couple, les Lenoir, qui, grace aux procedes d'industrialisation 
Solfege mis en reuvre par l' Atelier de Montrouge (et plus precisement Gerard 
Thurnauer), peuvent concevoir eux-memes l'organisation interieure de leur 
futur appartement. 

Ces emissions se distinguent par le role de Rohmer qui, manifestement pas­
sionne par les enjeux architecturaux de l'epoque, contribue a faire de son pla­
teau un reel lieu de discussion sur ['evolution de l'architecture contemporai­
ne. En cela, l'emission de Rohmer differe des revues architecturales profes­
sionnelles ou le debat, meme a cette epoque, est peu present et souvent fige. 
Mais il n'y a pas de reelle difference de nature entre les deux supports: les 
objets architecturaux retenus par l'emission sont strictement les memes que 
ceux qui interessent la presse et les discours developpes par les architectes 
sont identiques10• 

Meme si la serie ne comporte que quatre emissions, elle revele que la tele­
vision a su se faire alors le porte-parole aupres du grand public de !'evolution 
du debat architectural de l'epoque, marque par la contestation du discours de 
!'architecture moderne formalise par les CIAM (congres internationaux d'ar­
chitecture moderne). La television diffuse la pensee d'une nouvelle genera­
tion d'architectes qui, en reaction contre l'urbanisme des barres et des tours, 
reflechit a de nouvelles solutions, marquees par le retour aux references, 
l'importance du contexte et le souci de la diversite. Parallelement, avec les 
polemiques nees autour du projet de reamenagement des Hailes, les franc;:ais 
prennent conscience qu'ils ont un role a jouer dans la constitution de la ville. 
C'est done a contrario que se verifie la these d'un controle de l'Etat sur l'ima­
ge de l'architecture vehiculee par la television. Si, pendant les annees 1950 
et 1960, l'architecture occupe si peu de place dans ce media, c'est sans doute 
parce que la creation est trop concentree entre les mains de l'Etat pour pou­
voir etre objet de debat. Au contraire, apres 1968, avec le demantelement de 
l'ORTF et le tournant politique liberal impulse par Valery Giscard d'Estaing, 
les questions architecturales peuvent etre abordees a la television, qui se fait 
alors le miroir de la remise en cause du Mouvement moderne. 
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C h a p t r e IV 

Patrimoine et strategies de conservation 

Heritage and Conservation Strategies 

Comment l'reuvre devient-elle patrimoine? A quelles fins {'architecture moderne est-elle inventoriee? 
L'analyse de la valeur des edifices. 

Analysis of the value of buildings addresses two questions: how does a built work become heritage; what is the 
purpose of an inventory of modern architecture? 

France VANLAETHEM 
Introduction 

1. Bruno FAYOLLE-LUSSAC 
De la stigmatisation a la monumentalisation du Mouvement moderne: 
l'reuvre de Le Corbusier en Gironde 

2. Marieke KUIPERS 
Fairy Tales and Fair Practice, Considering Conservation, Image and Use 

3. Sarah MOUTURY 
La Cite Modele du Heysel: aspect patrimonial 

4. Alexandra TEAGUE 
Rose Seidler House: the Representation of Use Value in Modern Places 

5. Andrew M. WALDRON 
Evaluating Modern Heritage in the Federal Government of Canada's 
Building Inventory 
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Introduction 

France VANLAETHEM 
Professeur, DESS en Connaissance et Sauvegarde de !'Architecture Moderne, 

Universite du Quebec a Montreal, presidente de DOCOMOMO Quebec. 

La conservation de ['architecture moderne est l'une des deux missions 
fondatrices de DOCOMOMO International, l'autre etant la documentation. Le 
projet de conservation du Mouvement moderne peut etre entendu de deux 
fa~ons: la perpetuation de ses ideaux sociaux et culturels ou la sauvegarde 
de ses realisations baties, deux enjeux souvent en concurrence au sein de 
DOCOMOMO. 

Voila deja trente ans que Hans Robert Jauss introduisait la notion de 
reception afin de renouveler l'ecriture de l'histoire de l'art1• Certes, ['ar­
chitecture n'est pas la litterature. Son « texte » subit bien plus physique­
ment les affres du temps et sa frequentation ne releve pas d'un choix deli­
bere comme la lecture d'un roman. L'architecture s'impose dans la vie quo­
tidienne de tout un chacun. Cependant sa production tout comme son usage 
impliquent la reconnaissance de certaines formes et le partage de certaines 
valeurs. 

Sans avoir eu ['occasion comme nos collegues fran~ais de mettre au defi 
de maniere systematique la theorie de la reception dans le cadre de l'en­
seignement et de rencontres savantes2, il me semble que les concepts 
d'« horizon d'attente » et d'« ecart poetique » qui articulent la theorie de 
la reception de Jauss, peuvent nous aider a comprendre certains des echecs 
de ['architecture moderne et a reviser nos manieres de penser et de faire le 
patrimoine. 

Si !'architecture moderne est de mieux en mieux protegee dans de nom­
breux pays, elle l'est au titre de monument historique bien plus que comme 
patrimoine. ll ne faut pas confondre les deux notions. La premiere, heritee 
du x1xe siecle, repose sur le jugement de specialistes et sur !'appreciation 
d'une elite. Au contraire, le second implique une appropriation elargie et 

1 - « L'histoire de la litteratu­
re : un defi a l'histoire litterai­
re » (1968), Pour une esthe­
tlque de la reception, Paris, 
Gallimard, 1978, p. 21-43. 
2 - Richard Klein et Philippe 
Louguet , La reception de 
/'architecture, Cahiers 
thematiques: Architecture/ 
Histoire/Conception, Lille, 
Editions de l'ecole d'architec­
ture de Lille, 2002. 
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3 - Willem Jan Paijmans et 
Joris Molenaar, « A Modern 
Villa from 1933 in 2001. "As if 
nothing has happened" » , 

Brinkman and Van der Vlugt . 
The Sonneveld House. An 
Avant-Garde Home from 1933, 
Rotterdam, NAi Publishers, 
2001 , p. 152-159. 

conduit a une extension et une diversification du domaine de la conserva­
tion. 

S'interessant aux realisations de Le Corbusier en Gironde (sud-ouest de 
la France), Bruno Fayolle-Lussac souligne les facteurs favorables a la recon­
naissance monumentale, la cloture de l'reuvre liee a la mart de son 
« auteur » et la menace de la perte des edifices. II rappelle aussi l'impor­
tance cruciale de !'attention portee par les historiens et les institutions 
museologiques, mais montre la fragilite de !'appropriation locale lorsque 
celle-ci est motivee par des considerations imposees par en haut et de l'ex­
terieur, meme dans le cas d'un architecte dont la notoriete est universelle. 
Quels sont done les obstacles qui s'opposent a la patrimonialisation de !'ar­
chitecture moderne? 

DOCOMOMO fonde la valorisation de !'architecture moderne sur son 
caractere novateur ou, en termes jaussiens, sur sa capacite a produire un 
« ecart poetique » , une distance par rapport aux attentes des habitants-lec­
teurs, a leurs modeles culturels et aux conventions qui prevalaient au 
moment de l'elaboration du projet. La Cite Fruges a Pessac (1923-1926, Le 
Corbusier arch.) est un exemple fameux a cet egard. Meme dans le cas de la 
maison de Rose Seidler (Sydney, 1948-1950) par Harry Seidler, forme a I' eco­
le de design de Havard aupres de Gropius, une tension existait entre la phi­
losophie de design de l'architecte et la culture viennoise de la ma1tresse 
d'ouvrage, mere de Seidler, comme le releve Alexandra Teague. La distance 
culturelle etablie par l'edifice moderne est certes plus ou mains grande 
selon que l'architecte-auteur a totalement ou non rejete la tradition et les 
conventions. La difference est grande entre la maison Schroder (Utrecht, 
1923-1924, G. Rietveld arch.) et la maison Cassandre (Versailles, 1925-
1927, A. Perret arch.) ou encore entre les cites-jardins regionalistes et les 
grands ensembles modernistes. Ne peut-on pas se demander si la difficulte 
de l'architecture moderne a s'imposer comme patrimoine n'est pas liee au 
fait que celle-ci reste toujours une architecture non familiere? Cette etran­
gete, obstacle a l'attachement, ne fonde-t-elle pas le comportement des 
proprietaires et des usagers qui la traitent trap souvent comme un simple 
objet utile, modifiable a merci, pour des raisons autant pratiques que de 
gout? Ces attitudes n'ont rien a voir avec le culte que portent les architectes 
restaurateurs aux monuments modernes. 

La plupart des projets de restauration visent a retablir l'reuvre architec­
turale moderne « comme si rien ne s'etait passe » , pour reprendre les 
termes utilises par Willem Jan Paijmans et Joris Molenaar lorsqu'ils caracte­
risent leur intervention sur la maison Sonneveld (Rotterdam, 1933, Brinkman 
et Van der Vlugt arch.)3• Marieke Kuipers explore les raisons d'une telle 
approche pourtant condamnee pour le patrimoine ancien depuis La Charte 
de Venise. Serait responsable la survalorisation idealiste de l'acte de crea­
tion qui vise a ressaisir l'idee originelle de !'artiste. Jouerait aussi l'abon­
dance de la documentation relative au projet original, des dessins mais aussi 
des photographies qui temoignent de l'etat du batiment au moment de sa 
livraison, avant meme d'etre occupee, des images ou les habitants sont 
presque toujours absents, comme le note Alexandra Teague. La multiplica­
tion des images etait d'ailleurs favorisee par la transformation des condi­
tions de la reception , avec l'essor de la presse architecturale photographi­
quement illustree. La sacralisation de l'reuvre de l'architecte-auteur est 
encore manifeste dans la mise en valeur patrimoniale, comme le note 
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Teague, une tendance que cherchent a depasser les conservateurs de la mai­
son Seidler en la presentant comme un document qui ne releve pas seule­
ment de l'histoire de !'architecture mais encore de l'histoire culturelle. 

Comment tenir compte dans la restauration de l'usage et des attentes 
des citoyens? Sarah Moutury suggere que des modifications soient apportees 
a la Cite Modele a Bruxelles afin de mieux l'integrer dans son environne­
ment. Comment fait-on cela sans perdre l'integrite de !'ensemble? Mais l'in­
tegrite physique de l'reuvre est-elle si importante que le pensent les archi­
tectes restaurateurs du moderne? Comme le rappelle Fayolle-Lussac, Le 
Corbusier envisageait le remplacement des edifices qu'il construisait apres 
une periode de temps relativement courte. Et ii n'etait le seul a penser 
ainsi. Les Futuristes ne reclamaient-ils pas que chaque generation produise 
son architecture? Ce constat induit une ultime question : la conservation 
patrimoniale de !'architecture du Mouvement moderne est-elle legitime? 

Oui, certes, car ii ne faut ni nier la reception au profit de la production, 
comme le font les tenants de la restauration a l'identique, ni voir la recep­
tion comme un phenomene separe de la production. Jauss nous montre la 
dynamique de la communication qui relie les deux moments dans le court et 
le long terme. La monumentalisation participe pleinement de la reception 
qui reactualise l'reuvre du passe, chaque generation la reinterpretant sui­
vant son horizon d'attente, ses valeurs dont la formation n'est pas indepen­
dante des receptions anterieures. La patrimonialisation de !'architecture 
moderne contribuera-t-elle enfin a la faire accepter par un large public 
comme une « nouvelle tradition »? 

Introduction 

France VANLAETHEM 

Professor, DESS en connaissance et sauvegarde de !'Architecture 

moderne (Masters programme in the Study and Protection of 

Modern Architecture), Universite du Quebec, Montreal, President, 

DOCOMOMO Quebec. 

The conservation of modern architecture is one of the two basic missions of 
DOCOMOMO International, the other being its documentation. The project for the 
conservation of the Modern Movement can be understood in two ways: the perpe­
tuation of socio-cultural ideals or the protection of built works, two often competing 
concerns within DOCOMOMO. 

It has been over thirty years since Hans Robert Jauss introduced the notion of 
reception theory in order to innovate the writing of history. 1 Of course architecture 
should not be confused with literature, Its "text" is much more susceptible, physi­
cally, to the throes of time, and its frequentation does not reflect a deliberate choice 
as does the reading of a novel. Architecture imposes itself on the quotidian life of 
each and every one of us. Nonetheless its production as well as its use implies the 
recognition of certain forms and the sharing of certain values. 

1 - "L'histoire de la litterature: 
un defi a l'histoire litteraire" 
(1968), Pour une esthetique de 
la reception, Paris, Gallimard, 
1978, pp, 21-43. 
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2 - Richard Klein and Philippe 
Louguet, La reception de 
I 'architecture, Cahiers 
thematiques : Architecture 
Histoire/Conception, Lille, 
Editions de l'ecole d'architec­
ture de Lille, 2002. 
3 - Willem Jan Paijmans and 
Joris Molenaar, "A Modern Villa 
from 1933 in 2001 . 'As if 
nothing has happened,"' 
Brinkman and Van der Vlugt. 
The Sonneveld House. An 
Avant-Garde Home from 1933, 
Rotterdam, NAi Publishers, 
2001, pp. 152-159. 

Not having had the opportunity, like our French colleagues, to challenge syste­
matically reception theory within a teaching context or specialist conference,2 it 
seems to me that the concepts of "horizon d'attente" (horizon of expectation) and 
"ecart poetique" (poetic distance) on which Jauss' reception theory hinges can assist 
us in understanding certain failures of modern architecture and to revise our way of 
thinking about and creating our heritage. 

If progressively modern architecture is better protected within numerous coun­
tries, it is so more under the rubric of historical monument than heritage building. 
One must not confuse the two notions. The first classification, adapted in the 20th 

century, depends upon the judgement of specialists and the appreciation of an elite. 
The second, to the contrary, implicates wider approval and leads to an expansion and 
diversification within the domain of conservation. 

Interested in Le Corbusier's work in the Gironde (southwest France), professor 
Bruno Fayolle-Lussac underlines factors favourable to its recognition as monument: 
the ultimate closure of work associated with the death of the "author" and the threat 
of ruin to some of his buildings. He recalls too the crucial importance of the atten­
tion manifested by historians and museum institutions, but demonstrates the fragili­
ty of local appropriation when motivated by considerations imposed from higher or 
external authorities, even in the case of an architect whose reputation is universally 
recognised. What then are the obstacles that impose themselves on the heritage of 
modern architecture? 

DOCOMOMO bases the valorisation of modern architecture on its innovative 
character or, in Jaussian terms, on its capacity to produce a "poetic distance," a 
distance in relation to the expectations of its inhabitant-readers, to their cultural 
models and to conventions prevalent at the time of its design evolution. The Cite 
Fruges at Pessac (Le Corbusier, 1923-1926) is a notorious example of this type. Yet 
even in the case of the Rose Seidler house (Sydney, 1948-1950) designed by Harry 
Seidler who studied at the Harvard School of Design under Walter Gropius, a tension 
existed between the architect's design philosophy and the Viennese culture of his 
client, in fact herself Seidler's mother, as Alexandra Teague elaborates. The cultural 
distance established by a modern edifice is obviously greater or lesser depending on 
whether or not the architect-author has totally rejected tradition and conventions. 
A great distance exists between Gerrit Rietveld's Schroder House (Utrecht, 1923-
1924) and Auguste Perret's Cassandre House (Versailles, 1925-1927), or again 
between regional city-garden estates and major modernist ensembles. Can we not 
ask ourselves if the difficulty of modern architecture in imposing itself as heritage is 
not linked to the fact that it perpetually remains as unfamiliar architecture? Is not 
its strangeness, an obstacle to attachment, not grounded in the owners' or inhabi­
tants' own behaviour, all too often treating their building simply as a utilitarian 
object, modifiable ad infinitum, for reasons of practicality or taste? Such attitudes 
have nothing whatever to do with the cult that the architect-restorers bring to 
modern monuments. 

The majority of restoration projects aims to establish the work of modern 
architecture "[as] if nothing has happened," to borrow terms used by Willem Jan 
Paijmans and Joris Molenaar to characterise their intervention on Brinkman and Van 
der Vlugt's Sonneveld House (Rotterdam, 1933).3 Marieke Kuipers explores reasons for 
such an approach, albeit disapproved of in application to ancient heritage since the 
Charter of Venice. An idealistic over-valorisation of the creative act aimed at recap­
turing the artist's original idea might be responsible here. As Alexandra Teague notes, 
the abundance of documentation pertaining to the original project, including not 
only drawings, but also photographs witnessing the state of the building at the time 
of its completion even before its occupation, images in which the inhabitants are 
usually systematically absent, might play a role as well. The multiplication of images 
was for that matter given preferential treatment by the transformation of reception 
conditions through the power of an architectural press illustrated with photographs. 
The sanctification of the architect-author's reuvre is still manifest in the evaluation 
of heritage, as Teague points out, a tendency that the Seidler house preservationists 
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strove to avoid by presenting the building as a document revealing not only archi­
tectural history but cultural history as well. 

How does one take into account citizens' use and expectations within restoration? 
Sarah Moutury suggests that some modifications were effectuated at the Model City 
in Brussels so as to integrate it more successfully within its environment. How can 
one achieve this without losing the integrity of the ensemble? Yet is the physical inte­
grity of the work as important as the architect-restorers of modern architecture 
believe? As Fayolle-Lussac recalls, Le Corbusier envisaged replacing the buildings he 
constructed after a relatively brief period. And he was not alone in thinking this way. 
Was it not the Futurist claim that each generation should produce its own architec­
ture? This statement provokes an ultimate question: is conservation of the architec­
tural heritage of the Modern Movement legitimate? 

Yes, certainly, because one must neither deny reception at the expense of pro­
duction (as do those who uphold the notion of identical restoration) nor see recep­
tion as a phenomenon separate from production. Jauss demonstrates the dynamics of 
communication which links the two moments over the short and long term. 
Monumentalisation participates fully in reception which readapts a work from the 
past, each generation reinterpreting it according to its own horizon of expectation 
and values whose foundation is not independent of previous reception. Will the pro­
cess of transforming modern architecture into heritage finally contribute to its being 
accepted by the general public as a "new tradition"? 

19S 
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Cite Fruges (Le Corbusier). Pessac (1933). Gratte-ciel avant res­
tauration (1983) . Photo de !'auteur. Copyright FLC/ADAGP 2005. 
Vue du jardin. 
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Cite Fruges (Le Corbusier). Pessac (1933). Gratte-ciel restaure 
(1983). Photo de l'auteur. Copyright FLC/ADAGP 2005. 
Fa9ade principale. 
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De la stigmatisation a la monumentalisation 

du Mouvement moderne: l'<Euvre de 

Le Corbusier en Gironde 

Bruno FAYOLLE-LUSSAC 
Enseignant, Ecole d'Architecture et de Paysage de Bordeaux, France. 

From Stigmatisation to Monumentalisation 
of the Modern Movement: 

Le Corbusier's Work in the Gironde 

Of the four built works designed by Le Corbusier in the Gironde from 1918 to 1929 
- Podensac Water Tower, Cite of Lege, Tonkin House at Bordeaux, and the Cite Fruges 
at Pessac - only the last was "rediscovered" due to press reaction upon the death of 
its author in 1965. The effect of this mediatised event, together with the centennial 
of the architect's birth in 1987, on the process of local heritage classification of all 
four projects is here traced. 

Commissioned in 1918 by Frarn;:ois Thevenot for a classical park site, the water 
tower was designed by the young Jeanneret who had just created the Societe d'ap­
plication du beton arme. Although established as a public park in 1939, the disused 
tower fell into oblivion. Henri Fruges' commission for six sawmill workers' houses, 
canteen and fronton at Lege faired no better. Constructed experimentally with the 
aid of a "cement gun" from the Maison Tonkin (1923·1924) with the idea of standar­
dising and prefabricating the skeletal elements, bringing about the redefinition of 
heights for poured-in-place columns, it was nonetheless destroyed without press or 
professional reaction in 1986. Envisaged in 1923 simultaneously with the Cite of Lege, 
the Quartiers Modernes Fruges (QMF) with 53 workers' houses (out of 130 originally 
planned) was poorly received by the press and chief city architect when inaugurated 
in 1926. Units were largely transformed by their occupants, a case of positive cultu­
ral distancing between designer and inhabitants according to Philippe Boudon. These 
appropriations at Lege and Pessac put into question the right of the author to im­
pose his elaborated formalism upon their inhabitants and underscore the inevitable 
process of renovation and change within all human creativity (acknowledged by 
Corbusier himself). 
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Locally initiated retrospective heritage protection of Corbusier's works began in 
1958 (with the Villa Savoye); by 1963 his name figured on the list of significant archi ­
tects linked to 20th-century architectural patrimony. With Corbusier's death, Pessac's 
importance was recognised, although with controversy; by 1976 the Cite was inscribed 
on the inventory of Gironde sites. In 1980 one house was classified upon its proprietor's 
initiative and another received public funds for rehabilitation, irreversible action 
toward protection and re-evaluation. The QHF Cite became a site of experimental 
restoration, accelerated by centennial preparations and media hype around the 
theme of affordable social housing which simultaneously launched drives to resurrect 
Lege, eventually inscribed by 1990 and restored (except for the canteen house) in 
1994-1997, and Podensac water tower, restored into a site for cultural activites in 
1987. If, therefore, this flurry of restoration appears coherent in light of the integrity 
of Corbusier's work, it appears perhaps less so with regards to the original social goals 
of the QMF, although due to private initiatives, Lege retains its original purpose. 

The process of heritage classification poses the question of overprotection of 
Corbusier's work, defined here as the result of hyped media coverage, making sacred 
the entire body of work beyond critical analysis, serving local Gironde politics and 
economy, notably tourism, spreading to the Bordelais agglomeration. Yet perhaps, 
posits Fayolle-Lussac, a process of reappropriation by users and consumers over the 
long term will once again reclaim Corbusier's buildings. 

Des quatre realisations de Le Corbusier en Gironde de 1918 a 1929: cha­
teau d'eau de Podensac, cite de Lege et maison du Tonkin a Bordeaux, cite 
Fruges a Pessac, seule cette derniere a ete redecouverte en 1965. L'annonce 
de la mort de Le Corbusier relayee par la presse locale venait de declencher 
l'alerte. Nous tenterons done d'observer ici l'impact de deux evenements 
mediatiques - la mort de l'auteur en 1965 et la celebration du centenaire de 
sa naissance en 1987 - sur le processus local de patrimonialisation de 
l'reuvre corbuseenne et son argumentaire. 

Du temps du projet a celui des appropriations: l'epreuve 
de l'usage 

En 1918, Franc;:ois Thevenot commande a Jeanneret qui venait de creer 
la Societe d'application du beton arme, un chateau d'eau, implante en 
amont du pare de Chavat a Podensac sur la rive gauche de la Garonne. Le 
programme prevoit sous la cuve une gloriette, accessible par un escalier 
helico'idal et ouverte par huit portes-fenetres donnant sur le pare et sur la 
Garonne. De style « classique » , celui-ci s'integre au caractere general du 
pare, orne notamment de groupes de statues de style pompier, et qui 
devient un espace public en 1934. Le chateau d'eau inutilise tombe des tors 
dans l'oubli. 

La commande d'Henri Fruges a Lege, sur le bassin d' Arcachon, de six 
maisons, d'une maison-cantine et d'un fronton pour les ouvriers de sa scie­
rie est realisee non sans difficultes de 1923 a 1925. La construction experi­
mentale, a l'aide du « cement-gun», de la maison du Tonkin (1923-1924) a 
Bordeaux, en vue de standardiser et de prefabriquer les elements de l'ossa­
ture, fait redefinir le gabarit des poteaux coules sur place et modifier les 
plans initiaux. Cette maison sera detruite en 1986 sans reaction de la pres­
se ni des « experts » . La cite n'est pas inauguree ni meme mentionnee lors 
de l'inauguration de Pessac en 1926. Elle est occupee en 1929 par des 
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ouvriers de la scierie Darbo, qui a rachete la scierie Fruges en faillite. Par la 
suite, des travaux de transformation parfois lourds seront effectues par le 
proprietaire et les locataires. 

Le projet des Quartiers modernes Fruges (QMF), envisage en 1923 a par­
tir de la commande de Lege, prevoit cent trente maisons et comporte cinq 
types de logements realisables en serie. Seuls deux secteurs realises (cin­
quante-trois maisons) seront inaugures en 1926 et plut6t mal accueillis au vu 
de la presse locale et notamment des reactions de l'architecte en chef de la 
ville, Jacques d'Welles. La mise en vente sera retardee, en raison notam­
ment de problemes d'execution de reseaux et de voirie ainsi que de la failli­
te des Fruges en 1929. Si les reactions locales a I' epoque, dont cell es des 
habitants, sont mitigees, la distance culturelle entre le concepteur et les 
occupants s'est revelee finalement positive, selon Philippe Boudon: ces der­
niers ayant pu s'approprier les maisons et le quartier, les ajustant a leur 
mode d'occupation de l'espace et rectifiant de leur point de vue, les erreurs 
de la conception. 

Ainsi, selon !'expression de le Corbusier, la vie a eu raison, comme tou­
jours: « L'un et l'autre, l'habiter et !'habitat, restent de veritables crea­
tions humaines et, comme toute creation sans cesse renouvelee, ne peuvent 
se deduire du passe ». A Pessac et a Lege, le temps de !'appropriation a ete 
celui de la manipulation obligee d'une architecture tres elaboree dans sa 
formalisation, destinee a satisfaire les besoins de l'homme moderne, par des 
habitants remettant en question le droit de !'auteur sur son reuvre1• Celui­
ci s'indigne des 1931, devant les modifications apportees par les habitants, 
donnant a la cite« ('allure de !'architecture la plus gougeate des villes d'eau 
en pseudo-moderne » et s'insurge contre leur mauvais goGt2 : une reaction 
qui releve de .. l'echelle-socio-culturelle du projet [ ... ] reduite (ici) au degre 
zero » 3• Plus tard, Le Corbusier estime la duree de vie d'une maison a envi­
ron cinquante ans en harmonie avec les besoins d'une famille et preconise 
d'installer les enfants dans une nouvelle maison « au gout de leur genera­
tion a eux (qui) supprimera les frequents et vains travaux d'adaptation que 
nous voyons se renouveler sans cesse » 4• En toute orthodoxie corbuseenne, 
les maisons de Pessac etaient legitimement rempla<;:ables vers la fin des 
annees 1970 ! A l'epoque precisement OU l'on commence a proteger la cite. 

La reconnaissance de l'ceuvre en Gironde: une legitimite 
importee 

Des 1958, l'reuvre de Le Corbusier entre dans la sphere du patrimoine 
(protection en urgence de la villa Savoye) et, en 1963, son nom figure sur une 
liste d'architectes « significatifs » 5 au titre de la notion emergente du patri­
moine architectural du XX• siecle. Des la fin des annees 1960, des recherches 
resituent !'importance de Pessac (Boudon/1969, Taylor/1972). L'annonce de 
la mort de le Corbusier, le 27 aoGt 1965, relayee par le journal Sud-Ouest, se 
traduit, des le 31 aout, par une visite officielle du depute-maire de Pessac 
et du directeur du journal aux Quartiers modernes Fruges, dont !'architec­
ture fait penser « aux critiques d'alors (de celui) qui devait se reveler le plus 
moderne de !'architecture du siecle » . La notoriete vient d'effacer la cri­
tique locale, mais l'emploi du beton arme reste « mieux designe [ ... ] pour les 
grands ensembles que pour les realisations individuelles ... (qui) ... ne corres­
pondent sans doute plus a notre epoque ». Des 1966, le conservateur regio-

1 - La conservation, op. cit, 
p. 9-14. 
2 - Ferrand (Marylene) et al., 
op. cit, p. 112. 
3 - Boudon (Philippe), Pessac 
de Le Carbusier (1927-1967), 
suivi de Pessac II, Le Corbusier 
(1969-1985), Paris Dunod, 1985 
(1'0 ed. 1969), p. XIII. 
4 - Fondation Le Corbusier, D2-
19 (avant 1956). 
5 - Barres (Renaud), Essai 
d'une theorie de restauration 
active du patrimoine moderne 
et contemporain , Paris, Ed. de 
l'Esperou, 2000, p. 17. 
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Bruno Fayo/le-Lussac 

6 - Revue Aquitaine, n· 13, 
1974, p. 25-27. 
7 - Groupe fonde l'annee du 
patrimoine (1980) par cinq 
architectes bordelais, a ['occa­
sion d'un concours sur la gare 
de Biarritz. 

nal des Monuments historiques demande ['inscription de !'ensemble de la 
cite, sur proposition de la municipalite. En 1967, l'avis de la commission 
superieure est reserve sur « cette realisation [ ... ] consideree comme une 
reuvre de jeunesse » , au regard de l'un des criteres de la Liste Andre Malraux 
(1963): un architecte representatif d'un courant significatif, un edifice 
temoignant d'une avancee technique. L'avis favorable accorde en 1968 
n'aboutit pas en raison du statut prive des habitations: la cite est inscrite, 
par defaut, a l'inventaire des sites de la Gironde en 1976. 

En 1980, le classement d'une maison a l'initiative du proprietaire et, en 
1982, la demande de rehabilitation adressee par un autre proprietaire a un 
organisme de renovation de l'habitat ancien (CEREL-ARIM) declenchent un 
processus institutionnel irreversible de protection et de mise en valeur. La 
ville achete un gratte-ciel en 1983 pour y installer la « maison Le Corbusier » 

(l' Association des amis de Le Corbusier est creee en 1990). Suite a une etude 
de 1985 sur la sauvegarde et la rehabilitation des Quartiers modernes 
Fruges, la cite devient le lieu d'une restauration experimentale fondee sur 
l'archeologie du bati et une strategie de restauration-renovation. L'annee 
du centenaire, annoncee des 1985, incite la presse locale a valoriser la cite 
et suggere le theme d'une exposition a Bordeaux sur !'habitat bon marche 
de le Corbusier. Dans ce nouveau contexte et dans le cadre d'une politique 
locale de concertation, l'OPAC Aquitanis a acquis en 1993-1994 quatre mai­
sons representatives des types conc;:us par Le Corbusier, afin de garantir une 
certaine mixite sociale (logements HLM - habitations a loyer modere) sur le 
site qui a tendance a etre accapare par d'autres milieux socio-culturels que 
ceux prevus a l'origine. Par la suite, en 1997, la cite constitue le creur et le 
referent d'une ZPPAUP (zone de protection du patrimoine architectural, 
urbain et paysager). 

Le battage autour du centenaire va legitimer la resurrection de Lege et 
du chateau d'eau de Podensac. La cite de Lege, retiree de la deuxieme edi­
tion de L'reuvre complete 1910-1929), resurgit en 1974 dans la presse regio­
nale6 mais n'appara1t qu'a la marge dans les travaux scientifiques des 
annees 1970-1980. En 1988, la visite d'un japonais alerte la presse locale au 
moment de la tentative de demolition de la cite par la municipalite. La cite 
est inscrite dans sa totalite en 1990, a !'initiative du proprietaire qui en 
negocie la vente avec Gironde-Habitat (1992): la cite restauree (1994-1997), 
a !'exception de la maison-cantine, respecte l'intention initiate du projet de 
Fruges (logements HLM). La restauration de ['ensemble, techniquement fra­
gile, est confiee a l'architecte en charge de Pessac, valorisant ainsi les 
recherches patientes sur la restauration des Quartiers modernes Fruges. 

La tentative de classement a Podensac releve d'une invention culturelle, 
beneficiant de cette vague mediatique. Grace a !'intervention de deux 
architectes etrangers, la municipalite decouvre en 1983 le chateau d'eau 
dont la destruction etait programmee. En 1986, la COREPHAE (commission 
regionale du patrimoine historique, archeologique et ethnologique) refuse 
l ' inscription (en alleguant du mauvais etat d'une reuvre d'interet secondai­
re), la municipalite de l'epoque etant peu favorable a cette proposition , 
presentee a !'initiative d'un groupe d'artistes bordelais: le Groupe des 
cinq7• C'est bien ici la notoriete de Le Corbusier qui legitime la demande. 
En octobre 1987, grace a un bail emphytheotique, le Groupe des cinq res­
taure le chateau d'eau, transforme en lieu d'accueil pour des manifestations 
culturelles. 
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L'muvre mediatisee au risque d'une surprotection? 

Le declenchement local du processus de patrimonialisation repose done 
en Gironde sur un argumentaire importe, rythme par deux evenements sym­
boliques: la mort et surtout la commemoration de la naissance de Le 
Corbusier. Les initiatives locales s'inscrivent ainsi dans les convenances cul­
turelles du gout officiel. 

La sauvegarde des Quartiers modernes Fruges appara1t coherente au 
regard de l'reuvre de Le Corbusier, mais se traduit par l'arrivee d'une clien­
tele, plus conforme culturellement aux souhaits du concepteur, au detri­
ment, pour partie, de l'objet social originel de la cite: l'objet patrimonial 
a induit ['evolution sociale de son occupation. A Lege, l'initiative privee 
s'inscrit dans un contexte plus favorable. La cite restauree, plus marginale 
au regard de l'reuvre, reste fidele a sa destination originelle. La sauvegar­
de du chateau d'eau releve d'une initiative et d'un statut prives, s'inscri­
vant dans le processus actuel de reconnaissance de la totalite d'une reuvre 
d'un des grands architectes du xxe siecle, mais retombe depuis peu dans 
l'oubli, alors que le pare de Podensac, restaure, a retrouve une nouvelle vie. 

Ce processus d'invention patrimoniale pose la question de la surprotec­
tion de l'reuvre de Le Corbusier, definie comme un phenomene produit par 
l'hypermediatisation de l'reuvre d'un auteur. Presentee comme « un fait 
artistique total » celle-ci sacralise ['ensemble de sa production, les decli­
naisons de la valeur de l'reuvre l'emportant sur ['analyse critique. Portee a 
la connaissance de taus, l'reuvre serait des tors legitimement « patrimonia­
lisable » dans sa totalite, du fait de sa celebrite. Cet effet de notoriete, 
dans le cas de Le Corbusier, a joue indubitablement, comme une norme cul­
turelle indiscutee a l'echelle locale dans le processus de reconnaissance et 
de protection de son reuvre girondine. La protection declenchee de fa~on 
conjoncturelle par la mediatisation des commemorations a legitime des poli­
tiques et des strategies locales de mise en valeur d'image, notamment a 
effet touristique (Pessac et le patrimoine, la modernite de Le Corbusier, 
recuperee par l'agglomeration bordelaise). Cependant, au-dela du pheno­
mene de mode qui l'a revele, le patrimoine ne se projette-il pas, dans le 
temps long de la transmission, en suscitant un desir et un processus de reap­
propriation de l'reuvre parses usagers ou ses consommateurs: un processus 
durable, silencieux, mais toujours a reactualiser? 
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Sonneveld House, garden elevation, J. A. Brinkman and L. C. van der Flug!. The trees 
are grown up but that is the only difference with Jan Kamman's photo of 1933. Image 
and substance are still the same, thanks to the careful restoration by Joris Molenaar 
(Photo by Marieke Kuipers, 1999). 

Rotterdam, Kiefhoek housing estate by J. J.P. Oud, tapestry shop in the recon­
structed corner-shop. Even if one tries to restore the historic image, still the efforts 
might fail to educate the tenant's taste (Photo by Marieke Kuipers, 2001 ). 

Sonneveld House, bathroom. Only the 
chromium has been polished; no more 
interventions were needed (Photo by 
Marieke Kuipers, 1999). 

Rotterdam, Kiefhoek housing estate, a row of the re­
constructed houses showing the internal junction by 
means of a large glass opening instead of a door 
(Photo by Marieke Kuipers, 2001 ). 
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Contes, legendes et ethique de la conservation du 
patrimoine moderne: restauration, image et usage 

Les reuvres du Mouvement moderne font aujourd'hui partie du patrimoine. Mais 
Les pratiques de conservation qui le caracterisent sont le resultat de plusieurs faits 
lies au contexte historique qui a preside a sa naissance et a son developpement. 
Ainsi, des la naissance du Mouvement, l'image photographique a ete utilisee de 
maniere intensive pour diffuser les reuvres, et ceci a entra1ne plusieurs conse­
quences. Tout d'abord !'impact de ces images dans la memoire de chacun est parfois 
plus puissant que celui de !'edifice reellement construit. Or bien souvent, elles don­
nent une version qui distord l'authenticite de ['edifice construit. Souvent prises au 
tout debut de la premiere occupation des lieux, elles ne rendent pas compte de la 
realite et de ['evolution des usages dans le temps. Entin, elles contribuent a encou­
rager la formation et la persistance des icones modernes: des edifices que l'on admi­
re comme le produit du genie architectural, mais dans lesquels on n'envisage pas la 
vie au quotidien. Cet ecart entre image et usage est renforce par le fait que, plus 
que des elements du patrimoine relevant d'autres epoques, les edifices modernes 
souffrent souvent de defauts techniques, ou repondent parfois imparfaitement aux 
exigences de flexibilite et de fonctionnalite qui etaient revendiquees par leurs 
auteurs. L'ensemble de ces faits concourent a rendre difficile la restauration des 
« monuments modernes » et a la placer sous l'emprise de tentations contradictoires 
- restaurer une « image originelle » qu'il s'agit de ressusciter, ou adapter !'edifice 
aux usages et aux standards contemporains - difficiles a concilier avec le principe 
d'authenticite qui fonde la Charte de Venise (1964). 

Plusieurs cas choisis au sein du patrimoine neerlandais illustrent la complexite de 
la conservation des edifices modernes. Le cas du sanatorium Zonnestraal a montre 
que Les problemes de fonctionnalite et d'usure des materiaux se produisent plus rapi­
dement et plus radicalement pour Les edifices modernes. La restauration de la mai­
son Rietveld-Schroder - actuellement musee - illustre un parti visant a recreer la 
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phase initiale d'occupation de la maison, sans rendre compte de l'usage de la mai­
son par Truus Schroder-Schrader, qui y vecut pendant cinquante ans. La maison 
Sonneveld a Rotterdam, par Brinkman et Van der Vlugt, est aussi transformee en 
musee. Dans les deux cas, la demarche s'apparente a la quete d'un etat « originel,, 
de l'architecture; les maisons sont restaurees comme « la Belle au bois dormant ». 

Lorsqu'il s'agit d'adapter des edifices a des usages actuels, on assiste parfois a 
des demarches tres radicales. Curieusement, elles sont parfois associees a la tenta­
tive de recreer des edifices disparus OU juges trop difficiles a preserver. Par exemple, 
le " Village Blanc ,, construit par J.J.P. Oud a Rotterdam-Oud-Mathenesse etait conc;:u 
des le depart comme un ensemble transitoire. Les logements sociaux furent rempla­
ces par des constructions nouvelles, mais la baraque, dessinee par Oud en trois cou­
leurs, fut reconstruite sur deux autres sites, en raison de son architecture attracti­
ve. La " resurrection ,, d'une des ic6nes de la modernite n'avait rien d'un acte de 
conservation. Par contre, la reconstruction du quartier De Kiefhoek, egalement un 
ensemble de logements sociaux par Oud, fut animee par une volonte de restauration 
et guidee par des images. Mariant des partis de reconstruction et d'adaptation des 
logements aux normes contemporaines du contort, l'architecte s'est montre peu sou­
cieux du respect des principes de la Charte de Venise. Pour la restauration soignee 
des maisons privees, il faut des clients et des architectes inspires comme le montre 
le cas de la maison-De Bruyn a Schiedam. 

En conclusion, la nature complexe du patrimoine moderne exige des architectes­
restaurateurs, autant que des proprietaires-clients, qui puissent, au-dela de la faci­
lite des images et des mythes, reconcilier l'ethique, la theorie et la pratique de la 
conservation. 

Introduction 

Whether we like it or not, the buildings of the Modern Movement are no 
longer pointing to the future ahead of us, rather they have become a part 
of the built heritage of the past. The modernist architecture belongs now to 
the domain of history, of public cultural institutions and the restoration rules 
of the Charter of Venice from 1964, just like medieval cathedrals, Baroque 
palaces and age-old farmsteads. This contribution explores how we can use 
our theoretical and historical knowledge in the practice of conservation, 
especially in the case of some modern Dutch houses. 

Image versus Reality 

Reviewing most of our publications and debates, it seems to be taken for 
granted that the legacy of the Modern Movement is merely regarded as an 
architect's affair, or in a broader sense, as the work of designers. As a conse­
quence, we regard the creations of the modernist architects as something 
special, as precious masterpieces of a selected group of creative geniuses, 
needing special care and attention. Both our appreciation and ideals are fed 
with the early images of the modern buildings, either the original drawings 
from the design table or photographs taken just before, or shortly after, the 
first occupancy, showing void spaces or scarcely furnished rooms, hardly any 
living person, no traces of trash or other disturbances. Thanks to these 
(often widely published and sometimes manipulated) powerful pictures of 
ideal architecture, we think - or we wish - that the depicted buildings could 
never change and stay forever, at least in our minds. It recalls the similar 
desire to stay forever young as expressed in Oscar Wilde's The Picture of 
Dorian Gray. The visual power of the photographs is so strong that they act 
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as our primary source of reference to appreciate the architectural quality of 
the modernist buildings, even in black and white. 1 While we focus on the ori­
ginal "idea," the architectural inventio, we tend to ignore that the building 
also has a substance, an existence in time and a personal meaning for its 
users. 

As true believers we admire the original images of the modernist high­
lights for their aesthetic and innovative qualities. When speaking about 
these architectural icons, we usually forget the double meaning of that 
word, one related to worship and one to portraying. However, the differ­
ence between a painted icon in a church and a built icon in a town is that 
the first is directly meant as a holy piece and can be handled as a piece of 
art as well, while the second has also to meet practical needs and only few 
people like to "live in a painting" (as in Jozef Peeters' apartment). 2 On the 
contrary, many occupants have complained about technical failures, like 
leaking roofs or draughts (e.g. Gerrit Rietveld's driver's house in Utrecht) 
and altered the buildings according to their needs and taste. 3 Ideally, these 
adaptations should fit the original idea of flexibility and functionality, but in 
practice they rarely did. 

Functional Frictions 

The legacy of the Modern Movement is often treated as a legend, a col­
lection of myths - or Phantasies as Peter Blake has named the main themes 
in his critical analysis Form Follows Fiasco. Already during their lifetime the 
modernist architects - and their admirors - had begun to create these myths, 
in which they were the heroes, those who knew how to build the future, or 
the magicians who knew the secret of eternal youth. No wonder that we pre­
fer the "mediated" buildings as our icons, because they are not meant to 
change. These pictures echo the ideal creator, like the painted icons of 
saints are a medium to God. It seems almost blasphemons, then, to disturb 
this fragile relationship between idea and materialisation - first by occu­
pying the building, then by adapting it to the occupant's needs and next by 
asking critical questions about failures, functionality, finances and future 
use. 

The story in most books about modern architecture no longer coincides 
with the later fate of the depicted buildings. In fact, the occupancy phase 
is rarely mentioned at all, let alone seriously investigated with an open 
mind towards the history of use and the possible value of later added 
elements. Yet, the continuous stream of appraising publications with beau­
tiful contemporary photos justifies our current conservation activities with 
regard to the realised experiments of the Modern Movement. Whereas the 
words icon and monument refer both to holiness and immortality, the mate­
rial reality deals with decay and loss. Here the frictions between idea and 
materialisation begin, because in many cases the "Modern Monument" can 
no longer be used in its original form and function. At least one of both 
should be adapted to make the building fit for the future again, due to new 
building codes, new technical requirements, a changed context (physically, 
socially and/or economically). To restore an icon of the Modern Movement 
without changes - of materials, functions or forms - is a mission impossible, 
especially if one wants to keep the building "alive." 

1 - See Preservation 
Technology Dossier 5 : Modern 
Colour Technology, Ideals 
and Conservation, DOCOMOMO, 
July 2002. 
2 - M. Buyle ft M. Manderyck, 
"Wonen in een schilderij. De 
conservering en restauratie 
van Jozef Peeters' atelierflat 
(1926) in Antwerpen," 
Monumenten Ii: Landschappen, 
1998, n° 6, pp. 4-22. 
3 - Cf. Het Kleine Bouwen, 
Vier eeuwen maquettes in 
Nederland, Zutphen; Utrecht, 
1983, pp. 181-183. In 1992-
1994 the house was restored 
by Dolf de Maar, who replaced 
the earlier side-building by a 
studio. 
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4 - M. Provoost, in Crimson, 
Re-Arch, Nieuwe ontwerpen 
voor oude gebouwen , 
Rotterdam 1995, pp. 8-49. The 
silo has been reallocated since 
Sara Lee has left the site. 
5 - Cf. A.T. Friedman, Women 
and the Making of the Modern 
House , A Social and 
Architectural History, New 
York 1998 , pp. 64 - 91 ; 
B. Mulder e.a. , Rietveld­
Schroder Huis 1925-1975 , 
Utrecht; Antwerpen, 1975 ; 
P. Overy e.a., Het Rietveld­
Schroder Huis, Houten, 1988. 

The famous case of the Zonnestraal sanatorium suggests that problems of 
disfunctionality and material "worn-outness" appear sooner and more radi­
cally for "Modern Monuments" than in the case of the more traditionally 
built heritage. Nevertheless, the general conservation issues of listing, pro­
tection, finding the way to adapt uses and, foremost, finances and detailed 
knowledge for restoration are more or less the same for both categories. 
What could make a difference is the fact that during the modern period new 
materials were adopted - often in an experimental way and not always in a 
sound manner - and that nowadays most "traditional" restoration architects 
are not (yet) familiar with the repair of early concrete and fine steel frames 
or plastics, while the majority of the present architects lack the "archaeo­
logical" attitude (and sometimes also the knowledge of "historic" modern 
materials and construction methods) towards the monuments of the Modern 
Movement. 

Re-Arch and Re-Turn 

The recent "juvenating shift" in the Dutch practice of protection and 
conservation of "young monuments" opens up a new debate about the inten­
tions and limits of interventions. In her leading essay on Re-Arch Michelle 
Provoost defines eight rhetorical figures concentrating on the new additions, 
such as Palimpsest for Hubert-Jan Henket's extension of the museum 
Boijmans-van Beuningen and Recapitulation for Meindert Booy's coffee silo 
for the Van Nelle factory, both in Rotterdam. 4 

What I would like to add are metaphors focusing on the "old" buildings 
and their related conservation issues, such as authenticity. The restoration 
Charter of Venice, following John Ruskin, states that conservation should 
always prevail above renewal and basically it condemns reconstructions 
because they lack historicity and authentic materials. In many cases the ori­
ginal situation of a building is uncertain and why should layers of other per­
iods be removed? Here the complications start with the heritage of the 
Modern Movement. Using the large amount of archival photos and drawings 
to help us reconstruct - more or less - the original building is difficult: they 
are close to the historic image, but only partly in its materiality and seldom 
in its context. 

Somehow we have already crossed the borderlines of authenticity and it 
seems that the on-going process of reconstruction and "musealisation" can­
not be stopped. While we welcome that "old monuments" will not be frozen 
in their historic situation but adapted to new use, it is very hard to resist the 
desire for restoring the supposed initial phase of a modern monument of a 
well-known master. It is as if history has to be sacrificed for an architectu­
ral illusion. It seems that the longing for architectural "purity" in the resto­
ration of modernist architecture is even stronger than it was in the times of 
Pugin, Viollet-le-Duc or Cuypers for Gothic cathedrals (although their own 
reconstructions are much closer to "phantasies" than the restorations of the 
moderns). 

Even Truus Schroder-Schrader, who commissioned Rietveld to design the 
house in which she would live for fifty years, is relegated to second place in 
the currently more popular name of the Rietveld-Schroder House (instead of 
the pure "Schroder House" in the first publications). 5 Almost alt later 
changes have been removed during the recent restoration, which was meant 
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to re-create the initial phase of the Schroder House, as if the lady and her 
children had never lived there. But the original unrestricted view over the 
meadows will be forever affected by the current highway in front: this loss 
is irreparable. Yet, the Schroder House as a museum of Rietveld's De Stijl 
architecture is a succes fou. And so is J. A. Brinkman and L. C. van der 
Vlugt's completely restored Sonneveld House opposite the Netherlands 
Architecture Institute in Rotterdam, opened in 2002 as a museum-house. 6 

Both restorations could be regarded as intentions to bring the master­
piece back into its original state and to recreate a Sleeping Beauty, by taking 
away later additions and by turning the private lived-in house into a public 
place and a museum-object. In analogy with the term Re-Arch, this inter­
vention of "going back to the future" (or is it going back to the idealised past 
of the architectural Urfassung?) could be called Re-Turn. However, there is 
something sterile in these restored houses, which makes you feel like Alice 
in Wonderland. 

It would be interesting to compare the various kinds of "modern" pre­
servation practice with those of the "historic preservation," e.g. the seven 
levels of intervention according to J.-M. Fitch's increasing scale of radicali­
ty: preservation, restoration, conservation and consolidation, reconstitu­
tion, adaptation of use, reconstruction and replication, but that would 
demand a complete book. 7 Yet, it is necessary to be aware of these distinc­
tions and their consequences for the image and use of a "Modern Monument" 
and also to become more familiar with the "archaeological" rather than the 
"architectural" approach of an inherited building. 

Re-Construct and Re-Vive 

Whereas the Schroder House and the Sonneveld House could give up their 
original function in favour of a return to their original form and furnishing 
(mostly authentic), the case of J.J.P. Oud's most famous social housing pro­
jects is the opposite. The most radical intervention type - demolition after 
documentation of the historic situation - is not mentioned in Fitch's range. 
But this is exactly what happened to his "White Village" in Rotterdam-Oud­
Mathenesse, which was from the start intended as a semi-permanent hou­
sing estate: it was pulled down after twenty-five years. On the other hand, 
the vanished site office has been remade - even twice - at a spot other than 
where it originally stood, just like the facade of Oud's cafe De Unie. Both 
were reconstructed because of their attractive images and not as a result of 
conservation activity. Michelle Provoost interprets these remakes therefore 
in terms of resurrection of icons of modernism, in which she also includes De 
Kiefhoek, although its re-construction was intended as an act of restoration. 
For her this subtle difference does not matter, she simply associates these 
remakes with the same historic illusion of the Dutch Village in Nagasaki and 
the attractiveness of the simulated tropical world of the Tropicana swim­
ming pool in Rotterdam. 

The range Image-Illusion-Attraction is far from the range Icon-Space­
Authenticity, not to speak of Idea-Function-Materialisation, but these cases 
show how far the influence of images can reach and how it interferes with 
the present restoration practice and sometimes completely ignores the 
international rules for conservation. De Kiefhoek was built as a social hou­
sing estate and this function was never discussed when later on interventions 

6 - The careful restoration is 
done by Joris Molenaar; see 
E. Adriaansz, B. Laan, 
J. Molenaar, Brinkman and Van 
der Vlugt: House Sonneveld, 
modern living in 1933, 
Rotterdam, 2001. 
7 - J.-M. Fitch, Historic 
Preservation, Curatorial 
Management of the Built 
World, Charlottesville; 
London, 1998, pp. 46-47. 
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menting the physical appea­
rance in 1998. 

were needed to keep the small subsidised houses livable. The adaptation 
to the present higher living standards came first - it was almost regarded as 
the perfection of Oud's original intentions - while both the social and the 
political context had changed. Over time, the population became more and 
more mixed with immigrants from non-European countries who needed low­
cost rental houses but were not familiar with Oud's fame or Dutch living 
standards in general. In Rotterdam the housing department was reorganised 
and changed its position from "landlord" into "principal." During the 80s, 
the central rules for social housing were abolished as well as the combined 
subsidy system for urban renewal (in which conservation was partly integra­
ted), the responsibility for restoration permits was transferred to the muni­
cipality (which had in this case to deal with the mixed interests of owner, 
administrator and guardian of cultural heritage) and the replacing of the 
wooden window frames by plastic frames with double glass had become a 
disaster. This replacement was based on the "what if" approach - an imagi­
nary enquiry of the original designer - instead of following the common 
conservation codes. But such interpretations can never be checked and do 
not take into account that Oud could perhaps have developed a different 
opinion. The next step was to pull down a block of six houses and to rebuild 
them in the same place, with small extensions at the rear, and to create in 
one a "museum dwelling" in order to allow the visitors (not tenants) the spa­
tial experience of Existenzminimum. It was opened in 1990 and regarded by 
the responsible architect, Wytze Patijn, as the utter consequence of conser­
ving the original idea, with the remake as proof. Because of poor foun­
dations and the increased demands of the tenants, more improvements were 
needed. Referring to the value of the image of the streetfront as the highest 
priority, Patijn defended a complete re-construction of all other houses, 
which would be "more beautiful, better and cheaper" than a full restoration. 8 

At the same time the houses were to be extended at the rear and joined 
internally by two units in several variants. Not only were the ground plans 
changed but also the refurbishment, in fact all substance of the shell. This 
type of resurrection does not fit in any of the intervention ranges because it 
is neither an exact replica, nor a conservation of the "original idea." In the 
best case the tenants are satisfied with their larger homes. 

The same mix of conflicts between image, conservation and use can be 
found in Hook of Holland, where Wytze Patijn restored Oud's earlier housing 
estate in 1998. There were technical problems with the plastering (which 
was renewed in 1982) and practical problems due to the small size of the 
dwellings - reasons for the Municipal Department for Housing (owner) to 
start a radical intervention, closer to renovation than restoration. Although 
the protected status was never disputed, the solution of technical and social 
problems had the first priority. Negative advice both from the Netherlands 
Department for Conservation (NDC) and the municipal committee on conser­
vation were put aside because the city council let the new technical living 
standards prevail. So, the upper part of the facade is replaced by concrete, 
external insulation is adapted, chimneys are removed and all interiors are 
altered to allow the junction of units for larger dwellings.9 

Compared with the remake of De Kiefhoek and the complete disappea­
rance of the "White Village," much more of the historical materials have 
been retained in Hook of Holland's housing estate, but the preference of 
image and use above authenticity and conservation gives grounds for being 
critical about this type of intervention. The desire to continue the original 
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use - low-rental social housing - and the changed conditions in the Dutch 
conservation policy have paved the way for such a radical renovation. 

Private houses are better suited for conservation, not necessarily in the 
form of a museum-house, as Joris Molenaar's conscious restoration of Van 
der Vlugt's De Bruyn house in Schiedam shows. But the result always depends 
on the owners because they decide about the architect to be involved, aside 
from budget and degree of living standard. Only devoted inheritors can let 
a modern monument live on or re-vive, but they need devoted architects to 
restore their buildings in an appropriate manner (just like the historic heri­
tage of other periods) - architects who can deal with the dilemmas of ethics, 
theory and practice of conservation. Fair practice goes beyond images, use 
and fairy tales. 
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La Cite Modele du Heysel: aspect patrimonial 

Sarah MOUTURY 

Historienne de l'art et urbaniste, Bruxelles, Belgique. 

The Model City of Heysel: The Heritage Aspect 

By its genesis and size the Model City of Heysel constitutes a forceful example of 
urbanism according to Modern Movement precepts. Built for the 1958 Universal 
Exposition, and testifying to advanced urban ideals in Belgium - to set social housing 
within nature benefiting from sun, air and greenery - it was the result of a collabo­
ration of heterogeneous architects, out of whom emerged Renaat Braem (former 
Corbusier apprentice and CIAM member), one of the most important Belgian theore­
ticians and practitioners of modern architecture, the associated Groupe L'Equerre 
and architect-politician Fernand Brunfaut. It represents one of Belgium's first expe­
riments in rational prefabricated construction, a high-density, centrally heated 
orthogonal tower on pilotis allowing maximum, separated and hierarchical pedestrian 
and vehicular circulation. 

Supreme left-wing ideologue, Braem strove to counter Belgian urban chaos with, 
paradoxically, his strictly authoritarian plan to liberate the individual. His model city 
anticipated a new social order by intentionally breaking away from the traditional 
urban fabric, becoming a fortress against the ugly, insalubrious existing city. With its 
infrastructure of collective social services (school, church, shops), this ideal archi­
tecture expressed a radical departure, a new spiritualism. If retardataire in relation 
to other countries, within Belgium itself, only the Plain of Droixhe, Liege (Groupe 
E.G.A.U., 1951-1956) and the Kiel ensemble (Antwerp, 1949-1954) rivalled Heysel as 
progressive social-housing complexes adhering to principles of the Charter of Athens. 

If Heysel's reception was globally positive until 1968, by 1971 a generational 
change in attitudes led to growing hostility toward this "fascist" project and its 
monomaniacal, oppressive architect. Contemporary heritage action has since tem­
p-ered reactions, allowing for Heysel to be inscribed on the preservation list in 1994, 
included within a zone of cultural, historic and aesthetic interest in 1995, and as­
sured national heritage interest today. Residents' reception has for the most part 
remained steadfast due to the City's architectural comforts , relatively good standard 
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2 - Voir la bibliographie. 
3 - Bontridder (A.), 
L'architecture contemporaine 
en Belgique, le dialogue de la 
lumiere et du silence, ed. 
Helios, Anvers, 1963. 

of living and stability, despite unfounded negative assessments from residents in 
nearby Brussels, likely due to Heysel's formal rupture with the old city. Heysel is one 
of the major forerunners of Belgian Modernism. Its protection is delicate, necessita­
ting a balance between the preservation of heritage values and domestic functions, 
a too strict classification, according to Moutury, compromising necessary flexibility 
and better integration with its environment, even if contrary to its original concepts. 

Introduction 

Par sa genese et son ampleur, la Cite Modele constitue un exemple phare 
d'urbanisation realise selon les preceptes du Mouvement moderne. Edifiee a 
l 'occasion de l' exposition universelle de 1958, elle devait temoigner des 
idees avancees de la Belgique en matiere d'urbanisme. Les architectes qui 
travaillerent ensemble a ce projet constituaient un groupe heteroclite1, au 
sein duquel emergeait nettement la figure de Renaat Braem, l'un des plus 
importants theoriciens et praticiens de !'architecture moderne en Belgique. 

La reception professionnelle 

La Cite Modele constitue un exemple evident d'application des principes 
du Mouvement moderne. Le projet repondait aux ideaux visant a realiser des 
logements situes dans la nature, beneficiant abondamment de soleil, d'air 
et de verdure. Les recherches menees sur le logement minimum aboutirent 
a une rationalisation de la construction qui donna lieu a l'une des premieres 
experimentations beiges des procedes de prefabrication lourde. Un veritable 
« morceau de ville » etait projete; il disposait des equipements necessaires 
au developpement de l'individu. Le logement en hauteur sur pilotis permet­
tait de degager un maximum d'espaces publics et les cheminements desti­
nes aux pietons et aux automobiles repondaient au principe de separation et 
de hierarchisation des circulations. 

Ce parti repondait aux souhaits du ma1tre d'ouvrage, represente par la 
figure de Fernand Brunfaut, architecte et homme politique. ll existait alors 
une divergence d'opinion entre catholiques et socialistes quant a la typolo­
gie souhaitable pour les logements sociaux: les premiers, representes par De 
Taeye, soutenaient la petite propriete privee et done la construction de mai­
sons individuelles tandis que les seconds, sous la houlette de Brunfaut, 
defendaient la rationalisation et la concentration des logements, et par 
consequent les immeubles en hauteur. 

Pour ce qui est de la ma1trise d'reuvre, plusieurs travaux ont montre la 
force de persuasion de Braem vis-a-vis des autres architectes de l'equipe2• 

Meme si Bontridder estime que le travail de groupe l'a mene a des compro­
mis deformant ses idees3, Braem s'est toujours exprime en termes enthou­
siastes sur !'entente au sein de l'equipe. Le parti pris d'orthogonalite etait 
surtout defendu par Braem et le Groupe L'Equerre, modernistes convaincus. 
Braem s'etait interesse tres jeune au Mouvement moderne, comme en 
temoignent son projet de ville lineaire de 1934 et la realisation de !'en­
semble du Kiel a Anvers en 1949-54 (avec Maeremans et Maes). Apres un 
stage chez Le Corbusier, il avait ete introduit par ce dernier comme membre 
des Congres lnternationaux d' Architecture Moderne (CIAM) en 1937. En 
Wallonie, le Groupe L'Equerre, qui assurait le secretariat du bureau beige 
des CIAM, avait egalement contribue a la diffusion des idees modernistes par 
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la publication d'une revue (L'Equerre, 1928-1940) et la realisation d'un 
ensemble de logements a Flemalle (1937-1975). 

Tres jeune, Braem semble avoir ete attire par l'ideologie. Des l'age de 
vingt-quatre ans, il se forgea une doctrine tres personnelle, fondee sur une 
critique des courants dominants. En gauchiste convaincu, il reprochait par 
exemple a Le Corbusier son manque de base sociale. Sa doctrine, comme l'a 
montre Strauven, n'etait pas depourvue de contradictions. Son degout du 
chaos urbanistique belge le poussait a desirer une forme de planification 
autoritaire qui, paradoxalement, devait permettre a l'homme nouveau de 
s'epanouir en toute liberte. La Cite Modele lui donna une occasion formi­
dable de mettre en pratique ses convictions et de les exprimer de maniere 
claire. Ainsi, la Cite, anticipation d'un ordre nouveau, se posait volontaire­
ment en rupture totale avec le tissu traditionnel. Le trace orthogonal nie 
celui des voiries existantes et le point de depart de la composition est conc;:u 
comme un rempart contre la ville laide et insalubre. Comme au Kiel, Braem 
donna a la chaufferie centrale une expression forte qui souligne l'importan­
ce de la collectivisation des infrastructures. Son ideal d'architecture totale 
s'affirme en outre dans !es complements au logement que sont !es ecoles, 
l'eglise, les commerces, et surtout la sculpture de sa main qui doit couron­
ner le centre social et exprimer la spiritualite de l'homme nouveau. 

Braem s'est exprime dans de nombreux textes et au travers notamment 
d'une revue, Bouwen en Wonen (1952-1962), dont il etait le fondateur. ll 
etait en outre professeur d'urbanisme a Anvers mais n'eut pas vraiment de 
disciples. La Cite Modele ne semble pas non plus avoir inspire d'autres 
reuvres. 

Si !'on prend en compte les grands ensembles batis dans d'autres pays, 
la Cite Modele appara1t comme une realisation tardive, mais elle constitue, 
avec la plaine de Droixhe a Liege (Groupe E.G.A.U., 1951-1956) et l'en­
semble du Kiel4, l'une des trois realisations les plus abouties de complexes 
de logement social repondant aux principes de la Charte d 'Athenes en 
Belgique. Elle temoigne en outre de l'integration de concepts nouveaux tels 
que le theme du « cluster » developpe a la meme epoque par les membres 
de Team X5• 

Jusqu'en 1968, la reception de la Cite Modele par les medias fut globa­
lement positive. Mais le changement de mentalite de la generation suivante 
est frappant. En 1971, dans la foulee de l'hostilite grandissante a l'egard des 
modernistes, un article hollandais attaqua de maniere acerbe la Cite consi ­
deree comme « fascisto"ide » 6• ll faut dire qu'a l'epoque, le chantier se ter­
minait a peine, la vegetation n'avait pas encore attenue l'aridite venteuse 
du plateau et les equipements prevus avaient ete relegues aux oubliettes. 
Braem qui estimait ce projet plus que tout autre s'en plaindra d'ailleurs a 
plusieurs reprises. La critique la plus construite est due au biographe de 
Braem lui-meme qui demontre methodiquement comment l'aspect oppres­
seur et monomaniaque de l'architecture decoule d'un surplus d'ideologie7• 

Aujourd'hui, patrimonialisation aidant, les avis sont plus nuances. En 
1994, la Region a commande un inventaire des deux cent reuvres d'archi­
tecture contemporaine les plus representatives. La Cite y etait reprise et 
proposee a l'inscription sur la liste de sauvegarde. Depuis 1995, elle est de 
ce fait reconnue dans les plans reglementaires regionaux comme zone d'in­
teret culturel, historique ou esthetique. Malgre cela, les professionnels sont 
partages sur la question de sa conservation. Au sein du service des monu-

4 - Strauven compte le Kiel 
• parmi les projets les plus 
accomplis que les CIAM aient 
jamais produits », p. 63. 
5 - Ce theme etait deja pre­
sent au Kiel dont le projet fut 
presente au congres des CIAM 
en 1953. 
6 - Del tour (M. ), « De duizend­
voudige verlatenheid van de 
heiselvlakte » , Tijdschrift voor 
architektuur en beeldende 
kunsten, n • 3, 1971, p. 61-66. 
Braem y repondit dans : Borst 
(H . ) et Vanstaen {A.),• Renaat 
Braem in verweer tegen het 
TABK-Team ", Tijdschrift voor 
architektuur en beeldende 
kunsten, n' 10, 1971, p. 252-
256. 
7 - F. Strauven, op. cit., p. 75-
78. 
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ments et des sites de l'administration regionale, entre autres, les opinions 
divergent, certains n'hesitant pas a souhaiter sa demolition. Par contre, la 
sensibilisation a l'egard des reuvres modernes ne cesse de gagner du terrain, 
tant au sein de comites de defense du patrimoine qu'aupres des etudiants 
en architecture8 • 

La reception par les habitants 

ll semble qu'a l'origine, le public etait particulierement admiratif. ll est 
vrai que la Cite representait pour beaucoup l'occasion de disposer d'un loge­
ment nettement plus confortable. Comme dans nombre de grands ensembles 
ou les equipements promis firent defaut, les premiers habitants sentirent 
tres vite le besoin de se rassembler pour faire valoir leurs doleances. De la 
naquit une certaine solidarite qui subsiste encore aujourd'hui. ll ressort de 
diverses sources que les habitants apprecient leur cadre de vie9 • Les ges­
tionnaires estiment que, bien que les conditions de vie se soient degradees 
rapidement ces dernieres annees, la situation est loin d'etre catastrophique, 
et qu'elle est bien meilleure que dans d'autres ensembles10 • Par contre, de 
nombreux bruxellois ont un a priori negatif et pensent que la criminalite y 
est tres importante. Le taux de rotation y est cependant mains eleve que 
dans d'autres cites et de nombreux premiers habitants y resident toujours. 
Ces perceptions opposees decoulent, a notre avis, de la volonte de Braem 
d'affirmer la rupture avec la maille urbaine traditionnelle, ce « front de lai­
deur auquel le nouveau quartier devra tenir tete ». Le « morceau de ville » 

etant ferme sur lui-meme, les abords en sont forcement peu avenants. 

Au niveau national, l'importance patrimoniale de la Cite Modele ne fait 
aucun doute. Elle constitue indeniablement un des jalons majeurs de l'ar­
chitecture et de l'urbanisme belges tant du point de vue historique qu'es­
thetique et technique. La question de sa protection, plus delicate, necessi­
te que l'on mette en balance ses diverses valeurs patrimoniales et ses qua­
lites en tant que lieu de vie. Cette analyse nous incite a pencher en faveur 
d'une reconnaissance officielle (deja en partie realisee) mais les problemes 
d'integration des abords et l'evolution des conditions de vie doivent inciter 
a la prudence. Une protection trap stricte risquerait de compromettre son 
avenir. Une meilleure integration de la cite dans son environnement, meme 
si elle est contraire au concept d'origine, devrait, a notre avis, rester pos­
sible. 
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Rose Seidler House: the Representation 

of Use Value in Modern Places 

Alexandra TEAGUE 
Conservation architect, Faculty of Architecture, Building and Planning, 

University of Melbourne, Australia . 

La maison Rose Seidler: La representation de la valeur 
d' usage dans les lieux modern es. 

La theorie contemporaine de la conservation reconna1t que les fonctions, les acti­
vites et Les pratiques associees a un lieu sont des caracteristiques importantes de leur 
signification culturelle. Ce point a ete consacre dans la nouvelle version de la Charte 
de Burra, etablie par le comite national australien de l'ICOMOS (1999). Cette nou­
velle vision a des consequences sur l'activite de la conservation. Elle incite notam­
ment a la prise en compte croissante de l'histoire sociale de !'architecture dans Les 
processus de patrimonialisation des reuvres. 

La maison Rose Seidler (1948-1950) a Sydney, dessinee par Harry Seidler (ne en 
1923) pour ses parents, est l'exemple unique en Australie d'une maison moderne qui 
a fait l'objet d'une conservation et d'une ouverture au public (1991). Ce lieu est le 
siege de plusieurs evenements culturels consacres aux annees 1950; ii accueille plu­
sieurs programmes educatifs, tout en facilitant l'equilibre financier par des locations 
pour des banquets, des reunions ou des tournages. 

L' histoire sociale et culturelle de la maison represente une dimension importan­
te de la presentation faite au public. L'edifice a plusieurs significations. En tant que 
« maison » , elle correspondait dans son etat initial a l'esthetique epuree des 
modernes; cette esthetique fut respectee par la mere de l'architecte, Rose Seidler, 
en depit de sa culture viennoise. Mais la maison connut des adaptations necessitees 
par les contraintes de la vie quotidienne. La documentation photographique concer­
nant l'usage de la maison est neanmoins restreinte, sauf lorsqu'il s'agit de soirees a 
caractere mondain, qui temoignerent de l'intert~t porte a la maison par de grands 
architectes de la scene internationale (la visite des epoux Gropius en 1954, celle de 
Eero Saarinen en 1956). Dans le prolongement de ces evenements, la maison fut ainsi 
utilisee pour promouvoir la carriere architecturale de Seidler. La maison s'analyse 
aussi en tant que production architecturale. L'un des traits les plus innovants de sa 
conception est la separation des generations, fondee par le plan. L'ambition, animee 
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Rose Seidler House, 
Turramurra, NSW (photo by 
the author, July 2000). 

par la recherche d'un style de vie idealise qui est la marque du Mouvement moder­
ne, etait d'incorporer toutes les innovations techniques apparues dans le champ 
domestique. Enfin, ['edifice, dessine en relation etroite avec deux autres maisons 
destinees a d'autres membres de la famille, participe en cela d'un projet commu­
nautaire exemplaire. 

Cet exemple montre de maniere eclairante qu'il est indispensable de clarifier les 
objectifs de la conservation: s'agit-il de montrer un objet esthetique et idealise, ou 
un lieu dans lequel des personnes ont vecu? Les methodes conseillees dans la Cha rte 
de Burra, a l'c.euvre dans la restauration de la maison Seidler, incitent les acteurs de 
la conservation a s'appuyer sur l'histoire vecue des edifices. 

Materialising the Immaterial 

Contemporary conservation theory recognises that functions, activities 
and practices associated with a place are important characteristics of its 
cultural significance. Recent additions to the Burra Charter (1999) empha­
sise that cultural significance is embodied in use. 1 Consideration of this intan­
gible aspect acknowledges the importance of human influence and interac­
tion in places, and of ideas about social significance and social history. 

Rose Seidler House (1948-1950) in Sydney, designed by Harry Seidler (born 
in 1923) for his parents, is unique in Australia as an example of a Modern 
Movement house that has been conserved and presented for public inter­
pretation, and where ideas about use are important defining characteristics. 
Built following modernist principles, which held that technology would 
improve the quality of life through design, the house incorporates open-plan 
design, domestic labour-saving devices, and materials and details aimed at 
low-maintenance. 

The Burra Charter defines use as "the functions of a place, as well as the 
activities and practices that may occur at that place. " 2 This paper is con­
cerned with the position of use value in cultural heritage assessment, and 
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how it is subsequently conserved and conveyed for interpretation. The paper 
identifies different methods of assessing use value at the Rose Seidler House, 
and argues that alternative approaches to the understanding, assessment, 
and representation of use value have potential to dramatically transform the 
reception of Modern Movement heritage places. 

The House Today 

The Rose Seidler House was opened to the public in 1991, having been 
gifted to the Historic Houses Trust by Harry Seidler in 1988. The primary 
interpretation method of the house's cultural significance is the experience 
of fabric and contents, with secondary methods including documentary and 
photographic materials, and questioning the custodian. Visitors receive 
a four-page brochure, and can browse through material comprising the 
conservation plan, press-clippings, photograph albums, and design books. 
Activities include an annual "Fifties Fair," a "Fifties TV Night," and exhibitions 
such as "Fifty Years of Good Design in Australia: Harry Seidler's Selection." 
Educational art and design programmes are offered for secondary school 
students. 3 The house and grounds can be hired for banquets, meetings, 
cocktail functions, and photo and film shoots. There have been "Martinis at 
Six with Harry Seidler" evenings usually accompanied with a talk by Seidler. 4 

The House as Home 

The conservation plan for Rose Seidler House identifies thirteen charac­
teristics defining the house's significance. 5 Characteristics relating to use 
structure this paper's discussion. Point five notes that the house "is a unique 
record of continuous family ownership" over the period 1948-1988. 
Significance concerning the house's design concept is identified as its com­
pleted state of 1950, while significance relating to use is the 1950-67 period 
of occupancy by Rose and Max Seidler. The house is presented in the "purist 
scheme as built in 1950"6 with all signs of habitation subsequent to 1950 
removed. Research indicated that Rose's presence and impact in the house 
were minimal because she was committed to maintaining her son's design 
intent. Her Viennese crockery, cutlery, and linen remained out of sight 
unless she was entertaining. The tension between Seidler's design philoso­
phy and his mother's Viennese inheritance is identified in the plan as a signi­
ficant part of the house's story,7 yet presentation does not reflect this point. 
Conservation of the house to its 1950 condition not only denies record of 
continuous family ownership and occupation, but also of the practicalities of 
everyday life. For example, photographs from the 1950s indicate use of a 
portable Ocean oil heater,8 and of Venetian blinds in the kitchen, and 
Holland blinds on all other windows. 9 

Photographs of modern architecture typically lack people and signs of 
everyday existence. Of the promotional images of Rose Seidler House repro­
duced in national and international publications, only one includes a human 
presence, and probably by accident. Some photographs of activity can be 
found in albums, but they are not indicative of everyday life. One is of 
Walter and lse Gropius at a soiree in 1954. Others are of Eero Saarinen sit­
ting in a chair of his own design when he came to judge the Sydney Opera 
House competition in 1956. The image conveyed of the modern house 
through photographic media rejects the presence of everyday life and use. 

3 - Historic Houses Trust of 
New South Wales, "Education: 
Rose Seidler House," 
http://www.hht.nsw.gov.au/f 
education.html, [2001]. 
4 - Mitchell (Andrew), the hou­
se's manager, interviewed by 
the author, 19 July 2000. 
5 Emmett (Peter), 
Conservation Plan, Mid­
Century Modern: Rose Seidler 
House 1948-50, Sydney, 
Historic Houses Trust of New 
South Wales, 1989, pp. 9-10. 
6 - Historic Houses Trust of 
New South Wales, "Mid-centu­
ry Modern," Newsletter: 
Historic Houses Trust of New 
South Wales, n" 23, 
1990-1991, p. 1. 
7 - Emmett, op. cit. 1989, 
pp. 102-103. 
8 - Emmett, op. cit. 1989, 
p. 86. 
9 - Mitchell, op. cit., 2000. 
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10 - Seidler (Harry), inter­
viewed by the author, and 
later joined by his wife 
Penelope, 27 July 2000. 
11 - Seidler (Harry), Houses, 
Interiors and Projects, Sydney, 
Associated General 
Publications, 1954, pp. XV-XVI. 
12 - Cuffley (Peter), Australian 
Houses of the Forties and 
Fifties, Knoxfield, Vic., 
Australia, The Five Mile Press, 
1993, p. 92. 

Intimate social activities at Rose Seidler House allow it to function as 
designed and offer a direct and effective means of interpreting and under­
standing how it was inhabited. This is appropriate given that much of its 
planning was based around ideas of social interaction and entertaining. 
Current use as an educational tool demonstrating architecture and interior 
design is also appropriate given that, during its occupation by the Seidlers, 
it also functioned as a promotional showpiece for Harry Seidler's architec­
tural career. To some extent this promotional function continues. 

The House as Product 

Certain aspects about use are interwoven with aesthetic and design char­
acteristics. Point two of the conservation plan identifies the house as "a 
significant historical resource to demonstrate many features of Modernist 
art, architecture, and design theory and practice." Modernist ideas about 
use concern both production and habitation. 

The house planning was innovative in separating family generations. Built 
with children in mind, Seidler's parents were to live in the house until his 
brother Marcell married, at which point they would swap and live in his 
smaller home down the drive. 10 Seidler's explication of planning reveals par­
ticular social attitudes and ideals about use. He designed for the informali­
ty of "mostly servant-less" housekeeping, and for entertaining. He believed 
in Marcel Breuer's bi-nuclear plan concept, separating living areas from sleep­
ing and bathrooms, as ideal for children because it provides a play space in 
the sleeping zone, removing children from the formal adult living areas. 
Planning ensured the housewife could watch children at play, or interact 
with people in adjoining living areas from her primary work location, the kit­
chen. 11 

Point nine notes that the house design "incorporates many examples of 
modern domestic technology and commercial products that demonstrate the 
introduction of modern electric appliances, labour saving devices, mate­
rials, fittings and storage systems into Australia." Rose Seidler House was a 
realisation of a consumerist ideal and represented a dream rather than an 
everyday reality. This idealised lifestyle was beyond the reach of most 
people. 

Point eleven states that the "intact relationship between Rose Seidler 
House and the other two Seidler-designed houses, one with continuous family 
occupation, on part of the original 16-acre family estate demonstrates an 
innovative concept of communal housing [ ... ]." From 1937, Gropius and Breuer 
had developed a New England style of mid-century modern house, and Rose 
Seidler House adheres to these principles. 12 The estate comprised Seidler's 
parent's house, one for his uncle (Marcus Seidler House, 1949-50), and one for 
his brother Marcell (Rose House, 1950). The relationship between the three 
houses is intact, with the other two remaining as private residences. 

On Reflection 

House museums are agents and evidence of social, economic and politi­
cal change, and have great potential to educate. This paper has identified 
different aspects of use value in a Modern Movement house museum. How 
use value is assessed, and subsequently represented, can impact upon a 
site's reception and understanding as a document of cultural significance. At 
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Rose Seidler House, one assessment concerns modernist design concepts and 
methods connected to production and habitation. Another recognises the 
house as a venue for formal entertaining, and promoting the architect's 
career. A third involves its everyday life as a family home. A presentation 
mode that privileges the aesthetic adequately respects use values connec­
ted to the house production, and to its more specialised uses during its habi­
tation. However, this approach denies an understanding of the house's eve­
ryday use as a home. When making decisions about modes of assessment and 
presentation in heritage conservation, the question must be asked: how 
should modern buildings be remembered? As aesthetic and idealised objects, 
or as places created in which people live, work, and play? 
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National Historic Site, 
Baddeck, Nova Scotia. 
Constructed 1954-1956. 
0. Howard Leicester, Chief 
Architect's Branch, National 
Parks Service, architect. 
(Parks Canada, 1981 ). 
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Evaluating Modern Heritage in the Federal 

Government of Canada's Building Inventory 

Andrew M. WALDRON 
Architectural Historian, National Historic Sites Directorate, Parks Canada Agency. 

Les strategies d'inventaire du gouvernement federal 
canadien et ('evaluation du patrimoine moderne 

Le departement du patrimoine federal canadien conseille les institutions fede­
rates sur la conduite de leur politique patrimoniale. Pendant ces vingt dernieres 
annees, ii a eu a traiter du patrimoine moderne posterieur a la Seconde Guerre mon­
diale. II a examine le cas d'environ sept mille batiments, dont le proprietaire est le 
gouvernement canadien. Ces batiments ont quarante ans d'age ou plus; ils sont expo­
ses a d'eventuelles alterations, a des alienations ou des demolitions. La question des 
criteres d'evaluation de ces edifices s'est posee d'une maniere aigue; un program­
me d'evaluation compose de dix criteres traitant des qualites historiques, architec­
turales et environnementales a ete mis au point pour assister le comite du patrimoi­
ne federal dans ses prises de decision concernant ce patrimoine, et fournir ainsi une 
evaluation aussi critique que possible des edifices. 

Pourtant, au cours de la derniere decennie, le comite a ete confronte a une 
imprecision grandissante dans l'etablissement des criteres esthetiques des edifices. 
II en resultait que !'evaluation etait conduite par des criteres de plus en plus forma­
listes. II s'avera aussi que le patrimoine moderne canadien revetait sans doute une 
plus grande diversite qu'on ne l'avait admis jusque-la. Ce fait s'explique par le fait 
que le Mouvement moderne, implante tardivement au Canada - l'essentiel des reali­
sations est consecutif a la Seconde Guerre mondiale - ne connut pas dans ce pays les 
developpements theoriques radicaux et ideologiques qui prevalurent en Europe. Les 
edifices posterieurs a la Seconde Guerre mondiale dont le gouvernement federal est 
proprietaire correspondent a des programmes bien precis: ecoles, hopitaux, loge­
ments sociaux, bureaux de postes et centres de recherche. La demarche des archi­
tectes canadiens de l'epoque ne relevait pas purement et simplement du « style 
International» et de !'application des ideaux de la modernite dans le contexte cana­
dien, comme on l'avait admis jusque-la, mais aussi de facteurs complexes incluant 
notamment ['influence des styles vernaculaires, des regionalismes et des conceptions 
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historiques et traditionnelles. Les strategies d'inventaire du departement du patri­
moine federal ont ete adaptees pour integrer cette complexite, comme l'a montre 
recemment ['evaluation de l'ancien opera municipal d'Ottawa. L'objectif de la poli ­
tique suivie est d'identifier les valeurs qui sont representees dans les edifices et de 
faire en sorte que les proprietaires les integrent dans leur gestion. 

Introduction 

In the past twenty years the Federal Heritage Buildings Review Office 
(FHBRO) has reviewed on a case-by-case basis over seven thousand buildings 
owned by the Canadian government. These buildings must be forty years old 
or older and be facing alteration, sale or demolition. Under the Federal 
Heritage Buildings Policy, which is an advisory policy to federal departments, 
the Federal Heritage Buildings Committee first evaluated many of Canada's 
earliest and most prominent federal buildings. A numeric scoring process 
using ten criteria dealing with the historical, architectural and environmen­
tal qualities of a building assists the committee in coming to a consensus on 
the building's heritage values. The criteria and process for clearly under­
standing where heritage values lie in a building is highly effective and with­
stands the test of time. It is an exceptional and logical process that minimizes 
subjectivity and treats a building as critically as possible. 

However, in the last decade, as federal buildings constructed after the 
Second World War were submitted for review, vagueness in conveying the 
aesthetic values of these buildings often resulted in their not being treated 
with the same critical approach as non-modern architecture. When modern 
buildings began increasingly to loom over the committee, modernism's prin­
ciples were sweepingly generalized and resulted in buildings being mis­
valued in terms of their character-defining elements. In part, the direction 
that the evaluation process was taking was due to the nature of some of the 
criteria, which were strictly divided between values of form, of function, of 
materials and of the tectonic. Furthermore, as more of Canada's federal 
building stock was being submitted, the committee was increasingly chal­
lenged to admit that post-war modernism in Canada was more diverse than 
once conceived. 

The Recent Challenge - Conceiving and Understanding 
Modernism in Canada 

Canadian architects of the first half of the 20th century never devised an 
indigenous avant-garde radicalism. Essentially, modernism in Canada was 
hesitantly applied in the interwar period and was corporatised in the post­
war period - evident in both work and domestic spheres. While there were 
some Canadian architects attempting to formulate a radicalism by the late 
1950s, a resistance to a perceived modernist hegemony did not begin until a 
counterculture with a theoretical foundation emerged in the mid-1960s. 
Canadian federal architecture after the Second World War illustrated this 
lack of a "clear break," since it slowly adopted elements of the Modern 
Movement for its bureaucratic architecture. And yet, if there was no revo­
lutionary movement or moment as such for modernism in Canada, how did 
the committee define what was modern? 

For the sake of convenience, the committee adopted the modernist apo­
logists' selective theories. For the last decade, submitted federal buildings 

DOCOMOMO International: 
These proceedings were originally published as a printed version. It has been scanned and made digitally available following our Open Access Policy. 
We are not aware of any infringement of copyrights.



Patrimoine et strategies de conservation I Heritage and Conservation Strategies 

with a modicum of ribbon windows, curtain walls, cubic asymmetrical 
volumes or industrially manufactured materials were identified as 
International Style buildings. This historicist/style approach was due in part 
to the FHBRO's architectural criteria which often persuaded committee 
members to rely solely on a formalist and functionalist aesthetic analysis. 
Consequently, reading modernism in federal buildings was not as clear as one 
would assume if comparing the heritage character statements of buildings 
identified as International Style structures with the actual building. 

For the most part, important submitted federal building types of the 
post-Second World War period have been regional departmental buildings, 
schools, hospital, mass housing, postal outlets and research centres. While 
these buildings were often identified under the International Style, today we 
understand within the Canadian context that other modern concepts were 
at play, including a variety of co-opted ideologies, influences of vernaculars, 
regionalisms and historical or traditional identities. The inherent bias 
towards conceptualizing modernism in Canada purely in relation to identi­
fying International Style elements was not providing the best service for a 
building's custodian, and a tentative move towards investigating moder­
nism's diversity in Canada has now begun to be applied in pertinent cases, 
especially as a body of scholarly literature on post-war modernism in Canada 
emerges. 

With a greater awareness of Canadian modernism, federal buildings now 
being evaluated have introduced other dimensions beyond a formalist inter­
pretation. A fuller meaning of the building's values will produce a more re­
fined statement of the building's heritage character and, in turn, will provide 
a more focussed implementable conservation programme. 

The Reality of Modernism in Canada 

Many of Canada's Depression-era architects considered the Modern 
Movement as another style within a variety of revivals and were often anti­
modernists. The post-war generation had a firmer understanding of the 
Modern Movement's tenets, although they too had been trained in concep­
tualizing a building's composition and parti. Until recently, the committee 
considered most post-war Canadian architects as consensualists, determined 
to improve Canadian society and culture by adopting the Modern Movement's 
architectural tropes. However, the era was more complex than this expla­
nation suggests. Despite a colonial mentality by many architects, either tur­
ning to their southern neighbour or back overseas, a plurality of design 
approaches did exist across the country. 

Within the federal government building programme of the early post-war 
period, a cautious and conservative modern architecture appeared which did 
not adopt the International Style outright. Instead, a neo-plastic architecture 
with an underlying classicism was being designed in the late 1940s and 
early 1950s. When a standard government building was evaluated by the 
committee a decade ago, it was identified as part of the International Style. 
Despite the underlying mediation with Canadian national neoclassicism of 
the pre-war period, this example was identified as part of the International 
Style, and was not analysed in terms of its actual aesthetic origins. Many 
other federal buildings constructed across Canada adopted a similar design 
approach; for the most part, these buildings were repeatedly identified as 
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1 - The term "rustic" refers to 
a romantic expression connec­
ted with vernacular shelters 
built in remote wilderness 
locations in Canada. As op­
posed to high-style colonial 
de-signs, the "rustic" was 
conceived as inherently 
Canadian, first appearing 
in fishing lodges and other 
leisure building types of 
the late 19th century, and 
adopted as a national style by 
the national parks service. 

examples of the International Style. Yet, evidently, there was more to the 
buildings' aesthetic programmes than simply either adopting Hitchcock and 
Johnson's tenets, or associating the building with the 1950s International 
Style. A more accurate interpretation of these buildings obviously should 
have considered neo-plasticism in relation to an earlier interwar neoclassi­
cism in the Canadian context. 

Admittedly, since the first modern federal buildings were submitted to the 
FHBRO in the late 1980s, there have been some examples which embraced 
many of the dictates of the International Style. But as modernism in the 
1950s unfolded, different strains appeared in the federal inventory. To iden­
tify that evolution, a more thorough background and analysis had to be 
introduced to the evaluation process, often explaining particular design ori­
gins and positions, and finally admitting that a homogeneous modernism in 
the 1950s was not in fact true in the federal inventory. Consider a museum 
constructed for Canada's national parks service to exhibit a collection of the 
telephone's inventor Alexander Graham Bell, in Baddeck, Nova Scotia (0. 
Howard Leicester, architect, built 1954-1956). The A-frame structure was 
designed with a tetrahedron motif and a "rustic" element in mind. 1 It is 
wholly modern in design, yet introduced a complexity of meaning that was 
not consistent with the narrow theories of the modern apologists. Instead, 
the committee analysed the building in terms of a mid-century situated 
modernism, particular to its place (it is located near the inventoris summer 
home), its space-frame allusions (one of the inventor's interests), and its 
symbolic dimensions, both to Bell and to the Canadian modern vernacular of 
the A-frame as a post-war leisure building type. All of these facets of the 
building were identified as its character-defining elements. 

Other recently submitted buildings have likewise been more scrupu­
lously examined and evaluated by the committee, some of which have added 
social, political and aesthetic dimensions to the analysis of their architecture 
that were lacking in earlier evaluations. In the case of a newly acquired 
federal building, the former city hall for Ottawa, Ontario (Rother, Bland, 
Trudeau, architects, built 1957-1958), analysis of its programmatic function­
alism, use of materials and symbolic massing in relation to debates in the 
1950s concerning the development of a modern civic monumentality was 
presented. Indeed, the committee has already begun to evaluate federal 
buildings from the early 1960s that adopted a neo-expressionism unrealized 
in earlier federal architecture. 

Broadening Canada's Modern Heritage Values 

The ultimate purposes of the Federal Heritage Buildings Policy are to 
identify where heritage values lie and to be as clear as possible to explain the 
values to stakeholders involved in managing a federal building. A building's 
custodian may not clearly understand what is meant by a building's modern 
architectural merit, if only given a general label that it is in the 
International Style. At present, the label "International Style" rarely applies 
in the case of federal buildings in Canada after the Second World War, and 
instead the committee is finally admitting that Canadian modernism was 
much more complex at the time, with regional variations, corporate and 
individual elements, and a plurality of design intent. 
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The FHBRO's present challenge is two-fold as it attempts to identify the 
heritage values of Canada's post-war modern building inventory. The first 
step is to acknowledge that an indigenous Modern Movement never existed 
in Canada which would have grounded its post-war architectural variants. 
The following step is not to examine all the post-war federal building stock 
in terms of the International Style, but to introduce more specificity to the 
era under the FHBRO's current aesthetic design criterion. Regional variants 
existed in the 1950s; design inspiration was sometimes based on mediating 
historical and local precedents, and a sense of place; socio-political identity 
of a "bureaucratic modernism" may also have been a factor in designs. 
Indeed, Canadian modernism was anything but homogeneous, and as the 
committee comes to more fully understand the post-war era, it is attemp­
ting to identify as accurately as possible where the modern heritage values 
lie for federal buildings. This awareness is beginning to introduce a richer 
forum of discussion and appreciation of Canada's modern built heritage. 
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C h a p t r e V 

Les ecritures et Les images du Mouvement 
moderne (2) 

Writings on and Images of the Modern Movement (2) 

La modernite s'ecrit et se reecrit au gre des figures distinguees par la critique et l'historiographie. 

Modernism is written and revised through the criticism and historiography of distinguished figures. 

Richard KLEIN 
Introduction 

1. Nina RAPPAPORT 
The Reception and Image of Modern Industrial Buildings 

2. Barbara KLINKHAMMER 
White Modernism? One of the Major Misunderstandings in the Reception of 
the Modern Movement 

3. Hugo SEGAWA 
The Reception of the Brazilian Trend 

4. Corinne JAQUAND 
La fortune critique de Louis Sullivan et de Frank Lloyd Wright en 
Allemagne: une page d'ecriture de la modernite 

5. Helene JANNIERE 
Les revues fran~aises de l'entre-deux-guerres et la genese de la notion de 
Mouvement moderne 

6. Nathalie ROULLEAU-SIMONNOT 
La reception de Robert Mallet-Stevens: la redecouverte d'un architecte au 
succes controverse 
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Richard KLEIN 

Architecte et historien, Ecole d'Architecture de Lille, DOCOMOMO France. 

Une marque de voiture franc;:aise a eu la curieuse idee de nommer un de 
ses modeles du nom de Picasso. Une campagne publicitaire televisuelle mon­
trait recemment une cha1ne de montage de la Xsara Picasso dont le robot de 
peinture, deregle pour les uns ou inspire pour les autres, trac;:ait des figures 
a la maniere du peintre sur les carrosseries frakhement embouties. Un fait 
divers nocturne dans une ville de province a transforme cette fiction en rea­
lite. Une vingtaine de proprietaires de Xsara Picasso se sont aperc;:us que 
leurs voitures avaient ete peintes par quelques mauvais plaisantins, a la 
maniere du robot de la publicite. Doit-on considerer ce fait divers comme 
l'effet de la reception positive de l'ceuvre de Picasso ou comme une conse­
quence du gout immodere de certains de nos concitoyens pour la publicite 
televisuelle? 

S'interessant aux effets, la reception nous entra1ne a etudier les supports 
non conventionnels de diffusion des images, des textes et des messages: la 
carte postale, le timbre, les revues non specialisees ou encore la television. 
Les indices de la consecration d'un edifice ou d'un concepteur sont en effet 
decelables bien au-dela de la presence dans les revues et publications spe­
cialisees en architecture. L'edifice qui accueillera la Cite de l'architecture 
a Paris (le palais du Trocadero) illustra en son temps des bo1tes a gateaux et 
l'on peut considerer qu'il s'agit la d'une forme de reconnaissance et de 
consecration populaire qui depasse largement le domaine culinaire. 

L'interet pour la reception de !'architecture ne permet pas seulement a 
l'histoire de !'architecture de prendre en compte de nouveaux supports de 
diffusion et de nouvelles pratiques en renouvelant la lecture des objets. La 
question de la reception met en evidence les relations, les tensions, les 
enjeux et les strategies entre l'usage, l'image et l'heritage, englobees dans 
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le cadre d'une histoire nourrie d'une periodisation etendue. Elle permet 
aussi une etude plus fine des mecanismes du processus de patrimonialisa­
tion. La serie d'interventions que je suis charge d'introduire illustre en par­
tie l'apport de cette question dans toute sa diversite. 

Les deux premieres traitent des images a partir de points de vues diffe­
rents. Nina Rappaport evoque !'utilisation, par les architectes modernes, 
des images de !'architecture industrielle des Etats-Unis. Ces images que 
Louis Bergeron et Maria Teresa Maiullari-Pontois ant placees recemment 
dans une perspective patrimoniale1 ant ete diffusees et quelquefois trans­
formees par Walter Gropius, Le Corbusier ou Eric Mendelsohn. L'appropri­
ation de ces images, dans le but de conforter les doctrines ou de susciter la 
polemique, a peu a peu erige les edifices de l'industrie americaine en repre­
sentations symboliques plus qu'en illustrations du fonctionnalisme dont elles 
etaient issues. 

Barbara Klinkhammer interroge l'ambigu'ite des images en noir et blanc 
vehiculees par les publications ou emises par les protagonistes de !'archi­
tecture moderne face a la question de la polychromie. Le malentendu dont 
ii est question n'a pas que des consequences theoriques. Les premieres res­
taurations d'edifices du Mouvement moderne qui ant ete influencees par ce 
mythe de !'architecture blanche sont remises en cause par les travaux plus 
recents, comme ceux de la maison Sonneveld a Rotterdam (Brinkman et Van 
der Vlugt arch., 1933)2 qui mettent au jour, grace a une archeologie mate­
rielle scrupuleuse, les couleurs telles qu'elles avaient ete pratiquees au 
moment de !'edification. 

Le second couple de communications est lie a la dimension geographique 
de la reception de ['architecture: le deplacement des references d'un ter­
ritoire a l'autre, la question de l'influence et de ['interpretation des 
modeles. Dans l'ouvrage Brazil Built, Zilah Quezada Deckker3 consacre de 
longs developpements a !'exposition Brazil Builds. Son etude porte sur un 
objet destine, par definition, a produire des effets. Machine culturelle et 
diplomatique ou instrument de propagande, ['exposition Brazil Builds, en se 
deplac;:ant, a contribue a la diffusion d'images qui deviendront symboliques 
de ['expression de la modernite de !'architecture apres la Seconde Guerre 
mondiale. Hugo Segawa, dans sa communication, ne decrit pas seulement le 
processus de diffusion internationale de ['architecture moderne bresilienne, 
mais aussi ses capacites a jouer un role de filtre de la doctrine corbuseenne 
pour toute l'Amerique latine. 

Avec Corinne Jaquand, la reception croisee entre l' Allemagne et les 
Etats-Unis est lue au travers de la fortune critique de Louis Sullivan et de 
Frank Lloyd Wright. L'etude de la place accordee par la critique allemande 
a Sullivan et Wright deplace la question geographique des relations 
Allemagne-Etats-Unis pour ouvrir a des interrogations historiographiques sur 
la modernite. 

Le troisieme couple interroge lui aussi l'historiographie. Helene Janniere 
examine les fondements doctrinaux de !'utilisation de la terminologie 
Mouvement moderne au travers des periodiques specialises franc;:ais. La poli­
tique editoriale des revues fait apparaltre, entre autres paradoxes, la diffu­
sion internationale des modeles, associee a la mise en exergue de caracteres 
nationaux. 

Nathalie Roulleau-Simonnot evoque, avec Robert Mallet-Stevens, une 
figure emblematique des possibilites de variation dans le temps et dans l'es-
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pace de la consideration pour une reuvre. Si la mort de l'architecte l'ecar­
te fatalement de l'actualite architecturale de l'apres-guerre, l'historiogra­
phie de cette periode contribue a reduire encore sa presence dans l'histoi­
re de l'architecture. Poursuivant la sanction prononcee par Siegfried Giedion 
a la fin des annees 1920 au sein des C. I.A.M., Henry-Russell Hitchcock, Peter 
Collins ou Reyner Banham, et la decennie des annees 1960 permettent sur­
tout d'aligner une tongue bibliographie de !'absence de Mallet-Stevens dans 
les ouvrages de reference. Ce purgatoire historique et critique ne prend fin 
qu'avec les premiers travaux universitaires du debut des annees 1970 qui 
presentent les realisations de Mallet-Stevens inscrites dans une perspective 
plus vaste de relecture de !'architecture moderne. Meme si le discours inau­
gural prononce tors de cette conference par le representant du ministre de 
la Culture a montre que Mallet-Stevens a atteint maintenant en France le 
stade de la posterite administrative, sa longue absence dans les ouvrages de 
reference fait partie des causes de sa tres tardive reconnaissance et 
explique en partie les difficultes contemporaines de sauvegarde de ses rea­
lisations. 

En investissant de nouveaux domaines d'etude, ces differentes interven­
tions montrent les limites des etudes historiques qui restreignent leurs 
champs d'investigation a l'auteur et a l'reuvre. L'evolution des relations 
entre l'reuvre et le public, entre l'effet de l'reuvre et sa reception, rele­
vent de questions historiques et de formes sociales qui etablissent les liens 
entre l'historiographie, la diffusion des images et l'histoire materielle des 
objets. L'etonnant contraste entre la notoriete de certains edifices et la per­
ception qu'en ont ses usagers au quotidien, la dependance des processus 
administratifs face aux circonstances locales ou aux histoires etablies a dis­
tance montrent que la question de la reception, en impliquant une distance 
critique et une lecture socialisee de l'architecture, nous aide a mieux com­
prendre la relation des edifices aux hommes et a saisir les veritables enjeux 
de la sauvegarde de l'architecture moderne. 

Introduction 

Richard KLEIN 

Architect and historian, Ecole d'Architecture de Lille , 

DOCOMOMO France. 

A French car company had the curious idea of naming one of its late models after 
Picasso. A television publicity campaign recently showed a mechanised production 
line for Xsara Picasso in which a painter-robot, unhinged to some and inspired to 
others, traces out letters in the style of the artist's signature on a freshly pressed car 
body. A nocturnal episode in a provincial town transformed this fiction into reality. 
Around twenty owners of Xsara Picasso models noticed that their cars had been pain­
ted by several pranksters in poor imitation of the style of the advertisement's robot . 
Should one consider this event the result of positive reception of Picasso's work or 
the consequence of an immoderate taste of certain of our fellow-citizens for tele­
vised commercials? 
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Interested in effects, reception theory engages us in the study of non-conven­
tional supports in the diffusion of images, texts, and messages: post cards, stamps, non­
specialized journals or again television. Indices of the establishment of a building's 
or designer's reputation are in fact discernible well over and above their presence in 
periodicals and specialised architectural publications. In its day an image of the 
Palais du Trocadero (which will house the Cite de !'architecture et du patrimoine in 
Paris) was used to illustrate cake tins; one might consider such appropriation as a 
form of recognition and popular sanction extending far beyond the culinary domain. 

Interest in architectural reception does not allow the history of architecture only 
to take account of novel advertisement supports and new practices by changing the 
reading of objects. The question of reception highlights the relations, tensions, chal­
lenges and strategies between use, image and heritage encapsulated within the fra­
mework of a history nourished by an extended time frame. It also permits a more 
exacting study of the mechanisms of the process of « patrimonialisation » or classi­
fication of heritage buildings. The discussion series here introduced illustrate in part 
the contribution of this question in all its ramifications. 

The first two presentations treat images from different vantages. Nina Rappaport 
evokes Modern architects' utilization of images of American industrial architecture. 
These images which Louis Bergeron and Maria Teresa Maiullari-Pontois recently pla­
ced within a heritage perspective1 were diffused and sometimes transformed by 
Walter Gropius, Le Corbusier, and Eric Mendelsohn. With the goal of propping up doc­
trines or sustaining a polemic, the appropriation of these images slowly but surely 
built up these edifices of American industry into symbolic representations over and 
above the illustrations of functionalism from which they issued. 

Barbara Klinkhammer questions the ambiguity of black-and-white images circula­
ted within publications or issued by the protagonists of Modern architecture faced 
with the question of polychromy. Ensuing misunderstandings did not have only theo­
retical consequences. The original restorations of buildings from the Modern 
Movement which had been influenced by the myth of white architecture were chal­
lenged by recent work such as that on the Sonneveld house in Rotterdam (Brinkman 
and Van der Vlugt, 1933);2 architects restored its original colours applied at the time 
of construction based upon their meticulous material archaeological findings. 

The second pair of presentations is tied to the geographic dimension in the recep­
tion of architecture: the displacement of references from one territory to another, 
the question of influence and the interpretation of models. In her publication Brazil 
Built, Zilah Quezado Deckker devotes lengthly discussion to the exhibition of that 
name. 3 Her study addresses an object destined, by definition, to produce certain 
effects. Cultural or diplomatic machine, propaganda instrument, the circulating 
Brazil Builds exhibit contributed to the diffusion of images that became symbols of 
the expression of post-World War II Modern architecture. In his talk Hugo Segawa des­
cribes not only the process of international diffusion of Brazilian Modern architectu­
re, but also its capacity to play a role in filtering the Corbusian doctrine throughout 
Latin America. 

Corinne Jaquand interprets the means by which reception crossed between 
Germany and the United States, as read through the critical destiny of Louis Sullivan 
and Frank Lloyd Wright. The study of the place accorded by German criticism to 
Sullivan and Wright displaces the geographic question of German-American relations 
to historiographic interrogations on modernity itself. 

The third pair of talks also takes up historiography. Helene Janniere examines the 
doctrinal foundations of the utilization of the term "Modern Movement" across spe­
cialized French publications. The editorial policy of reviews encouraged the appea­
rance, among other paradoxes, of the diffusion of international models associated 
with underlining national characters. 

With Robert Mallet-Stevens, Natalie Roulleau-Simonnot evokes a figure emblema­
tic of the manner by which possibilities of variations within time and space alter 
considerations of a given work. If the death of the architect fatally removed him from 
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post-war architectural events, historiography of this period contributed even further 
to diminishing his reputation within the history of architecture. Following the sanc­
tions pronounced by Siegfried Giedion in the late 1920s within CIAM, by Henry-Russell 
Hitchcock, Peter Collins and Reyner Banham, and during the 1960s permits us 
to connect an extensive bibliography with the absence of Mallet-Stevens within 
standard reference books. This historical and critical purgatory ended only with the 
first university studies during the early 1970s, presenting the architect's works 
inscribed within a much broader perspective of rereading Modern architecture. Even 
if the inaugural address by the representative of the Ministry of Culture, pronounced 
at this UNESCO conference, demonstrates that Mallet-Stevens had now attained the 
status of administrative posterity in France, his long absence in reference books 
remains to an extent the reason for his very late recognition and partially explains 
contemporary difficulties in protecting his built works. 

In penetrating new research domains, these different papers emphasize the limits 
of historical studies which restrict investigation to the author and his work. The evo­
lution of relations between the work and its public, between the effect of the work 
and its reception, reveals historical questions and social forms that establish links 
between historiography, dissemination of images and the material history of objects. 
The astonishing contrast between the notoriety of certain edifices and the percep­
tion brought to them by their daily users, the dependence of administrative proce­
dures when confronted by local circumstances or histories established afar, demons­
trate that the question of reception, in implicating a critical distance and a reading 
socialised in architecture, help us to better understand the relation between buil­
dings and humankind and to grasp the veritable challenge of protecting Modern archi­
tecture. 
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Modern Industrial Buildings 
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Editor, Lecturer (Yale School of Architecture), DOCOMOMO - USA Board Meniber. 

La reception et l'image des batiments 
industriels modernes 

L'edifice industriel joua un role majeur dans la modernite, pour alimenter a la 
fois son inspiration et son ideologie. La reception du type architectural se doubla 
immediatement d'une reception transatlantique, etant donne la fascination qu'exer­
cerent a l'epoque les realisations americaines sur les architectes europeens, comme 
l'a montre Rayner Banham (Concrete Atlantis, 1986). Cette fascination, qui toucha 
aussi les industriels (Giovanni Agnelli), avait pour motif principal le gout des 
modernes pour les accomplissements « rationalistes ,, et fonctionnels. Elle se tradui­
sit par de nombreux ecrits. Elle eut pour consequence de porter des edifices verna­
culaires americains (notamment les silos a grains) au rang de la « grande architectu­
re». 

Mais au-dela de la reception des images, !'admiration des architectes europeens 
pour les edifices industriels americains declencha bient6t des phenomenes d'appro­
priation creatrice. L'edifice industriel cristallisait en effet une relation exemplaire, 
pour les modernes, entre fonction, qualites techniques et simplicite des formes. 
Cette architecture nouvelle, dont Walter Gropius fut l'un des theoriciens, remplai;:ait 
pour les modernes les modeles depasses du monde academique. 

Cette reception etait frappee d'une contradiction interne. En effet, la qualite 
principale qui fondait l'admiration des modernes pour les edifices industriels, a 
savoir le fonctionnalisme, etait bien souvent obliteree dans la fascination des 
Europeens. Les essais d' Adolf Behne, et son ouvrage The Modern Functional Building 
(1926), apparaissent comme des exceptions dans le contexte general. Behne s'atta­
cha en effet a comprendre les mecanismes nouveaux de la production architectura­
le americaine et les solutions qui en decoulaient. D'autres auteurs (Hans Richter, les 
editions speciales de Wasmuth, Mies van der Rohe) mirent en avant les procedes qui 
permettaient d'industrialiser la construction aux Etats-Unis. 
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1 - Banham (Reyner), Concrete 
Atlantis, Cambridge 
(Massachusetts), MIT Press, 
1986, p. 136. 

L'image des batiments industriels eut un impact culture! de premiere importance 
sur le Mouvement moderne. Pour certains architectes, comme Bruno Taut, ils symbo­
lisaient la perfection, la beaute et l'efficacite. L'artiste d'avant-garde issu du 
Bauhaus, Laszlo Moholy-Nagy, en donna une vision abstraite et iconique. Dans les 
annees 1930, le batiment industriel se confondait avec la modernite qu'il represen­
tait. 

Modernist architects embraced early 20th -century industrial buildings, 
disseminating images of these engineering feats both in Europe and the 
United States as a way of justifying modernist ideology. As Reyner Banham 
wrote so comprehensively in Concrete Atlantis ( 1986), vernacular American 
industrial buildings - such as factories and grain silos - inspired European 
architects to be modern. Photographs of these newfound structures were 
published and distributed through architecture journals and trade maga­
zines, and discussed in lectures and manifestos by industrialists and archi­
tects who usurped them in ways, both subtle and obvious, to justify their 
own ideologies and promote their Modernist polemics. The gridded and sphe­
rical primary forms - naked and solid - became spiritually uplifting as moder­
nist icons of the machine age with a new functional aesthetic. 

The multifarious printed matter by Modernists on the subject goes 
beyond those canonic examples by Banham, continuing an extensive 
archaeology of documents. Key examples Banham cites are articles and lec­
tures by Walter Gropius, Le Corbusier, Erich Mendelsohn, Moisei Ginzberg, 
Walthur Curt Behrendt, Bruno Taut, and Laszlo Moholy-Nagy. Essays written 
by Adolf Behne from 1913 to 1924 also fit into this mode, as do Richard 
Neutra's book Wie Baut Amerika (1927), Mies van der Rohe's article in the 
journal G, and Sheldon Cheney's, The New World Architecture (1930). 

Fascinated with the rational and functional building, European architects 
elevated industrial buildings from the vernacular to Architecture. The work 
of architect Albert Kahn and engineers such as Ernest Ransome, or the grain 
silo concrete engineers gained their first appreciation by the cultural elite 
in a new global modern world as architects such as Gropius, Peter Behrens, 
Mendelsohn, Antonio Sant'Elia, Le Corbusier, Leendert C. van der Vlugt, and 
Mies van der Rohe absorbed aspects of the work into their own, bolstering 
their ideas and justifying their forms. 

The continuation of Banham's discussion is valid in understanding the 
development of modern architecture as not just an overnight phenomenon. 
The factory and industrial monoliths became a suitable place of appropria­
tion as synergistic link between the building function, engineering, and 
form. This idea of appropriating other forms is a norm in architecture, as we 
know from Renaissance architects who incorporated Roman and Greek buil­
ding theory into their work; or from Alois Riegl's analysis of Egyptian monu­
ments as both symbolic of great cultures and a goal toward which architects 
could design their own monoliths in the 19th century. Wilhelm Worringer's 
concept of the geometrical and abstract as the mark of the primitive in all arts 
and cultures, the source of Gropius's belief that American engineers had retai­
ned some aboriginal "feel for large, sparse, compact form fresh and intact, 
and that their work was therefore comparable to that surviving from ancient 
Egypt, " 1 is thus worth emulating. 
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In absorbing these vernacular industrial buildings through the distribution 
and manipulation of images and the writing of polemic essays and then in the 
built works, modern European architects could validate their own aesthetic 
preferences. This point is well illustrated by Le Corbusier, who altered or 
purposefully mislabeled the photos he received from Gropius to enhance his 
own point about flatness and abstractness "whiting out every one of its 
numerous pediments. " 2 

This appropriation is like that of a scavenger, the architectural tourist 
seeking foreign objects to absorb into their work, which had become essen­
tial to the profession - first as a rite of passage at the Ecole des Beaux-Arts 
when architectural students traveled to Greece or Rome and then later as 
they went to America in the early 20th century to see the work of Frank Lloyd 
Wright published in the Wasmuth Portfolio (1910 and 1911 ), the world expo­
sitions, Niagara Falls, dams, and automotive factories. They photographed 
and wrote about what they saw in journalistic fashion. In a 1924 letter home, 
Mendelsohn wrote that this "journey is a voyage of investigation for eye and 
brain, very hard work and certainly an excellent massage. Once the field is 
known and can be assessed in accordance with its own premises and pros­
pects - only then does it become ripe for one's own undertakings. "3 These 
flaneurs of America saw a freshness, which we now glean from the multipli­
city of images and manifestos showing an enthusiasm for American industrial 
buildings. 

Not only were architects fascinated by the American industrial work, but 
industrialists visited the factories from the business perspective and exchanged 
images with their architects to help define their ideal workplace: Carl 
Benscheidt Sr. assisted Gropius for Fagus; Kees van der Leuw influenced 
Brinkman ft van der Vlugt on Van Nelle; and Giovanni Agnelli's visits to Ford 
inspired Giacomo Matte-Trucco's design for Fiat. 

Gropius is a key protagonist in this dissemination, since he can be seen 
as the first to look at these structures in a detailed way, but only through 
photographic evidence as he had not yet been to America. For Gropius's 
1910 lecture held at Folkwang Museum in Hagen, "Monumental Art and 
Industrial Building," Karl Osthaus collected images that were also used in an 
exhibition that year of "Good examples of Modern architecture" at the 
Deutsche Museum fur Kunst in Handel und Gewerbe. Gropius's wife also sent 
him images and "architectural things" in 1910-11, as did Benscheidt of 
Faguswerk, and he found many examples in construction manuals. 4 In 1913 
the Jahrbuch den Deustchers Werkbund published the images of American 
factories and silos to illustrate Gropius's article "The Development of 
Modern Industrial Architecture." To Gropius, America as "the Motherland of 
Industry possesses some majestic original constructions which far outstrip 
anything of a similar kind achieved in Germany. "5 The published images 
became powerful confirmation of modern architects' formal preferences 
outside of the academies. 6 But the influence went both ways. 

Peavey's Folly, the first concrete cylindrical bin system in the United 
States, was influenced by the 1899 German work of Wayss and Freytag. And 
right in front of Gropius's backyard, so to speak, were industrial gems such 
as the little-known 1903 Steiff factory in Giengen, possibly the earliest glass 
curtain-wall, which could have influenced Faguswerk.7 However, the proxi­
mity of these works made them merely commonplace reference points for 
architects, not exotic. 

2 - Ibid., citation of Paul 
Turner, The Education of Le 
Corbusier, 1977 p. 29. 
3 - Mendelsohn (Erich), Letters 
of an Architect, London, 
Abelard-Schuman, 1967, p. 68. 
4 - Jaeggi (Annemarie), Fagus, 
Princeton Architectural Press, 
2000, p. 49. 
5 - Banham, p. 202. 
6 - Ibid., p. 191. 
7 - My unpublished research on 
Steiff explores how this engi­
neer-built factory of 1903 was 
possibly the first curtain wall, 
built by the engineer-husband 
of Mrs. Steiff. 
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8 - Banham, p. 157. 
9 - Le Corbusier, Towards a 
New Architecture, London, 
Architectural Press, 1927, 
p. 42. 
10 - Behne (Adolf), "No longer 
a House but Shaped Space," 
The Modern Functional 
Building, 1926, published in 
Los Angeles by the Getty 
Research Institute Publications 
Programme (with an introduc­
tion by Rosemarie Bletter) , 
1996. 
11 - Mendelsohn, p. 69. 

So by the time American industrial buildings were made inspirational 
they had become symbolic representations, emptied of the meaning of the 
industry that went on within and were considered primarily as aesthetic 
objects. Modernists appreciated the industrial buildings more on formal sym­
bolic terms. And although the buildings' formalism derived from their func­
tionalism, which is what they were admired for, the latter quality was never 
fully investigated. As Banham said, "The founders of Modernism may well 
have been mistaken or self-deceiving in much of what they read into their 
photographic icons of the 'Concrete Atlantis,' but the sense of rediscovering 
the ancient truths of some eternal architecture does seem proper in the 
catacombs of the Marine A elevator. " 8 During the twenties Le Corbusier took 
up the polemic where Gropius left off with his essays first published in 
L'Esprit Nouveau and Vers une Architecture with both European and 
American models. Le Corbusier actually borrowed Gropius's images, such as 
those of the Washburn-Crosby silos in Buffalo, and used them to make his 
well-known manifesto: "Let us listen to the counsel of American engineers, 
but let us beware of the American architect. " 9 Even by 1923 the Wasmuth 
Portfolio explored new ground by publishing an issue on lngenieurbauten. 

Other critics were drawn to industrial buildings for their functionality. In 
his essays of 1913 and 1914 in trade journals and in The Modern Functional 
Building, Behne included images of factories by Albert Kahn, Behrens, and 
Hans Poelzig as exemplary of the balance of function and form. In "No 
Longer a House but Shaped Space, " 10 he noted that, "Industrial commissions 
had already produced surprising solutions in America." Behne went on to 
cite from Gropius's work, showing the "distinguishing feature of these 
American buildings (without exception the work of engineers, not archi­
tects) is their complete absence of compulsive ideas about form, their quite 
unprejudiced design, and their spatial realization of production and working 
processes." Behne stresses this underlying expression of production and also 
quotes Henry Ford, whose autobiography had just been published in German. 

Mendelsohn, who was already designing industrial buildings, went to 
America with his pocket camera as an architectural tourist. He published his 
impressions and photographs in Amerika: Bilderbuch eines Architekten 
(1926), showing the strength of the Chicago grain elevators and the Buffalo 
silos which were to him, "Mountainous silos, incredibly space-conscious, but 
creating space [ ... ]. I took photographs like mad. Everything else so far now 
seemed to have been shaped interim to my silo dreams. Everything else was 
merely a beginning. " 11 Even the Russian Mosei Ginzburg collected images of 
industrial buildings for his 1924 treatise to promote and create the promise 
of industry for Russia. 

The praise for engineering buildings in Hans Richter's journal G 
(Gestaltung), indicates another acknowledgement of their significance. In 
issue two (out of the six published) the Wasmuth lngenieurbauten portfolio 
is reviewed, with three large photographs of industrial buildings from around 
the world and a caption that reads, "An example of clear and impressive 
organizational whole." There was an article on the Fiat factory by Matteo­
Trucco and issue number three included Mies's article "lndustrielles Bauen," 
on both the industrialization of construction and the building type itself with 
illustrations of German train sheds, also repeated in the article on 
"Construction and Form" by Ludwig Hilberseimer, with the addition of a pro· 
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ject by Behrens and references to work of Mendelsohn, Poelzig, and van der 
Rohe to highlight the formal expression in concrete. 

Taut's Modern Architecture (1929) recounted the key attributes of 
modernism suggesting with illustrations of industrial buildings to show that 
"the aim of Architecture is the creation of the perfect, and therefore also 
beautiful, efficiency. " 12 

Moholy-Nagy's Von Material zu Architektur (1929), a compilation of his 
Bauhaus lectures from 1923-28, features Charles Sheeler's photo of Kahn's 
Ford River Rouge complex, as well as abstract compositions of generators, 
power stations, smokestacks, chemical tanks, a railway-station transformer, 
and a factory room on the same page as the Bauhaus, to demonstrate the 
form of design and the "omnipresent space." He used these to exemplify his 
aesthetic theory - not the functional qualities of the architecture. 

In 1930 the aesthetic of the engineer's functional polemic continued to 
be disseminated with The New World Architecture by Sheldon Cheney. 
Pointing to ideas of Le Corbusier, he noted how the European architects were 
looking "to the American grain elevators, silos, power plants, and auto fac­
tories as stirring examples of direct thinking and creative handling of new 
materials in response to new needs." Discussing the achievement of the 
early engineers he noted "the molding of concrete and glass into industrial 
buildings that, by utter absence of ornament and elaboration, proclaimed 
sufficient solidity, trapping of light, and efficient shelter. In addition, there 
is often a feel for elementary geometrical design, for proportion and sculp­
tural mass and precise adjustment. " 13 Writing that "many a traveler from 
Europe has picked out these common structures for comment while over­
looking our swankier banks and libraries, " 14 industrial structures became the 
de facto embodiment of Modernism for the Moderns. 

12 - Taut (Bruno), Modern 
Architecture, London, The 
Studio, 1929, p. 9. 
13 - Cheney (Sheldon), The 
New World Architecture, 
p. 89. 
14 - Ibid., p. 105. 

2.4-3 
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Theo van Doesburg; Cornelius van Eesteren. Counter 
construction , 1 922. 
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White Modernism? One of the Major 

Misunderstandings in the Reception of the Modern 

Movement 

Barbara KLINKHAMMER 

Associate professor, University of Tennessee, Knoxville, USA. 

La modernite blanche? Une des principales 
meprises dans la reception du Mouvement moderne 

Henry-Russell Hitchcock a identifie trois usages distincts de la couleur, depuis les 
debuts du Mouvement moderne: omnipresence du blanc pendant les premiers temps, 
puis interet soutenu pour les couleurs appliquees sur !'architecture, enfin reduction 
a la couleur des materiaux bruts dans les annees 1930. Cette vision est trop simple. 
L'usage de la couleur a en fait connu deux ecoles paralleles: ii est vrai que les 
tenants du blanc furent majoritaires. Pourtant, tres tot, les architectes lies aux 
milieux de l'art, ont adopte une modernite polychrome ou la couleur fut consideree 
comme le support d'une expression artistique, en realite anti-decorative, et comme 
un outil d'expression spatiale et de purisme tri-dimensionnel. C'est le cas, par 
exemple, de Le Corbusier, van Doesburg, de Stijl, Gropius, Taut. Tous ces createurs 
cherchaient, a leur maniere, a acclimater le cubisme dans ['architecture. 

ll est surprenant que la polychromie des annees 1920 soit passee aussi inaperc;:ue 
dans la reception du Mouvement moderne. C'est ainsi que les restaurations des 
annees 1970 ont applique le modele abusif d'une « modernite blanche ». On doit 
attendre les annees 1990 pour voir les couleurs cubistes - mais exagerement contras­
tees - reappara1lre en Hollande, en Allemagne et en France. ll est vrai que les livres 
publies pendant la periode hero·1que n'etaient illustres que de cliches en noir et blanc 
qui ont vehicule une image idealisee du Mouvement moderne. Le Corbusier utilisait 
des couleurs subtiles et sourdes, dont les contours attenues creaient ['illusion d'un 
volume continu et donnaient l'impression de blancs ombres, sur les photos en noir et 
blanc. Les documents contemporains (par ex. Giedion) contiennent peu d'allusions a 
la polychromie. L'espace et la couleur y sont vus comme des concepts en cours de 
transfert de la peinture vers ['architecture, toujours sous la seule influence du cubis­
me. Dans le livre qu'il ecrit apres la celebre exposition du M.O.M.A., Hitchcock ne 
s'interesse guere a la theorie de la couleur dont la discussion reste cantonnee au 
milieu des architectes. Meme parmi ceux-ci, dans le souci recurrent de parvenir a un 
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1 - Hitchcock (Henry-Russell) 
and Johnson (Philip), 
The International Style: 
Architecture since 1922, New 
York, Norton 8: Company, 1932. 
2 - Taut (Bruno), fin 
Wohnhaus, Stuttgart, 1927. 
3 - Le Corbusier, L'art decora­
tif d'aujourd'hui, Paris, Edi­
tions Cres, 1925. 
4 - Published in Ruegg (Arthur) 
ed., Le Corbusier - Polychramie 
architecturale: Le Corbusiers 
Farbenklaviaturen van 1931 und 
1959, Basel, Boston, Berlin, 
Birkhauser, 1997. 
5 - Giedion (Siegfried), Space, 
Time and Architecture, 6th 

edition, Cambridge, Harvard 
University Press, 1946, p. 360. 

consensus, les C.I.A.M. ont soigneusement evite de definir une nouvelle esthetique 
de l'architecture impliquant le role de la couleur. D'ou l'apparition de cliches 
pratiques pour niveler des productions tres diverses. Ainsi est ne le mythe d'une 
modernite objective, degagee des incertitudes de l'architecture et de l'art. Une 
« modernite blanche ». 

In his book The International Style: Architecture since 1922, 1 Henry­
Russell Hitchcock identified three phases in the use of color since the begin­
ning of the new "Style": "In the earliest days of the contemporary style 
white stucco was ubiquitous. [ ... ] Then followed a period when the use of 
color began to receive considerable attention. [ ... ] At present applied color 
is used less. The color of natural surfacing materials and the natural metal 
color of detail is definitely preferred." Looking back, however, we can recog­
nize two parallel movements in the use of color. These were replaced at the 
beginning of the 30s by an acknowledgement of material values. In the 
beginning, however, white or off-white was the predominant color for one 
group, whereas the other group, mainly architects with a close relation to 
art, integrated color very early on in their architecture. During the gestation 
phase of the International Style, during which the emphasis was placed on 
dissociation from earlier architecture, the rejection of any decorative ele­
ment became a central issue. "The absence of ornament" together with 
"fine proportions" was raised to a new aesthetic principle and replaced 
decoration. Most of the buildings from this phase have walls painted white 
or off-white, a feature that dematerializes the building even further. 
Parallel to this, several architects were active at the beginning of the 1920s 
who defined the use of color in architecture in a new and revolutionary way. 
Next to "white" modernism, which the majority of architects adopted, a 
"polychrome" modernism emerged, which integrated color as a means of 
artistic expression in an anti-decorative way. 

During the early 1920s leading architects such as Le Corbusier, Theo van 
Doesburg and the group de Stijl, Bruno Taut and others discussed and defined 
anew the role of color in architecture. In the diverse and often controversial 
color discourse, multicolored architecture was legitimized by using color as an 
anti-decorative means of space design. In his book Ein Wohnhaus, Bruno 
Taut, one of the pioneers of multicolored architecture, described the 
substantial necessity of color. "Color is the joy of life"2 became the basis for 
his multicolored architecture of the early 20s. The Arbeitsrat fur die Kunst, 
founded in 1918 in Berlin, fought for the use of color in urban design to create 
a more human and people-friendly environment. Architects such as Walter 
Gropius and Bruno and Max Taut were members of the group. Independent 
of any kind of social engagement, the Dutch group de Stijl - primarily the 
architect Theo van Doesburg - used a color palette reduced to the primary 
colors (with additions of black, white and gray), to create a universal lan­
guage of neoplasticism in art and architecture. Le Corbusier's loi du ripolin3 

of 1925 demanded on the one hand the symbolic cleansing of architecture 
through the color white; however, his polychromie architecturale4 revealed 
color as the central element to create the three-dimensional built purist 
Gesamtkunstwerk. Most of the leading architects of polychromatic architec­
ture worked closely with contemporary artists and moved "sometimes very 
different[ly] and in different groups, but all towards rationalization of 
cubism into architecture. " 5 
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Surprisingly, polychromatic architecture of the 1920s has barely been dis­
cussed in the reception of modernism, although leading architects explored 
the new role of color as a non-decorative architectural element in their buil­
dings and theories. Many reasons may have led to a single perception of 
white modernism: 1) the (sometimes conscious) creation of the myth of 
"white" modernism through publications; 2) the glorification of modernism 
by later generations; 3) the emancipation of architecture from abstract 
painting; 4) the absence of an aesthetic discussion during the CIAM congress 
(Congres international d'architecture moderne) of 1928. 

The belief in a white monochromatic architecture concentrated on pure 
form repeats itself in the reception of the early Modern Movement and is 
similar to the polychromy discussion during the middle of the 19th century 
between Gottfried Semper and the opponents of his theory of a polychro­
matic Greek Antiquity. In accordance with the cliche dictates of "white" 
modernism, formerly polychromatic buildings of the Modern movement were 
painted white during the first restoration wave of the 1970s despite evident 
traces of color. Only the second restoration wave of the 1990s brought a 
surprising polychromy to the surface in Holland, Germany, and France that 
revised the image of a purely white modernism and opened up a discussion 
about the many aesthetic approaches of early modernism. 

The publications of the early period that focus on the Modern Movement 
contain for the most part only black and white photographs. Examples are 
Walter Gropius' book Internationale Architektur of 1925, the four volumes 
of Wasmuth's Lexikon der Baukunst, which appeared between 1929 and 
1932, L'Architecture Vivante (published in Paris, 1923-33) and Johnson and 
Hitchcock's The International Style: Architecture since 1922 (1932), to name 
just a few of the major publications. These works documented an idealized 
image of the Modern Movement that began to become internationally known 
under the trademark color of white. To separate themselves from the tradi­
tionalists, the architects viewed the white abstract surfaces of their buil­
dings as a united and provocative answer and as a sign of the avoidance 
of applied decoration. In addition to attributes like cleanliness, hygiene, 
clarity and honesty, white connoted newness and freshness. In his Law of 
Ripolin , 6 Le Corbusier claimed: "The white of whitewash is absolute, every­
thing stands out from it and is recorded absolutely, black on white; it is 
honest and dependable." The white volumes became the trademark of the 
new movement and the symbolic meaning of the color white their message. 

During a time when black-and-white photography and film served to 
document the new era in architecture, the color of the buildings and its 
representation in both media had an important impact of how the building 
was perceived. Even though this argument is speculative, we can assume 
that some architects gained knowledge about the representation of color 
through the black-and-white medium used predominantly in the film produc­
tion of the 1920s and 1930s. 7 Le Corbusier used a subtle polychromy consis­
ting of neutral and muted colors that are perceived in the black-and-white 
photographs as subtle changes in value. He placed colors of almost equiva­
lent brightness next to one another to create the illusion of a consistent 
volume. In a black-and-white photograph the difference would be perceived 
as a shaded white. We might assume that Le Corbusier reduced the repre­
sentation of the polychromatic reality of the building to the mere percep­
tion of the stressed plasticity of an abstract, white volume. 8 His polychro-

6 - Eliel (Carol S.) ed., L'Esprit 
nouveau: Purism in Paris, 
1918-1925; with essays by 
Fran~oise Ducros, Tag 
Gronberg; with an English 
translation of The Law of 
Ripa/In (La loi du lait de 
chaux) by Amedee Ozenfant 
and Charles-Edouard 
Jeanneret. First published in 
Le Corbusier, L' Art decoratif 
aujourd'hui, Paris, Cres, 1925. 
7 - Eisenstein (Sergei), "One 
Path to Color: An Autobiogra­
phical Fragment," Jay Leyda, 
trans. , The Movies as Medium, 
Jacobs (Lewis) ed., New York, 
Farrar, Straus 8: Giroux, 1970, 
pp. 201-209. 
8 - A photograph of the buil­
dings at the Weissenhofsiedlung 
in Stuttgart shows the volumes 
of the double family house as 
one continuous volume, despite 
its color treatment. The dark 
red of the basement camou­
flages with the surrounding in a 
similar way as the English 
Green of the rounded walls of 
the Villa Savoye. In both cases 
he emphasized the notion of a 
continuous white volume in the 
photography. 
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9 - For more detail on Le 
Corbusier's polychromie archi­
tecturale, see Ruegg (Arthur) 
ed., Le Corbusier - Polychromie 
architecturale: Le Corbusiers 
Farbenklaviaturen von 1931 und 
1959, Basel; Boston; Berlin, 
Birkhauser, 1997. 
10 - Giedion (Siegfried), 
Space, Time and Architecture, 
6 th edition, Cambridge, 
Harvard University Press, 1946. 
11 - Giedion, p. 360. 
12 - Hitchcock and Johnson, 
The International Style: 
Architecture since 1922. 
13 - Rasmussen (Steen Eiler), 
"Le Corbusier - Die kommende 
Baukunst?," Wasmuths 
Monatshefte fiir Baukunst X/9, 
1926. 
14 - Hitchcock and Johnson, 
p. 76. 

mie architecturale, 9 developed in the 1920s, can only be partially perceived 
through the black-and-white photography. The photographs, together with his 
Law of Whitewash, created the perception of a white, abstract architecture, 
which was contradicted by the polychromatic reality of his buildings. 

Contemporary documents of the Modern Movement contain relatively few 
hints about the use of color. In his book Space, Time and Architecture, 10 

Sigfried Giedion saw Cubism as the origin of a new concept of space in the 
20th century: "[Cubism's] symbols were not rational, were not to be utilized 
directly in architecture and the applied arts, but they give force and direc­
tion to artistic imagination in other fields." He considered Purism, 
Constructivism and Neoplasticism to be attempts to rationalize Cubism, lea­
ding from the two-dimensional spatial concept developed in art to architec­
ture. Space and color concepts were transferred from painting and then 
developed into architecture by different groups, as discussed previously. 
Giedion described how color was applied to painting during Cubism: "Used 
in a spatial pattern, it was often divorced from any object, asserting a right 
to existence in itself. " 11 In emphasizing a discussion of space, Giedion did 
not mention the transfer of this important principle. He consciously avoided 
the importance of color for the modern space and its development in archi­
tecture as an independent element of design, and he created the notion that 
architecture had finally emancipated itself from painting. In his book12 that 
followed the famous exhibition at MOMA, "Modern Architecture -
International Exhibition," Hitchcock dedicated a whole chapter to the 
"Avoidance of Applied Decoration" and included a short discussion about 
color as a substitute for material. With the exception of some captions with 
descriptions of color, such as "the blue and rose windshelter above" in the 
case of the Villa Savoye's color scheme, he does not reflect on the color 
concepts and theories. Even though Le Corbusier had already premiered his 
newly developed polychromie reglee at the Villa La Roche/ Jeanneret, Steen 
Eiler Rasmussen omits any mention of the color scheme in his article "Le 
Corbusier - Die kommende Baukunst?"13 Thus the discussion about poly­
chromatic architecture took place among the architects, but it was not picked 
up by the critics. The impermanence o_f color (as paint) did not fit into their 
carefully created image of the Modern Movement as the new architectural 
style of the present and the future: "It (color) ceased to startle and began 
to bore; its mechanical sharpness and freshness became rapidly tawdry. If 
architecture is not to resemble billboards, color should be technically and 
psychologically permanent. " 14 

The congresses of CIAM, which have taken place on a regular basis since 
1928, have shaped the image and the myth of the Modern Movement more 
than anything else. The question of the aesthetic principles of modern archi­
tecture did not become part of programmatic debates in the La Sarraz decla­
ration, the founding manifesto of European modernism of 1928. Differences 
in the aesthetic positions developed by diverse and complex groupings 
within the European architecture scene were replaced by a discus­
sion emphasizing standardization, general economies and city planning. 
"Socio-economic-planners" had shifted the debate about a new European 
architecture so that it favored their theories, and "conceptional aesthetes" 
such as Le Corbusier, wary of jeopardizing the consensus, carefully avoided 
a discussion about the content of a new aesthetic of modern architecture. 
This general failure to discuss aesthetic principles contributed to the crea­
tion of the architectural stereotype of modernism. In this regard Thilo 
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Hilpert wrote: "Only when the architecture of the post-war decades ignored 
the historic preoccupation with those points of departure could architecture 
claim as its architectural concept that which it had already formally adopted, 
an architectural cliche. " 15 

This emphasis on the essence of modern architecture finally led to a dis­
placed perception of the aesthetic ideas that emerged in the 1920s. Taking 
up the cause of emancipation of architecture from art, and therefore from 
its roots, the discussion of 1928 avoided everything that could be related to 
any kind of artistic work. One year after the first meeting of CIAM, Le 
Corbusier described the position of the architects of Neue Sachlichkeit in 
one of the most important discussions about the gestalt concept in modern 
architecture: "In the groups of the avant-garde of a Neue Sachlichkeit two 
words have been killed today: Baukunst (architecture) and Kunst (art). They 
have been replaced by Bauen (construction) and Leben (life)." 

When the founding manifesto of CIAM in 1928 closed off access to a direc­
tion in architecture based on the common aesthetic principles of the "buil­
der's art" (Baukunst) and "art" (Kunst), the way was cleared for the myth of 
a "white" and retrospectively objective Modernism. 

15 - Hilpert (Thilo) ed., Le 
Corbusier "Charta von Athen" 
Texte und Dokumente, kri­
tlsche Neuausgabe, Bauwelt 
Fundamente n ° 56. 
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Alfonso Eduardo Reidy: Pedregulho Housing, Rio de Janeiro, 1947-1952. Photo by Hugo Segawa. 
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The Reception of the Brazilian Trend 

Hugo SEGAWA 
Architect, Doctor in Architecture, University of Soo Paulo, DOCOMOMO Brazil. 

La reception de la tendance bresilienne 

De nombreux ouvrages d'histoire de !'architecture moderne comprennent une 
section specifique consacree a !'architecture moderne au Bresit. Ce fut !'exposition 
tenue au Museum of Modern Art a New York en 1943, Brazil Builds, qui donna ses 
tettres de noblesse a !'architecture moderne bresilienne. A partir de cet evenement, 
ta diffusion de cette ceuvre a t'etranger fut intensifiee, et elle suscita admiration 
et emulation de par le monde. Des 1954, un numero de ta revue Architectural Review 
pubtia un « rapport sur le Bresil » . Ce rapport posait tes termes d'une controverse 
durable sur !'architecture bresilienne: fattait-it accepter ses formes qui relevaient, 
pour certains, d'une architecture baroque? Le debat depassait l'ceuvre des bresi­
liens. Hans Scharoun, J0rn Utzon, Eero Saarinen, Le Corbusier, dans le devetoppe­
ment qu'avait pris teur travail a cette epoque (le theatre phitarmonique de Bertin, 
t'opera de Sydney, le terminal TWA, la chapelle de Ronchamp) etaient egatement tou­
ches par ce debat. Anime par des figures centrates du Mouvement moderne (Walter 
Gropius) et des t heoriciens dogmatiques (Nikolaus Pevsner), it mettait en jeu, essen­
tiellement, la qualite rationnelle de l'architecture moderne. A partir de 1960, date 
de !'inauguration de Brasilia, ta diffusion de !'architecture de ta capitale bresilienne 
fit t'objet de nombreux articles dans tes revues speciatisees en Europe et aux Etats­
Unis. 

L'ceuvre bresitienne fit egatement t'objet d'une reception soutenue dans tes pays 
d' Amerique Latine. Ainsi, le grand architecte venezuetien Carlos Raul Villanueva s'est 
souvent refere au Bresil dans ses ecrits et dans certains aspects de ses edifices. Dans 
ces mouvements d'influence, tes relations interpersonnelles entre architectes du 
sous-continent latino-americain jouaient souvent un grand rote. En Afrique du sud, 
les architectes du « Groupe Transvaal ,, se reclamerent directement de la reference 
bresilienne apres ta Seconde Guerre mondiate. A partir des annees 1950, aucune 
etude sur t'architecture climatique n'etudait Les references bresiliennes. En 1955, 
t'ouvrage de Henry-Russell Hitchcock, Latin American Architecture since 1945, met-
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v. 116, n • 694, 1954, pp. 235-
240. 
2- /dem. 
3 - Pevsner (Nikolaus), "Modern 
architecture and the historian 
or the return of Historicism," 
The Journal of the Royal 
Institute of British Architects, 
London, v. 68, n· 6, 1961, 
pp. 230-240. 
4 - Pevsner, op. cit. 

tait l'accent sur les qualites de !'architecture latino-americaine et bresilienne. 
Reyner Banham voyait en !'architecture bresilienne la marque du « premier style 
national de l'architecture moderne ». 

Le prestige acquis par Oscar Niemeyer a partir de son reuvre au Bresil lui donna 
bient6t des commandes internationales prestigieuses. ll est le dernier heros vivant de 
l'architecture moderne. Pour certains architectes contemporains, il est devenu un 
dernier symbole de la modernite. 

Introduction 

In any of the most usual books on the history of modern architecture 
(Henry-Russell Hitchcock, Leonardo Benevolo, Manfredo Tafuri & Francesco 
Dal Co, Kenneth Frampton, William Curtis, Josep Maria Montaner) there 
is a section dedicated to Brazilian architecture, the milestone being the 
inauguration of Brasilia in 1960. One can find texts by the most prestigious 
architecture historians, critics, architects, town planners and engineers who 
were active in the mid-20th century on Brazilian buildings and on the new 
capital. The leading architecture magazines at the time published special 
issues or articles, as Techniques et Architecture, Architectural Forum, 
L'Architecture d'Aujourd'Hui, Zodiac. Some titles of the articles are 
evocative of the contents of the discussion: bioclimatic techniques ("Sun 
control devices" by Richard Neutra); concrete structure concepts ("Critica 
delle estruture" by Pier Luigi Nervi); formal concerns ("The new sensualism" 
by Thomas H. Craighton); architecture as "style" ('"Neobarroco' ma non 
neoliberty" by Gilio Dorfles, or Reyner Banham's epitome "first national 
style in modern architecture"); the new capital as a quarrel ("Brasilia: 
majestic concept or autocratic monument?" by Sybil Moholy-Nagy); the 
present and the future of architecture ("Building for tomorrow" by Elizabeth 
Mock, "Ayons confiance dans !'architecture contemporaine" by Andre Bloc). 

One of the most largely spread accounts on Brazilian current architecture 
before Brasilia - the "Report on Brazil" published in Architectural Review 
(1954) - summoned the controversy. On one side, Walter Gropius stated that 
the Brazilians "have developed a modern architecture attitude of their 
own ... " and that "I do not believe that this is just a passing fashion but a 
vigorous movement. " 1 On the other side, the Swiss designer Max Bill declared 
his disapproval: "free-form shapes are purely decorative [ ... ]. Initially the 
pilotis were straight, but now they are beginning to assume very baroque 
forms," lamenting the "whimsicality" of Brazilian architecture. 2 Brazilian 
architecture focused a debate in the post-World War Two crisis of the Modern 
Movement in parallel to the Congres lnternationaux d'Architecture Moderne 
X episode (1956), the British attack on the Italian Neoliberty, controversial 
buildings as Hans Scharoun's Berlin Philarmonic Hall, J0rn Utzon's Sydney 
Opera, Eero Saarinen's TWA Airport Terminal, and Ronchamp by Le 
Corbusier. Sir Nikolaus Pevsner's lecture at the RIBA3 mirrors the crushing 
debate between the established modernists and the "new tendency." 
Pevsner's speech was the statement of the orthodox Modern Movement: 

The new tendency is, if I am right, towards exteriors which are created not 
necessarily at the expense of function, although that is very often true too, 
but certainly at least with an expression which does not convey a sense of 
confidence in their well-functioning. 4 

DOCOMOMO International: 
These proceedings were originally published as a printed version. It has been scanned and made digitally available following our Open Access Policy. 
We are not aware of any infringement of copyrights.



Les ecritures et /es images du Mouvement maderne I Writings an and Images of the Modern Mavement 

Pevsner proclaimed that all this is a "post-modern anti-rationalism" (one of 
the earliest use of the term "post-modern") and among the architects in this 
trend were Scharoun, Utzon, Felix Candela and Oscar Niemeyer. The Brazilian 
architect deserved a special comment: "But it suddenly gathered tremendous 
vigour when young Oscar Niemeyer got going in Brazil in 1942-43. His are the 
earliest buildings which are emphatically no longer of the so-called 
International Style, and they are buildings that have a force, that have a power, 
that have a great deal of originality, but they are, emphatically, anti-rational. "5 

Brazi I Spreads 

The landmark of the international recognition of Brazilian modern archi­
tecture was a New York exhibition held at the Museum of Modern Art in 1943. 
The catalogue Brazil Builds6 and the book Modern Architecture in Brazil7 by 
Henrique Mindlin, published in English, French and German, were the pass­
ports of the Brazilians to the international scene. 

About three hundred articles on Brazilian architecture were registered in 
a bibliographic survey8 on specialized foreign magazines from the 1940s to 
the 1970s. It is not easy to capture the Brazilian trend outside South America 
for its diffuse repercussion worldwide. At least there are significant entries 
recorded in Portuguese and South African architecture. Brazil Builds was 
considered by Fernando Tavora a kind of "obligatory primer" in the 1940-
50s. 9 In South Africa, architects based in Johannesburg once related to the 
modern 'Transvaal Group" adopted the Brazilian reference after World 
War 11. 10 And no study on bioclimatic or tropical architecture in humid zones 
published in the mid-20th century could evade quotations to Brazilian works. 

In the mid 1950s, Hitchcock was commissioned by the Museum of Modern 
Art for a survey which resulted in the book Latin American Architecture 
since 1945 (1955). Hitchcock praised the contribution of Latin American 
architecture: "but just as the exhibition 'Brazil Builds' a dozen years ago not 
only signaled the appearance of a vigorous new local school of modern 
architecture, the Cariocan, but caused some of the innovations of that 
school to enter the common language of the outside world, so Latin 
American architecture, apprehended as a whole, may well have something 
more than a few cliches of brise-soleils, shell vaults and azulejos to offer 
the rest of the world. " 11 The formal features were always the distinctive 
mention: "curved skylines such as segmental and paraboloid forms produced 
are far more common than elsewhere in the world. Even in plan, the curve 
is more frequently used in Latin America that in the United States, and it is 
a characteristic of the personal manner of Niemeyer. A certain lyricism - of 
which color and curved forms are both important ingredients without being 
by any means universal - seems to have a continuous appeal to the Iberian 
temperament. " 12 

The Other Latin America 

Recording the Brazilian trend in Latin America in the chronicles of many 
countries presents variable responses. The Colombian historian Silvia Arango 
informs that "the tendency of formal ostentation with reinforced concrete 
is emphasized with the Brazilian influence early in the 1950s, due to the 
international accomplishment of Niemeyer, and the travels of Gabriel 
Serrano to Brazil (where he visits the architecture of Niemeyer in Pampulha 

5 - Pevsner, op. cit. 
6 - Goodwin (Philip L.), Kidder­
Smith (G. E.), Brazil Builds, 
New York, The Museum of 
Modern Art, 1943. 
7 - Mindlin (Henrique Ephin), 
Modem Architecture in Brazil, 
Rio de Janeiro; Amsterdam, 
1956. 
8 - Xavier (Alberto), Brasilia e 
arquitetura modema brasilei­
ra, Sao Paulo, FAUUSP, 1977. 
9 - Fernandez (Sergio), 
Percurso arquitectura portu­
guesa 1930-1974, Porto, 
Faculdade de Arquitetura da 
Universidade, 1988, p. 57. 
10 - Japha (Derek), "The heri­
tage of modernism in South 
Africa," position paper for 
UNESCO Meeting on Modern 
Heritage, Paris, Oct. 2001. 
11 - Hitchcock (Henry-Russell), 
Latin American Architecture 
since 1945, New York, The 
Museum of Modern Art, 1955, 
p. 61. 
12 - Hitchcock, ibid., p. 26. 
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13 - Arango (Silvia), Historia 
de la arquitectura en 
Colombia, Bogota, Centro 
Editorial y Facultad de Artes, 
Universidad Nacional de 
Colombia, 1989. 
14 - Posani (Juan Pedro), "El 
eclecticismo como sistema," 
in Gasparini (Graciano), Posani 
(Juan Pedro), Caracas a troves 
de su arquitectura, Caracas, 
Fundaci6n Fina Gomez, 1969, 
p. 445. 
15 - Sato (Alberto), "Uma lec­
tura c6moda," Block, Buenos 
Aires, n° 4, die. 1999, pp. 130-
141. 
16 - Eliash (Humberto), Moreno 
(Manuel), Arquitectura y 
modernidad en Chile/ 1925-
1965 una realidad multiple, 
Santiago, Universidad Cat6lica 
de Chile, 1989. 
17 - Apud Gentile (Eduardo), 
"Formalismo y populismo en la 
recepci6n argentina del 
modernismo brasileiio," Block, 
Buenos Aires, n° 4, die. 1999, 
pp. 122-129. 

and publicizes it at his return), and an exhibition on Brazilian architecture 
and numerous articles on the subject published in Proa and Cia reviews. " 13 

The prominent modern Venezuelan architect, Carlos Raul Villanueva, has 
frequently mentioned Brazil in his writings. The bioclimatic devices in his 
projects have common ground with the Brazilians, and some structures and 
details seem truly Brazilian. Among the first generation of modern archi­
tects, Cipriano Dominguez's Centro Simon Bolivar bring many formal refe­
rences to the Ministry of Education and Health headquarters in Rio de 
Janeiro. For Juan Pedro Posani, "the Centro Simon Bolivar, in its exterior 
'architectural composition,' is one of the very first examples in the country 
of eclecticism as a derivative of formal models. Noteworthy, the adoption of 
such typical configurations of the Brazilian architecture. " 14 Venezuela also 
welcomed Brazilian architects. One of Niemeyer's legendary proposals was 
the Modern Art Museum of Caracas (1955); Roberto Burle Marx designed the 
Parque del Este in Caracas, which gave birth to a landscape discipline in the 
country. 15 

Personnel interactions are evidence that cannot be ignored to measure 
the influences among architects and architectures. The Chilean Carlos 
Bresciani had a friendship from late 1940s with Marcelo Roberto, from the 
MMM Roberto team (Milton, Marcelo and Mauricio Roberto brothers). Burle 
Marx too visited Chile to design the gardens of the winning proposal for the 
United Nations building for Latin America by Emilio Duhart. Humberto Eliash 
and Manuel Moreno recognize the influence of Le Corbusier in Chile filtered 
by Brazilian architecture. 16 

The Argentinean Francisco Bullrich has perceived the role of Brazilian 
architecture in the Latin American scene compared to his own country per­
formance: "Not one of the architects has succeeded until now in creating a 
linguistic emergence that, yet for its general acceptance or by any special 
feature, could be conceived chiefly as Argentinean, the same way as it is 
distinguishable, indifferently to each intrinsic values, from a Mexican, a 
Brazilian or a Scandinavian work. " 17 

The prestige of Niemeyer gave him some international commissions, as 
his participation at the United Nations Headquarters design team in 1947, 
the housing block at the International Reconstruction Fair in Berlin (Hansa) 
in 1955, and after Brasilia, many projects in Europe and Africa. Burle Marx 
also developed an international career not only in Latin America but in the 
United States, Europe and Asia. 

Niemeyer is the last hero of 20th -century modern architecture still alive 
and working. Some people feel that he represents the last symbol of a fin­
ished chapter of the history of Western architecture. Brasilia is the first 
modern work nominated to the World Heritage List by UNESCO. But the revi­
val of modern formal features in the late 1980s and the 1990s could mean 
more than a nostalgic attitude. Even if the free-form proposals of such dif­
ferent contemporary architects as Rem Koolhaas, Zaha Hadid, Santiago 
Calatrava and Christian de Portzamparc came from distinctive substrata, 
they have a common regard for Niemeyer. That is why maybe Niemeyer and 
the Brazilians are not the last symbol, but a permanent symbol. 
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La fortune critique de Louis Sullivan et 
de Frank Lloyd Wright en Allemagne: 

une page d'ecriture de la modernite 

Corinne JAQUAND 
Docteur en histoire de !'architecture et de la ville, enseignante a 

I' Ecole d 'Architecture de Clermont-Ferrand, France. 

The Critical Fortune of Louis Sullivan and Frank 
Lloyd Wright in Germany: 

A Page from the Writing of Modernity 

By studying the complex Germano-American reception of works by Schinkel, 
Sullivan, Wright, Mies, Gropius and Mendelsohn and the ambiguous ofttimes conflic­
ting interpretations regarding the direction and moment of influence, Corinne 
Jaquand offers a critical overview of the first historiography of the Modern Movement 
during the 1920s and again during the 1930s-40s. She investigates a complex pheno­
menon of cross-cultural, multi-directional influences (Germano-American deflected 
by Anglo-Saxon traditions) analysed by authors trained either as architects or art his­
torians (including Neumeyer, Gropius, Hitchcock, Pevsner, Giedion, Mumford). They 
posit not only differing interpretations on these architects' contemporary and post­
humous influences, but also considerable variations on the categorisation of their 
styles, ranging from rationalist, universal or International Modern, regional or 
Arts and Crafts, functionalist or revisionist Neo-Classical. Jaquand furthermore reveals 
that critics oscillate between treating a corpus of quotidian buildings as part of an 
evolutionary process and isolating only exceptional icons as a succession of heroic 
manifestations, with the result of producing divergent interpretations of modernity 
itself. In a sense recent historiography, if perhaps less militant, follows similar paths, 
tenaciously pursuing the myth to legitimate a "purist" modern architecture. 

International expositions and publications have contributed to ambiguities of 
reception, temporal detours and doctrinal complexities. The Columbian Exhibition of 
Chicago (1893) pitted Burnham against Sullivan, exposing the American debate bet­
ween Classical Revival and regional decorative naturalism. Only posthumously did the 
role of Sullivan as founder of modernism take hold following Behrendt's and 
Mumford's interpretations, reinforced by the Berlin exhibit Neue amerikanische 
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1 - Ce style s'est impose avec le 
soutien d'intellectuels comme 
Fritz Neumeyer, biographe de 
Mies van der Rohe, et Josef 
Paul Kleihues, architecte et 
ancien directeur de l'IBA. 
2 - Voir les references des 
ouvrages dans la bibliographie 
en fin d'article : • Premiers 
ouvrages theoriques sur le 
Mouvement moderne et le 
style international (Allemagne, 
Etats-Unis) » . 

Baukunst (1926) which consecrated an entire room to Sullivan. By contrast, 
Hegemann denied Sullivan's prescient modernism and placed higher value on function­
alist high technology in the service of tasteful American historicism. Wright's 
Wasmuth publication and exhibit of 1910 coincided in the same year with the 4th 

Werkbund Congress and General Urbanism Exposition, the latter events sapping 
Wright's importance, a phenomenon replicated in 1931 when the German Exposition 
of Construction and CIAM's visit eclipsed Wright's Berlin Academy of Fine Arts show. 
Nonetheless the impact of Wright's early work (whether aesthetic, technical or spiri­
tual) on Gropius, Mies, Berlage, Le Corbusier, De Stijl in general, and Germany in par­
ticular reflected profound indebtedness, albeit divergent values, although late works 
(Fallingwater, standardised Usonian Houses) and urban concepts (Broadacre City) left 
native or exiled Germans indifferent or bewildered. For Jaquand, such divergent 
opinions and temporal delays between perceptions of innovations, projects and 
founders of modernity are proof that definitions of modernity imply a process of 
acculturation according to a constant dialectical reassessment between the cultural, 
national milieu and innovations, underscoring the importance of reception 
theory based on securing a proper chronology and research into a larger corpus of 
documents. 

Le Mouvement moderne et l' axe germano-americain 

Une interpretation historique assez repandue sur le Mouvement moderne 
etablit une filiation entre Karl Friedrich Schinkel, Louis Sullivan, Frank Lloyd 
Wright et Ludwig Mies van der Rohe, ce dernier etant presente comme l'he­
ritier des trois premieres figures. De fac;on secondaire, Walter Gropius et 
Erich Mendelsohn sont aussi convoques en tant que passeurs transcontinen­
taux de la modernite. l'architecture officielle du Berlin reunifie, issue de la 
doctrine de la Reconstruction critique, s'est ainsi appuyee sur cette lignee 
rationaliste germano-americaine1• On peut s'interroger sur le sens de ce 
paradigme dans l'histoire de !'architecture moderne. A quel moment appa­
ra1t-il? Quelle est sa valeur dans le discours sur la modernite? Les premiers 
dialogues germano-americains sur la valeur universelle du Mouvement 
moderne offrent quelques elements de reponse. 

Figures transatlantiques et ecrits pionniers sur le 
Mouvement moderne international 

On a raison de souligner !'importance pour le Mouvement moderne des 
echanges croises entre l 'Allemagne et les Etats-Unis. Cette connivence 
devient manifeste des le milieu des annees 1920 quand paraissent en 
Allemagne, puis aux Etats-Unis, les premiers panoramas a valeur genealogique 
sur le Mouvement moderne. Les publications de Walter Gropius, Ludwig 
Hilberseimer, Walter Curt Behrendt, Gustav Adolf Platz, Bruno Taut, qui ambi­
tionnent d'internationaliser le mouvement, trouvent rapidement un echo edi­
torial de l'autre cote de l' Atlantique sous la plume de Henry-Russell 
Hitchcock et de Philip Johnson, de Richard Neutra ou de Sheldon Cheney2• 

Une decennie plus tard, dans ses publications majeures, Space, Time, 
Architecture (1941) et Mechanization takes Commands (1948), Sigfried 
Giedion donnera le sens d'une « nouvelle tradition » a ce Mouvement 
moderne encore jeune qui s'est inscrit des l'origine dans le deracinement et 
l'acculturation. En Grande Bretagne, Nikolaus Pevsner - allemand emigre 
sous la pression de l' antisemitisme nazi - publiera en 1936 un livre elargis-
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sant le triangle culture! a I' Angleterre, Pioneers of Modern Architecture 
(republie en 1949 sous le titre Pioneers of Modern Design) en rappelant !'im­
portance des « Arts and Crafts » pour !'emergence de la modernite. 

La reception de Sullivan et de Wright sur la scene 
allemande de l'entre-deux-guerres 

Mais cette premiere historiographie militante du Mouvement moderne ne 
revendique pas explicitement une filiation entre Schinkel, Sullivan et 
Wright. ll semble done que ce consensus se soit affirme retrospectivement 
dans les ecrits autobiographiques des leaders du Mouvement moderne. 

La premiere reception de Sullivan et de Wright sur la scene allemande ne 
manque pas d'ambigu'ite. II faut remonter a l'Exposition colombienne de 
Chicago (1893) pour mieux la comprendre. Si les Allemands sont nombreux 
a visiter !'exposition, ils restent etrangers au debat qui oppose alors Daniel 
Burnham a Sullivan et ne voient en ce dernier que l'inventeur d'un nouveau 
style decoratif naturaliste. Ce n'est qu'une generation plus tard, alors que 
Sullivan vient de mourir, qu'ils commencent a lui attribuer un role fondateur 
dans la modernite. La publication par Walter Curt Behrendt des extraits du 
livre de Louis Sullivan, The Autobiography of an Idea (1924) et de celui de 
Lewis Mumford, Sticks and Stones (1924), joue un role fondamental dans 
cette reconnaissance posthume3• Ces ouvrages donnent de l'reuvre de 
Sullivan une interpretation exaltee, selon laquelle le rationalisme chicago­
lais aurait ete etouffe dans l'reuf par les tendances academiques et neo­
classiques qui se sont affirmees a !'Exposition colombienne. Produite par un 
groupe d'architectes plutot conservateurs, pour certains lies au « Bund », en 
tout cas fort eloignes du radicalisme du Bauhaus - !'exposition sur la nou­
velle architecture americaine (Neue amerikanische Baukunst), qui se tient a 
l'Academie des Beaux-Arts de Berlin (Akademie der Ki.inste) en janvier 1926, 
s'ouvrira ainsi sur une salle consacree a Sullivan. 

Mais certains critiques influents, dont Werner Hegemann, refusent de voir 
en Sullivan un precurseur des modernes. Editeur des Wasmuths Monasthefte 
fi.ir Baukunst (WMB) et de Der Stiidtebau, Hegemann est un specialiste 
reconnu des Etats-Unis ou ii a etudie puis travaille entre 1913 et 1920, 
publiant avec Elbert Peets un manuel d'art urbain, Civic Art (1922). 
Responsable de la section americaine de !'Exposition internationale d'urba­
nisme de Goteborg en 1923, son choix se tourne vers le renouveau classique, 
represente notamment par Charles F. McKim, William R. Mead et Stanford 
White, parti pris qu'il reitere dans son livre Amerikanische Architektur und 
Stadtbaukunst (1925, reed. 1927)4• Contrairement a Lewis Mumford, pour 
lequel le « style imperial americain » n'est qu' « une architecture de com­
pensation [ ... ] analogue aux Mietskasernen [casernes a toyer allemandes] »5, 
Hegemann ne voit pas de contradiction majeure dans l'emploi d'une haute 
technologie au service d'un style historisant, du moment qu'il soit de bon 
gout. Dans les WMB, Hegemann fait appel a l'americain Fiske Kimball pour 
legitimer « le triomphe du neoclassicisme aux Etats-Unis sur la tendance 
fonctionnaliste » 6• Selan Kimball, Schinkel et Semper auraient plus compte 
pour Sullivan que la formation qu'il re<;:ut a l'Ecole des Beaux-Arts de Paris. 
Trois quarts de siecle plus tard, la question reste ouverte aux historiens. 
Connaissant !'influence a Chicago de la communaute allemande, on suppose 
que Sullivan aurait pu etre influence par les architectes formes en Allemagne 
qui travaillaient dans l'agence de William Le Baron Jenney ou ii debuta. 

3 - Le livre de Lewis Mumford 
[Sticks and Stones, A Study of 
American Architecture and 
Civilization, New York, Boni 
and Liveright, 1924] est publie 
en integralite en allemand 
sous le titre Vom Blockhaus 
zum Wolkenkratzer: Eine 
Studie iiber amerikanische 
Architektur und Zivilisation, 
Berlin, Cassirer, 1925. 
4 - Werner Hegemann, Elbert 
Peets, Civic Art: The American 
Vitruvius: An Architect's 
Handbook of Civic Art, New­
York, The Architectural Book, 
1922. Werner Hegemann, 
Amerikanische Architektur 
und Stadtbaukunst: Ein Uber­
blick iiber den heutigen Stand 
der amerikanischen Baukunst 
in ihrer Beziehung zum 
Stiidtebau, Berlin, Wasmuth, 
1925 (reed. 1927). 
5 - Lewis Mumford, 
« lmperialistische Architektur 
in Amerika », Kunst und 
Kunst/er, mars 1925, p. 243. 
6 - Fiske Kimball, « Alte und 
neue Baukunst in Amerika: Der 
Sieg des jungen klassizismus 
uber den Funktionalismus der 
neunziger Jahre », Wasmuths 
Monatshefte fiir Baukunst, 
1925, p. 225-242, 245. 
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7 - H. Petrus Berlage, « Frank 
Lloyd Wright », Schweizerische 
Bauzeitung, sept. 1912, 
p. 148-150, 165-167. 
8 - Hugo de Fries, Frank Lloyd 
Wright: Aus dem Lebenswerke 
eines Architekten, Berlin, 
Ernst Pollak, 1926. 
9 - Frank Lloyd Wright, An 
Organic Architecture, the 
Architecture of Democracy, 
Londres, Lund, Humphries ft 
Co. ltd., 1939. 

La reception de Frank Lloyd Wright en Allemagne emprunte des detours 
temporels et doctrinaires encore plus complexes. En mai-juin 1910 se tient 
a Berlin, aux editions Wasmuth, la premiere exposition de ses reuvres et la 
publication d'un portefolio documentant sa periode chicagolaise. Mais cet 
evenement co"incide avec deux autres qui attirent un public bien plus consi­
derable: le IV• Congres du Werkbund et l'Exposition generale d'urbanisme 
du grand Berlin. Sans doute ces deux manifestations ont-elles attenue 
l'hommage rendu a Wright, car l'exposition Wasmuth ne fut pas mentionnee 
dans les chroniques de la presse professionnelle. Vingt ans plus tard, en 
juin 1931, l'Academie des Beaux-Arts de Berlin consacre une exposition a 
Wright, sur l'insistance des architectes du Ring qui viennent d'integrer la 
prestigieuse institution (Mendelsohn, Gropius, Mies, Martin Wagner). Cette 
seconde exposition semble avoir connu le meme sort que la premiere. Elle 
se deroule au moment de la grande Exposition allemande de la Construction 
et d'une rencontre des architectes des CIAM reunis alors a Berlin en congres 
extraordinaire. Elle enregistre cependant trois fois mains d'entrees payantes 
que l'exposition sur Hans Poelzig, quelques mois plus tot. 

Dans leurs recits autobiographiques, Gropius et Mies ont sans doute exa­
gere l'impact de l'exposition Wasmuth sur leurs reuvres de jeunesse. 
L'influence de Wright fut beaucoup plus rapide aux Pays-Bas, en raison du 
role joue par Hendrik Petrus Berlage qui fit le voyage a Chicago en 1911 avec 
l'intention de rencontrer Wright et Sullivan. Le Corbusier dit avoir decouvert 
Wright dans l'article que Berlage publie dans le Schweizerische Bauzeitung 
en 19127, et non pas lors de son sejour a Berlin co"incidant avec l'exposition 
Wasmuth. C'est a travers le mouvement De Stijl et la revue Wendingen que 
les Allemands s'approprient l'esthetique des prairie houses. Mies en parti­
culier, avec ses plans en helice, opere une synthese entre les deux ma'itres 
prussien et chicagolais, Schinkel et Wright, qu'un siecle separe, en creant 
des paysages architecturaux unifies par un socle et composes selon des axes 
de symetrie coulissants et faiblement hierarchises. 

En fait, la reception de Wright en Allemagne reflete les valeurs diver­
gentes sur le rapport entre esthetique et technique dans !'appreciation de la 
modernite. Dans Der moderne Zweckbau (1926), Adolf Behne assimile Wright 
a la Neue Sachlichkeit dont il est le theoricien. D'autres en revanche denon­
cent comme une regression historiciste ses nouvelles maisons californiennes 
dont les ornements s'inspirent des civilisations amerindiennes disparues. 
Dans sa monographie sur Frank Lloyd Wright: Aus dem Lebenswerke eines 
Architekten (1926), Hugo de Fries, ancien collaborateur a Taliesin, montre 
pourtant comment les blocs de ciment gaufres produits en serie reconcilient 
standardisation constructive et motif decoratif8• En insistant sur l'organicite 
de Wright, bien avant qu'il ne l'explicite lui-meme dans Organic Architecture 
(1939)9, Fries conforte ceux qui, en Allemagne, pronent la liberte formelle 
de l'expressionnisme et se demarquent du dogme fonctionnaliste. 

Avec la meme obstination qu'il avait montree contre son « Lieber 
Meister » (c'est-a-dire son ancien patron, Sullivan), Hegemann denie a 
Wright toute valeur d'exemplarite. Pour lui, Wright est un epiphenomene 
que les Allemands ont transforme en prophete de la modernite alors que 
« les Americains n'en veulent rien savoir » 10• A cette epoque, il est vrai, le 
ma'itre ne s'est pas encore impose a la nouvelle generation d'architectes 
americains. Une fois exile aux Etats-Unis (fin 1933), Hegemann inflechira son 
jugement en se rapprochant des theses de Lewis Mumford, qui lui feront 
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decouvrir !'importance des ecrivains transcendantalistes et du rapport inti­
me a la nature dans la civilisation americaine. 

La presse du Ille Reich ignora !'evolution de Wright au moment ou sa car­
riere rebondit avec Falling Water et ses experiences de maisons « usoniennes » 

standardisees. Son projet de Broadacre City, dont la maquette fut exposee au 
Rockefeller Center, dans le cadre de !'Exposition nationale industrielle de New 
York (1935), ne fait l'objet d'aucun commentaire en Allemagne. Les premiers 
exiles allemands a New York, parmi lesquels Werner Hegemann, ne semblent 
pas d'ailleurs en avoir pris connaissance. Tout en cherchant en vain la bene­
diction du maitre americain, les modernes du Bauhaus installes aux Etats-Unis 
a partir de 1936-37 continueront d'entretenir avec lui des disputes larvees sur 
le sens du travail formel dans la technologie du batiment. Dans ce contexte 
d'incomprehension mutuelle, Erich Mendelsohn echappera a l'agacement du 
ma1tre, qui l'avait rec;:u a Taliesin en 1924. Les deux hommes plac;:aient la 
richesse expressive au-dessus du dogmatisme constructif. 

Conclusion 

Ce survol critique de la premiere historiographie du Mouvement moder­
ne amene certaines observations. Les auteurs, qu'ils soient architectes ou 
critiques formes a l'histoire de l'art, oscillent entre le corpus de la produc­
tion « ordinaire » et celui d'reuvres exceptionnelles et iconiques. II en 
decoule des interpretations divergentes de la modernite, entendue tantot 
comme un processus evolutif, tantot comme une succession d'actes 
heroi·ques fondateurs. Mais en est-il autrement dans l'historiographie recen­
te? Si aujourd'hui l'histoire du Mouvement moderne n'est pas aussi militan­
te qu'elle l'a ete, elle n'en demeure pas mains engagee. La filiation en 
question est un mythe tenace dont l'une des fonctions, dans la periode 
contemporaine, est de legitimer une architecture moderne « puriste ». 

Si l'on admet que la modernite implique un processus d'acculturation 
selon une dialectique constamment renouvelee entre le milieu culture! 
national (ou regional) et les innovations exogenes, le point de vue de la 
reception regenere le travail de l'historien. Ce bref aperc;:u du dialogue ger­
mano-americain revele des decalages temporels dans la perception des inno­
vations, des projets et des figures fondatrices de la modernite. La restaura­
tion d'une chronologie, l'ouverture a un plus large corpus de documents per­
met de reevaluer la diversite de la critique du Mouvement moderne, qui se 
manifesta des ses origines. 
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Les revues f ran~aises de l' entre-deux-guerres et 
la genese de la notion de Mouvement moderne 

Helene JANNIERE 
Architecte, historienne de !'architecture, maTtre assistant en histoire 

a l'~cole d'Architecture de Paris-Val de Seine, France . 

The Genesis of the term "Modern Movement" in 
French Architectural Periodicals between the Wars 

Since the 1980s, several studies on the historiography of modern architecture 
have focused on the manner by which the critical and historical category "Modern 
Movement" has been elaborated by architects, critics and historians of the period 
1920-1960. Such studies have shown the leading role of the narratives of historians 
committed to the cause of modernism and publications, in the emergence and vul­
garisation of the term. But other kinds of publications have had a more ambitious 
position, among them French periodicals from L'Architecture Vivante (1923-1933) to 
L'Architecture d 'Aujourd'hui (1930-), both having been signalled out by architectu­
ral historians and critics as "ideological media" created to support modern architec­
ture, and certain art journals, such as Cahiers d'Art and L'Amour de /'Art. 

Janniere exposes the paradox of such periodicals. By examining the lexicon used 
and circulated by these sources, she tries to demonstrate that the term "Modern 
Movement" as an aesthetic category or as a term designating a unity of goals has in 
fact scarcely been used in these types of periodicals. Only very few occurrences crop 
up. Moreover the term "Modern Movement" refers predominantly to a genealogical 
construct implying the notion of forerunner as an evolutionist interpretation. 

Such articles are conceived as panoramic overviews of contemporary architecture 
in several European countries. By employing the term "Modern Movement, " they 
witness on the one hand the international spread of "modern" architecture, and by 
focusing on local and national peculiarities of these buildings, they attempt on the 
other hand to demonstrate that national roots are a very vital component of "genu­
ine" modern architecture. 

Such genealogies of the Modern Movement had already been set forth by radical 
1920s architectural publications (notably in German-speaking countries). But in 
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1 - Tafuri (Manfredo) et Dal Co 
(Francesco), Architecture 
Contemporaine, Paris, Berger­
Levrault, 1982, 1" edition ita­
lienne Milan, Electa, 1976. 
2 - Scalvini (Maria Luisa), 
Sandri (Maria Grazia), 
L'lmmagine storiografica 
dell'architettura contempora­
nea da Platz a Giedion, Rome, 
Officina Edizioni, 1984; 
Tournikiotis (Panayotis), 
Historiography af Modern 
Architecture, Cambridge 
(Mass.), MIT Press, 1999. 
3 - On adoptera a partir d'ici 
l'orthographe « mouvement 
moderne », sans majuscule, 
lorsqu'on se referera aux cita­
tions des revues. 

French architecture and art periodicals, these genealogies constructed a restrictive 
conception of a modern and national architecture which had very little in common 
with the category "Modern Movement" as featured in criticism and more generally in 
orthodox historiography of architecture which established both a unity of goals and a 
modern project. 

In conclusion, the author suggests the genesis of the term itself should be further 
investigated by examining other periodicals from other countries. Such investigations 
might contribute to the hypothesis that the term "Modern Movement" as employed 
post-World War II was better consolidated and widespread than during the earlier 
period between the wars. 

[Resume by the author] 

La polysemie et les ambiguYtes du terme « Mouvement moderne », desor­
mais connues, doivent etre prises en compte dans l'etude de sa reception. 
Degages des imperatifs propres a la critique engagee, les historiens ont en 
effet, depuis les annees 1970, remis en cause le Mouvement moderne en 
tant que categorisation historique, en demontrant la pluralite des positions 
doctrinales et esthetiques, voire des periodisations qu'il designe. lls ont en 
outre souligne que « Mouvement moderne » peut recouvrir des notions tout 
a fait distinctes: depuis celle d'un ensemble, aux frontieres toujours dispu­
tees, d'edifices et de projets, a celle d'un corps de doctrine, dont les limites 
ne sont pas plus faciles a tracer. La notion de Mouvement moderne peut 
aussi recouvrir ['adhesion a un meme « projet moderne » , dans ses compo­
santes sociales et culturelles, projet desormais mis en doute dans son uni­
vocite, voire dans son existence meme1. Enfin, les recherches sur l'historio­
graphie (Scalvini, De Fusco, Tournikiotis2) ont analyse les differences de 
conceptions de l'histoire, montre la pluralite des corpus d'edifices qui ont 
tisse les trames des premiers recits historiques sur !'architecture moderne, 
soulignant une fois encore la pluralite des paradigmes retenus comme 
constitutifs du Mouvement moderne, envisage cette fois non comme cate­
gorie theorico-critique, mais comme processus historique. 

Si la contribution de tels recits, instituant l 'architecture moderne en 
« Mouvement » ou en processus de developpement, est desormais connue, 
d'autres vecteurs restent a explorer. On a coutume de retenir comme pre­
miere occurrence du terme - au sens de processus historique - le celebre 
ouvrage de Nikolaus Pevsner, Pioneers of the Modern Movement from 
William Morris to Walter Gropius, en 1936. Mais qu'en est-il avant cette 
date, au moment meme de la montee en puissance de l'architecture moder­
ne ou rationaliste sur la scene europeenne? Certes, le terme « mouvement 
moderne » 3, est apparu a plusieurs reprises, par exemple dans les ouvrages 
a caractere propagandiste des annees 1925 a 1930, emanant des architectes 
et critiques europeens les plus radicaux. Mais quel a pu etre, parallelement, 
le role de la publication periodique dans la genese de cette appellation: 
notamment de revues qui, telles que L'Architecture Vivante (1923-1933) et 
L'Architecture d'Aujourd'hui (creee en 1930), sont reputees avoir ete ini­
tialement fondees en vue d'apporter un soutien au « Mouvement moderne »? 
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Le Mouvement moderne en filigrane dans les revues 
fran~aises 

Les espaces de mediatisation ne sont pas uniquement des vecteurs de dif­
fusion, qui « refletent » la production architecturale. La publication archi­
tecturale a un pouvoir de consecration symbolique4 : elle contribue a fonder, 
en les nommant, l'identite de groupes ou de tendances, et a cimenter leur 
coherence en les faisant exister sur la scene publique. Des recherches consa­
crees aux publications des avant-gardes ou des architectes radicaux ant mis 
en lumiere leur role strategique dans la seconde moitie des annees 19205 : 

ces ecrits, opuscules, catalogues, ont construit une image, celle de la« pro­
gression » d'une architecture dite nouvelle, sur la scene europeenne dans 
ces annees-la. Des 1925, on peut observer dans !'edition architecturale de 
langue allemande, de nombreux ouvrages (emanant d'abord des avant­
gardes puis de cercles mains restreints) qui affirment !'existence d'une 
« nouvelle architecture», et tentent par !'accumulation de nombreuses pho­
tographies d'edifices construits ou en chantier, de faire preuve de sa propa­
gation « reelle » a l'echelle europeenne ou internationale. Ces ecrits offrent 
de nombreuses declinaisons du terme « nouveau »: omnipresent jusque dans 
les titres, celui-ci evoque tour a tour un nouvel art de construire (Bruno 
Taut, Die neue Baukunst in Europa und Amerika, Ludwig Hilberseimer 
Internationale neue Baukunst), un nouveau style (Walter Curt Behrendt, Der 
Sieg des neuen Baustils), des materiaux nouveaux, !'architecture du« temps 
nouveau » (Platz, Die Baukunst der neuesten Zeit), et, enfin, la « nouvelle 
construction dans le monde » (serie « Neues Bauen in der Welt » ). De tels 
ouvrages ne temoignent pas seulement de !'emergence du qualificatif « nou­
velle architecture »: ils participent, par la reiteration de ce terme, a la 
construction et la legitimation de cette appellation6• La locution « nouveau 
mouvement » yest, d'ailleurs, beaucoup plus frequente que « mouvement 
moderne ». 

La genese du terme « mouvement moderne » dans la presse architectu­
rale franc;:aise resulte-t-elle d'un processus similaire? Si l'on a pu en relever 
quelques rares occurrences, c'est principalement avant 1930; ii designe 
alors un processus ouvert, en devenir. C'est dans ce sens qu'il apparait a plu­
sieurs reprises dans L'Architecture Vivante7• De meme que le terme « archi­
tecture nouvelle» - que son redacteur en chef Badovici remplace parfois, en 
une conception vitaliste inspiree d'Henri Bergson, par « architecture vivan­
te » - prevaut sur « architecture moderne », L'Architecture Vivante prefere 
a la locution « mouvement moderne », celles de « nouveau mouvement », 
« mouvement actuel » ou encore, « mouvement contemporain ». C'est selon 
une acception similaire, celle d'un processus ouvert et en devenir, qu'en use 
La Casa Bella (titre initial de Casabella) en 1930, au moment de la transfor­
mation de sa politique editoriale, jusqu'alors assez moderee a l'egard du 
rationalisme italien8• 

De 1923 a 1930, « mouvement moderne », expression au demeurant fort 
peu repandue, semble n'etre dans ces revues qu'une locution parmi 
d'autres, synonyme de « nouvelle architecture », qualificatif parallelement 
propage par les livres des architectes et critiques, notamment allemands, 
les plus« engages ». Dans les revues franc;:aises, ce qualificatif englobe aussi 
bien les tendances les plus radicales de la scene hollandaise (De Stijl) ou 
allemande, que le classicisme structure[ d' Auguste Perret ou ['Ecole 
d' Amsterdam dans L'Architecture Vivante, ce qui ne temoigne pas seule-

4 - Lipstadt (Helene), 
« Publications, concours et 
expositions d'architecture ", 
in Eve Blau, Edward Kaufman 
(dir.), L'architecture et son 
image - Quatre siecles de 
representation architecturale, 
Montreal, Centre Canadien 
d' architecture, 1989. 
5 - Gubler (Jacques), « I dis­
pacci dell'avanguardia ", 
Rassegna n ° 12, 
decembre 1982, p. 5-11; Cire 
(Annette), Ochs (Haila), Die 
Zeitschrift als Manifest -
Aufstitze zu arc hi tektonischen 
Strtimungen im 20. 
Jahrhundert, Bale, Birkhaliser 
Verlag, 1991 ; Colomina Beatriz 
(dir. ), Architectureproduction, 
New York, Princeton 
Architectural Press, 1988. 
6 - Janniere (Helene), 
Politiques editoriales et archi­
tecture « moderne " -
L'emergence de nouvelles 
revues en France et en ltalie, 
1923-1939, preface de Jean­
Louis Cohen, Paris, Editions 
Arguments, 2002, 380 p. 
7 - Paraissant de 1923 a 1933, 
son redacteur en chef est l'ar­
chitecte Jean Badovici (1893-
1956 ). 
8 - Pagano (Giuseppe), 
« Dell'uso di certi aggettivi » 

(editorial), La Casa Bella 
n° 27, mars 1930, p. 35. 
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9 - L'Architecture d'Aujourd'hui, 
n° 9, 1935. 

ment d'une ligne editoriale a ses debuts hesitante, mais aussi de l'ouvertu­
re potentielle de ce « mouvement ». 

Le Mouvement moderne comme « processus 
d'evolution »: la construction d'une genealogie 

Or, ii est neanmoins un point sur lequel les revues frarn;:aises evoquent 
plus precisement la nature du « mouvement moderne ». Les nombreux 
articles dressant, pour chaque pays, le bilan de I'« evolution » de !'archi­
tecture depuis le debut du xxe siecle, esquissent !'unique definition du 
terme « mouvement moderne » reperable dans ces periodiques. 

Ainsi, revue d'art creee en 1920, L'Amour de /'Art, qui de 1923 a la fin 
des annees 1920, contribue substantiellement a la visibilite en France de 
!'architecture etrangere, use des 1923 de ce terme, alors encore rare. Au 
contraire de L'Architecture Vivante, elle lui confere une signification retros­
pective et une dimension diachronique: ii y recouvre mains les courants 
contemporains qu'un long processus de « developpement » ou d'« evolu­
tion », pour reprendre les termes des redacteurs. Ces articles retracent en 
effet !'emergence de !'architecture moderne depuis ses « origines » presu­
mees et en designent les « precurseurs »: Hendrik Petrus Berlage, Paul 
Hankar, Otto Wagner, Tony Garnier. La notion retroactive de precurseur s'y 
articule a une conception deterministe et teleologique de l'histoire, qui 
cherche dans les premisses et les figures tutelaires du tournant du siecle des 
elements de legitimation de tendances cette fois bien plus circonscrites. En 
effet, des 1927 dans L'Amour de /'Art, et des 1932 dans L'Architecture 
d'Aujourd'hui, en insistant sur les conditions de depart specifiques a chaque 
pays, de tels panoramas retrospectifs mettent en relief ce qui, dans /es mou­
vements modernes (le pluriel est ici de rigueur) europeens, releve de la cul­
ture et des traditions nationales. 

Une forme alors fort repandue d'articles, les « bilans » de !'architecture 
contemporaine par pays qui, encore dans les annees 1920 et notamment 
dans L'Architecture Vivante et Cahiers d'Art, constataient la diffusion inter­
nationale de !'architecture moderne sans polemiquer sur ses differentes ten­
dances, deviennent des le debut des annees 1930 un moyen de preciser la 
definition de !'architecture moderne «veritable», c'est-a-dire celle fondee 
sur les criteres de« climat », de« tradition constructive». lndice de ce bas­
culement: encore frequente dans les annees 1920, !'association entre 
« architecture nouvelle » ou « nouveau mouvement » aux caracteres trans­
nationaux de !'architecture, laisse place au debut des annees 1930 a celle 
de « moderne » et de « nationale ». Presente depuis 1931 dans 
L'Architecture d'Aujourd'hui, cette thematique s'y renforce en 1935 avec le 
debat de la Reunion internationale d' Architectes sur le « caractere national 
dans !'architecture moderne »9• 

Mouvement moderne versus architecture moderne? 

Avant meme la consecration du terme « Mouvement moderne » par les 
historiens militants (Pevsner, 1936) en tant que processus historique, ce 
terme est done utilise, avec parcimonie, par les revues franc;:aises, au sens 
de processus d'evolution et chaine de filiations. Le« mouvement moderne » 
transpara1t dans ces articles comme un processus desormais doublement 
dos; restreint a une architecture moderne incluant des caracteres natio-
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naux, a laquelle la reconstruction d'une genealogie apporte une forme de 
legitimation historique. Clos, egalement, temporellement: pour des cri­
tiques tels que Marie Dormoy, proche d' Auguste Perret, ce « mouvement 
moderne » (terme auquel L'Architecture d'Aujourd'hui prefere, de maniere 
significative, « mouvement rationaliste ») s'est arrete en 1914, c'est-a-dire 
avant d'etre « devoye » par les avant-gardes architecturales, periode quali­
fiee d'erratique, au terme de laquelle la « veritable » architecture moder­
ne (dans la lignee de celle des precurseurs) peut enfin eclore. 

Ces breves indications sur le lexique devoilent ainsi un aspect paradoxal 
de ces periodiques: ils forment des instances actives d'edification de l'idee 
d'architecture moderne, alors que le terme « mouvement moderne » n'y 
apparalt ni comme notion fondatrice, ni comme representation commune, 
conferee par les critiques a un groupe d'architectes ou a un ensemble iden­
tifiable d'edifices. En France, cela est certes du a une importante defiance 
par rapport aux tendances radicales du rationalisme europeen. Les debats 
sur les valeurs culturelles puis specifiquement nationales qu'on doit attri­
buer au terme « moderne » sont ainsi au centre des politiques editoriales de 
ces revues. Elles propagent le terme « architecture moderne », en lui confe­
rant des significations esthetiques et doctrinales de plus en plus eloignees 
de celles du Mouvement moderne consacre, lui, par l'historiographie offi­
cielle. Elles sont peu disertes sur le « mouvement moderne » lui-meme, 
sinon en des termes tres restrictifs. La dichotomie entre « architecture 
moderne » (tendant dans les annees 1930 vers un style) et « mouvement 
moderne » (processus, methodologie et objectifs communs), deja en 
debat10, merite d'etre ainsi reconsideree, a la lumiere de la diffusion par la 
publication architecturale. C'est, egalement, la genese du terme mouve­
ment moderne qui est en question. Examiner dans des revues d'autres pays, 
le recours a la categorie « mouvement moderne » et les valeurs qui y sont 
associees permettrait de discuter l'hypothese11 que cette appellation n'a 
ete veritablement consolidee, et massivement diffusee, que dans l'apres­
guerre. 

10 - De Fusco (Renato), Le 
nuove idee di architettura -
Storia dell a er/ tica a Rogers a 
Jencks, Milan, Etas-libri, 1991, 
p. 1-30. 
11 - Voir De Fusco, op. cit, et 
Ciucci (Giorgio), « The 
Invention of the Modern 
Movement » , Oppositions 
n • 24, printemps 1981, p. 69-
91. 
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La reception de Robert Mallet-Stevens : 

la redecouverte d'un architecte au succes controverse 

Nathalie ROULLEAU-SIMONNOT 

Historienne de !'architecture, docteur de l'Universite d'Aix-Marseille I, 

chargee de cours a l'Ecole d'Architecture de Paris-Val-de-Seine, France. 

The Reception of Robert Mallet-Stevens: 
Rediscovery of an Architect of Debatable Success 

Mallet-Stevens was undoubtedly a successful architect. It is interesting to com­
pare his fate with that of Le Corbusier. At the Exposition des Arts Decoratifs in 1925, 
Le Corbusier and Mallet-Stevens were the only ones who proposed a new approach to 
modernism in architecture. Such an approach, called at the time "radical moder­
nism," contrasted strongly with the version proposed by the "traditionalist moder­
nists." Still, whereas Le Corbusier achieved international recognition, Mallet-Stevens 
was categorised within the group of confirmed formalists by the critics and by the 
International Congress of Modern Architecture. As such he was believed to be a prac­
titioner not sharing the theoretical ambitions of the Modern Movement. 

This attitude of relegation to the second rank did not contaminate his clients. 
Unlike his colleagues, Mallet-Stevens received commissions in the thirties and did not 
suffer economically from the Great Depression. The architectural press showed an 
ambivalent reception to his oeuvre: L' Architecture d'Aujourd'hui, which clearly 
demonstrated its position in favour of the traditionalist modernists, eventually pro­
moted the figure it was expected to oppose. Through these various opposing opin­
ions, Mallet-Stevens ended up in a strong position. This controversy raises the ques­
tion of the professional competition that existed between the wars, when what was 
at stake was being one of the pioneers of the Modern Movement. 

[Resume by the author] 

L'reuvre de Robert Mallet-Stevens, largement connue et reconnue 
aujourd'hui ne laisse pas de doute sur son inscription tranche dans la pre-
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1 - « Notre enquete sur les 
materiaux de construction : 
ossatures ou murs portants -
Reponse de Mallet-Stevens », 

L'Architecture d'Aujourd'hui, 
n" 1, novembre 1930. 

miere modernite franc;:aise des annees 1920 et 1930. Mallet-Stevens est, sans 
conteste, un architecte qui a reussi. Et neanmoins, comment expliquer que 
l'architecte ait connu une reception negative, volontairement detractrice, 
par une partie de la critique? Comment expliquer l'infortune de certains de 
ses projets qui auraient pu devenir des architectures-manifestes? Le relais 
de cette infortune par une presse silencieuse suffit-elle a expliquer que l'ar­
chitecte ait ete absent des debats theoriques sur !'architecture moderne? 
Enfin, pourquoi Mallet-Stevens n'est-il veritablement (re)decouvert que 
depuis une vingtaine d'annees et comment se fait-il que son reuvre puisse 
encore faire l'objet de revelations? 

L' Exposition internationale des Arts decoratifs de 1925 met au jour une 
evidence: Mallet-Stevens et Le Corbusier sont les premiers architectes 
avant-gardistes du Mouvement moderne franc;:ais. Si le pavillon de !'Esprit 
nouveau de Le Corbusier force le destin de son auteur en marge de !'expo­
sition, le pavillon du tourisme de Mallet-Stevens est bien la seule reuvre 
moderne qui ait gagne une place officielle dans la manifestation. Cette pre­
miere reconnaissance publique est un depart. Mallet-Stevens conna'it une 
carriere ou les commandes ne manqueront pas. Bien que victime de la 
mefiance generate montree a l'egard du modernisme puis des difficultes 
economiques des annees 1930, Mallet-Stevens echappe pourtant, d'une cer­
taine maniere, a la crise. Si la construction de la villa Cavrois en 1932 a 
constitue pour lui une opportunite exceptionnelle a ce moment de l'histoi­
re, elle ne suffit pas a expliquer l'accueil constamment positif de son reuvre 
tout au long de ces annees-la. En particulier, les commandes de boutiques -
Bally et Cates du Bresil - qui ponctuent sa carriere de 1928 jusqu'a la guer­
re, relaient l'affaiblissement de la commande privee en assurant a l'archi­
tecte une presence forte sur la scene architecturale, largement relayee par 
la presse. Au fait de l'actualite technique, Mallet-Stevens est, a l'epoque, 
le seul architecte a s'interesser aux possibilites de l'eclairage electrique, 
comprenant bien avant Le Corbusier son role dans la creation d'un nouveau 
style. Alors que Mallet-Stevens continuait d'obtenir des commandes, ses 
quelques confreres, comme lui de tendance moderne radicale, n'avaient 
d'autre issue que de concentrer leurs efforts dans les tentatives de theori­
sation du mouvement, notamment au travers des Congres internationaux 
d'architecture moderne (CIAM). 

Outre le phenomene de la commande, la reception positive de l'archi­
tecte est aussi celle de l'ecriture du Mouvement moderne, de la presse 
architecturale en particulier. En 1930 et 1931 deja, deux monographies lui 
sont consacrees. Les revues L'Architecture Vivante et L'Architecture 
d'Aujourd'hui lui assurent une reception flatteuse, alors que l'une et l'autre 
affichaient des positions reservees a son egard. Jean Badovici, directeur de 
L'Architecture Vivante, s'etait fermement oppose a la pedagogie menee par 
l'architecte a l'Ecole speciale d'architecture en 1924 et, pourtant, la revue 
se fait, a plusieurs reprises, l'echo de ses realisations entre 1924 et 1927. 
L'exemple de L'Architecture d'Aujourd'hui est plus revelateur encore pour 
une revue qui affichait nettement ses positions en faveur des structuralistes. 
Le premier numero de la revue1 s'ouvre sur un questionnaire qui lui est 
adresse. En 1934, la villa Cavrois fait l'objet d'une edition speciale. De nom­
breux articles lui sont consacres entre 1930 et 1940 et la revue lui donne 
!'occasion de s'exprimer a plusieurs reprises. Mallet-Stevens acquiert une 
position incontestable. 
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Ce succes est a double tranchant: Mallet-Stevens devient la bete noire 
de Siegfried Giedion qui rejette sa participation aux CIAM en 1929 en argu­
mentant du caractere « trap decoratif de son reuvre » 2• En 1928, Giedion3 

ne laisse planer aucune equivoque en choisissant de publier une photogra­
phie du chantier inacheve de la villa Poiret. Pour le critique, c'est la signa­
ture d'un echec et ce choix n'est pas innocent: elle transforme la realite 
d'un chantier stoppe par la faillite du ma1tre d'ouvrage en laissant supposer, 
sans le dire, que Mallet-Stevens et son commanditaire fortune etaient inca­
pables de mener un projet a terme. En 1938, la critique Marie Dormoy4 opere 
egalement un choix iconographique evident: son analyse acerbe de Mallet­
Stevens est appuyee par la seule illustration du casino de Saint-Jean-de-Luz, 
l'reuvre certainement la mains reussie de l'architecte. Cette maltraitance 
par l'image est revelatrice du contexte de concurrence professionnelle qui 
regnait alors et qui est parvenu a rejeter l'reuvre de Mallet-Stevens dans la 
categorie des« formalistes endurcis » 5, plus enclins a repondre aux attentes 
d'une clientele mondaine qu'a s'interesser aux veritables problemes 
sociaux. Mais le fait est que Mallet-Stevens n'a jamais montre de penchant 
theorique fort; ses visions urbaines - celles de la Cite Moderne, en !'occur­
rence - sont loin d'egaler celles d'un Tony Garnier ou d'un Le Corbusier. 
Absent des lors des debats sur !'architecture moderne, Mallet-Stevens ne 
fait pas figure de chef de file, ecarte du club de reconnaissance interne que 
pouvaient constituer les CIAM. Deja en 1924, Le Corbusier admettait publi­
quement le talent de son confrere tout en lui reprochant de « trap aimer les 
formes » 6• Cette ambigu'ite est symptomatique: par son succes mondain, par 
ses commandes, par sa presence constante dans la presse, Mallet-Stevens 
devient inevitablement l'objet d'une rivalite professionnelle qui se mani­
feste, de la maniere la plus efficace, par son eviction des grands debats sur 
!'architecture moderne. De la na1t la controverse sur son reuvre, tenace 
puisque les Trente Glorieuses prendront le relais d'une histoire jugee comme 
classee. 

Mais tout autant, !'absence d'image peut renforcer une reception nega­
tive. La villa de Noailles est restee, pendant cinq ans - de 1923 a 1928 - igno­
ree de taus, ecartee d'une campagne photographique a la demande du 
ma1tre d'ouvrage qui n'appreciait dans cette demeure que son aspect utili­
taire. Si la villa a fait l'objet de quelques publications a la fin des annees 
1920, elle tombe a nouveau dans l'oubli entre 1931 et 1969. Pour des raisons 
differentes, ces deux villas n'ont pu acquerir le statut d'architecture-mani­
feste qu'ont obtenu celles de Le Corbusier. 

Mallet-Stevens disparalt en 1945. L'apres-guerre sonne comme un double 
enterrement: l'architecte est absent du paysage de la reconstruction dans 
une periode ou les modernes de l'entre-deux-guerres parviennent enfin a 
construire et a s'inscrire par consequent, pour certains, dans l'histoire. Le 
triomphe des theories des CIAM pendant les Trente Glorieuses efface un peu 
plus le souvenir de l'architecte. Ainsi, ii est significatif de constater que 
l'historiographie du Mouvement moderne, notamment celle des historiens 
etrangers, est fortement lacunaire. Dans les annees 1960, Leonardo 
Benevolo7 et Bruno Zevi8 ignorent !'existence de Mallet-Stevens. Meme 
constat, plus recemment pourtant, chez Kenneth Frampton9, puis chez 
G. Leuthausser et P. Gossel10 qui parlent de Chareau, de Pingusson, de 
Guevrekian ou de Lun;:at, mais pas de Mallet-Stevens. D'autres reprennent 
avec facilite les critiques reductrices dont Mallet-Stevens avait fait l'objet 
de son vivant: reuvre marquee d'un « certain dandysme » pour Jean-

2 - Lettre de Karl Moser a 
Victor Bourgeois, 11/10/1929, 
Archives d 'architecture 
moderne (AAM), Bruxelles. 
3 - S. Giedion, Bauen in 
Frankreich Eisen Eisenbeton, 
s.l., Andres Giedion et Verena 
Clay, 1928, p. 107. 
4 - M. Dormoy, L'architecture 
fran~aise, Editions de 
L'Architecture d'Aujourd'hui, 
janvier 1938. 
5 - S. Giedion, op. cit., p. 106. 
6 - Le Corbusier, « L'exposition 
de l'Ecole speciale d'architec­
ture », L'Esprit Nouveau, 
n' 23, 1924, p. 28. 
7 - L. Benevolo, Histoire de 
l'architecte modeme, Rome, 
Guis. Laterza et Figli Spa, 
1960. 
8 - B. Zevi, Storia dell'archi­
tettura modema, Turin, 
Einaudi, 1961. Les autres 
ouvrages de !'auteur (1959, 
1974), revelent le meme silen­
ce. 
9 - K. Frampton, L'architec­
ture modeme, une histoire 
critique, Landres, Thames and 
Hudson, 1980. 
10 - G. Leuthauser et Peter 
Geissel, The international 
style, 1925-1940, Cologne, 
Taschen, 1990. 
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11 - J.-B. Ache, Elements 
d'une histoire de bdtir, Edi­
tions du Moniteur des Travaux 
Publics, 1970. 
12 - F. Borsi, L' ordre monu­
mental - Europe 1929-1939, 
Paris, Hazan, 1986. 
13 - C. Bonnefoi, R. Mallet­
Stevens. Positions et contra­
dictions de /'architecture 
internationale, these de doc­
torat, universite de Paris I, 
1974. 
14 - Collectif, Rob. Mallet­
Stevens, architecte, Bruxelles, 
Editions des AAM, 1980. 
15 - G. Monnier, « La villa des 
Noailles a Hyeres », 

Techniques et Architecture, 
mai-juin, 1980, p. 60-62. 
16 - Recherches engagees a la 
demande du proprietaire de la 
villa et menees par S. Jungers, 
1999. 
17 - R. Klein, Histoire d'une 
demeure moderne, la villa C, 
Robert Mallet-Stevens archi­
tecte, these de doctorat, uni­
versite de Paris I, 2003. 
18 - G. Monnier, « La protec­
tion au titre du patrimoine », 

L'architecture moderne en 
Fronce, tome 1, Paris, Picard, 
1997, p. 241. 
19 - Encheres publiques du 
mobilier de Mallet-Stevens par 
la maison de vente Carn a rd, 
Paris, le 17 juin 2003. 

Baptiste Ache11 ou celle de« l'Eupalinos des grands couturiers » pour Franco 
Borsi12 • 

Les annees 1970 extirpent enfin l'architecte de son purgatoire. Une pre­
miere these de doctorat lui est consacree en 197 413 , constituant le premier 
catalogue systematique de son reuvre et une bibliographie complete a par­
tir de laquelle des reflexions peuvent etre engagees. Entre 1977 et 1987, 
une serie d'articles lui est consacree, puis trois ouvrages monographiques 
entre 1980 et 1990. L'ouvrage edite par les Archives d'architecture moder­
ne a Bruxelles14 entend viser large: ouvrage bilingue, il presente enfin au 
grand public une iconographie exhaustive de sa production. 

Mais surtout, des travaux scientifiques ant apporte un eclairage nouveau. 
En 1980, Gerard Monnier et son equipe decouvrent grace a un travail de ter­
rain, la « verite » constructive de la villa de Noailles, edifiee en ma~onne­
rie traditionnelle et non en beton arme comme on l'avait toujours pense15 • 

Plus recemment, les travaux menes par DOCOMOMO sur la villa Poiret16 ant 
revele que la reprise du chantier en 1938 etait l'reuvre d'un certain Paul 
Boyer et non de Mallet-Stevens. Ces decouvertes balayent quelques soixan­
te ans d'interpretations erronees et permettent de renouveler !'analyse his­
torique. Ainsi, Mallet-Stevens n'assume plus la paternite de la defiguration 
infligee a la villa Poiret par le second ma1tre d'ouvrage, Elvire Popesco. 
Derniere etude d'envergure: la these de Richard Klein qui eclaire d'une ana­
lyse originale l'histoire complexe de la villa Cavrois17• 

Enfin, des mesures de protection ant ete prises a l'egard des batiments 
qui ant souffert d'une reception desastreuse dans le temps. Faute d'entre­
tien, les villas de Noailles et Cavrois sont devenues, en quelques dizaines 
d'annees, des« ruines modernes » 18 • Cependant, l'Etat s'est contente d'une 
protection partielle de la villa de Noailles en 1975 en assurant seulement 
l'etancheite mais pas le contenu du batiment. Consequence: la villa a ete 
pillee quelques annees plus tard et certaines pieces inestimables ant dispa­
ru definitivement. De meme, la villa Cavrois, promise a une destruction cer­
taine, n'a ete protegee in-extremis qu'en 1990. Dernier rebondissement en 
date: le scenario ahurissant de la vente du mobilier de la villa19 dans une 
ambiance tres cossue ou les prix se sont envoles, creusant un ecart indecent 
entre la derive de !'edifice et ces morceaux, devenus « objets de collec­
tion », qui lui ant ete arraches. 
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C h a p t r e VI 

La reception et Les innovations techniques 

Reception and Technical Innovations 

A travers des etudes de cas, cette tabte-ronde presente des aspects nouveaux sur le role de {'innovation 
technique, sa diffusion et sa prise en compte dans Les restaurations. 

Through case studies, this round-table presents new aspects on the role and diffusion of technical innovation and its 
consideration in building restoration. 

Ola WEDEBRUNN et Jean-Yves ANDRIEUX 
Introduction 

1. Massimo DRINGOLI 
The Role of Technology in Modern Architecture 

2. Daniel BERNSTEIN et Vanessa FERNANDEZ 
Le pan de verre de {'UNESCO: entre ouvert et ferme, double et simple 

3. Dominique J.-D. GILLIARD 
Rehabiliter ou renover le patrimoine architectural contemporain: Le cas 
du centre administratif et siege mondial de Nestle a Vevey 

4. Kyle C. NORMANDIN 
Stone-faced precast panel technology: monitoring and intervention 
techniques for stabilization 

5. Carlo POZZI 
The Modern Movement Clashes over the Traditions of Building and Living 

6. Jadwiga URBANIK et Agnieszka GRYGLEWSKA 
Colour: an Unknown Feature of Wroclaw "Neues Bauen" Architecture 
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Introduction 

Ola WEDEBRUNN 

Architect, DOCOMOMO Denmark, Chairman of the International 

Specialists Committee (ISC) "Technology," Copenhagen. 

Jean-Yves ANDRIEUX 

Historian, professor, Rennes 2 University, DOCOMOMO France. 

Technical innovation can justly be considered both as a stimulus and a 
tool, leading to or used for developing the ideals of modernity in architec­
ture. In this sense, one might consider that technique changes meanings as 
well as ideals. It introduces tangible relations as well as theoretical systems, 
leads to a responsive suitability of buildings and their environment. 
According to this standpoint, technology adds a formidable complexity to 
the concept of reception. Not only can the Modern Movement not be sepa­
rated from the innovations which led to its success and gathered the most 
influential mottos and images, but also that technology is a matter of trial 
and error. Thus, while answering new challenges, technology implies quick 
and experimental - i.e. imperfect - effort. When time of dereliction and 
replacement appears, former innovations make it extremely difficult to 
mend or repair icons of modernity suffering from being both fragile and worn 
out. The papers collected in this chapter range from general reflections on 
the role of technology to specific and concrete examples of case studies. 
Considering the theme of the conference, they can be understood as argu­
ments, maintaining the image, usage and heritage - i.e. the meaning and 
continuity - of the Modern Movement. In the light of history, besides conti­
nuing reception of experiences, theories and ideals contribute to knowled­
ge while they ensure that technology makes sense. 

On the one hand, Carlo Pozzi argues that the meaning of modern archi­
tecture depends on the kind of relationship which people involved in the 
creative process - architects, artists, managers, etc. - developed with their 
predecessors, at the turning point between the 19th and the 20th century. In 
one word, modernity inevitably relates to the past, whatever the point of 
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contact is. The author describes the painful struggle for new creation, but 
he also suggests how difficult it is to explain the meaning of architecture, in 
an original context, when "image" and technology are misunderstood. He 
even points out that, through critical uses, the most famous buildings of 
modernity reach a point of self-government when manifestos and theories 
have perished. Massimo Dringoli similarly stresses that the initial purpose of 
modern architecture was to achieve social justification, ethical strength and 
quality of life. Thus, from the real beginning, technology had to evolve as 
far as ideals moved on and, therefore, it is as essential to study its concepts 
as to describe and protect its major buildings. For instance, relating the 
way two colour trends appeared in vanguard German and Polish mid-war 
architecture, Jadwiga Urbanik and Arnieszka Gryglewska explain that the 
first one meant a bold use of colour, which had important consequences 
on the local chemical industries, while the second one, following 
Piet Mondrian's monochromes, generalized "white architecture" which 
was conversely linked to hygienic benefits and represented the most 
perfect colour symbolizing daily life reform. Both ideals and necessities 
change appearances according to whether they are expressed as visions or 
as realities. 

On the other hand, three papers related to case studies emphasize 
the physical appearance of the Modern Movement buildings, as well as the 
organic complexity experienced in the renewed reception of these buildings. 
The UNESCO building (Daniel Bernstein and Vanessa Fernandez) and Nestle 
headquarters (Dominique J.-D. Gilliard) in Paris and Vevey (Switzerland) 
show the differences between restoration (less adapted, most of the time, 
to the Modern Movement case), renovation and rehabilitation. Rehabilitation 
modifies the boundary between history and reality, past and present. 
Observing precast panels with marble veneers on New York building facades, 
Kyle Normandin clearly explains the slight differences between complex 
systems of construction. All three authors consider climatic conditions as 
well as technological restraints, trying to discover the point where nature 
scientifically meets aesthetics. They invite us to distinguish carefully five 
strategies: the inevitable restoration of old elements (trying to respect the 
original state); reconstruction (in an identical way) of damaged elements; 
renovation (as a visible operation); reconstruction deliberately using distinct 
forms and new materials; addition of various elements required by contem­
porary uses in respect to the original building. They propose, in this respect, 
to confirm the Venice Charter and to consider continuity with the past as 
well as receptivity to the present. There is no doubt that, seen as a techni­
cal system, modern architecture renews orientations to the conservation of 
historical monuments throughout the world. 
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Ola WEDEBRUNN 

Architecte, DOCOMOMO Danemark, president du comite 

international de specialistes « technologies », Copenhague. 

Jean- Yves ANDRIEUX 

Historien, Professeur, Universite de Rennes 2 , DOCOMOMO France. 

L'innovation technique est, a juste titre, consideree comme un aiguillon et un 
outil qui a pu aider au developpement de la modernite en architecture. 
Reconnaissons, a cet egard, que la technologie en a modifie le sens et les objectifs. 
Elle a cree un ensemble de relations concretes et de systemes theoriques. Elle a 
conduit a une appropriation sensible des batiments et de leur environnement. En ce 
sens, la technologie ajoute un redoutable niveau de complexite au concept de recep­
tion. Car, s'il est impossible de comprendre le Mouvement moderne sans se referer 
aux innovations qui ont bati son succes et lui ont donne maintes de ses devises ainsi 
que de ses images, il taut aussi convenir que la technologie est, en soi, une aventu­
re . Elle ne repond a de nouveaux defis qu'au prix de la rapidite et du risque. Elle 
demeure, des lors, imparfaite. Lorsque survient le temps de l'abandon et de la 
conversion des edifices, cette fragilite native, leguee par les innovations d'autrefois, 
vient s'ajouter aux problemes d'usure pour compliquer la sauvegarde des icones de 
la modernite. Les exposes rassembles dans ce chapitre s'appuient sur des reflexions 
globales et sur des etudes de cas pour eclairer les fonctions de la technologie. 
Conformement au theme du colloque, le debat porte sur l'image, l'usage et le patri­
moine - done sur le sens et la continuite - du Mouvement moderne. 

A la lumiere de l'histoire, en meme temps qu'elles contribuent a la reception des 
experiences, les theories nourrissent la connaissance de la modernite, en conferant 
un but explicite a la technologie. Selon Carlo Pozzi , le sens de ! 'architecture moder­
ne depend ainsi du type de rapport que les participants au processus de creation -
architectes, artistes, maitres d'ouvrage, etc. - entretiennent avec leurs aines, a la 
jonction du XIX• et du XX• siecle. En un mot, la modernite est forcement liee au 
passe, quelle que soit la nature des points de contact. L'auteur decrit le difficile 
combat pour la nouveaute, car en architecture la question du sens est difficile a cla­
rifier lorsque technique et image sont mal compris. Carlo Pozzi estime que, grace aux 
usages critiques dont ils ont ete l'objet, les immeubles les plus celebres de la moder­
nite ont gagne une sorte d'autonomie qui les a exoneres des manifestes et des theo­
ries, alors en declin. Parallelement, Massimo Dringoli explique que !'architecture 
moderne s'est donne pour but le progres social, le respect d'une ethique exigeante 
et la qualite de la vie. Du coup, depuis les debuts de la modernite, la technologie et 
la theorie ont evolue de pair, en sorte qu'on ne peut aujourd'hui etudier l ' une sans 
l'autre, si l'on veut proteger les plus grands batiments de ce mouvement. C'est dans 
cet esprit que Jadwiga Urbanik et Arnieszka Gryglewska abordent les deux philoso­
phies de la couleur professees par les architectes allemands et polonais d'avant­
garde dans l'entre-deux-guerres. Pour les uns, la modernite connotait l'emploi de 
couleurs tres vives dont la demande a eu une profonde influence sur les industries 
chimiques locales. Pour les autres, au contraire, marques par les monochromes de 
Piet Mondrian, la generalisation de la plus parfaite des couleurs, le blanc, symboli­
sait les benefices de l'hygiene et l'amelioration du cadre de vie. Les ideaux et les 
necessites ont par consequent un impact direct sur les formes selon qu'ils expriment 
des concepts ou des faits . 

Trois communications s'attachent, par ailleurs, a la forme exterieure des bati­
ments et a l'impact d'une reception renouvelee par les usages sur leur destin. Les 
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sieges sociaux de !'UNESCO (Vanessa Fernandez et Daniel Bernstein) et de Nestle 
(Dominique J.-D. Gilliard), a Paris et a Vevey (Suisse), illustrent la difference entre 
la restauration (peu adaptee, le plus souvent, au cas du Mouvement moderne), la 
renovation et la rehabilitation. Cette derniere modifie le trace des frontieres entre 
l'histoire et la realite, entre le passe et le present. Lorsqu'il evoque les edifices de 
New York dont les fac;:ades de beton arme sont revetues de placages de marbre, Kyle 
Normandin demontre les nuances dont le restaurateur doit s'approprier le sens, au 
sein d'un pare bati aux techniques ultra sophistiquees. A la recherche du point ou la 
nature rencontre scientifiquement l'esthetique, ces trois auteurs traitent des condi­
tions climatiques aussi bien que des contraintes technologiques. lls invitent a distin­
guer soigneusement entre cinq strategies: !'inevitable restauration d'elements 
anciens (qui s'efforce de respecter leur aspect original); la reconstruction (a l'iden­
tique) d'elements endommages; la renovation (visible); la reconstruction a partir de 
formes et de materiaux distincts; !'addition de divers elements afin de repondre aux 
usages contemporains, dans le respect du batiment d'origine. Autant de reflexions 
qui proposent de suivre les preconisations de la Charte de Venise, c'est-a-dire de res­
pecter le passe en etant receptif au present. II ne fait aucun doute que traiter de 
!'architecture moderne comme d'un systeme technique contribue a renouveler la 
conservation des monuments historiques de par le monde. 
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The Role of Technology in Modern Architecture 

Massirno DRINGOLI 

Architect. professor. Civil Engineering Department. University of Pisa. Italy. 

Le role de la technologie dans l' architecture moderne 

Avec l'apparition de materiaux nouveaux (beton, aluminium, polymeres), depuis 
la seconde moitie du XIX• siecle, et !'assemblage simple de composants prefabriques, 
produits industriellement, les nouvelles techniques ont permis l 'architecture des 
formes abstraites, devenue la marque de fabrique du Mouvement moderne. Cette 
convergence parfaite des formes et de la fonction , dont la suppression des elements 
decoratifs a ete la suite logique, a cependant fait oublier la question de la durabili­
te des batiments. Ce probleme est inedit, car les materiaux en usage auparavant 
avaient ete testes au cours des siecles. 

Parmi les nouveaux materiaux, celui qui a offert les plus vastes horizons par sa 
flexibilite de mise en reuvre et sa sophistication a aussi le plus de~u ceux qui voyaient 
dans le bouleversement des techniques de construction une image du renouveau 
durable de la societe. Certes, la meconnaissance des contraintes hydrothermiques, 
!'exposition des murs nus aux aleas climatiques, l'absence de joints d'expansion 
autour des huisseries a accru les difficultes dont on prit conscience trop tard. 
L'architecture moderne a ete associee a l'inconfort et a ['erosion. On ne peut oublier 
que, parallelement, celle-ci fut sommee d'assumer, en un temps record (la premie­
re moitie du xx• siecle), les besoins sociaux d'un monde bouleverse (hopitaux, 
ecoles, usines, logement de masse) et que ses ic6nes (en Hollande, en Allemagne) se 
sont hissees a la hauteur du defi. 

A present, le lien entre !'elevation de la qualite des methodes constructives et 
!'amelioration du contort interne, meme dans des conditions extremes, est demeure 
la marque de !'architecture moderne " high tech » . La perennite des edifices n'est pas 
plus recherchee aujourd'hui qu'elle ne l'etait hier. Car, pour repondre aux exigences 
de protection de la nature et de l'ecologie, les ma1tres d'reuvre ne peuvent que conti­
nuer a multiplier les innovations (verre photosensible, cellules photovoltai·ques, par 
ex.), sans conna1tre leur durabilite. En clair, la demande sociale reste le motif le plus 
valable pour pousser a la definition d'un nouveau langage architectural et le role de 
la technique se limite a toujours tenter d'ameliorer les conditions de vie. 
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Massimo Drinsolf 

Kiefhoek district in 
Rotterdam. View during the 
restoration (1993). 

Introduction 

From the second half of the 19th century, the rapid evolution of techno­
logy has meant the use of old materials, like iron and glass, or new mate­
rials, such as reinforced concrete, aluminium, polymers. Those materials 
and their by-products can be employed in a new way. It also meant that 
mass-produced prefabricated components could be assembled very simply, 
with the aim of constructing buildings more quickly, at the same time impro­
ving their quality. New techniques have made it feasible that "architecture 
of abstract shapes" have interpreted the dreams of avant-garde artistic 
movements. The "free plan" becomes the real representation where func­
tional requirements and new figurative language converge; but its realisa­
tion is possible only by applying new techniques which drastically reduce the 
bulk of the vertical bearing structures. 

Furthermore, the use of industrialised structural systems which make 
ample use of structures in reinforced concrete and steel adapts well to the 
new aesthetics of simplicity which has become an artistic principle of pro­
gressive culture. And so the gradual elimination of all external decoration is 
in harmony with the image that the structures in reinforced concrete and 
steel give to the new constructions. These structures are emphasized as 
being a sign of the new times, replacing decorative elements now consid­
ered as old-fashioned. This convergence between formal and functional qual­
ity is thus considered a strong reason for the diffusion of new building tech­
niques. But enthusiasm for their use tends to place the work's durability 
second, a new problem, since before then only materials and techniques 
were used which had been tested over the centuries. 

1. Degradation of materials in modern architecture 

Among the new materials, I believe that the greatest disappointment has 
been from reinforced concrete. The vulnerability of this material from the 
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agressive external environment certainly does not have to be proved nowa­
days. And yet, it is exactly reinforced concrete that aroused the most enthu­
siasm: a material that naturally assumes whatever form you want to give to 
the formworks, that can show the values of handcrafted woodwork, and the 
perfection of industrialised production on the external surface; that can be 
adapted to the most sophisticated elaborations of structural calculation, 
with shapes and dimensions that enhance the boldness made possible by 
scientific and technological progress. But a tradition consolidated by centu­
ries of experience in the art of building has lead to demand that the value 
of a building is also measured according to its durability. We have always 
built for posterity, especially when the duration of a building site often 
exceeded that of the builder's life. To see structures in reinforced concrete 
left to deteriorate rapidly, in front of our eyes, over one or two decades, was 
undoubtedly a hard blow for those who thought the new building technique 
was the most reliable instrument, with the transformation of architectural 
language thus made possible, to represent the renewal of society. 

Certainly, the consequences of insufficient knowledge of the new mate­
rials and new techniques have also caused other problems. To have neg­
lected the hydrothermal behaviour of uninsulated masonry fully exposed to 
beating rain and prevailing cold winds, to have not considered the effect of 
solar radiation and climatic variations in environments separated from the 
outside only by plain glass, to have used long walls in reinforced concrete 
and glass blocks without expansion joints has sometimes, rather than in the 
degradation of the materials, resulted in the interior being uncomfortable 
and unsuitable for habitation. However, we noticed all this too late. In the 
first period of Modern architecture's affirmation, the chance technology 
offered of making completely new forms capable of replacing the decora­
tive styles of the past with new aesthetical criteria was definitely more 
determinant. 

2. Social need for the reform of Modern architecture 

On the other hand, while recognizing the primary role technology has had 
in the diffusion of the Modern Movement, we cannot forget that it was main­
ly used as a means to an end that was certainly not to enhance its qualities. 
The real challenge that the architects faced in the first decades of the 20th 

century was rather that of managing to meet the requirements of a new 
society, that needed high quality, inexpensive hygienic spaces, for a rapidly 
increasing population that would, in a short time, expand the size of cities; 
of managing to build hospitals and schools for everybody; of creating work­
places, factories and offices, in such a way as to protect everyone's dignity 
and liberty. The real aim, therefore, was creating an architecture for a 
society based on principles of equality and democracy, that also formally 
met the requirements that derived from it and a radically changed clien­
tele. After all, already in the first decades of the 20th century, social jus­
tification appeared as an element of essential importance for the definition 
of the new architecture. The School of Amsterdam had found in council 
housing the area in which to express its masterpieces more perfectly, and 
Tony Garnier referred to the same theme to propose the model of the city's 
development. It is useless remembering how the subject of a cheaper, 
more functional house was the main focus of attention of the new criteria, 
especially in Germany and in Holland. The Siedlungens of May, Taut, Barning, 

2.a-
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Massima Dringoli 

1 - Magnago Lampugnani 
(Vittorio), pp. 36-41. 

Scharoun and Oud's districts at Hoek Van Holland and Rotterdam are rightly 
considered as reference marks in all essays on Modern Movement architec­
ture. 

3. The true role of technology 

As much as the social motive, as a result of the considerations made, 
appears more prominent than the technical one, it is necessary at this point 
to notice that, in spite of comments above, the role of technology in Modern 
architecture cannot be considered as already exhausted. With the evolution 
and continuous improvement in building techniques we have in fact contin­
ued to see both the use of new materials with elevated performances, and 
the creation of ever more sophisticated plant engineering to ensure condi­
tions of internal environmental comfort even in the presence of extremely 
unfavourable external conditions. The same logic that, at the beginning of 
the Modern Movement, drove us to use generally innovative technologies and 
place great faith in them, today urges the use of avant-garde technologies 
expressing in them the obvious way to transform structural and plant engi­
neering components in elements of the new high-tech language, that 
characterises so many expressions of Modern architecture. Doubts about the 
durability of the works made in this way, that proved to be so founded in the 
past experiences of the Modern Movement, remain even stronger, in propor­
tion to the value of new technologies. The "duration" of a building, after 
all, no longer seems to constitute a parameter of reference in defining its 
quality. All this has a price; but the cost of the new use of the technology 
thus proposed, can nevertheless still find a functional justification as soon 
as, as very often happens, it is used to meet the need for the work's envi­
ronmental sustainability. The "political and technical problem of 
protecting nature and ecology"1 has, in fact, always been one of the great 
themes of 20th -century architecture, and in this field as well, technology 
tends to answer the expectancies and needs for a fairer society for every­
one. Photosensitive glasses, photovoltaic cells, sensors that automatically 
alter the performances of the "intelligent building" according to the 
requirements of the consumer are not technological virtuosities to show off 
the brilliance of planners and builders, but instruments made to reduce the 
consumption of energy and to make the pollution levels fall without 
reducing the comfort of life style, in the interest of everybody. 

Conclusion 

The most deeply rooted content of the Modern Movement emerges again, 
which helped suggest solutions to improve our living conditions today. The 
social reasons remain , in short, the most valid justification also for the for­
mal choices of the new language. Simplification that demand has interpre­
ted of it was a conscious choice, which only per se has been able to ele­
vate it to a new poetical expression. Its meaning exaggerates the technolo­
gical limits that are used to make it. A particularly fitting example of this 
concept is the restoration of J.P. Oud's Kiefhoek district at Rotterdam, one 
of the clearest applications of the principles that introduced simplification 
of the language in architecture. Once the inadequacy both of the original 
building technique and the solution of the problems deriving from the adop­
tion of those forms, and of the original distributive organisation to the new 
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housing requirements had been noticed, they preferred to rebuild the 
ex novo complex with the same forms, but with techniques that proved to 
be more reliable. Technology evolves and therefore has to be adapted. 
Social justification leads to the affirmation of the Modern Movement to 
preserve its validity. The role of technology in architecture remains that of 
a sophisticated instrument to improve everyone's quality of life. 
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ONU SELON LC -1947 
("mur neutralisant") 

ECRAN EN VERRE 'SOLAR" 

BRISE-SOLEIL VERTICAL 

EXISTANT 

ECRAN EN VERRE PLUS 
PERFORMANT OU FILM 

NOUVELLE BAIE EN BOIS 
AVEC DOUBLE VITRAGE 

BOUCHE D'AIR ET FAUX 
PLANCHER 

UNE PROPOSITION 

I 
ONU REALISE-1947 DRAKE -1947(ventilation semi-naturelle) 
(dispositif courant) 

Dispositifs de contrfile de l'environnement interieur. Conception et dessin de Vanessa Fernandez. 
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Le pan de verre de ('UNESCO: 

entre ouvert et ferme, double et simple 

Daniel BERNSTEIN 
Architecte, professeur, Ecole d 'Architecture de Paris-Belleville , France. 

Vanessa FERNANDEZ 
Architecte, etudiante en doctorat. 

UNESCO's Glazing: Between Open and 
Closed, Double or Single 

If, as the co-authors note, reception elucidates conservation issues concerning 
20th-century architecture, they warn that such conservation should consider not only 
traditional, visible architectural materials, but also concepts about the interior buil­
ding environment and its control, including associated guidelines and mechanisms. 
Their study of Breuer, Nervi and Zehrfuss' UNESCO Secretariat Building (1953-1958), 
focusing notably on the rapport between interior climate and exterior envelope, 
clearly illustrates their thesis. They begin by tracing the genealogy of the glass wall 
to Le Corbusier's role in concepts for the Societe des Nations, United Nations Building 
and UNESCO, initiated first in his sophisticated solutions for the pan de verre (glass 
wall) of the Centrosoyous in Moscow (1928) and Salvation Army in Paris (1929). 
Beyond his preoccupation with plastic potentialities and symbolic significance, 
Corbusier perfected and adapted various technical solutions: renewing air by double 
flux (mechanical fresh air circulation and extraction), diminishing radiation from 
the window by pulsation of hot and cold air between double glazing, and harnessing 
natural ventilation through horizontal or vertical concrete brise-so/eil (or sunshades). 
In 1947 for the UN project, he envisaged a combination of mechanical and natural 
systems, a version of which Saarinen adapted for Drake University Laboratories. 

If temperature controls for UNESCO conformed to traditional French conventions 
(convection heating through hot water circulation, transversal air circulation through 
open windows and transom windows in the corridors), facade treatment was none­
theless innovative. Exterior glass is protected by concrete-and-stone horizontal and 
vertical br ise-soleil and blue-tinted, tempered glass vertical screens (parallel to the 
facade) whose positions were carefully calculated for greatest efficiency and aes­
thetic effects. But from the start summer heat plagued the building. By 1958 exte­
rior Venetian blinds were installed despite protestations. Through simulation tests, 
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Fernandez and Bernstein prove that office overheating was due to a shortage of ther­
mic inertia of materials (Breuer's original hypothesis), facade protectors and internal 
supports to guarantee comfort. Their calculations record performances of the tinted 
glass and screen protection under various simulated climate and solar conditions in 
June through March. On this scientific basis they propose rehabilitation solutions, 
respecting the original architects' concepts whilst meeting high quality environmen­
tal, sustainable development and healthy building standards (HQE). 

Si l'histoire de la reception doit eclairer la conservation des reuvres du 
xxe siecle, nous souhaitons ici l'enrichir en y incluant celle des techniques, 
notamment celles du controle des ambiances interieures en rapport avec 
l'enveloppe vitree. Nous voulons ainsi, a partir de l'etude du Secretariat de 
!'UNESCO (Marcel Breuer, Pier Luigi Nervi et Bernard Zehrfuss, arch.), 1953-
1958, defendre l'idee que la conservation ne concerne pas seulement la 
matiere traditionnellement visible de !'architecture mais aussi la conception 
qu'avaient ses auteurs de l'environnement et de son controle, ainsi que les 
dispositifs et machines qui y participaient. 

La fa~ade vitree dedoublee 

Vu le role de Le Corbusier dans la conception de la Societe des Nations, 
de l'ONU et de !'UNESCO, ii est interessant d'etablir la genealogie de la 
fac;:ade vitree en suivant son itineraire. Attire par les possibilites plastiques 
et les significations du verre, mais conscient des problemes provoques par 
les fac;:ades entierement vitrees, qu'il appelle « pan de verre », ii propose 
pour le Centrosoyous a Moscou (1928) et pour la Cite de refuge de l'Armee 
du Salut a Paris (1929) une solution sophistiquee de controle des ambiances 
interieures. Elle comporte un renouvellement d'air a double flux (soufflage 
et extraction mecaniques) appele par Le Corbusier « la respiration exacte » 

et un systeme de diminution des echanges radiatifs avec le vitrage en pul­
sant de l'air chaud ou froid entre les deux parois d'un « pan de verre » 

double, appele « mur neutralisant »; systemes soi-disant inventes par lui, 
alors que la « respiration exacte » etait courante dans les salles de spectacle 
ou les usines et que le « mur neutralisant », bien que dispendieux en ener­
gie, avait une tongue histoire au XIXe siecle1. 

A la Cite de refuge, par economie, ne seront realises qu'une fac;:ade 
simple, un chauffage par air pulse (sans rafrakhissement). Le renouvelle­
ment d'air a double flux a ete surdimensionne pour ameliorer le contort 
d'ete, le principe etant de rapprocher les temperatures interieure et exte­
rieure en introduisant de grandes quantites d'air neuf. Celles-ci etaient mal­
heureusement insuffisantes et on en conna1t les consequences2• 

Le Corbusier adopte alors la solution des brise-soleil horizontaux et ver­
ticaux en beton avec ventilation naturelle traditionnelle. En 1947, pour le 
siege de l'ONU, ii envisage de combiner les deux approches: une « respira­
tion exacte » et un « mur neutralisant » abritant entre ses deux parois des 
protections solaires3• Mais une fac;:ade vi tree simple et une climatisation 
classique ant ete realisees (Carrier). Ce dispositif caracterise les grands 
immeubles de bureaux americains de l'epoque (General Motors, par ex.) 
Neanmoins, des solutions intermediaires coexistent, comme aux laboratoires 
de l'universite de Drake (E. Saarinen, arch.) ou la ventilation est a simple 
flux (ouverture en fac;:ade et aspiration mecanique dans le couloir). 
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En comparaison, le controle des ambiances adopte a l'UNESCO para1t tra­
ditionnel: chauffage par convecteurs a eau chaude, pas de rafrakhissement 
ni de renouvellement d'air mecanique, mais une aeration traversante par 
l'ouverture des fenetres et des impostes donnant dans le couloir, l'epaisseur 
du batiment etant faible. Une publication britannique l'explique bien en 
disant: « Because the French insist on natural lighting and ventilation » 4• 

A cette epoque se repand le verre teinte, plus absorbant que le verre 
courant. De ce fait, s'il est installe comme un vitrage traditionnel, il n'est 
que moyennement efficace en protection solaire car il emet alors vers l'in­
terieur une partie importante de l'energie absorbee. ll contribue aussi au 
confort visuel en diminuant l'eblouissement (forts contrastes de luminance). 

La conception des fa~ades de l'UNESCO, elle, est plutot innovante, 
comme l'avait remarque Fran~oise Choay5 tandis que Lewis Mumford y est 
reste insensible6• Seule son ironie a l'egard des alleges en verre arme para1t 
justifiee, car celles-ci ont vite ete occultees. La protection des fa~ades 
vitrees se fait par des brise-soleil horizontaux et verticaux en beton et pier­
re et un dispositif inhabituel d'ecrans verticaux paralleles a la fa~ade, en 
verre teinte (bleute) et trempe, probablement le « Solar » de Saint-Gobain. 
Leur positionnement resulte de calculs precis, decrits par leur auteur, 
Seymour Howard7• L'eloignement de ces elements est variable de 1, 10 a 
1,50 m selon les orientations. lei, le verre teinte est efficace, car largement 
ecarte du batiment, il est bien ventile et ne transmet pas au local le rayon­
nement qu'il absorbe. L'avantage de cette solution est de retablir ['expres­
sion d'une fa~ade vitree continue, alors que les brise-soleil les font para1tre 
« pleines » (effet perspectif) et plongent les vitres dans l'ombre. 

La fa~ade et les ambiances de l'UNESCO reexaminees 

Le principal probleme constate a l'UNESCO, des le debut, est l'inconfort 
d'ete. Les protections des fa~ades et la regulation de la temperature par la 
ventilation naturelle transversale sont-elles defaillantes, malgre toute ['at­
tention qui leur a ete portee? « Apres 1958, le brise-soleil se revelant inef­
ficace, des stores venitiens exterieurs sont installes, malgre l'opposition des 
architectes » 8• 

En simulation informatique et manuelle nous avons etabli les perfor­
mances reelles de la fa~ade et les sources du probleme. 

1. Tableau des temperatures (t.) interieures maximales dans un bureau oriente 
45 • ouest (SW), en juin, t. ext. max. 26 • C, moyenne journaliere 22 • C, apports 
internes 600 W pendant 10 heures, renouvellement d'air 600m3/h toute la 
journee. 

inertie existante inertie amelioree• inertie forte 

ventilation faible 49·c 4TC 44·c 

ventilation forte 39·c 36°( 25°( 

• proposition de faux plancher, cf. plus loin. 

4 - " UNESCO headquarters », 

Architectural Design, February 
1959. 
5 - Choay (Fran~oise), L'UNESCO, 
symbole du XX• siecle, Vincent 
& Freal, Paris, 1960. 
6 - Mumford (Lewis), " Out 
damned cliche », The highway 
and the city, New York, 1964. 
7 - Howard (Seymour) " Design 
of sunshades for UNESCO », 

Architectural Record, March 
1959. 
8 - Boudon-Vitale (Fran~oise), 
Information de l'histoire de 
{'art, n° 2, 1963. 
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9 - Breuer (Marcel), in Hyman 
(Isabelle), Marcel Breuer, 
architect, the career and the 
buildings, New York, 2001. 
10 - Burchard (John), « UNES­
CO House appraised », 

Architectural Record, May 
1960. 
11 - Voir note 6. 

L'hypothese de Marcel Breuer, selon laquelle la chaleur des bureaux etait 
due au manque d'inertie thermique des materiaux se verifie9• La protection 
des fa~ades ne suffit pas a garantir le contort, et les apports internes en 
constante augmentation rendent la situation encore plus difficile. 

Une autre simulation informatique nous a permis de comprendre le com­
portement des diverses protections et si, vraiment, « the coloured glass is 
not effective enough as a shield. The brise-soleil seems to be better aes­
thetics than physics » 10 • Le facteur de transmission energetique du verre 
« Solar » est 0.6, mais nous avons etendu la simulation a des verres ayant 
d'autres qualites de transmission et nous avons etabli leur degre d'efficaci­
te selon les orientations et les periodes. 

2. Extrait du tableau des facteurs d'ensoleillement montrant l'effet de masque 
des brise-soleil et verres paralleles sur la fenetre (allege exclue). 

Saison Azimut Irradiation Transmission energetique du verre parallele• 
et (orientation) globale sur 

0 0,2 0,4 0,6 1,0 heure la fac;:ade 
legate W/m2 opaque verre sans 

(Paris) Solar verre 

juin 45° est 481 0,18 0,26 0,34 0,42 0,58 
8h50 (SE) 
juin 45° est 607 0,27 0,33 0,39 0,45 0,58 
11h20 (SE) 

45° ouest 607 0,27 0,33 0,39 0,45 0,58 
juin (SW) 
16h20 68° ouest 631 0, 14 0,24 0,34 0,50 0,63 

(W-NW) 
22° ouest 788 0,20 0,31 0,42 0,54 0,76 
(S-SW) 

mars 45° ouest 825 0,24 0,37 0,499 0,62 0,88 
15h20 (SW) 

68° ouest 793 0,25 0,35 0,45 0,56 0,77 
(W-NW) 

•A cause de la ventilation du verre, nous considerons que la transmission energetique T 
est a peu pres egale a: T = 1-facteur de reflexion-facteur d'absorption. 

Le calcul fait en 1953-1955 semble plutot juste quant au role de protec­
tion des ecrans de verre, mais ceux-ci n'etant pas tres absorbants, l'effet 
est reste modique. 

Les protections paralleles fixes teintees diminuent l'eblouissement 
(« sunglasses » 11 ) du a la penetration directe du soleil ou aux grandes sur­
faces de ciel clair visibles. Mais, n'etant pas modulables, elles risquent de 
reduire l'eclairement lors des journees couvertes d'hiver. Nous avons etudie 
la lumiere d'un bureau dans un modele reduit, sous un ciel artificiel (eclai­
rement horizontal 10000 Lux), de type « Moon and Spencer ». Nous avons 
cherche a comprendre la repartition de la lumiere dans le local et !'influen­
ce des ecrans en fonction de leur distance et de leur facteur de transmission 
lumineuse (42 % pour le « Solar » ). 
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3. Extrait du tableau de facteurs de jour (fj), eclairement interieur exprime en 
pourcentages d'eclairement horizontal exterieur. Le sol du bureau est gris 
fonce legerement brillant, les murs blancs, les alleges pleines, grises. 

fi (%) 
Transmission saillie zone zone zone 
lumineuse des ecrans console proche moyenne profonde 
0 (pas d'ecran) 19 8 4 

42 % (Solar) 1.2 m 15 7 3 
1.6 m 15 7 3 

24 % 1.2 m 14 6 3 
1.6 m 14 6 3 

Nous voyons que les protections vitrees, plus efficaces thermiquement 
mais mains transparentes, enlevent de la lumiere. Leur distance a la fac;:ade 
a peu d'effet, le confort lumineux reste bon. Notons que les ecrans sont dis­
poses pour l'ete, et qu'en hiver le soleil penetre profondement dans le 
bureau, provoquant une gene visuelle. 

Une rehabilitation ou la conception originelle 
rencontrerait la HQE (haute qualite environnementale, 
sustainable development, healthy building) 

La fac;:ade de !'UNESCO a d'autres problemes, comme le maintien meca­
nique des ecrans, la corrosion dans les brise-soleil, la degradation des 
fenetres coulissantes. Les options de conservation et d'amelioration que 
nous avons choisi d'etudier decoulent des experiences et des preoccupations 
de !'architecture de ces dix dernieres annees, qui visent notamment a 
retrouver les moyens traditionnels de la ma1trise des ambiances en minimi­
sant !'utilisation des procedes mecaniques et des energies. Actuellement, la 
double paroi vitree et les fac;:ades determinees par des protections solaires 
modulees selon les orientations sont des solutions courantes. Elles permet­
tent d'approcher l'arrieration historique et les defauts de !'UNESCO avec 
empathie, et de les situer dans une ligne de recherche menant jusqu'a nous. 
Quelques principes guident alors notre demarche: 

• Respecter les dispositifs originels et en tirer parti; 
• Ameliorer ce qui est manquant ou deficient (inertie thermique, ecrans); 
• Exploiter les moyens naturels (ventilation naturelle, mecanique simple 

flux et « free cooling »); 
• Minimiser les interventions lourdes, laisser le choix entre divers moyens; 
• Utiliser avec moderation les machines a refrigerant (zones a charges ther-

miques fortes, contr6le individualise). 

Resumons brievement, pour conclure, les options etudiees: 
• Rem placement du « Solar » par un verre plus performant (T = 25 % par ex.); 
• Application d'un film donnant un resultat analogue (reversible); 
• Installation de stores interieurs pour le confort visuel l'hiver; 
• Constitution d'un plancher technique de 100 mm permettant a l'air intro­

duit par la fac;:ade de passer au contact du plancher beton (inertie ther­
mique, passage des cables). II faut noter que l'inertie du plafond est 
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faible, car ce dernier est revetu des dalles acoustiques d'origine (pas de 
faux-plafond); 

• Compartimentage pour ameliorer la securite incendie tout en gardant la 
ventilation transversale; 

• Extraction mecanique forcee, surdimensionnee, au centre du comparti­
ment; 

• Installation de cassettes a eau froide au a detente directe (VRV) pres des 
poteaux. 
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Rehabiliter ou renover le patrimoine architectural 

contemporain : Le cas du centre administratif et 

siege mondial de Nestle a Vevey 

(auteur: Jean Tschumi, architecte, 1958-1960; agrandissement: Burckhardt & 
Partners et Frederic Brugger, architectes, 1972-1975 ; renovation : Jacques 

Richter et Ignacio Dahl Rocha, Bureau d'architectes S.A., Lausanne, 1997-2000) 

Dominique J.-D. GILLIARD 
Architecte, diplorne Hochschule fOr Gestaltung Ulrn-Donau, Allernagne; 

expert aupres des Monuments historiques et consultant pour la rehabilitation 

du patrirnoine architectural xxe siecle, Lausanne, Suisse. 

Rehabilitate or Renovate Contemporary 
Architectural Heritage: Case Study of the 

Administrative Centre and International 
Headquarters of Nestle, Vevey 

In confronting the question of contemporary architectural heritage, Gilliard 
emphasizes the importance of establishing different terminology from that used to 
discuss other historic monuments, even from the Modern Movement, especially 
important when intervention on a classified building is concerned. In the case of the 
Nestle building (Jean Tschumi, 1960) and its annex (Burckhardt & Partner and 
Frederic Brugger, 1975) - inscribed on the 1982 inventory of Historic Monuments in 
the Swiss canton of the Vaud - the distinction between restoration, rehabilitation and 
renovation became essential in order to proceed with a mandate from its owners in 
1995 to transform and adapt the site to new work conditions. Architects Jacques 
Richter and Ignacio Dahl Rocha proceeded with the task in 1996, in collaboration with 
Historic Monuments and the author, an exterior expert in charge of research on the 
heritage value of the property and the publication of a chronicle of operations. 

Guided by respect for the original architectural ensemble and a desire to furnish 
Nestle with a high-performance building representing the image of an international 
company entering the 21 st century, the architects devised five modes of intervention. 
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1 - Gilliard (D.J-D.), expert 
independant des Monuments 
historiques du Canton de Vaud, 
Lausanne, 1982-1996. 

Le siege de Nestle a Vevey, 
Suisse, Copyright Nasao 
Nishikawa photographe. 

They involved a quasi-invisible restoration of the old elements (cleaning, repairs to 
the marquee and double helix staircase); an identical reconstruction of key damaged 
areas to the facade; a renovation or visible intervention, preceded by demolition, 
sanitation and reconstruction using new forms, colours and materials (interior furni­
shings, partition walls) and an upgrading of technical equipment (air conditioning, 
lighting); and an addition of new vertical and horizontal linkages between the exis­
ting buildings, with demolition and reconstruction of the 1975 annex. 

In conclusion the operation involved a traditional restoration with the inclusion of 
new materials and technologies without harm to the original building, revalorising 
working conditions and technical comforts. The Nestle scheme entirely satisfies stan­
dards of safeguarding contemporary architectural heritage as set out by the Charter 
of Venice, symbolising continuity and attachment to the past with a receptivity to 
change, an emblematic notion which reflects the reception of both owners and users 
to the site. The chronicle of operations, as a "living memory" document, also proved 
an exceptional initiative. It performed an integral part of the intervention with its 64 
chapters, 43 transcribed interviews, over 1000 photos, and condition and site 
reports. 

Introduction 

Des que l'on aborde la question du patrimoine architectural contempo­
rain, c'est toute la terminologie habituellement utilisee par les Monuments 
historiques qui est remise en question. Comment done adapter ce langage 
aux batiments du XX• siecle? Le terme «monument», tout d'abord, est tota­
lement inadapte a la designation d'une reuvre contemporaine; qu'il s'agis­
se des annees 1920-1930 ou de l'apres-guerre, des 1950. Puis, des que l'on 
intervient sur l'objet dont la valeur est confirmee, s'agit-il d'une « restau­
ration », d'une « rehabilitation » ou encore d'une « renovation »? On peut 
certes epiloguer sur cette question, mais pour !'expert des Monuments his-
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toriques1, le terme « rehabilitation » est celui qui correspond le mieux a 
I' ensemble des problemes poses; du respect de I' ouvrage original aux adap­
tations techniques indispensables a l'activite d'aujourd'hui. Mais encore 
faut-il considerer s'il y a « continuite » ou « reaffectation » des lieux, afin 
d'evaluer si !'intervention est de nature « lourde » ou « legere », autant 
pour la qualite architecturale que pour les materiaux, les equipements ou le 
mobilier d'origine. Comprendre et expliciter les enjeux lies a la protection 
du patrimoine architectural contemporain n'est pas une simple affaire, 
compte tenu des dispositions locales ou des reglements d'application, lors­
qu'il s'agit du « classement » ou de I'« inscription a l'inventaire » d'un 
ouvrage construit au xxe siecle. 

Bref rappel historique 

Dans le cas du batiment Nestle, ii ya bien sur la personnalite de l'archi­
tecte Jean Tschumi qui, des la fin de la construction en 1960, rec;:oit le Prix 
Reynold pour ['utilisation de !'aluminium. Durant un peu plus de dix ans, le 
batiment administratif con<;:u en forme de « Y » est implante dans un magni­
fique pare au bord du Lac Leman. C'est en 1975 que sa capacite est prati­
quement doublee par l'adjonction d'une annexe realisee par les architectes 
Burckhardt & Partner et Frederic Brugger. En 1982, sa valeur architecturale 
est reconnue par les autorites locales qui inscrivent ce batiment a l'inven­
taire des Monuments historiques du canton de Vaud. Apres quelques amena­
gements et transformations interieures, c'est en 1995 que Nestle decide de 
rehabiliter le batiment d'origine et sa liaison avec !'annexe. En accord avec 
les Monuments historiques, la multinationale mandate un expert exterieur 
pour une recherche sur la « valeur patrimoniale du batiment » 2 puis, un peu 
plus tard, pour la tenue d'une « chronique de !'operation » 3 • En 1996, ce 
sont les architectes Jacques Richter et Ignacio Dahl Rocha qui sont manda­
tes pour cette importante renovation du site dans son ensemble. 

Problematique de renovation 

Le batiment d'origine a trente-cinq ans d'existence au moment ou les 
proprietaires abordent les problemes poses par sa transformation et la 
readaptation des lieux aux nouvelles conditions de travail. En concertation 
avec les Monuments historiques et des leurs premieres etudes, les archi­
tectes mandataires font preuve d'une preoccupation respectueuse de l'ou­
vrage et du site historique. Mis a part la reconnaissance des espaces inte­
rieurs et des fac;:ades, les toutes premieres recherches portent done sur la 
qualite des ouvrages et materiaux d'epoque, puis les architectes develop­
pent leurs « pistes » de recherche jusqu'a !'approbation du projet definitif 
par le ma1tre de l'ouvrage. Compte tenu d'une rehabilitation qui doit impe­
rativement repondre aux nouvelles conditions d'activite de ['administration 
centrale, les architectes developpent une double preoccupation; par l'ap­
port de nouvelles technologies tout en respectant le batiment d'origine. 
Puis, pour des raisons essentiellement fonctionnelles, ils doivent reorganiser 
toutes les liaisons interieures entre le batiment d'origine et l'annexe. 
N'oublions pas en effet qu'a l'extreme des solutions possibles, ii etait tout 
a fait pensable de conserver le batiment en l'etat et de reconstruire ailleurs 
une nouvelle administration. 

2 - Gilliard (D.J-D.), 
Estimation de la valeur patri­
moniale du batiment Nestle a 
Vevey, rapport preliminaire, 
decembre 1995. 
3 Gilliard (D.J-D.), 
Chronique de /'operation, 
Archives Nestle, n° 01-10, 
Vevey, 2001. 
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4 - Nestle, Richter (J.), Dahl 
Rocha (I.), Construire sur 
notre heritage, exposition, 
Vevey, avril 2000. 

Mode d'intervention 

Le projet intitule « Bergere 2000 » est considere par leurs auteurs comme 
une troisieme intervention faisant suite a !'edification du batiment d'origine, 
puis a son extension. Voici ce qu'en disent les promoteurs a !'occasion de !'ex­
position intitulee « Construire sur notre heritage »4 : 

Le projet, qui a comporte differents niveaux d'intervention, de la creation 
d'elements nouveaux jusqu'a la restauration, en passant par le remplacement, 
la transformation ou la reconstitution a l'identique a dO repondre a des ques­
tions de base qui traversent le debat actuel sur la preservation des batiments 
du patrimoine historique moderne. 

En effet, !'intervention sur les monuments du patrimoine moderne et 
contemporain semble soulever des questions differentes de celles posees par 
la restauration des batiments anciens qui deviennent des monuments histo­
riques ou des musees. Le plus souvent, ces derniers font l'objet d'une restau­
ration fidele ou alors on tend a juxtaposer aux parties anciennes restaurees 
des elements d'architecture resolument contemporaine. Ces memes strate­
gies, appliquees au patrimoine moderne, s'averent insuffisantes ou inappro­
priees. Dans le cas d'edifices comme « En Bergere », lorsqu'il s'agit plutot 
d'une mise a jour technique et fonctionnelle importante et que l'usage d'ori­
gine de !'edifice n'est pas modifie, c'est-a-dire lorsque !'edifice continue a 
« vivre », les modes d'intervention sont extremement complexes. Est-ii neces­
saire ou souhaitable, de pouvoir distinguer clairement les parties anciennes 
des elements nouveaux? A quel endroit precis peut-on tracer la limite entre 
l'histoire et la realite, entre le passe et le present? La valeur d'un edifice se 
situe-t-elle dans sa materialite ou alors plutot dans son «esprit?». 

En reponse a ces questions, les architectes ne se sont pas limites a une 
solution theorique unique. lls ont plutot valorise une certaine forme d'equi­
libre entre les divers modes d'intervention, considerant la serie complexe de 
decisions menant a cet equilibre comme autant d'actes creatifs. lls ont ete 
guides par une admiration et un respect profond pour l'reuvre de Tschumi, 
ainsi que par le desir de fournir a Nestle un outil de travail performant et 
representatif de l'image de la societe entrant de plein pied dans le xxIe siecle. 

Les architectes decrivent alors cinq « modes d'intervention », points de 
reperes permettant de saisir l'ampleur des travaux realises: 

1. La restauration, mode d'intervention quasi invisible qui veut conserver 
!'aspect et l'integrite des elements anciens par un simple nettoyage ou des 
reparations mineures. II s'agit de la marquise d'entree ou du double esca­
lier helicoi'dal; 

2. La reconstitution a l'identique, qui procede au remplacement de certains 
elements endommages, telles les fac;:ades qui ont ete deposees et recons­
truites avec des technologies performantes; 

3. La renovation, type d'intervention visible qui procede par la demolition, 
l'assainissement et la reconstruction d'elements avec des formes, matieres 
et couleurs nouvelles. Ce sont les parois et les amenagements interieurs 
des etages de bureaux; 

4. La renovation technique, decisive pour la performance de tous les equipe­
ments techniques et leur flexibilite d'utilisation par leurs utilisateurs; du 
conditionnement de l'air au controle de l'eclairage par exemple; 

5. « L'ajout d'e/ements nouveaux», et plus particulierement le nouvel espa­
ce de liaison entre le batiment d'origine et son annexe, demoli et recons-
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truit pour ameliorer les liaisons verticales et horizontales du centre admi­
nistratif. 

Cette description abregee des principaux modes d'intervention est exem­
plaire de la preoccupation des architectes, confrontes a la tres grande com­
plexite du mandat de renovation. 

Reception des innovations techniques 

Au terme de cette operation, ii est possible de tirer quelques conclusions 
majeures de cette experience: 

1. On peut affirmer que le batiment d'origine est bel et bien « restaure » au 
sens traditionnel de la terminologie des Monuments historiques, et ce, mal­
gre ou grace a l'apport de nouveaux materiaux ou a !'adaptation des lieux 
aux technologies de pointe. L'unique concession reside en une surelevation 
du sol des bureaux de 8 cm destinee a faciliter le passage de kilometres de 
cables. 

2. Taus les espaces d'activite ant ete revalorises par l'apport des techniques 
de contort les plus sophistiquees, une transparence parfaitement ma1tri­
see, comme par la revalorisation et le design du mobilier de chaque place 
de travail ou domaine d'activite. On peut meme retrouver la poignee de 
porte dessinee par Jean Tschumi dans la fin des annees 1950. 

3. Malgre une certaine incompatibilite de !'extension realisee en 1975 avec le 
batiment d'origine, le nouvel espace de liaison est une indeniable reussite, 
tant sur le plan fonctionnel que par le souci d'une integration architectu­
rale contemporaine. En parfaite harmonie avec le batiment d'origine et son 
annexe, la creation de rampes en eventail reliant les differences de niveau 
dans ce volume entierement vitre est tres impressionnante. 

Conclusion 

Compte tenu d'un investissement de 175 millions de Francs suisses, cette 
rehabilitation est exemplaire a plus d'un titre, car les efforts entrepris a 
tous les niveaux de l'intervention vont dans le sens d'une preoccupation de 
sauvegarde du patrimoine architectural contemporain compatible avec la 
Charte de Venise. Et pour clore cette breve presentation, citons encore une 
phrase tiree de « Construire sur notre heritage »: 

La renovation du siege international de Nestle symbolise a la fois la continui­
te, fruit de l'attachement a notre passe, et l'ouverture au changement, gage 
de reussite pour l'avenir. 

A l'aboutissement de !'operation, cette phrase a quelque chose d'em­
blematique car elle positionne la « reception » du proprietaire des lieux, 
tout en confirmant la satisfaction des utilisateurs. Et, pour le rapporteur 
soussigne, ii faut brievement revenir a !'initiative prise en 1995 par le ma1tre 
de l'ouvrage et a l'idee d'une « chronique de !'operation » qui ne represen­
te qu'une partie de la memoire; celle d'une vision exterieure aux interve­
nants, avec la publication de quatorze titres, soixante-quatre chapitres, 
quarante-trois interviews et onze cent vingt prises de vues, de l'etat des 
lieux aux observations faites sur le chantier. Cette initiative est assez excep­
tionnelle pour etre signalee, car cette « memoire vive » fait partie inte­
grante d'une operation de sauvegarde realisee dans la seconde moitie du 
xxe siecle. 
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From top to bottom, United Nations Headquarters, Lincoln Center and Empire State Plaza. 
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Stone-faced precast panel technology: monitoring 

and intervention techniques for stabilization 

Kyle C. NORMANDIN 

M .S. Historic Preservation, Architect Ill, Wiss, Janney, Elstner Associates, Inc. , New York, USA. 

La technologie du beton precontraint habille en 
marbre: les techniques de stabilisation 

Les panneaux de beton precontraint, revetus de marbre ont ete largement utilises 
dans !'architecture moderne, pour realiser des murs-rideaux, des murs-fenetres, 'des 
consoles. Structurellement, les panneaux precontraints sont fixes a la structure des 
edifices grace a differentes methodes qui integrent une evaluation des capacites d'ex­
pansion et de contraction des panneaux. Aux Etats-Unis, la mise au point de procedes 
industriels simples permit de developper rapidement l'emploi de ces materiaux pen­
dant les annees 1960. L' Association nationale des producteurs de marbre etablit des 
listes de systemes de fixation, destines a attacher les revetements de marbre sur les 
panneaux precontraints. La fabrication fut done standardisee. Lorsqu'il s'agit de res­
taurer ces fixations, on ne peut pas utiliser les procedes applicables dans la mac;:on­
nerie traditionnelle, car ils trahiraient ['expression architecturale des batiments. 

Cette communication traite de trois ensembles modernes prestigieux, qui appar­
tiennent a une tendance que l'on pourrait qualifier d' « internationalisme des 
affaires ", qui se fit jour aux Etats-Unis apres 1940 : le siege de !'Organisation des 
Nations-Unies a New York (1949-1953), le Lincoln Center a New York (1962-1968) et 
!'Empire State Plaza, qui s'integre dans le Rockefeller Center (1965-1979). ll s'agit 
d'ensembles monumentaux, representant au total une vingtaine de batiments. Dans 
les trois cas, les fac;:ades des edifices sont soit en aluminium, soit des murs-rideaux, 
soit des panneaux precontraints revetus de pierre, soit une combinaison de ces ele­
ments. Ces fac;:ades jouent un role majeur dans l'esthetique des edifices. Dans le cas 
du Centre d'education culturelle sur l'Empire State Plaza, l'architecte Wallace 
Harrison utilisa des panneaux revetus de marbre, d'epaisseur variable, fixes par des 
systemes d'agrafes en acier inoxydable. Dans les exemples etudies, la strategie de res­
tauration s'est appuyee sur une typologie qui definissait, 1 - l'esthetique du batiment, 
2 - le systeme de mur-rideau employe, 3 - le materiau de parement et, si possible, 4 -
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le systeme de fixation. ll est parfois necessaire de remplacer le revetement de 
marbre. La question qui demeure est de determiner le seuil minimal des interventions. 

Introduction 

The technical challenges of preserving stone-faced precast panels not only 
involve finding aesthetically acceptable repair/replacement materials, but 
also include addressing the structural characteristics of these types of mate­
rials and building systems. Precast panels with marble veneers have been 
used in a variety of sizes in the design of unique building forms; they have 
been used to form curtain walls, window walls, column facings, cantilevers, 
soffits, and other aesthetic configurations. Structurally, precast panel units 
are attached to the building frame with various fastening methods and 
devices, allowing design provisions for expansion and contraction of the panel 
system. However, in light of these characteristics, how can we address the 
material and structural failures of these types of stone-faced precast panel 
systems? What happens to these types of curtain wall systems when we cut, 
drill, pin, patch, and retrofit them? Can we approach the repair of these buil­
dings using similar types of repairs used for traditionally built masonry and 
concrete structures? While selecting types of mortar patches, indents or 
dutchman, and anchor pins may be appropriate for some historical construc­
tions, these types of evident repairs may threaten the architectural expres­
sion and compromise the technical ingenuity of these 20th-century curtain 
wall systems. 

The complexes 

Three complexes are addressed in this paper: the United Nations 
Headquarters (UN), New York City, constructed between 1949 and 1953, 
designed by the International Committee of Architects chaired by Wallace 
K. Harrison, including most notably Le Corbusier (France), Oscar Niemeyer 
(Brazil), Ssu-ch'eng Liang (China) and Nikolai Bassov (USSR); Lincoln Center 
for the Performing Arts (Lincoln Center), New York City, constructed between 
1962 and 1968 (coordinating architect, Wallace K. Harrison, with Max 
Abramovitz, Philip Johnson, Eero Saarinen, Gordon Bunshaft, and Pietro 
Belluschi); and the Nelson A. Rockefeller Empire State Plaza (ESP), Albany, 
New York, constructed between 1965 and 1979 (Wallace K. Harrison and Max 
Abramovitz). The planning and design of individual buildings within each 
complex was done by world-renowned architects. New York City architect 
Wallace K. Harrison is listed as the lead architect and was appointed the 
director of planning at each of the complexes. In total, the three complexes 
cover an area of over 60 hectares (150 acres) and consist of approximately 
twenty buildings. The building facades in all three complexes are fin-ished 
either with an aluminum and glass curtain wall or a dimensional stone clad­
ding, or a combination thereof. 

Identification of curtain wall technology 

The architectural conception of International Style buildings is manifest in 
the construction of the exterior walls. The facade and the structural elements 
represent a distinct form that determines the aesthetic character of the buil-
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ding. The curtain wall system comprises the aesthetic and volumetric 
massing of the building, and identification of the exterior cladding system is 
critical to assessment of the building. If a repair program cannot be 
sustained, an intervention may be required to stabilize the curtain wall 
system. However, if the aesthetic character of a curtain wall system is 
altered, both stabilization and repair measures must maintain the character 
of the original building. This requirement may impose certain limitations on 
the potential scope of repairs or treatments, in order to conserve the original 
material components and maintain the original architectural expression of the 
building. 

Panel System Typology and Classification 

Classification of modern precast panel systems should be defined not only 
by the building style but also by aesthetic components within a given stone 
cladding or curtain wall system. The building typology should be defined by 
(1) the building aesthetic, (2) the curtain wall system, (3) the cladding mate­
rial (stone type) and, if possible, (4) the specific anchor design. As such, the 
building typology, building components, and their performance with the buil­
ding structure must be understood as a basis for informed recommendations 
that address structural and aesthetic issues while preserving the original 
design of the building. 

Stone-Faced Precast Panel Systems 

In the early 1960s, stone was successfully used to face precast concrete 
units. The use of the stone-faced precast concrete panels (concrete panel 
clad with a thin stone veneer) was popular due to the rapid production and 
deployment of precast concrete units. Erection of the marble-faced precast 
elements was a relatively simple process. Prefabricated stone veneer precast 
panels could be manufactured to meet elaborate design configurations and 
could be produced rapidly and cost effectively. Both the Juilliard School at 
Lincoln Center in New York and the Cultural Education Center at the Empire 
State Plaza were built using large assemblies of precast composite panels 
that were premanufactured and hoisted into place to speed the building 
erection and reduce construction costs. The National Association of Marble 
Producers listed types of anchorage supports to attach stone panels to the 
concrete substrate, to allow a sound section of stone to be dowelled and 
epoxied into place. These precast concrete units faced with marble (2 cm 
stone at the Juilliard School and 2,5 cm stone at the Cultural Education Center) 
came in various prefabricated sizes to provide an infinite number of marble 
pattern possibilities; moreover, these units provided various possiblities 
for how to overcome design challenges and erect "modular" elements of a 
particular building. 

Monolithic Stone Walls 

Common to most of the buildings at all three complexes is the idea of the 
"slab" wall construction. The massive stone wall or monolithic stone wall 
configuration was a signature architectural element of the International 
Style. Throughout the 1940s, a "Corporate Internationalism" had taken shape 
in the U.S. with the Equitable Life Assurance Building in Portland, Oregon, 
designed by Pietro Belluschi, and with complexes such as the United Nations 
Complex, led by a design team of Wallace Harrison, Le Corbusier, and others 
in New York City in 1950. By 1968, Pietro Belluschi had transformed the grace­
ful, aluminum-framed, marble-clad building type represented by the 
Equitable Building into an equally elegant rectangular building that included 
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the restrained contextural requirements of the Lincoln Center complex with 
the use of travertine as a stone cladding. Utilizing methods of prefabrication 
and mass production, Belluschi used an engineered system of stone veneer 
panels adhered to precast concrete panels on the four facades of Julliard, 
still maintaining a design within the idiom of the International Style. 
Belluschi's seamless design echoed a continuous appearance of single mono­
lithic load-bearing masonry stone walls remniscient of antiquity, certainly 
recognized as one of the finest buildings constructed at Lincoln Center. 

The monolithic stone wall was transformed by Wallace Harrison's design 
of the Cultural Education Center (CEC) at the Empire State Plaza in Albany, 
New York. Partially inspired by Le Corbusier's Unite d'Habitation of Marseille 
constructed in 1953, Harrison designed an immense concrete block raised up 
on a colossal sculptural pilotis, giving rise to a megastructure that occupies 
over 126,670 square meters (1 ,363,500 square feet). Parallel to the design of 
Le Corbusier's inverted concrete columns and cast-in-place concrete forms, 
Harrison shaped the building over a vast orthogonal grid plan of inverted tra­
pezoidal concrete columns. The facades are draped with repetitive elements 
consisting of patterned deep recesses of factory-produced precast concrete 
standardized units which create a lively yet elegant unity across the facade 
of the building. Harrison utilized composite panels composed of 2,5 cm (1 ") 
thick Georgia Cherokee white marble veneer over precast concrete backing 
that were shop-formed into large window-like marble frames that hung from 
the cantilevered building structure. Marble-faced precast panels ranged in 
thickness from a minimum of 2 cm (7/8") to approximately 5 cm (2"). 
Stainless steel preformed toe-in spring clip (hairpin) anchors were typically 
inserted from the back side of the marble to one-half the thickness from the 
face of the veneer and embedded 7 cm (3") to approximately 18 cm (7") into 
the concrete backing, while the composite framed sections were connected 
to the building structural frame using cast-in-place slotted anchor bolts. 
These composite framed sections ranged in height from one to three stories 
and measured an average 122 cm (4'-0") in width by 975 cm (32'-0") in 
height. The bolt connections were typically located at the top and bottom 
sides along the vertical edges of the composite framed sections. 

Assessment of the ongoing repair program 

The challenges of stone-cladding stabilization are numerous and their 
assessment cannot be fully described in this paper. However, over the last 
fifty years, stone-faced precast concrete panels have developed considerably 
and continue to change, especially in regard to the methodology for develo­
ping a repair program. In order to properly assess the condition of composite 
panel systems, a materials testing program including petrographic examina­
tion and compositional analysis of materials should be undertaken to gather 
information for an appropriate stabilization program. Structural analysis may 
also be required. A stabilization program underway at Lincoln Center for the 
Performing Arts since 1986 also includes periodic on-site inspection and 
ongoing monitoring of the travertine stone cladding. Although many types of 
repairs can be implemented for thin dimension stone veneers and cladding, 
the examples of repair types used on this project and described here are in 
sound condition after several years of performance and maintain the aesthe­
tic integrity of modern stone construction. 
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Full Panel Replacement 

Some examples of significant distress conditions include delamination 
between stone veneer and concrete substrate at locations of multidirectional 
cracking that jeopardize the structural integrity of the panel. Lateral ancho­
rage between the travertine veneer and precast concrete panel is achieved 
with stainless steel perforated hairpin anchors epoxied into the travertine 
veneer. A full panel replacement requires removal of the existing panel and 
any existing clips or dowels. Holes are drilled into the substrate and back­
side of the new stone panel and new stainless steel double-head expansion 
bolt anchors are positioned into the new panel prior to setting the panel. A 
field test of a sample stone veneer replacement is required in order to test 
the integrity and aesthetic effectiveness of the repair. 

A full panel replacement requires installation of a new stone veneer, 
dimensioned and cut to match the original stone to be removed. Typically, a 
new stone veneer panel replacement is recommended when a significant dis­
tress condition is identified in the original panel. A full veneer stone panel 
replacement (rather than localized repair) may also be a desirable solution in 
order to maintain the original design intent and modern aesthetic of the buil­
ding. Through the development of a stabilization repair program for the 
Julliard School, concerns arose out of the use of a dutchman (indent) or patch 
repair versus a full panel replacement. Under both instances, recommenda­
tions were made to replace the entire stone veener panel for both structural 
and aesthetic reasons: (1) structually, the full replacement of a panel with 
new stainless steel anchor connectors is a more appropriate long-term repair, 
and (2) aesthetically, the full replacement of a stone panel maintains the ori­
ginal design intent of the travertine-faced precast stone panel system. In 
most cases, the textural and porous appearance characteristic of the traver­
tine stone cladding permitted the repair stabilization eventually to blend in 
well with the original surrounding stone veneer panels. Equally challenging 
will be to develop a comprehensive repair program for the Georgia Cherokee 
marble veneer precast concrete panels at the Empire State Plaza. 

Conclusion 

In considering measures appropriate to repair and stabilize modern buil­
dings constructed within the Modern Movement, there remain many chal­
lenges in delineating the range of repairs appropriate for composite panel 
and stone-clad buildings such as Lincoln Center, the Empire State Plaza and 
the UN Headquarters. We have had the opportunity to implement repair pro­
grams at Lincoln Center for the Performing Arts and we intend to utilize this 
experience with repairs to the travertine stone-cladding in the development 
of other repairs for marble stone-cladding. Although these buildings clearly 
will require intervention to stabilize the stone-cladding systems, the question 
remains, what types of repairs will be most effective with the minimal 
amount of intervention? 
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View of a house in Pessac 
transformed by residents 
(Photograph by Carlo Pozzi). 
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Les conflits du Mouvement moderne avec les 
habitudes de construction et les traditions de vie 

Les theories de Le Corbusier sur la « machine a habiter » ont donne lieu soit a 
!'erection de somptueux monuments-manifestes comme la villa Savoye rencontrant 
['approbation d'une clientele riche, soit a la realisation d'un habitat populaire 
comme la cite Fruges, declenchant l'hostilite des classes modestes, Ayant persuade 
l'industriel Fruges de batir une serie de maison pour ses ouvriers, Le Corbusier 
applique sans retenue ses principes de couleurs pures a Pessac, Outre ['incompre­
hension du public, ii suscite l'inimitie de !'administration et de la presse locales, 
rebutees par la radicalite de cette architecture de la modernite. En s'appropriant 
toutefois les maisons, les residents leur font subir des modifications lourdes inspirees 
par la nostalgie de ['habitat bordelais traditionnel. Critique dans le meme sens pour 
['unite d'habitation de Marseille, Le Corbusier finit par integrer a sa pratique une 
approche des constructions vernaculaires, comme on peut le constater a Ahmedabad. 

Le toit plat, le manque de decor, le mur blanc, la stereometrie ont egalement, 
dans le cas du Weissenhof a Stuttgart, declenche les foudres du mouvement allemand 
pour un art national, futur suppot du Troisieme Reich. Dans l'affaire de la maison de 
la Michaelerplatz, a Vienne, Loos est confronte au meme type d'antagonisme et force 
de louvoyer plus ou mains pour parvenir a ses fins, au creur de la vive polemique que 
l'on conna1t. II ne s'agit pas, pour lui, de [utter contre la tradition elle-meme, mais 
plutot de s'opposer a un traditionalisme abscons, menant au culte du pittoresque et 
de la nation. Malgre ces positions indeniablement modernes, Siegfried Giedion ne 
mentionne meme pas Loos dans ses ouvrages, pas plus d'ailleurs que les rationalistes 
italiens. Or, ii est tout a fait admis, desormais, que le Mouvement moderne n'a pas 
ete univoque et que l'un des parametres pour !'identifier reside dans ses diverses 
relations avec la tradition. Cette relation est meme fondamentale pour la survie et 
la perennite des idees modernes. La reevaluation du rapport de la modernite avec le 
passe est une des des essentielles pour obtenir que les operations de sauvegarde 
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soient autre chose que la mise en place de batiments museifies, indifferents aux 
usages et aux souhaits de leurs habitants. 

Statements such as Le Corbusier's on the house as a "machine a habiter" 
("machine for living"), that suggest the hypothesis of mass construction of 
housing with procedures of an industrial character, may either become mas­
terpiece-monument-manifestos (for example, the Villa Savoye and other 
commissions for wealthy and well-educated clients) or they may meet hos­
tility and resistance reaching forms of actual protest in implementations 
destined for a more popular class (as in the realization of the "Cite Fruges" 
at Pessac near Bordeaux). 

In 1925, Le Corbusier persuaded the businessman M. Fruges to build 
houses for his workers mainly using the type of "Maison Citrohan" which 
suggests already in its name a house/car hybrid with a punning on the brand 
of the famous French car firm. Le Corbusier saw Pessac as a workshop-area 
offering the possibility of verifying in the field his own architectural 
theories, also of applying to them his point of view as Purist painter. The 
choice of strong colours, from white to burnt raw Sienna, blue, green, brown 
and grey were intended to accentuate the spatial effects: so the lines of the 
houses would be removed by means of ultramarine light; the impact of these 
walls sometimes would be attenuated by camouflaging them with trees and 
gardens through the use of pale green. 

But planners and local firms, feeling supplanted, stirred public opinion 
against this experiment, touching the cords of nostalgia for the traditional 
houses of the area. The new settlement was hindered by city administrators 
in various ways, by delaying the concession of water connections for years, 
by denying the authorizations to sell or rent houses; by local press speaking 
of inhabitability due to construction on wrong principles. Le Corbusier 
played his Parisian cards by letting two important ministers officially visit 
the area; water would be connected, houses lived in, but by now a wides­
pread hostility of the inhabitants had mounted against the architecture of 
modernity suggested by Le Corbusier's design. 

In the following years the residents would make the lodgings individual 
with variations and additions according to their needs: colours were changed, 
"fenetres en longueur" ("strip windows") reshaped or split up in various 
openings, balconies sheltered, patios and spaces between pilotis 
closed, new volumes and flues added; moreover extraneous materials were 
introduced such as scabbled stone, coloured concrete and glass bricks, all 
kind of fencing. Le Corbusier's comment ("Vous savez, c'est toujours la vie 
qui a raison, l'architecte qui a tort." ["Life is always right while the archi­
tect is wrong, you know."]) certainly did not prevent him from receiving 
similar criticism on the much greater "machine a habiter," the Unite d'ha­
bitation ("Public Housing Unit") in Marseille, but it became the supporting 
axis of a progressive approach to historical building traditions, from the use 
of wood and stone in Erratzuris House in Chile and in Maison aux Mathes, to 
the numerous applications of Catalan vaults, culminating in his masterpiece, 
the Sarabhai House in Shanibag-Ahmedabad. 

Stereometry, flat roof, lack of ornaments, white plaster often cause iro­
nic objection to Modern, not representing the action of common-class consu­
mers, but the critical deed of conservative intellectuals: techniques go from 
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composite photograph to cartoon. A postcard of 1927-1928 overstresses, 
through a far-fetched reading, the Arabic character of Weissenhof in 
Stuttgart, where a Maison Citrohan by Le Corbusier is still present, side by 
side with another type by the same author and by residential prototypes by 
Mies, Oud, Gropius, Taut: the careful photomontage uses the exhibition area 
as a background of Arabian life, from walking to carpets sale, with a large 
presence of camels. In this case the opposition comes from the German 
Movement for National Art, whose reactionary origin will make it become a 
cultural edge to the operations of the Third Reich. 

The clash with the traditional attitude had been started twenty years 
before with the fight engaged by Adolf Loos for the realization of the house 
in Michaelerplatz (1909-1911) in front of the Hofburg in Vienna: this building 
does push its reasons in the building tradition of the city openly opposing the 
hyperdecorative trends of Secession, but it was strongly fought by the Town 
Council, especially by town councillor Rykl evocating Fisher van Erlach's 
contempt in front of such a building and ornamental simplicity, summarized 
in a famous cartoon published in "Der Morgen." The author of Decoration 
and Crime is forced into various compromises in order to bypass the conser­
vative block. On 11 March 1910 licence was given to the project signed by 
the work director Epstein and not by Loos himself; this version presents a 
front with recurrence of stone and horizontal rows of breaks and the laying 
of frames and decorations at the windows, drawn by pencil by councillor 
Schneider: the tactical device of the "Epstein project" had clearly not been 
enough. Loos proceeded stubbornly and built a construction with a stone 
base and a facade in white plaster and holes without any decoration: the 
project was suspended. The compromise solution that finally led to the 
construction release forced Loos to realize his opposers' ornamental will 
with bronze flower-pots hanging from windowsills, ranging from bottom to 
top. He writes: "Still, I planned the house so that it could be inserted in the 
square as much as possible [ ... ]. I always had the illusion of having solved this 
problem according to our old Vienna teachers. And this illusion was confir­
med by the words of a modern artist enemy of mine: he wants to be a 
modern artist and builds a house similar to old Vienna houses." For Loos, this 
is not a fight against tradition, which in fact supports the reasons of the pro­
ject, but with a provincial and country traditionalism, which often leads to 
the cult of picturesque attitude and to various attempts of "national art," 
polemically opposed by architecture and through the pages of Words in emp­
tiness. 

One of the main historians of the Modern Movement, Siegfried Giedion, in 
his Space, Time and Architecture celebrates few key figures as champions of 
the Modern: Maillart, Gropius, Le Corbusier, Mies van der Rohe, Aalto; among 
the premises of Modern, the author puts Wright's work in the foreground, fol­
lowed by Berlage, Wagner, Perret, Garnier. He is so tendentious that Loos is 
just named three times and his work or his polemical attitude is never dealt 
with, placed in 0. Wagner's School sphere: masters coming from that sphere 
such as J. Plecnik are then totally ignored. If Giedion only deals with "avant­
garde" modernity, on the other hand we can imagine that he considered 
"rear-guard" positions both those coming late from Scandinavian Classicism 
like Asplund, and figures such as Tessenow and Pikionis, who in different 
ways and times, carry out an independent research, far from those rules that 
are shown as warranty of modernity and contemporaneousness. Furthermore 
the complicated question of Italian Rationalism is completely ignored; 
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though opposed by Fascism's political-cultural establishment, it does 
express masterpieces such as Casa del Fascio in Como by Terragni, the Post 
Office at Aventino in Rome by Libera, and the Post Office in Piazza Bologna 
in Rome by Ridolfi, the Post Office in Napoli by Vaccaro, and the Hall of Arms 
in Foro Mussolini in Rome by Moretti. 

The expanded vision that we have today, also thanks to the researches 
and studies that have been going on since the post-war period, allows us to 
say that these are the various souls of Modern and that one of its identifica­
tion parameters is the different relationship with tradition, as Le Corbusier's 
manifold experience shows; that some "sloganlike" choices, the drastic 
strength of "fenetre en longueur" have become a main part in the history of 
architecture, but today they do not teach us anything more, they have col­
lapsed, as far as duration is concerned. The avant-garde logic that proposes 
to tear to pieces any relationship with history has a disruptive and greatly 
dragging effect but it runs the risk of drying out early if it is not streng­
thened by a dialectic meeting with more settled traditions of building and 
living. On the other hand attention to building traditions of a craft funda­
mentally intended as artisan practice by Tessenow or Pikionis, the presence 
of a research on popular architecture along with the modern and subversive 
capacity to put together heterogeneous materials typical of Plecnik, to look 
at the past - towards the classicism of the project - and the opening to the 
future - experimentalism inherited by Futurism - of Terragni or Moretti, are 
capable of showing multiple ways of "prosecution" of research on moder­
nity and of "continuation" of the Modern Movement. 

This condition of falling of modern stereotypes will allow restoration of 
the modern to safeguard "manifesto-architecture," but also to prevent them 
from becoming museum items, defending fragments of the alterations made 
by consumers, explaining the difference between improper use of the archi­
tectural product and critical use with regard to a higher quality of contem­
porary life. Therefore a knitting will be done between intellectual unders­
tanding of architecture and popular participation, so much called upon and 
seldom carried out, aiming at a safeguard which is impressed in the 
conscience of a community, when applied to works such as the Corviale 
building in Rome by M. Fiorentino and others, that would otherwise be 
targeted as sociological monsters, "machines a habiter" ready to be 
destroyed. 
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La couleur, une qualite meconnue de 
('architecture moderne a Wroclaw 

L'utilisation de la couleur connut des developpements radicaux sur la scene alle­
mande de la modernite. Deux tendances peuvent ainsi etre identifiees: la premiere 
etait fondee sur une utilisation audacieuse de la couleur (1924-1930). La deuxieme 
s'intitule « !'architecture blanche » (1929-1933). Entre 1925 et 1930, plus d'un mil­
lion d'edifices furent repeints en Allemagne. 

Le pionnier de la premiere tendance etait l'architecte Bruno Taut. II croyait fer­
mement en la vertu de la couleur pour ameliorer la vie quotidienne des citadins. Avec 
!'artiste Paul Scheerbart, il avait prone depuis 1913 l'ideal et les realisations d'une 
nouvelle synthese des arts. II defendait !'utilisation de couleurs intensives, comme le 
rouge, le vert, l'ocre, le violet ... Afin de « liberer la couleur », !'utilisation qui en 
etait faite n'etait pas necessairement en relation avec la structure architecturale. La 
nouvelle mode de la couleur eut des consequences sur la strategie de l'industrie chi­
mique allemande, qui se vit encouragee a developper ses produits et ses services de 
conseil sur l'emploi de la couleur. 

En parallele a cette premiere tendance apparut bientot celle de I'« architecture 
blanche ». Elle suivit la diffusion des concepts monochromes de Piet Mondrian dans 
le champ de ['architecture. Elle rec;:ut ses lettres de noblesse a ['occasion de ['expo­
sition du Weissenhof a Stuttgart, lorsqu'un ensemble de logements complet fut 
construit selon ce principe. Symboliquement, la couleur blanche etait liee aux ideaux 
de l'epoque sur la « reforme de la vie quotidienne », et qui tendaient a diffuser les 
bienfaits de ['hygiene dans la societe moderne. 

A cette epoque, la ville de Wroclaw etait au premier rang en Allemagne pour ce 
qui concerne !'utilisation de la couleur dans la conception des rues et des places. Les 
autorites locales etaient impliquees dans cette politique du « mouvement pour la 
couleur ». Un conseil municipal de l'art, ainsi qu'une societe de la « ville coloree » 
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furent fondes. Plusieurs artistes repartis par districts travaillaient sous la direction 
de quatre superviseurs: Theo Effenberger, Moritz Hadda, Hans Scharoun and Hermann 
Wahlich. Les batiments anciens etaient egalement touches par cette politique, et 
ainsi !'ensemble de la ville se transforma sous l'effet de la couleur. Parmi les reuvres 
architecturales modernes, l'appartement « Under the Negro,, (1927-1928) etait par­
ticulierement reussi, ainsi qu'un projet pour des logements collectifs (1929). Au-dela 
de ['utilisation de la couleur, un grand nombre de realisations, souvent par des archi­
tectes d'avant-garde (Erich Mendelsohn), employaient des materiaux naturellement 
colores (brique, travertin, ceramique). 

Functionalism and Colour Trends in German Mid-War 
Architecture 

In vanguard German mid-war architecture two colour trends can be dis­
tinguished. The first trend means colourful architecture (1924-1930) based 
on bold usage of colour. The second one is called "white architecture" 
( 1929-1933) until recently associated with that period. 

The first one was called by Wolfgang Penth "a cry for colour. " 1 It was 
close to Expressionism in art in its vivid and bright colour palette. In the 
years 1925-1930 over one million buildings were painted anew. 2 

The pioneer of colourful architecture in Germany was Bruno Taut. Since 1913, 
together with Paul Scheerbart, he developed the idea of Gesamtkunstwerk, 
the synthesis of architecture and fine arts, equaling colour with the shape 
of a building. His realisations inspired a lot of architects like, for example, 
Ernst May and Otto Haesler3 and encouraged them to "fight for colour," and 
the action "Farbiges Magdeburg" which started in 1921 led to "a movement 
for colour" (Farbenbewegung) in the next years in the whole country. 
Intensive colours such as red, orange, blue, green, ochre, brown, violet, 
pink, grey and black were used. Bright values and colour contrasts came into 
fashion. "Freeing the colour" by Expressionists led to its usage in architec­
ture without its relation to its structure (for example walls painted into wide 
vertical or horizontal stripes). 
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Fashion for colour in architecture had wide influence on the development 
of the German chemical paints industry and its dominance in Europe.4 Colour 
was used not only by architects ("Neues Bauen" fans) but also by the 
members of the "Bund zur Forderung der Farbe im Stadtbild" (BFFS), 5 

founded in 1926. The aim of BFFS, supported by craftsmen and the chemical 
industry and propaganda by the magazine Die farbige Stadt, was to give 
advice and concerned colour changes of old buildings and houses. 

In new housing estates colour played an important role. Taut believed 
that colourful city landscape had a positive influence on its inhabitants. 
Colour was to create the impression of safe estate areas, underline the 
estate character, the coherence of people and identify people with their 
place of living. Modern architects claimed that the further the inhabitants 
were from nature the more they needed colours. At the end of the 1920s 
colour became the symbol of modernity. 

Besides colour trend, "white architecture" appeared in Germany, too. 
Piet Mondrian's basic colour concept was also applied to architecture. White 
and black were filled in by three colours: yellow, red and blue. 

The fame of "white" housing estates was given in 1927 to the housing 
estate Weissenhof in Stuttgart during the first Werkbund housing exhibition. 
However, it should be underlined that a lot of architects gave up the concept 
of clean white in favour of delicate pink (Mies van der Rohe, Le Corbusier), 
blue, light yellow and toned-down white. 6 White colour in German architec­
ture was commonly used between 1929 and 1933. 

The white was only to differentiate new buildings from grey old ones. In 
a symbolic way, it was also related to the so-called "Lebensreform," a 
reform concentrating on the improvement of health living conditions (among 
others by propagating living in new, hygienic houses). For the functionalists 
white colour was the expression of their modernistic way of thinking. It sym­
bolised cleanliness but also anonymity and equality of people in society, to 
whom those new ideals were addressed. 

Wroclaw Funtionalism in the Mid-War Period. 
Colour Tendencies 

We come to know from the archives that "Wroclaw was in the lead in 
Germany when it comes to colour shaping of streets and squares. "7 

The involvement of local building authorities in shaping city colouring 
and their support for "the movement for colour" played an important part 
in Germany. There were two methods of influencing the colour shaping in a 
city: "colour dictatorship" based on Ernst May's concept, applied in 
Frankfurt/M (city counsellors were employed to supervise painting works 
according to earlier made designs) and counselling based on voluntary 
decisions which was applied in Wroclaw. The Municipal Council for Art and 
"Colour City" society were founded. There were also district artists who 
were working under the supervision of four section chiefs: Theo Effenberger, 
Moritz Hadda, Hans Scharoun and Hermann Wahlich. 8 Wroclaw received its 
new appearance not only because of "Neues Bauen" realisations but also 
because of repainting old buildings in the downtown. 

One of the earlier realisations of "Neues Bauen" was the arrangement of 
"Under the Negro" chemist's (Mohren - Apotheke, 1925) and caretaker's flat 

5 - Hoffentrager (Gritt), Farbe 
im Frefraum. Zur Anwendung 
von Farbe und Farbentheorien 
in der Gartenarchitektur 
des 19 . und friihen 20. 
Jahrhunderts, doctoral thesis 
TU Berlin , Berlin, 1996, 
pp. 253-254. 
6 - Herrel (Eckhard), op. cit., 
p. 109. 
7 - Rothenberg (Adolf), "Die 
farbige Breslau," Ostdeutsche 
Bau - Zeitung - Breslau, 
1927/28, pp. 612-615. 
8 - Markowska (Anna), 
Problemy ekspresjonizmu i 
funkcjonalizmu w tw6rczosci 
Moritzo Haddy (1887-1941), 
doctoral thesis Politechnika 
Wroclawska, Wroclaw, 1998, 
pp. 49-50. 
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(1927-1928). Especially interesting was the interior of the chemist's flat 
designed together with the painter Hans Leistikow. It showed geometric 
interior decorations in De Stijl style. Three colours were used: yellow, black 
and grey. The result of the renovation made in 1998 is the reconstruction of 
the non-existing at that time non-typical wall facing made from non-trans­
parent light grey and black glass. Unfortunately the complex exchange of 
original (probably dark grey) wooden window joinery into a light, glittering 
and totally flat aluminium one caused an unintended by Rading effect of 
reinforcing vertical window divisions. Unfortunately convex horizontal black 
slats around the windows haven't been reconstructed either. 

One of the most interesting Wroclaw realisations of the "Neues Bauen" 
trend is the model Wroclaw Werkbund housing estate, being part of a hou­
sing exhibition organised in 1929, under the slogan "Dwelling and Work 
Place" - WUWA ("Wohnung und Werkraum" Ausstellung). The houses of that 
estate are examples of "white" and "colour" architecture. 

Ilse Molzahn wrote about the "glossy, white estate area. "9 Gustav Wolf 
pointed to a certain uniformity of colour offers. He claimed that architects 
accepted inclinations of those times for light interior and exterior colours 
from white to light pastel shades. 10 The description of one family house by 
Heinrich Lauterbach confirms this concept. 11 The interior of the house was 
arranged in white, black and all shades of grey which provided a background 
for red, varnished bookshelves and yellow table made of mat glass on black 
legs. 12 The colour range of a multi-family house designed by Adolf Rading is 
also well-known. The architect made use of three contrasting colours: 
white, black and red. He divided the area into different functions by means 
of colour. He not only used wall surfaces but also the ceiling which was pain­
ted black. 13 Moritz Hadda used similar colours in a one-family house. Deep 
red contrasted the black slats of bookshelves. 14 

A totally different colour concept was presented by Hans Scharoun in 
his house for single people (Ledigenheim). The building elevations were 
covered with light ochre paint. Planking, exterior railings, window and door 
joinery were painted grey. Reinforced construction for creepers on the roof 
of the left wing was orange-red, but the ground courses and revetments 
were left in natural coloured concrete. 

It should be assumed that the house designed by Scharoun is an example 
of colour architecture. The "puritan" austerity of furnishings were accom­
panied by deep and lively colours of hall and restaurant (dark blue and 
red15 ). In the saturated colours of Scharoun's house and the way they were 
joined, you can feel the spirit of Expressionism. In 1993 that building was 
partly renovated but unfortunately not always authentically reconstructed. 

The WUWA estate isn't the only Wroclaw estate from mid-war period 
which can be treated as "Neues Bauen" trend. At that time a lot of great 
masterpieces of housing architecture were built (Ksiei:e Mate estate, 
peripheral development of Sienkiewicza and Hubska streets and non-existing 
quarters in Popowice) or single houses of earlier developments (e.g. 
Dr. Kriebel's house by A. Rading, one of about twenty Wroclaw's villas in 
"Neues Bauen"). Mainly dyed plasters were used (different shades of ochre, 
beige and grey). 

Besides the colouring trend in Wroclaw housing architecture of the twen­
ties, you can find a lot of examples of elevations in natural colours of the 
materials made of, for example, stone or brick. That trend dominated public 
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buildings like department stores, banks, schools and even army buildings. 
That kind of finish guaranteed high standards of building. It seems that its 
application in Wroclaw wasn't connected with a radical change of ideals 
concerning colour about 1930 within "International Style" when colour lost 
its meaning as a means used for shaping architecture while glass, steel 
and natural stone took its place. 16 The earliest Wroclaw example of such 
vanguard architecture is a department store of Rudolf Petersdorff designed 
in 1927-1928 by Erich Mendelshon where glass, bronze and travertine were 
used for the finish. Other examples are of CB:A department store from 1930-
1931 designed by Berlin architect Sepp Kaiser (elevations faced with 
sandstone) and the high-rise Municipal Savings Bank designed by Heinrich 
Rump, finished with travertine. The examples of the application of ceramic 
facing and brick are: Wertheim department store designed by Hermann 
Dernburg from 1928, the New General Headquarters designed by Otto 
Ludwig Salvisberg, New German School of Saint Mary and Magdalene 
designed by Max Schirmer in 1929. White features on the elevations in the 
shape of moulds are also close to traditional architecture. 

The architecture of functionalism in Wroclaw lasted till the end of the 
80s in the state resembling the colouring of the times of the Third Reich and 
mainly after being rebuilt after the war in 1945. In the 90s some of them 
were renovated. At the same time the research over their colouring was 
made but colour reconstruction not always gave positive results. 

Although knowledge concerning the colouring of WUWA estate and other 
Wroclaw realisations of "Neues Bauen" trend is limited, it is quite noticeable 
that the colouring trends which appeared in the mid-war period both in 
Germany and Europe were the same. 

16 - Herrel (Eckhard), op. cit . 
p. 112. 
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Chap tre V I I 

Les edifices, Les ensembles urbains et leurs 
interpretations (2) 

Buildings, Urban Schemes and their Interpretations (2) 

Les formes architecturales et urbaines du Mouvement moderne ont un cycle de vie qui comprend 
plusieurs etapes: le modele abstrait, la celebration, ['elaboration des mythes, ['utilisation collective. 

The architectural and urban forms of the Modern Movement have a life-cycle comprised of several stages : 
the abstract model, the celebration, the elaboration of myths, the collective use. 

Kaisa BRONER BAUER 
Introduction 

1. Pier Giovanni BARDELL!, Carlo CALDERA, Marika MANGOSIO, 
Carlo OSTORERO, Caterina MELE 
After the Modern Movement: The Falchera Neighbourhood in Torino, an 
Example of Reception of the Modern Movement, between the Abstract 
Model and Quotidian Use 

2. Hubert BERINGER 
La mediatisation d'Habitat 67 et le mythe de la fin de ['architecture 
moderne 

3. Frederico ROSA BORGES de HOLANDA, Alexandre SAMPAIO 
da SILVA, Lilian Maria BORGES LEAL de BRITTO, Lucia Helena 
FERREIRA MOURA, Ronald BELO FERREIRA 
Life and Death of a Modern Avenue: W-3, Brasilia 

4. Marc LE CCEUR 
Le Lycee Camille-See (Paris, 1934) ou la modernite celebree 

5. Sonja VIDEN 
The Architecture of the "Record Years": Characteristics to Preserve and 
Develop 
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Introduction 

Kaisa BRONER BAUER 
Architecte, docteur en technologie (architecture), docteur en etudes urbaines, 

Professeur d'architecture a I' Universite de Oulu, Finlande. 

L'interpretation des edifices et des ensembles urbains, de meme que les 
cinq differentes etudes groupees ici sous ce theme, couvrent un large even­
tail de questions interessantes. La signification d'une reuvre architecturale 
ou urbaine n'est point chose figee. Durant son existence, l'reuvre autant 
que sa signification evoluent, ou parfois meme se transforment de fac;on 
radicale. Reflet d'un espace de temps historiquement defini , la signification 
est fonction de ['interpretation qui, elle, se forme ou se deforme en fonc­
tion des donnees sociales, culturelles, ideologiques ou psychologiques du 
moment. ll s'agit d'une sorte de dialectique de la duree auquel le cycle de 
vie d'une reuvre architecturale ou urbaine est inevitablement assujetti. 

Des cinq etudes presentees, deux sont consacrees a un edifice et trois a 
la ville. Les deux articles sur ['architecture traitent de la reception d'une 
reuvre dans une perspective historique. Dans le cas du Lycee Camille-See a 
Paris, une euphorie exceptionnelle a accompagne le projet, la construction 
et la mise en service de cet edifice des annees 1930. Des le debut, c'est la 
modernite elle-meme qui a ete celebree, avec ses symboles architecturaux 
et outils educatifs: air et lumiere, materiaux modernes, contort, couleurs 
gaies. Cependant, une nuance speciale se degage, le caractere tres franc;ais 
de l'reuvre ayant ete particulierement apprecie. La mort soudaine de son 
architecte, Franc;ois Le Creur, au lendemain de l'inauguration a rajoute une 
dimension emotionnelle au processus de reception du lycee qui, en 1995, a 
ete inscrit a l'lnventaire Supplementaire des Monuments Historiques. 

Pourquoi une autre reuvre, dont la nouveaute a egalement ete celebree 
au moment de son inauguration, tombe-t-elle, quelques annees plus tard, 
dans un processus de depreciation intensive? L' article sur le systeme 
d'Habitat 67, imagine par Moshe Safdie pour Montreal, analyse le role joue 
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par la presse et les publications professionnelles. ll est evident que l'esprit 
du temps avait commence a changer juste apres l'Expo 67: mouvement 
estudiantin de 68, politisation du discours architectural, demystification de 
la technologie... ont fortement detourne les interets intellectuels vers 
d'autres defis. Pourtant on peut s'interroger sur la maturite des propos qui, 
une fois si enthousiastes pour les concepts de megastructure et d'architec­
ture-systeme, couvrent peu de temps apres les memes experimentations de 
boue. Parfois il faut attendre longtemps dans l'histoire de ['architecture 
avant qu'une evaluation juste soit attribuee a une ceuvre architecturale, 
surtout si, a un moment donne, elle a reussi a susciter des passions. 

Le reste des articles traitent de la ville: trois projets ambitieux d'envi­
ronnements urbains pour satisfaire, d'une fac;:on ou d'une autre, les exi­
gences qualitatives de la vie moderne, dans trois contextes culturels diffe­
rents. Dans le cas du Quartier La Falchera a Turin, un plan d'urbanisme de 
haute qualite, pionnier a plusieurs titres, a defini les principes de realisation 
de ce grand ensemble de logements sociaux. Fonctionnement social et archi­
tectural bien etudies, nouveautes techniques mais aussi liens avec la tradi­
tion, volonte de faire generer une identite moderne du lieu, tous ces efforts 
ont ete avoues mais, pourtant, l'acceptation plus generale a fait defaut dans 
la reception de ['ensemble a l'origine. Durant de longues annees, La 
Falchera a rencontre des problemes lies a la transformation architecturale 
non controlee ainsi qu'au manque d'entretien general, problemes, en fait, 
communs a beaucoup d'ensembles urbains modernes. Aujourd'hui, la quali­
te urbanistique et culturelle du lieu etant reconnue, c'est la question de la 
preservation de son identite dans tous ses aspects qui a ete soulevee, y com­
pris la necessite de formuler des lignes directrices pour une intervention 
publique adequate. 

Les deux autres etudes sur projets urbains traitent de problemes simi­
laires mais dans des circonstances differentes. Le cas de l'avenue W-3 a 
Brasilia montre les difficultes rencontrees lors de ['adaptation d'un modele 
urbain abstrait dans un contexte socio-culture[ en voie de formation. Bien 
que Brasilia, en tant qu'entite, merite le respect international pour la rea­
lisation d'une vision pure de la ville moderne, cette vision s'est traduite de 
fac;:on trop schematique dans la conception de l'avenue W-3. L'idee d'une 
« rue d'un seul cote » est interessante en soi mais la separation artificielle 
des !lots en zones residentielles et commerciales n'a pas fonctionne dans la 
pratique. D'autre part, les conditions climatiques locales imposent a recon­
siderer le principe de traitement des espaces ouverts restes inanimes et sans 
protection solaire. Des causes extrinseques ont accelere le type de develop­
pement urbain et commercial qui a cause la deterioration de l'avenue W-3, 
mais, comme le montre l'etude bresilienne, un renversement du processus 
d'obsolescence ainsi qu'une revitalisation des espaces en question sont pos­
sibles et realisables grace a quelques mesures simples et operationnelles. 

Le sujet de ['article suedois est d'une grande actualite dans beaucoup de 
pays industrialises. ll traite de la rehabilitation des grands ensembles de 
logements sociaux construits en quantites record dans les annees 1960 
et 1970. ll s'agit d'un chantier de travail enorme et souvent difficile a cause 
des problemes a la fois techniques, architecturaux et sociaux. Le processus 
de changement de ces ensembles a generalement ete extremement rapide, 
ce qui a cause une deterioration des intentions architecturales d'origine. Les 
modeles urbains et architecturaux du Mouvement moderne y ont ete appli-
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ques de fac;on plus au mains directe, incluant souvent !'ambition, parfois 
irrealiste, de resoudre les problemes des « cites de demain » a grande echel­
le par des moyens architecturaux. Ainsi, contrairement a l'idealisme des 
architectes - urbanistes, l'image publique de ces quartiers nouveaux est sou­
vent liee a la monotonie des constructions en barres et aux problemes 
sociaux. Resultat: changements non controles, au meme pire, des projets de 
rehabilitation dotes de subventions publiques qui defigurent la qualite archi­
tecturale existante. Une meilleure comprehension de l'histoire recente de 
!'architecture s'impose, en meme temps que des etudes approfondies de 
principes de preservation urbaine et une prise de conscience du role des 
habitants et des autorites publiques dans la conduite du changement. 

Introduction 

Kaisa Broner Bauer 

Architect, Ph.D. in technology (architecture). Ph.D. in urban studies, 

Professor of architecture, University of Oulu, Finland. 

The interpretation of buildings and urban ensembles covers a wide range of pro­
vocative issues, as do the five different studies grouped here under this theme. The 
significance of an architectural or urban work is hardly a frozen thing. During its exis­
tence, a work as well as its signification evolves or sometimes even radically trans­
forms itself. Reflecting an historically defined moment in time, its meaning is a func­
tion of an interpretation that, itself, forms or deforms in relation to social, cultural, 
ideological or psychological givens of the moment. It concerns a sort of dialectic of 
the perceived duration of time to which the life-cycle of an architectural or urban 
work is inevitably subjected. 

Among the five studies presented, two are consecrated to one building, three to 
the city. Those on architecture treat the reception of a work from an historical per­
spective. In the case of the Lycee Camille-See in Paris, an exceptional euphoria 
accompanied the conceptualisation, construction, and operation of this secondary 
school in the 1930s. From the start, it was modernity itself that was celebrated with 
its architectural symbols and educative tools: air and light, modern materials, 
comfort and bright colours. Yet a special nuance emerged, that of the very French 
character of the school, an aspect most particularly appreciated. The sudden 
death of its architect Franc;:ois Le Coeur on the day after its inauguration added an 
emotional dimension to the reception process of this building which, in 1995, was 
inscribed on the Supplementary Inventory of Historic Monuments. 

Why was it that another work whose novelty had been equally celebrated at the 
moment of its inauguration fell into a process of extreme depreciation a few years 
later? The study of Moshe Safdie's system for Habitat 67 in Montreal analyses the role 
played by the press and professional journals. It is evident that the spirit of the times 
had begun to alter immediately after Expo 67. The student movement of 1968, the 
politicisation of the architectural discourse, the demystification of technology all 
strongly detracted intellectual interests toward other challenges. Nonetheless one 
might question the maturity of the intentions of its architect who, once so enthusiastic 
over megastructures and architectural systems, switched shortly thereafter to similar 
experimentations with mud structures. At times it is necessary to wait patiently in the 
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history of architecture before a just evaluation be attributed to an architectural work, 
especially if, at any given moment, it succeeds in arousing such passions. 

The remaining articles treat the city: three ambitious proposals within urban 
environments satisfy, in one way or another, the qualitative demands of modern life 
in three different cultural contexts. In the case of the La Falchera neighbourhood in 
Torino, a high-quality urban plan, in several aspects pioneering, had defined execu­
tion standards for this vast social-housing ensemble. All efforts had been consecra­
ted to the project: social and architectural functions well studied, new technologies 
developed in relation to tradition, willingness to generate a sense of a modern phy­
sical identity. Yet nonetheless, from the start, the project's reception lacked general 
approval. Over the long years La Falchera encountered problems associated with its 
uncontrolled architectural transformation as well as with its general lack of mainte­
nance, problems in fact common to many modern urban complexes. The urban and 
cultural qualities of the site now having being recognised, the question of preserving 
all aspects of its multidimensional identity has been raised, here including the neces­
sity to formulate guiding principles for adequate public intervention. 

The two others studies on urban projects treat similar problems but in very dif­
ferent circumstances. The case of Avenue W-3 in Brasilia demonstrates difficulties 
encountered during the adaptation of an abstract urban model to a socio-cultural 
context undergoing development. On the one hand, the concept of a "one-sided 
street" was interesting in and of itself, although the artificial separation of islands in 
residential and commercial zones did not work in practice. On the other hand, local 
climatic conditions imposed a reconsideration of the principle of treating open spaces 
left unanimated and unprotected from the sun. Extrinsic causes accelerated a type 
of urban commercial development which caused deterioration to Avenue W-3. 
However, as the Brazilian study shows, a reversal of the obsolescence process as well 
as a revitalization of the sites in question are possible and feasible due to a few 
simple and operational measures. 

The subject broached in the Swedish article is of major topicality in many indus­
trialised countries. It treats the rehabilitation of large social-housing complexes 
constructed in record numbers during the 1960s and 1970s, involving enormous, often 
difficult worksites due to technical, architectural and social problems. The process 
of modifying these ensembles was generally extremely rapid, causing deterioration 
to original architectural intentions. Urban and architectural models from the Modern 
Movement were here applied in a more or less direct manner, at times often inclu­
ding the unrealistic ambition to resolve problems of the "futuristic city" on a grand 
scale by architectural means. As such, contrary to the idealism of the architect-plan­
ners, the public image of these new neighbourhoods is often associated with mono­
tonous, repetitive construction blocks and social problems. The result: uncontrolled 
changes, or worse, rehabilitation projects endowed with public subsidies disfiguring 
positive existing architectural features. A better comprehension of recent architec­
tural history must be made at the same time as in-depth studies of urban conserva­
tion principles and an awareness of the role of inhabitants and public authorities in 
the management of future modifications. 
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Engineer, Professor. 

Carlo CALDERA 
Engineer, Researcher. 

Marika MANGOSIO 
Architect, Ph.D. 

Carlo OSTORERO 
Engineer, Ph.D. Researcher. 

Caterina MELE 
Architect, Ph.D. 

Faculty of Engineering, Department of Territories and Towns Engineering, Polytechnic of Turin, Italy. 

Le passe du Mouvement moderne - Le f aubourg 
de Falchera a Turin comme exemple de reception 
du Mouvement moderne, entre modele abstrait et 

usage quotidien 

La question de !'habitat est une des priorites qui durent etre resolues dans l'ur­
gence dans les villes industrielles comme Turin, apres la Seconde Guerre mondiale. 
Compare aux autres modeles pauvres et simplifies adoptes ailleurs, le faubourg de 
Falchera apparait toutefois comme une heureuse exception, inspiree par les cites­
jardins britanniques, les districts verts americains et les quartiers planifies suedois. 
Le plan d'urbanisme coordonne par Giovanni Astengo y donnait un cadre strict en 
meme temps qu'il laissait libre cours a l'ingeniosite des maitres d'reuvre. Varie, 
anime et bien articule, le quartier devait favoriser !'expression et l'originalite des 
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Pier Giovanni Bardelli, Carlo Caldera, Carlo Ostorero, Marika Mangosio, Caterina Mele 

1 - Astengo (G.), "Nuovi quar­
tieri in Italia," Urbanistica, 
1951, n· 7, pp. 9-10. 
2 - The so called works for the 
INA CASA came from an Italian 
proposal of law by Amintore 
Fanfani, in 1949. This proposal 
was developed, and became 
the "Piano incremento occupa­
zione operaia case per lavora­
tori" ("Plan to increase jobs 
and to produce workers' 
houses" that was intended as 
help to use the artisan and 
workers to build new houses 
for all those who after the 
Second World War moved to 
the cities to look for a job in 
industries). 

families dans un cadre urbain, vert et largement ouvert sur son environnement. Tout 
devait laisser a !'habitant !'impression douce de retrouver les racines et le sol dont 
ii etait issu. En bref, le contraire du style international et !'application des sages 
lec;:ons de Wright et Aalto. 

A Falchera, les rangees de maison sont disposees sur des lignes brisees mais sui­
vant un plan d'ensemble curvilineaire, afin de constituer de vastes cours ouvertes sur 
des pelouses et des jardins. Les maisons varient les details de construction et de com­
position, avec le souci de respecter les caracteres locaux; elles refusent en conse­
quence la standardisation, la production de masse et la prefabrication. L'exposition 
et l'ensoleillement sont l'objet d'un soin particulier, tant en terme de chauffage que 
de luminosite. En tous points, le complexe de La Falchera peut etre tenu pour un 
modele de planification urbaine, reellement a jour et valide pour son epoque. 
Diversement apprecie tors de sa creation, ii est aujourd'hui largement plebiscite par 
les Turinois qui cherchent a venir s'y installer et, quand ils le sont, entretiennent les 
maisons et les espaces avec un grand soin. Neanmoins, des amenagements parasites 
et des reparations malencontreuses ont altere les batiments fragilise par la qualite 
mediocre des constructions d'origine, en depit d'une conception globale qui demeu­
re a present tres adaptee et remarquable. L'heure est done venue d'une protection 
sanctionnee par la loi. Les chercheurs etudient actuellement les moyens d'aider a la 
preservation raisonnee du faubourg de La Falchera et des experiences identiques 
menees dans !'ensemble de l'ltalie. 

Introduction 

The housing problem but also the research about new dwelling models was 
one of the first that has to be solved in many industrial cities like Turin, after 
the Second World War. Turin as the Italian industrial capital responsible for the 
Nation's economical renaissance had to solve these problems more quickly, 
apparently without the necessary time to carry on a deep cultural investiga­
tion about the long-term strategies to adopt. Also for these reasons the 
Falchera neighbourhood represents an exception compared to the simplified, 
poor models that unfortunately were adopted in other occasions in those years 
losing the Modern Movement spirit of renovation in town planning practices. 

1. The "New City" design 

The Master Plan for the project coordinated by Giovanni Astengo provided 
working guidelines for each lot which were extremely precise and 
straightforward, but also allowed designers considerable scope to express 
their own individuality. In those years, Giovanni Astengo wrote: "A housing 
development, a neighbourhood, an independent residential unit are much 
more than simply the sum of their parts: they are social units, where the life 
of the individual, the family and the group can take place with fewer 
constraints, fewer burdens and more freedom - in short, be richer - than in 
the impersonal metropolis. But achieving this calls for town planning that is 
not just lines on paper, but results from coherent social thinking. The 
examples of the English garden cities, the American greenbelts and Sweden's 
planned quarters are concrete demonstrations that these new social units are 
far from merely Utopian. " 1 

This cultural position kept him close to Lebreton's definition of "self 
sufficient neighbourhood unities." As regards "qualitative" design issues, La 
Falchera and the other products of the INA-Casa Plan2 built in the same 
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period embodied a number of significant elements that were codified in a series 
of publications whose purpose was to specify "guidelines" for housing project 
design.3 According to these guidelines, compositions were to be "varied, ani­
mated and well articulated, capable of creating restful and welcoming sur­
roundings with differing views on all sides and attractive vegetation," while 
each building should have "its own distinct physiognomy, so that each resident 
can find his own home with ease and sense that his personality is reflected in 
it." In addition, the house should contribute to "the formation of an urban 
environment, with full consideration for spiritual and material needs: not the 
material and spiritual needs of mankind in the abstract, but those of real 
living beings, people who neither like nor comprehend the monotony of iden­
tical and endlessly repeated houses, where the only thing that distinguishes 
one house from another is its number; people who do not want to live locked 
in a rigid grid like pawns on a chessboard, but who want their surroundings to 
be both tranquil and varied. It will thus be the lay of the land, its exposure to 
sunlight, the scenery, the vegetation, existing buildings and the sense of 
colour to suggest how new urban developments should be laid out so that their 
inhabitants can feel that there is something spontaneous and genuine in them, 
something indissolubly linked to the ground from which they spring. " 4 A pro­
posal of strong relationship with the "genius loci" and with the local social 
condition did not refer to the International Style model but to the renovated 
Modern Movement proposal of Frank Lloyd Wright or to Alvar Aalto's lesson. 

At La Falchera, the housing blocks are arranged in a pattern of broken 
lines, following an almost curvilinear course to form large courts giving onto 
broad lawns and gardens. Coordinated by common stylistic and spatial 
language (three storeys above ground, use of facing bricks, shared door and 
window designs, airy porticoes serving as nodes linking the individual housing 
units, etc.), each building is distinguished by its different handling of texture, 
varying constructional and compositional details, and its use of different 
materials (brickwork and cement), where every single, distinct constructive 
element stands out, although united by a common overall design. The 
recommendations concern the two-fold issue of achieving modernization 
while at the same time preserving local tradition, a heading that includes life­
styles, climate, construction materials, building methods and skills, and the 
type of heating systems to be used. The new neighbourhoods were thus 
required to adapt to the existing setting, eschewing any tendency towards 
standardization or mass production. Consequently, prefabrication was 
rejected as contrary to the plan's primary goals, which on the one hand 
sought to bolster employment among the various categories of workers 
and professionals in the construction industry, and on the other hand strove 
to promote the design of new buildings consonant with the natural, 
architectural and social environment surrounding them. 

The Master Plan devoted particular care to the buildings' orientation and 
exposure in order to make the best use of solar energy, which even then was 
considered in terms of both heat and light. The Plan's designers steeped them­
selves in the studies of residential building orientation then being produced, 
convinced of the need to develop codified criteria for establishing acceptable 
levels of sunlight exposure which could be used in assessing the construction 
potential of a building lot. 5 At the same time, these studies aimed at making 
the best use of available ground and were based on identifying the relation­
ships between building height and spacing with varying placement which 
would ensure that every habitable room in the house would receive a certain 

3 - Piano incremento occupa­
zione operaia, Suggerimenti, 
norme e schemi per la elabo­
razione dei progetti, fasc. 1 e 
2, Rome, 1949-1950; Libera 
(A.), La sea/a de/ quartiere 
residenziale, Rome, 1952. 
4 - Piano incremento occupa­
zione operaia. Case per lavora­
tori, 2 Suggerimenti, esempi e 
norme per la progettazione 
urbanistica. Progetti tipo, 
Rome, 1950, p. 8. 
5 - See the article of Astengo 
(Giovanni), Bianco (Mario), 
"Sul soleggiamento degli edifi­
ci di abitazione," Metron, 
n° 9, 1950, Editrice Sandron, 
Rome. 
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minimum hours of sunlight, every day of the year. These studies, which were 
applied in drawing up the master plan for La Falchera, also served as the basis 
for building regulations and influenced the approach taken in the urban plan­
ning laws of the day. 

Carefully distributed interior spaces made it possible to organize the buil­
dings into homogeneous blocks, mostly featuring "three splayed wings" which 
were differently oriented to give the complex its distinguishing character. The 
space in front of the buildings was thus contained but not enclosed, giving 
each block its own green area. With its extensive garden areas in each hou­
sing block, its individual dwelling units pivoting off spacious porticoes and ter­
races oriented with respect to sunlight and prevailing winds, and its way of 
handling space and movement to satisfy the needs of the community, the La 
Falchera complex in Turin can be regarded as a model of urban design which 
is really topical and in all respects "sustainable." 

2. Elements of transformation throughout the years 

Example of an experiment of enormous architectural and cultural merits, 
La Falchera fell short of winning the complete acceptance of its contempora­
ries. Today, however, the complex is of compelling interest because of the 
values it embodies, and not simply as a group of buildings. Listening to the 
opinion of people who inhabit the Falchera neighbourhood or who decide to 
come back from other city quarters, it is clear that they consider to find there 
better living conditions. This is also proved by the attention given to buildings, 
gardens and public spaces maintenance. Recognised nowadays for its cultural 
value, the experimental proposal of the Falchera neighbourhood design needs 
now a protection by law against uncontrolled modification of its origin. Many 
changes came during the years from individual spontaneous attempts to solve 
building maintenance problems or to adapt the old dwelling layout to the new 
living attitude. The general image deterioration is represented, for example, 
both by the materials' and elements of construction's decay, as by the use of 
closed balconies with glass to add some square metres to the dwelling surface. 
Without general maintenance rules many different solutions were adopted 
with the result of a general lack of harmony in the neighbourhood image. It is 
important to outline that many of the mentioned problems come from the bad 
quality of the construction techniques adopted during the works and not from 
architectural design mistakes. The high quality of the design process is still 
recognisable through or beneath many wrong spontaneous interventions. This 
spontaneous answer to the maintenance problems was left to individual deci­
sion without the help of any guidelines. It is also important to remember the 
balance between the landscape design and the building design that gives the 
peculiar environmental quality to the Falchera neighbourhood. 

Conclusion 

As an example of the "continuity in the changes," which must be conside­
red as one of the most useful and brilliant principles of the Modern Movement, 
the main goal of this Italian research is to produce general guidelines for the 
preservation and maintenance of the "Piano INA Casa" examples all over the 
country. Any specific local preservation plan aims to interpret and to outline 
architectural and environmental values to help, using the mentioned guide­
lines, both as the private and the public intervention procedure. 
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La mediatisation d'Habitat 67 et le mythe de la fin 
de l'architecture moderne 
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Doctorant a I' Universite de Paris 1, France, charge de cours en histoire de !'architecture et 

du design a l'ecole de design de l'Universite du Quebec a Montreal, Canada. 

The Mediatisation of Habitat 67 and the Myth of 
the End of Modern Architecture 

In analysing the influential writings of Peter Blake and Reyner Banham on Moshe 
Safdie's Habitat 67 for Montreal's Universal Exhibition, Hubert Beringer presents 
an object lesson on the effects of "hot" or immediate reception of this prototype 
megastructure, reactions which discussed, prejudged, predetermined, discredited 
and predicted its premature death through overabundant media coverage and contra­
dictory fabrication of myths. His chronological reading of their publications (dating 
from 1967 through 1976) stresses the importance of evaluating the historic value of 
key moments as horizons of projection and ideological struggles. 

During erection, the complex housing experiment galvanised hyper-press cove­
rage. Blake's first photo-reportage for his journal Architectural Forum enflamed 
passions over its neat assembly process of superimposed boxes, worthy of the wildest 
dreams of a giant auto-constructive Meccano set, an evolutionary megastructure, 
interpreted as a necessary first phase in North-American construction technology. In 
the Forum's May 1967 dossier "Habitat and After," Blake manipulated images of Safdie's 
helicopter-delivered units with Corbusier's famous bottle-rack icon, insinuating a series 
of possible linked experiments into the future, as Archigram proclaimed in their 1968 
inflatable megastructure Oasis (April 1968), although this far-fetched fantasy in fact 
critiqued the rigidity of Modernity's forms and technology. As early as July 1967, 
Banham had already dismissed Safdie's experiment as totally insignificant. His essay 
Megastructure (1976) elaborated that it was without economic justification, a mere 
illusion of a futuristic urban landscape of infinitely extendable, adaptable city­
systems already passe. In his Form Follows Fiasco (1974), Blake demolished his own 
myth. He wrote off Habitat and its direct descendent in Porto Rico as having reached 
a total impasse. In comparative photos, he denounced the former as a sinister 
landscape of concrete industrial boxes, the latter as abandoned, incomplete, 
overgrown with vegetation. 
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1 - "Habitat and After", 
Architectural Forum, vol. 126, 
n° 4, 1967, p. 34. 
2 - Blake (Peter), Form Follows 
Fiasco: Why Modern 
Architecture Hasn't Worked, 
Boston, Toronto, Little, Brown 
and Company, 1974, pp. 49-66. 

« Precasting Apartments», 
article paru dans 
Architectural Forum de 
juin 1966, p. 81 . 

Yet, according to Beringer, neither instant myth-making nor disqualification 
assists in a proper historical appraisal of Habitat. Both this work and its derivatives 
should be understood as mediatised objects developed at a precise historical 
moment, the beginning of the era of the Global Village. They need be removed from 
the perpetuation of a critical denunciation and dead-end for Modern systems-archi­
tecture which risk their chances for proper conservation. 

En 1974, dans son livre Form Follows Fiasco, l'ex-redacteur en chef 
d'Architectura/ Forum, Peter Blake, proclame la mort du Mouvement 
moderne. Explicitement sous-titre « Pourquoi !'architecture moderne n'a 
pas fonctionne? », I' ouvrage appuie notamment son propos sur I' exemple du 
complexe experimental de logements Habitat 67, corn;:u et realise par Moshe 
Safdie dans le cadre de !'exposition universelle tenue a Montreal en 1967. 

Habitat 67 et l'idee de mort de !'architecture moderne 
chez Peter Blake 

Ainsi, alors qu'en 1967 la revue de Peter Blake qualifiait le systeme 
Habitat d' « idee dont le temps est venu » 1, c'est a !'inverse comme argu­
ment de denonciation du « fantasme de la technologie » 2 qu'on le retrouve, 

A drnrnnth~ a..._...,~,.1mhia_gr of boxrs, 
)[u s.hr. S11fdie\ II:1bita,t 67, ron­
{)nu~ to ,irow lJH ~Iontn"Hl'n 
wnte:fn., nt. ,vith s,:1JnC: of the prr..­
eJ~-,~ :t.partrnent 1111it~ sec-ming to 
krng precnri.ott~1y ln spnc:c 
fnbtJve), l\n on- s.il!! p1•-..:_•ea£ting 

plant. i~ rnrLs:-:- prndm,ing 100 nnits 
'1.·1!h irientii:al r'.\t -i?'.· io1• di111cn­

Sii111 s : tl1ri·r outt•r wi!lls st: rve A.-; 

~!w stnH.:t11rnl men1hrrtne of t.lrn 
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sept ans plus tard, dans Form Follows Fiasco. L'auteur exploite en particu­
lier le descendant direct d'Habitat 67 mis en chantier a Porto Rico pour 
etayer sa these selon laquelle l'architecture-systeme se trouve desormais 
dans la plus totale impasse: « Le projet portoricain a en fait ete lance, mais 
il a du etre abandonne a mi-chemin parce qu'il s'est avere techniquement 
et economiquement inconstructible. Au moment d'ecrire ces lignes, le site 
est une friche parsemee de ruines de reves technologiques » 3• 

Le traitement iconographique du systeme Habitat dans Form Follows 
Fiasco represente lui aussi un brutal renversement de l'approche critique de 
Peter Blake. Soudain, !'auteur exhume son travail de photographe realise sur 
le chantier d' Habitat 67 et qui reduit a neant son image hyper-mediatisee 
de processus propre et fluide, digne des reves de megastructure auto­
constructive et evolutive les plus fous: on y decouvre un sinistre paysage de 
bo1tes de beton quasi aveugles alignees en files d'attente interminables a la 
sortie de l'usine de prefabrication, et une immense grue sur un chemin par­
faitement rectiligne qui evoque les pires soumissions de !'architecture au 
carcan de l'industrie lourde. La representation photographique d'Habitat 
Porto Rico est encore plus devastatrice: une grande vue de la puissante 
structure restee inachevee et deja colonisee par la vegetation, et un detail 
d'empilement d'unites d'habitation sans fac;:ades avec vache paissant paisi­
blement au premier plan imposent les idees d'echec, de gaspillage et d'im­
puissance. 

Habitat 67 et l'idee de caducite du concept de 
megastructure chez Reyner Banham 

Dans son essai Megastructure, publie en 1976, l'historien et critique 
Reyner Banham fait lui aussi fortement reference a Habitat 67, et dans une 
perspective similaire. La encore, le sous-titre de l'ouvrage, « Futurs urbains 
du passe recent », exprime clairement l'idee d'une fin. II s'agit, ici, de 
retracer et d'expliquer la rapide tombee en desuetude du concept de mega­
structure, approche globale des problematiques d'architecture et d'urba­
nisme visant a la creation de villes-systemes extensibles et adaptables a l'in­
fini, integrant intimement toutes les fonctions tout en laissant place a !'ap­
propriation sociale et individuelle. 

Le livre de Reyner Banham designe comme consequence immediate 
essentielle de !'experience Habitat 67, la formation d' « une illusion, un 
mythe, selon lequel la prefabrication lourde allait resoudre la crise de la 
ville americaine » 4• II attribue la diffusion de ce mythe a la revue de Peter 
Blake, Architectural Forum, qui, dans le cadre de sa couverture d'Habitat 
67, afficha pour l'idee de « batir avec des boites, une foi soutenue et pas­
sionnee », et imposa le projet « comme un necessaire exercice de prototy­
page et de recherche pour une phase nouvelle de technologie constructive 
nord-americaine » 5• Seton Reyner Banham, cette croyance est la source de 
« la pretendue justification economique de nombre de projets de mega­
structures subsequents et, au bout du compte, n'a a peu pres rien produit 
qui soit d'envergure comparable au mythe qui s'etait construit » 6• 

Mais l'historien n'a pas tire toutes les consequences de sa vision 
d'Habitat 67 en tant que mythe mediatique fondateur de la mise en pratique 
du megastructuralisme. Son analyse merite aujourd'hui d'etre prolongee 
pour proposer un modele d'explication du role joue par le phenomene 

3 - Idem, p. 56. 
4 - Banham (Reyner), 
Megastructure: Urban Futures 
of the Recent Past, Landres, 
Thames 8: Hudson, 1976, 
p. 110. 
5 - Idem. 
6 - Ibid., p. 111. 
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7 - « Precasting Apartments », 

Architectural Forum, vol. 125, 
n • 1, 1966, p. 81. 
8 - Banham (Reyner), 
« Habitat », Architectural 
Design, n' 7, 1967, p. 347. 
9 - « Oasis ", Archigram B, 
1968. 
10 - Banham (Reyner), 
« Beyond Habitat », 

Architectural Forum, vol. 135, 
n' 1, 1971, p. 85. 

Habitat 67 dans la disqualification a chaud des tentatives tardives de relan­
ce de ['architecture moderne par les concepts d'architecture-systeme et de 
megastructure. Lui-meme, avec son livre Megastructure, participait a cette 
historicisation rapide sur le theme de la caducite et n'etait done pas en posi­
tion pour en faire ['analyse. Et ce d'autant plus qu'exactement comme Peter 
Blake fut un des grands acteurs de la mythification mediatique d'Habitat 67 
- et construisit done en quelque sorte lui-meme le fantasme technologique 
qu'il denonce dans Form Follows Fiasco - Reyner Banham fut, pour sa part, 
un des principaux declencheurs de sa demythification, et contribua ainsi a 
provoquer a la fois le declin accelere qu'il constate dans Megastructure et 
le changement d'attitude critique de Peter Blake. 

La reception et l'historicisation d'Habitat 67 par 
Peter Blake et Reyner Banham 

Dans la tres riche histoire de la reception d'Habitat 67, Architectural 
Forum a notamment contribue a l'instant magique de la materialisation 
mediatique du fantasme alors pregnant de ville-systeme autoconstructive et 
evolutive7, imagine par la presse a partir de ses photographies du chantier 
dont emergent des bras de grues developpant un spectaculaire environne­
ment modulaire par empilement perilleux de cellules habitables prefabri­
quees et toutes equipees. Puis, en mai 1967, dans son dossier « Habitat and 
After », la revue de Peter Blake s'aventure pour la premiere fois dans !'ex­
trapolation de ['experience et promet un fulgurant avenir a son concept de 
base. Prolongeant le moment de grace mediatique du chantier, elle organi­
se au passage une saisissante prefiguration iconographique de cet excitant 
futur technologique: en premiere page, a cote du titre, appara1t une contre­
plongee sur un module d'Habitat 67 qui s'envole vers sa destination, imme­
diatement suivie de photographies de cellules d'habitation heliportees et de 
la fameuse image du easier de bouteilles de Le Corbusier qui semble indi­
quer que tout cela n'est qu'un jeu d'enfant et que !'architecture moderne 
a manifestement trouve la le second scuffle qui lui permettra de surmonter 
la crise qu'elle traverse et de realiser enfin ses promesses originelles. 

Sans transition, l'image du complexe tel qu'expose dans le cadre d'Expo 
67 deferle dans la presse architecturale internationale. La stimulante icono­
graphie de Meccano geant du chantier cede la place a une sage imagerie de 
techno-village etage a flanc de colline artificielle. Aux yeux de l'avant-garde 
du moment, le projet s'est auto-annule dans sa realisation: des juillet 1967, 
Reyner Banham proclame la totale insignifiance de l'experience8• Archigram 
enfonce le clou en avril 1968: au meme titre que diverses rigides tours et 
barres typiques d'une modernite jugee archai·que, la dentelle modulaire a 
peine construite est livree aux tentacules revitalisantes de sa megastructure 
gonflable Oasis9• Cette vision s'imposera a Peter Blake avant la figuration rui­
nesque d' Habitat Porto Rico dans Form Follows Fiasco: en 1971, 
Architectural Forum confie a Reyner Banham la recension du livre de Moshe 
Safdie, Beyond Habitat. La, denonc;:ant au passage l'erreur de jugement cri­
tique sur Habitat 67 commise par la revue qui le publie, l'historien affirme 
que la principale reussite de Moshe Safdie, « fut de realiser les fantasmes des 
milieux moyen-ageux de l'enseignement et du journalisme etablis »

10 • 

Mais il faut noter aussi que l'auteur de Megastructure, bien qu'il ait ete 
le plus influent et le plus clairvoyant des analystes de la reception d'Habitat 
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67, en fut en realite lui-meme un acteur essentiel et n'a pas echappe a ses 
effets mystificateurs. En effet, quand ii revient sur Habitat dans les der­
nieres phrases de Megastructure, ii mentionne, comme cause de l'ecroule­
ment eclair du megastructuralisme, l'ecart entre le fantasmatique et le pos­
sible que sa realisation a permis d'observer. Puis, pour enterrer definitive­
ment les reves de villes-systemes adaptables a l'infini, ii emet l'idee que 
leur propre pretention a l'absolue evolutivite selon les besoins et les desirs 
de leurs residents libertaires confinait fatalement a leur auto-destructivite: 
finalement sans objet, le megastructuralisme se serait auto-annule. Or, 
cette hypothese de processus d'auto-annulation reproduit symetriquement 
le phenomene qui, neuf ans plus tot, frappait Habitat 67 au travers de sa 
reception: dans cette ultime interpretation, Reyner Banham projette exac­
tement la sequence des evenements mediatiques qu'il a vecus, sanctionnes 
et tente d'analyser. 

Ce qui fait probleme, c'est la riche descendance historiographique de 
l'histoire immediate telle qu'ecrite par Reyner Banham en 1976 et qui, dans 
les faits, reste aujourd'hui pregnante. Face a cette situation, ce que pointe 
la presente etude des parcours critiques et historiographiques croises de 
deux grands recepteurs d'Habitat 67 et de sa mediatisation, c'est la neces­
site de traiter en tant qu'objets mediatiques les architectures des debuts de 
l'ere du village global. Car, parmi elles, figurent celles sur lesquelles se 
fonde le mythe de la fin de !'architecture moderne. II est important d'en 
evaluer la valeur historique de moments des, en tant qu'horizons de pro­
jections et de luttes ideologiques, plutot que d'en perpetuer la depreciation 
critique a titre d'expressions monumentales d'un cul-de-sac. Sans quoi, on 
s'oriente paradoxalement vers une forme desincarnee de documentation des 
megastructures et des architectures-systemes, risquant de prolonger le cau­
tionnement historiographique de leur interpretation a chaud comme mani­
festations deliquescentes d'un modernisme moribond, et d'hypothequer de 
la sorte leurs chances de bonne conservation. 
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The W-3 Avenue in Brasilia. Note the strong discontinuities in these areas. 
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Vie et mort d'une artere moderne: 
l'avenue W-3 a Brasilia 

Certains lieux urbains vivent parfois un « age d'or ", avant d'entrer dans un pro­
cessus d'obsolescence. Pourquoi cette situation s'est-elle produite dans le cas de 
['avenue W-3, figurant au plan pilote de Brasilia, au Bresil? On propose une metho­
dologie pour essayer d'expliquer ce destin funeste. L'avenue a d'abord forme un pole 
culture! et commercial dynamique pendant les premieres annees de la capitale; 
ensuite, ces activites ont progressivement disparu. Par ailleurs, des activites qui 
n'avaient pas ete prevues sur ce site sont apparues - petits hotels, services religieux, 
services d'education informels de plusieurs types. Elles ont remplace les anciens 
usages residentiels ou s'y sont ajoutees. Aujourd'hui, !'ambiance de ['avenue consti­
tue un pale reflet de ce qu'elle fut autrefois: batiments abandonnes, faible fre­
quentation des pietons, deterioration urbaine. En reconstituant les mecanismes de 
cet encha1nement, on saisit la logique de transformation d'un lieu con~u en accord 
avec les principes modernes, on identifie la capacite d'une ville a satisfaire de nou­
velles demandes sociales ainsi que, d'une maniere plus generate, les logiques de 
transformation des villes contemporaines. Les raisons de cette decadence sont en 
effet intrinseques et extrinseques a ['avenue. 

Parmi les premieres, on peut citer: a) la reglementation originelle de I 'usage du 
sol, qui prevoyait d'attribuer un cote de la rue aux commerces et aux services, et 
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l'autre cote aux usages residentiels, introduisant par la meme le principe d'une 
dichotomie et constituant une « rue commerciale d'un seul cote »; b) une infra­
structure mediocre pour les parkings et pour la circulation des vehicules et des pie­
tons. 

Parmi les raisons extrinseques, on releve que a) la realisation des secteurs cen­
traux du plan pilote fut tres lente et que cette realisation tardive a contribue a la 
decadence de l'avenue; b) il s'ensuit la realisation de nouvelles configurations pour 
les espaces commerciaux, par le biais de« centres d'achat »; c) la consequence fina­
le est l'accroissement significatif des flux de vehicules, a la fois le long de !'avenue 
et dans l'axe est-ouest qui la traverse, ainsi que l'accroissement des ratios de moto­
risation dans la ville entiere. La communication propose enfin une demarche de revi­
talisation de !'avenue W-3. 

Introduction 

The W-3 Avenue in Brasilia has constituted, until the late 1970s, an 
important commercial and cultural pole in the city, and has been conti­
nuously decaying since then. The transformations which it has witnessed 
along its 42-years of history constitute an important lesson on the logic of 
spatial configuration of cities nowadays, in Brazil as well as elsewhere. As 
follows, a brief history of the avenue is offered. 

In the original proposition by Lucio Costa, the W-3 defined the city bor­
der: to the east a series of buildings would house non-retail shopping, which 
would feed the local shopping of the superblocks; to the west, orchards in 
which agricultural produce would be grown. 1 However, from the early begin­
nings, townhouses were built to the west, for lower income people. 
Orchards were never implemented. To the east, not only non-retail shopping 
was built, but also commerce and services in general, including cultural insti­
tutions - libraries, movie houses, art galleries etc. The fact that the central 
sectors of the Pilot Plan were not implemented at the time stimulated the 
location of these activities here. From the beginnings of the 1980s, two 
trends are observable. On the one hand, local shops (east side of the 
Avenue) began to open branches in the central sectors that were implemen­
ted, as well as in the shopping centres that were appearing in various loca­
tions. Bit by bit, these shops began to abandon their original location. On 
the other hand, residential uses to the west began to be replaced by various 
services, which include small hotels, religious and educational institutions, 
clinics, etc. Newcomers, as compared with those who were moving out, 
were not enough to keep the vitality of the place. 

Motorization ratios also increased sharply along the years - Brasilia occu­
pies today the highest level in the country: 1.8 inhabitants/car.2 Parking 
facilities offered in the avenue could not compete with those offered else­
where in the city. A sort of "day after urbanscape" began to show, by which 
many shops were closing. As follows the main problems facing the avenue 
are discussed. 

Present situation and its problems 

The evaluation of a place depends on the way it responds to social expec­
tations along a series of aspects of performance. 3 In this paper, the analysis 
will be done according to the following aspects: 
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a. functional aspects - which concern the quality, the quantity and the rela­
tive location of places serving the various activities, dealing with both 
sub-categories of adapted spaces and circulation spaces; 

b. co-presence aspects - which concern difficulties imposed on pedestrian 
use of public open spaces, but exclusively related to configurational pro­
perties of space, over and above functional aspects - barriers of various 
kinds, discontinuities of urban fabric, spatial segregation etc.; 

c. bio-climatic aspects - which concern the physical comfort of the body, in 
relation to temperature, humidity, noise, light and pollution; 

d. economic aspects - which concern material and energy resources in the 
implementation and maintenance of the place; 

e. aesthetic aspects - which concern aspects related to the visual perfor­
mance of the place, including issues of identification/orientation, visual 
pleasure and symbolic content. 

Functional aspects 

a. Adapted spaces 
Adapted spaces are those which serve relatively fixed activities. The 

peculiar thing about the avenue is that it is a "one-side street." On the east 
side, it is allowed to build three floors on the ground and an optional under­
ground. Commerce and services at ground level, and residences, at the first 
and second floors predominate. On the west side, only two stories and an 
optional underground are allowed. As to uses, only housing is legally the 
case. This is perhaps one of the greatest problems of the place. With time, 
a clear contradiction appeared between this legal situation and the real 
one: new uses, as commented above, are coming to the place, and many 
buildings already go up to three stories high plus underground, on the west 
side. Official planning is not able to go counter to these trends. 

b. Circulation spaces 
Circulation spaces are those bits in the public open area of the city which 

accommodate pedestrian as well as vehicular flows, of whatever kind. 
Spatially, the avenue has three traffic lanes in each direction. As vehicular 
flows across the city in the east-west dimension increased with time (in 
contradiction with the original rather thin and linear conception of the city 
along the north-south dimension), new crossings have been provided. They 
are now in great numbers, and make it very difficult to implement techno­
logies which would favour greater vehicular flows - such as green waves. 
There are parking spaces in the median of the avenue, but no space is pro­
vided for parking along the blocks. Generous sidewalks are provided in both 
sides, but they are poorly maintained, and invaded by cars. As to vehicular 
flows, this is an avenue of regional influence: it crosses the city completely 
in its north-south dimension, and it is used to connect Brasilia with the satel­
lite nuclei. It is already heavily congested in peak hours, and there are no 
exclusive lanes for public transport. 

Co-presence aspects 

First and foremost, this "one-side avenue" creates long distances be­
tween opportunities, because it doubles the average distance among shops, 
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as compared to "two-side" normal avenues. Also, long building facades lack 
doors, configuring a sterile urbanscape. The few squares along the avenue 
locate in the residential side, and are thus physically isolated from the 
busiest areas, presenting no vital activities opening into them. Building den­
sities here are very low, in both sides, and this contributes to a low flow of 
people to and from the place. 

Bio-climatic aspects 

Brasilia has an extremely privileged tropical altitude climate. However, 
the sun in this plateau (1 000 metres above sea level) is very strong, and 
adequate protection for the pedestrian is lacking, particularly on the east 
side. Parking lots lack trees, and are completely covered with asphalt, thus 
reducing the absorption of rain waters, and augmenting the radiation cau­
sed by sun incidence, therefore increasing local temperature. In the 
median, tree species, by their size and foliage, do not provide sufficient 
shade over the traffic lanes. Volumetry of the buildings is too even, thus not 
contributing to the formation of air vortices that might minimise heat 
islands. 

Economic aspects 

Urban densities - residential or otherwise - are very low here. In the Pilot 
Plan, as a whole, densities amount to only 31.26 inhabitants/ha, and in the 
surroundings of the avenue it is estimated not more than 150 inhabitants/ha. 
This is far from providing an adequate use of the urban infra-structure which 
is offered here. 

Aesthetic aspects 

It is indeed possible to clearly identify the avenue, vis-a-vis the super­
blocks of the Pilot Plan, by means of the more continuous fabric of the for­
mer. Still, there is total lack of coherence between the two sides of the ave­
nue, and orientability is low, mainly because of the excessive repetition of 
same types of parcels, along its 6 kilometres. Symbolically, only one building 
recalls more clearly world visions - Dom Bosco Church - and the Square of 
Commitment (Pra<;a do Compromisso) includes a memorial concerning the 
murder of the Indian Galdino, thus embodying values of human solidarity. 
Even so, in this latter case references are weak, and the square should be 
revitalised so that its message could achieve a more powerful content. 

Proposals 

The format of this section is necessarily different from the above, for a 
simple reason: propositions are synthetic, instead of analytical. Thus, the 
items to follow refer not to aspects of performance, but to design measures. 
The more problems they will help to solve - thus covering various aspects as 
commented above - the more important they are to be considered. 

The nodal points 

Today, there are no clear nodal points - greater concentration of activi­
ties in places which are at the same time physically differentiated. We pro­
pose three nodes - approximately in the beginning, middle and end of the 
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avenue - which are not simply shopping areas, but which should contain edu­
cational and cultural activities in the upper floors. They will not only inte­
grate present blocks along the avenue, overcoming existing discontinuities, 
but also across the avenue, over the vehicular lanes. These nodes will be 
architecturally differentiated from their surroundings, thus also working as 
visual landmarks, therefore improving orientability in an otherwise undiffer­
entiated urbanscape. 

Parcelling, building heights, densities, uses 

A new parcelling of the land, as well as new densities and number of 
floors will benefit the place by means of: a) minimising "blind spaces" 
(spaces with no doors opening onto them), and thus supporting greater 
sociability; b) improving economy of scale because of the greater number of 
activities per unit of area; c) improving bio-climatic performance because of 
the greater variation of building heights which creates air vortices; d) impro­
ving identification and orientation because of the greater volumetric diver­
sity. Changes are proposed on both sides of the avenue, but they will be 
more dramatic in the west. Here, greater incentives will be given to shop­
ping and services in ground and first floors, and apartments and other ser­
vices will be allowed in the upper floors. 

Circulation of vehicles and pedestrians 

The proposal implies new forms of accessibility. A modern street-car sys­
tem, replacing the huge number of buses, will reduce the need of traffic 
lanes to two, in each direction. New parking lots are proposed, in accor­
dance with the new land use pattern. A cycling lane is implemented in the 
median. 

Vegetation 

New vegetation design will improve bio-climatic performance as well as 
aesthetic aspects. Greater trees in the median will create adequate shading, 
both to the traffic lanes and to the shopping facades to the east. Groups of 
trees of similar shape and colours will help identify different bits of the ave­
nue, thus improving orientability. 

Conclusion 

The history of the W-3 Avenue illustrates two general configurational pro­
blems of modern cities (notwithstanding more specific problems which have 
been dealt with in this paper): a) the mistake of modernistic zoning, by 
which uses are defined according to blocks, instead of according to spatial 
units - streets, avenues, alleys, squares; b) the abandoning of open public 
spaces, in favour of interior, highly controlled spaces of shopping malls and 
private institutions. In the present case-study, the first problem is being cor­
rected by the people themselves, over and above legal prescriptions. 
However, exactly because this is being done haphazardly, without the sup­
port of a well designed urbanistic policy, unnecessary complications are ari­
sing. The second problem reaches not only Brasilia, but almost every 
contemporary city. Certainly this constitutes a difficult problem, but many 
experiences, in Brazil as elsewhere, show that this situation can be reversed, 
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demonstrating that a revitalised urban scene can exist simultaneously with 
the introverted "palaces of consumption." The proposals put forward here 
will make the avenue an urban space par excellence again, even better than 
it once was. We are convinced that the transformations suggested go hand 
in hand with the attributes which have pushed to consider Brasilia as part of 
the World Cultural Heritage. 
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Le Lycee Camille-See (Paris, 1934) ou 

la modernite celebree 

Marc LE CCEU R 
Historien de !'architecture, doctorant a l'Universite de Paris 1 (Pantheon-Sorbonne), France. 

The Lycee Camille-See (Paris, 1934) or 
• Modernity Celebrated 

As a means to explain the motives behind the ebullient, positive reception of the 
Parisian Lycee Camille See for Girls from its opening in the fall of 1934, Marc Le Coeur 
describes and traces its extensive national press coverage from June to January 1935. 
One of the most publicised French buildings between the wars, it was heralded as 
pedagogically innovative and technically modern, with its monolithic pink concrete 
facade, boiler room, fuel-oil kitchens, escalators, elevators for professors, vast bays 
and terraces, and below-ground interior court. Commentators unanimously com­
mended its architect Franc;:ois Le Coeur (1872-1934) for his audacious ingenuity in 
designing a paragon of schools with simplicity and originality. In the realisation and 
elucidation of the project to the public, the concerted efforts of Francisque Vial, 
director of secondary education at the Ministry of Education, founding directress 
Evrard, and the architect himself all played significant roles. Vial launched the 
concept, encouraged and approved the novelty of the plans (on a site substantially 
smaller than norms allowed) and actively solicited press response, handled in part by 
the directress. The establishment was touted as a showcase for ministerial commit­
ment to the renovation of secondary education and the inauguration of ambitious 
designs for other school projects in the capital. Le Coeur was inundated by the press 
and photographers even before the lycee was entirely completed, such pressures no 
doubt contributing to his sudden death in November, only two months after the inau­
guration. 

Stressing pedagogy above all, Vial made certain that qualified interlocutors were 
available as part of the press campaign. The results proved positive, the work per­
ceived (even by the most conservative critics) as a prototype of urban high schools, 
a magnificent pedagogical tool, exposed to light and air, endowed with exceptional 
facilities and comforts, referenced to other functional "traditional modern" buildings 
such as factories or department stores. In 1937-1938 the building received a second 
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1 - Valery (Paul), Eupalinos ou 
l'architecte, 1923, reed. Paris, 
Gallimard, 1944, p. 99. 
2 - Pour une presentation de 
cet etablissement, voir Marc 
Le Creur, « Le lycee Camille­
See ", Le xve Arrandissement. 
L'Etendue de la reussite, Paris, 
D.A.A.V.P., 1996, p. 190-195. 

consecration in playing an inspirational role for three new Parisian lycees, as discus­
sed in L'Architecture d'Aujourd'hui (August 1938). The lycee then disappeared from 
public notice until the late 1980s when it underwent unfortunate alterations (for 
example, aluminium replacements for metal framing, incidental painting to the fa­
cade, suppression of elevator and escalator, closing access to terraces). Nonetheless 
the school was inscribed in its entirety on the Supplementary Inventory of Historic 
Monuments in January 1995. As the author concludes, this recognition is due not so 
much to the building as it exists today, but as it was reported to be in its integrity by 
reporters in 1934, to which contemporary historians still refer. 

II me semblait parfois qu'une impression de beaute naqu1t de !'exactitude; et 
qu'une sorte de volupte fut engendree par la conformite presque miraculeu­
se d'un objet avec la fonction qu'il doit remplir. II arrive que la perfection de 
cette aptitude excite en nos ames le sentiment d'une parente entre le beau 
et le necessaire; et que la facilite, ou la simplicite finales du resultat, com­
parees a la complication du probleme, nous inspirent je ne sais quel enthou­
siasme. L'elegance inattendue nous enivre1• 

La mise en service du lycee de jeunes filles « Camille-See » fut le princi­
pal evenement de la rentree des classes de 19342• De juin 1934 a jan­
vier 1935, la presse nationale consacra une trentaine d'articles au nouvel edi­
fice, faisant de celui-ci l'un des batiments franc;:ais les plus publies de 
l'entre-deux-guerres et assurement le plus commente des lycees, toutes 
epoques confondues. Ces articles exposaient longuement le parti architectu­
ral et s'enthousiasmaient pour un ensemble d'equipements encore inedits 
dans un etablissement de ce type car, ainsi que l'ecrivit le reporter de 
L'lntransigeant (25 septembre 1934), « ce lycee en beton rose, avec sa chauf­
ferie et ses cuisines au mazout, ses escaliers mecaniques, ses ascenseurs pour 
les professeurs, ses vastes baies et ses terrasses, sa cour interieure en sous­
sol, son passage souterrain, sera le plus moderne de taus nos lycees ». Taus 
les commentateurs feliciterent l'architecte pour cette « belle lec;:on d'auda­
ce et d'ingeniosite » (Le Batiment illustre, janvier 1935), et, rivalisant de 
superlatifs, applaudirent le caractere innovant de ce « monument scolaire de 
grande classe » (La Technique des travaux, decembre 1934), de ce « paran­
gon des ecoles » (Les Annales, 15 octobre 1934). Leur emboitant le pas, cer­
tains entrepreneurs mirent a profit la soudaine notoriete de l'edifice en 
publiant plaquette illustree ou reclame publicitaire qui vantaient leurs ins-

Rolande d'entree du lycee Camille-See en 1934 (Paris, collection particuliere). 
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tallations dans « le plus moderne, le plus recent des Lycees franc;:ais », et plu­
sieurs editeurs d'art consacrerent des series de cartes postales a l'etablisse­
ment, ou l'on pouvait juger de « la belle simplicite et [de] !'incontestable 
originalite de cette ceuvre marquante » (La Construction moderne, 
23 decembre 1934). 

Cet engouement et l'unanimite des eloges s'abattant sur un edifice pour­
tant severe, puissant monolithe de beton equarri et ajoure, constituent un 
fait singulier qui appelle quelques eclaircissements. Mais avant d'examiner 
les motifs d'une telle reaction, ii convient d'observer le role joue dans cette 
affaire par Francisque Vial, directeur de l'Enseignement secondaire au 
ministere de !'Education nationale, mademoiselle Th. Evrard, premiere 
directrice de l'etablissement, et l'architecte Franc;:ois Le Cceur (1872-1934). 
La publicite qui est faite a !'edifice resulte assurement d'une conjonction 
d' actions concertees. 

Les acteurs de la reception 

Le premier passe pour« le pere spirituel » du lycee3• Trois ans plus tot, 
c'est a sa demande que Le Cceur a accepte de relever le defi qui consistait 
a batir un etablissement devant accueillir 1 500 jeunes filles sur un terrain 
trois fois et demi plus petit que ce qu'exigeaient les normes officielles4• 

Apres avoir « lance l'idee » du lycee, Vial en a « arrete les plans, encoura­
ge la construction, soutenu activement et avec conviction la formule nou­
velle qu'il represente » 5. Comble par le resultat, ii sollicite la presse quoti­
dienne et les magazines d'actualite ou a vocation pedagogique des le debut 
de l'ete 1934, et, pour donner plus de relief a l'evenement, ii convainc le 
ministre Aime Berthod de se rendre en personne au lycee Camille-See le 
jour de la rentree des classes. Pour !'administration de !'Education natio­
nale, l'enjeu est en effet d'importance: l'etablissement doit etre une vitri­
ne de !'action du ministere en matiere de renovation de l'enseignement 
secondaire, en meme temps qu'il doit inaugurer une serie de chantiers dans 
la capitale, ou aucun nouveau lycee n'a ete fonde depuis plus de vingt ans. 
En outre, l'Etat doit prouver que !'ambition architecturale en matiere de 
constructions scolaires n'est pas l'apanage des municipalites les plus pro­
gressistes de la banlieue parisienne. 

Relayant !'action de Vial, mademoiselle Evrard consent de bonne grace a 
recevoir les journalistes entre deux meres de famille venues inscrire leurs 
fillettes, et a favoriser leur exploration du batiment. II faut souligner ici 
!'abnegation de la directrice, qui ne menage pas son temps pour contribuer 
a faire conna1tre et apprecier l'etablissement dont elle a desormais la char­
ge, au moment meme ou celui-ci doit ouvrir ses portes pour la premiere fois. 

Enfin, Franc;:ois Le Cceur est a son tour assailli de pressantes demandes 
de renseignements, de visites et d'autorisations de publication, alors que 
paraissent les premiers articles et que lui-meme peine a se remettre d'un 
chantier qui l'a epuise. C'est en effet vers lui que se sont tournes, a partir 
du mois d'aout, les principales agences photographiques franc;:aises et etran­
geres, et !'ensemble des titres de la presse architecturale. Mais, parce que 
le lycee n'est pas completement acheve, ni totalement equipe, Le Cceur 
obtient que la parution des textes de ses confreres soit retardee de quelques 
semaines. Ceux-ci para1tront a partir du mois de decembre, c'est-a-dire au 
lendemain de son deces, survenu brutalement le 2 novembre. Par suite, 

3 - Evrard (Th.), Di scours pro­
nonce lors de ['inauguration 
officielle du lycee, le 1°' juin 
1935, Revue de l'enseigne­
ment secondaire des jeunes 
filles, 1" juillet 1935, p. 290. 
4 - Prelevee sur le site de l'an­
cienne usine a gaz de 
Vaugirard et offerte a l'Etat 
par la Ville de Paris, la parcel­
le s'etend sur 5. 800 m'. Au 
regard des reglements, sa 
superficie aurait du etre de 
20000 m' environ. 
5 - Evrard (Th.), op. cit. 
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6 - Voir Jean-Claude Vigato, Le 
Jeu des mode/es. Les mode/es 
en jeu. Doctrines orchitectu­
rales dons I 'entre-deux­
guerres, rapport de recherche 
CORDA, Villers-les-Nancy, 
CEMPA; Ecole d'architecture 
de Nancy, 1980. 
7 - « Nous moderniser n 'est pas 
forcement nous americaniser, 
nous germaniser, nous bolche­
v is er, nous defranciser » 

(Camille Mauclair, 
« L' Architecture va-t-el/e 
mourir? », Paris, Nouvelle 
Revue Critique, 1933, p. 21-
22). 
8 - Tout le monde s'emerveille 
devant l'« aspect tout a fait 
remarquable et tout a fait nou­
veau du beton » (L'Architecte, 
decembre 1934), ou se melent 
des debris de granit et de 
marbre roses, et dont la teinte 
« confere a la construction ce 
qu'elle a de gracieux et d'af­
fable » (La Technique des tra­
vaux). 

cette seconde vague d'articles s'accompagnera de recapitulatifs de la car­
riere de celui en qui Auguste Perret voyait « l'un de nos meilleurs archi­
tectes » (L'Architecture d'Aujourd'hui, decembre 1934 - janvier 1935). 

La campagne de presse 

Rien n'est neglige pour faciliter la tache des reporters. Ceux-ci ne man­
quent pas d'interlocuteurs qualifies pour nourrir leur enquete, et l'etablis­
sement leur est largement ouvert, qu'il peuvent decouvrir seuls ou, ainsi 
que certains le relateront, au cours de visites groupees, sous la conduite de 
representants de l'agence Le Creur ou de l'entreprise generale Lafond, par­
fois de la directrice elle-meme. Car ici, plus qu'ailleurs, la pedagogie est de 
mise. 

Assurement, la le<;:on est bien comprise: loin de s'en tenir a l'inventaire 
des equipements les plus modernes et de ne relever dans les distributions 
que leur part d'originalite, les journalistes presentent bientot l'ensemble 
comme un tout homogene. Remontant le processus d'elaboration du projet, 
tous exposent patiemment a leurs lecteurs comment la conception de l'eta­
blissement a ete toute entiere tournee vers la resolution d'un programme 
complexe et de quelles fa<;:ons l'architecte est parvenu a surmonter un a un 
les obstacles qui se sont presentes a lui; tous prennent soin de demontrer 
que chaque innovation s'est imposee d'elle-meme et que partout la logique 
a prevalu. En somme, ce que chacun se plait a decrire et a encenser, c'est 
d'abord une demarche proprement architecturale, empreinte de pragmatis­
me, fait d'autant plus remarquable qu'on compte peu d'architectes parmi 
les redacteurs des articles. Le tour de force accompli par Le · Creur est la 
premiere cause du vif interet qu'on porte a son ultime realisation. Que 
l'reuvre achevee apparaisse par surcro1t comme un magnifique outil peda­
gogique, largement ouvert a l'air et a la lumiere, dote d'exceptionnelles 
conditions de confort et qui puisse pretendre au titre de prototype des 
lycees urbains de l'avenir, attise les louanges. Des lors, fort de leur com­
prehension du parti general, les commentateurs acceptent sans reserve le 
recours aux derniers perfectionnements produits par l'industrie et a la force 
motrice electrique, les references a l'usine, aux grands magasins ou aux 
entrees du metropolitain, comme le vocabulaire architectural des plus 
contemporains: toitures-terrasses, fenetres en bandeau, fa<;:ades de beton, 
modenatures minimales ... 

Les plus conservateurs des critiques adherent eux-memes a la franche 
modernite de l'edifice parce qu'elle est transcendee par une inspiration 
veritablement classique, ou ils aiment a reconnaltre le sentiment national: 
a l'heure ou certaines tendances de ['architecture sont l'objet de vives pole­
miques6 et ou un Camille Mauclair stigmatise le nudisme architectural, le 
« panbetonnisme integral» et les « Utilitectes », qu'il accuse de faire le jeu 
de l'etranger7, on sait gre a l'architecte d'avoir signe un « ensemble tres 
personnel, tres fran<;:ais » (L' Architecture, juillet 1935), qui para1t construit 
« dans une admirable pierre de taille rose, comme la cathedrale de Metz» 
(Benjamin, 27 septembre 1934)8, et dont le plan,« clair comme une epure », 
evoque celui des« clo1tres monastiques » (L'Architecture d'Aujourd'hui). De 
fait, le lycee Camille-See est l'une des premieres manifestations du 
« modernisme traditionnel », cette « troisieme voie » de la modernite dans 
l'entre-deux-guerres qu'a etudiee Jean-Claude Vigato9• 
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La posterite 

En 1937 et 1938, l'etablissement conna1t une seconde forme de conse­
cration, en inspirant les plans de trois nouveaux lycees parisiens (dont l'un 
surtout est veritablement decalque). Mais, parce que la presse architectu­
rale n'a pas de memoire et que les architectes se sont gardes de citer leur 
modele, aucune revue ne rappelle le precedent du lycee Camille-See, a l'ex­
ception notable de L'Architecture d'Aujourd'hui (aout 1938). Quatre ans 
apres avoir fait l'evenement, l'etablissement est entre dans un purgatoire 
dont il ne sortira qu'a la fin des annees 1980. 

Ces dernieres annees, le lycee Camille-See a subi nombre de transforma­
tions qui ont altere son aspect (substitution d'epaisses structures d'alumi­
nium aux menuiseries metalliques originelles, « enjolivement » par la pein­
ture de certaines parties des fac;:ades ... ) et complique son fonctionnement 
(suppression des escaliers mecaniques et des ascenseurs, condamnation du 
passage souterrain, fermeture de l'acces aux terrasses ... ). Pour autant, ces 
changements facheux n'ont pas nui a son inscription en totalite sur 
l'lnventaire supplementaire des Monuments historiques le 12 janvier 1995, 
sollicitee par l'un des successeurs de mademoiselle Evrard. Car le batiment 
auquel on a reconnu, ce jour-la, une valeur patrimoniale, celui dont il est 
souvent question aujourd'hui dans les ouvrages d'architecture, est sans 
conteste le lycee qu'avaient decouvert, dans son integrite, les reporters de 
1934. Plus encore qu'a l'epoque, la lecture de leurs articles concourt a la 
comprehension de !'edifice en restituant le parti initial, desormais peu 
lisible. C'est a eux, plut6t qu'au batiment lui-meme, que se referent les his­
toriens. C'est a leurs longs developpements qu'on doit de pouvoir caracte­
riser ce que Hans Robert Jauss appelle « l'actualite de ce qui n'est plus 
actuel » 10• Par son abondance autant que par la precision et la pertinence de 
ses analyses, la reception du lycee Camille-See est ainsi devenue, apres 
quelques decennies, un facteur de legitimation architecturale et ['indispen­
sable complement d'une reuvre desormais denaturee. 

9 - Vigato (J.-C.), op. cit, 
p. 33 -34 et 193 et suivantes. 
10 • Jauss (Hans Robert), Pour 
une esthetique de la recep­
tion , Paris, Gallimard, 1978 
(pour ! 'edition frarn;:aise), 
p. 133. 
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The Gardsten area in Gothenburg was built 1968-1971. The west part, designed by the architect Arne Nygard, is composed of twelve similar 
yards enclosed by 3-storey lamellas and 6-storey gallery houses with flat roofs. The bottom floors of the gallery houses were partly open, for­
ming very windy passages between the yards. In 1998-2000 three blocks were rebuilt with environmental aims in view. The solar panels 
added on the roofs let the original building forms stand out. New laundry rooms and green houses replaced the wide passages of the bottom 
floor, and all balconies were glazed. The architect of the rehabilitation project was Chrisler Nordstrom. 
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The Architecture of the "Record Years": 

Characteristics to Preserve and Develop 

Sonja VIDEN 

Architect, Ph.D., Royal Institute of Technology, School of Architecture, 

Stockholm, Sweden. 

L' architecture des « annees fastes » en Suede -
caracteristiques a proteger et a developper 

Durant la periode des « annees tastes ,, de 1960-1975, pres de 1,4 million de loge­
ments furent construits en Suede. Les plans-type et modeles architecturaux etaient 
directement inspires des ideaux du Mouvement moderne. L'ambition etait de creer 
des « cites de demain », en offrant uncertain choix de logements decents a des prix 
raisonnables pour un large eventail de population. 

Les deux-tiers des nouveaux logements furent construits sous forme de barres 
d' habitations issues des schemas directeurs des cites nouvelles, ou dans des zones 
peri -urbaines. Calques repetitifs, simplicite des formes geometriques, prefabrication 
poussee contrastaient fortement avec la premiere generation de logements sociaux 
des annees 1930-1960. L'expression architecturale et la qualite de ces immeubles 
variaient sensiblement. Its avaient toujours des fames orthogonales et, en general, le 
trace des fenetres etait un element de de !'expression architecturale. Enfin, un 
grand soin etait apporte a la conception des circulations. Le principe en etait la sepa­
ration de la circulation pietonniere et de la circulation automobile. 

L'exigence d'une meilleure connaissance de cette architecture s'est imposee pro­
gressivement pour fonder la reflexion generate sur la protection et sur la preserva­
tion des qualites intrinseques de ces reuvres. Durant les deux dernieres decennies, 
des operations de rehabilitation et de renovation financeees par des fonds publics ont 
ete lancees; cette politique se poursuit actuellement avec l'apport de subventions 
accordees par l'Etat afin de reduire les nuisances environnementales et d'ameliorer 
sensiblement ['image des grands ensembles. 

La restauration de !'ensemble de Gardsten (1968-1971 ) a Gothenburg est un cas 
exemplaire de la politique menee en Suede en direction de ce patrimoine immobi­
lier. 
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34--2. 

Introduction 

During the so-called "Record Years" of 1960-1975, some 1,4 million dwel­
lings were built in Sweden, in order to eliminate the immense housing shor­
tage and poor housing standard. "Functional" building, a straightforward, 
undecorated architecture inspired by the Modern Movement, was a wide­
spread aesthetic ideal among architects and designers. In people's general 
consciousness the housing stock of the period is almost synonymous with uni­
form, socially isolated, large-scale housing estates with buildings of grey 
precast concrete slabs. The reality, however, is much more diverse, with 
homes and buildings showing a wide variety of forms, in both single-family 
houses and multi-family apartment blocks, and with very varied social pat­
terns as well. Today, these housing areas need renovation and adaption to 
new demands and life-styles. Many of them have architectural qualities well 
worthy of protection and preservation. To preserve their characteristics and 
promote renovation with care a better common understanding of the archi­
tecture is necessary. 

Building Ambitions, Ideals and Practice of the 
"Record Years" 

The period from the late 1950s to the early 1970s was a period of fast 
economic growth which strongly affected the need for new dwellings espe­
cially in the bigger cities, and in expanding industrial communities all over 
the country. To meet the big needs for new housing and "offer good dwel­
lings at reasonable prices for all the population," as the governmental goal 
was formulated, it was considered necessary to rationalize and industrialize 
the construction of residential buildings. The social and ideological back­
ground was in many ways similar to the background of the residential areas 
of the early Modern Movement. Siemensstadt in Berlin could be an example 
of that, and several residential buildings of the "Record Years" illustrate the 
influences of famous German architects of the Modern Movement. One 
example is Grindtorp in Taby nearby Stockholm, where the facades of the 
curved buildings seem to be inspired by the Gropius house for lnterbau in 
Berlin, 1957. 

Two-thirds of the new dwellings were built in apartment blocks, most of 
them in relatively large-scale housing areas in new suburbs around bigger 
cities or in the outskirts of smaller communities. Slab blocks and towers of 
six to eight storeys were quite frequently built, but still more than 50% of 
the multifamily buildings were "traditional" three-storey slab bocks, and 
about 20% lower slab blocks and rental row houses. 

The ambitions to create "cities for tomorrow" led to building patterns 
strongly affected by the planning for extensive car traffic and parking. 
Traffic routes of different density and vast parking areas surround the resi­
dential blocks and separate the different groups of buildings from each 
other. The separation of car and pedestrian traffic is a basic factor of the 
urban planning patterns. 

Architectural characteristics deserving attention 

The buildings - and the yards - were designed according to the technical 
and architectural ideas at that time. Most building forms are strictly geo-
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metrical, with plain , undecorated facades. Brick, plaster and concrete 
panels (in that order) are the dominant facade materials, but more or less 
new materials like asbestos, glass or aluminium panels were used as well. 
The brick facades differ from traditional ones; new types of construction and 
new production techniques usually made the surface look more plain and 
"machine-made." The concrete facades present many interesting variations 
of surface, created by the production forms - actually far from the general 
image of "dull grey concrete." Big windows are essential to the architectu­
ral expression of many of the buildings. The reflections of the sky and sun­
light and the patterns of bright glass over the facades are important ele­
ments of the architecture. 

The strict, geometrical character of the buildings is often accentuated by 
vertical blocks of big balconies, or by horizontal lines of windows or balco­
nies. Flat or slightly sloping roofs with discrete bases, more or less invisible 
from the ground, often strengthen the "cubic" impression of the buildings. 

In many of the housing areas artificial colour was used very sparsely. The 
natural colours of the materials were allowed to dominate. Window frames 
and other wooden units were often painted in discrete, quite dark colours; 
the traditional bright white window frames of the Swedish cottages were not 
as common as in the 1950s. There are also quite a few buildings where 
strong, bright colours - red, blue, orange - were used, especially for windows 
and balcony fronts. Most plaster facades got either almost white or darker 
greyish/brownish colours. 

Generally, many of these typical "modernistic" materials and construc­
tions, and the strict forms and design demand a continuous maintenance to 
keep their original qualities of purity and simplicity. One of the menaces to 
the architecture of the "Record Years" is the common inability of perceiving 
these qualities behind the marks of "wear and tear" assembled during thir­
ty-forty years. 

The ambitions of creating "cities for tomorrow" led to a special concern 
for car traffic. Most housing areas are surrounded by traffic routes and vast 
car parking areas which separate the different housing blocks from each 
other. The outdoor environment - the urban landscape as well as the yards -
is strongly affected by the strict traffic and zoning planning. In addition, the 
yards get much of their special character from the planning ideals at that 
time. Separation of "functions" is a central idea. Playgrounds and facilities 
for different ages and purposes were laid out and separated from each other 
by (usually) strictly formed, plain lawns or bush plantations. The bush plan­
tations were designed to form architectural volumes with just one kind of 
bushes in every separate unit. Simplicity and economy characterize the 
materials of the footpaths as well. Asphalt is the common ground material; 
variations of colours and structures are rare. Today, when variation and 
"nature-like" plantations are preferred, and the urban planning is inspired 
by the traditional town patterns, many of these characteristics are totally 
out-of-date. 

Conversion and rebuilding 

During the last two decades several large-scale housing estates of the 
"Record Years" have been rebuilt, more or less extensively. Changes in shape 
and colour often have had the explicit purpose of giving the housing a more 
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attractive and up-to-date appearance. A post-modern idiom with light pas­
tel colours and traditionally shaped roofs takes the place of the original 
simple, geometrical purity. Entrances and stairwells are often changed, with 
canopies and projections, new colours and materials. Great effort is usually 
expended on making the outdoor environment softer, greener, more varied, 
and suitable for different groups of residents. Altogether, the buildings and 
neighbourhoods from the record years are being dealt with in a number of 
different ways, from careful maintenance to radical "turn-around" redeve­
lopment and even demolition of whole buildings or parts of buildings. 

At present substantial state subsidies are given to projects aiming at 
reduced environmental impact and improved sustainability. Some of these 
efforts have led to total changes of the architecture, while in other cases 
additions and changes have been made in accordance with the original char­
acter. Many of the projects show the complexity of the problems to be sol­
ved. There are decided architectural values to care for, but there are also 
technical problems to deal with, and needs for a more up-to-date design to 
attract residents and solve vacancy problems. 

One example of the complex questions to handle is West Gardsten in 
Gothenburg. This has been a problematic area ever since it was built in 
1968-71 . It was designed with much care for the housing qualities and daily 
life as well as for the architectural expression; the architect was Arne Nygard. 
All materials and construction details were thoroughly chosen and treated. For 
decades, the maintenance and management problems, however, increased. A 
few years ago a conversion project started in some of the buildings, under the 
guidance of architect Christer Nordstrom. Many of the original materials were 
already more or less destroyed by wear and tear, and were displaced by new 
ones, expected to be more sustainable. The new materials were chosen with 
great skill and consideration of the original design, but the change of the 
architectural expression is evident. 

One of the architectural characteristics was the open space created in 
the ground level under some of the buildings, which were carried by sturdy 
concrete pillars. This space was walled-in, and common facilities, a laundry­
room and a green-house displaced the windy "hole" under the buildings. 
The existing balconies were glazed, the glass walls of the stairwells were 
replaced by another glass material, and solar panels were carefully placed 
on the roofs. The residents appreciated the changes, and certainly new hou­
sing and technical qualities were added. Nevertheless, some original quali­
ties, some of which might have been able to be saved, are gone forever. 

The solar panels of East Gardsten illustrate a possibility of careful addi­
tion of "ecological" elements to existing buildings. Another illustration is the 
solution chosen in the Stenso area, in Nacka nearby Stockholm. In Stenso the 
solar panels and reflectors have been added on the original roofs like a flock 
of big resting birds, leaving the original form of the buildings unaffected. 
The details of the concrete balcony fronts co-operate well with the light 
new constructions. 

Many other examples to learn from are to be found in the on-going pro­
jects. At last, the knowledge and understanding of the architects, construc­
tors, estate owners and residents involved are crucial to the questions of 
preservation and care for the existing character of buildings and environ­
ments. 
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Les valeurs du Mouvement moderne: 
reception locale et dimension internationale 

The Values of the Modern Movement: 
Local Reception and the International Dimension 

Les idees et Les oeuvres de reference modernes ont beaucoup circule entre Les pays. II est tres interessant 
de confronter Les debats locaux sur Les reuvres, la critique qui est faite sur /es reuvres de l'etranger, et le 
pouvoir d'influence des experiences etrangeres, parfois erigees en mode/es. 

Modern ideas and works of reference have circulated widely between different countries. It is of interest to compare 
local debates surrounding these works with their foreign critical reception and the powerful influence of foreign 
experiments, often upheld as models. 

Daniele VOLDMAN 
Introduction 

1. Olga Alekseevna BUKHARKINA, Lyudmila lvanovna 
TOKMENINOVA 
Reflections on Modern Movement Architecture in the Mass Media of the 
Urals Region, Russia 

2. Andrew LEACH 
Modernity and Architecture in New Zealand 

3. Aleksandra STUPAR 
The Political Treatment of the Modern Movement: the Case of Belgrade 

4. Vincent BRADEL 
Le Corbusier et Saint-Die: /es termes du debat 

5. Gilles RA GOT 
La reception de /'architecture bresilienne a Royan 
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Introduction 

Daniele VOLDMAN 

Historienne, directrice de recherches au CNRS (Centre national de la recherche scientifique, 

lnstitut d'histoire du temps present-lHTP) , France. 

Ne sur les decombres du monde aneanti par la Premiere Guerre mondia­
le, le Mouvement moderne en architecture a elabore ses valeurs au cours 
des annees 1920 et 1930. Tel qu'il a ete incarne dans la Charte d'Athenes, 
ii est inseparable des bouleversements politiques, economiques et sociaux 
de cette epoque. Malgre des liens et des filiations complexes, on ne peut le 
dissocier des espoirs de la Revolution russe et de l'essor du communisme, a 
la fois comme mouvement politique et comme mode de vie. Ainsi, la dimen­
sion politique et sociale y est-elle fondamentale. Par ailleurs, le role joue 
par les modeles issus du constructivisme russe et du Bauhaus allemand sou­
ligne d'emblee !'importance de sa dimension internationale. 

Trois valeurs essentielles ant soude les theories des architectes se recla­
mant de ce courant. La premiere est la conviction que !'architecture fac;:on­
ne le social et que les societes ayant une bonne architecture sont plus har­
monieuses et plus equitables. La seconde est le devoir des architectes de 
construire pour le peuple et pas seulement pour les puissants de ce monde 
et les riches mecenes. La troisieme est l'opportunite donnee par la conjonc­
ture internationale: puisque le monde dans lequel vivaient les architectes 
modernes etait secoue par des guerres, ils devaient s'efforcer de construire 
pour la paix future, que ce fut la paix sociale ou la paix entre les nations. 
Et puisqu'ils etaient entoures de ruines, la presence de tabula rasa devait 
permet t re des experimentations, impossibles dans des lieux deja fortement 
construits. Cette chance offerte par les dest ructions aux bat isseurs de l'ave­
nir explique !'importance du Mouvement moderne dans les reconstructions 
d'apres-guerres, civiles ou nationales. 

Pour realiser ces valeurs, sous-tendues par l'urgence, la penurie et la 
necessite de travailler pour le grand nombre, le Mouvement moderne s'est 
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donne des moyens. Son vocabulaire formel, fonctionnaliste, faisait de la 
rigueur une vertu; ses techniques, toutes entieres tournees vers l'industria­
lisation et la construction en serie , etaient destinees a obtenir l'abaisse­
ment des couts; quanta la ma1trise d'ouvrage, remise a l 'Etat ou a des col­
lectivites locales ou territoriales, elle semblait garantir le bien commun. 

Ces principes forts, partages par des professionnels constitues en reseau 
international, ont ete diversement rec;:us. On trouvera ici quelques cas 
exemplaires de cette diversite. Olga Alekseevna Bukharkina, montre com­
ment la presse de l'Oural, du milieu des annees 1920 a nos jours, a fait du 
Mouvement moderne en architecture une consequence et non pas une cause 
du nouvel ordre social. Andrew Leach etudie les liens entre l'architecture 
moderne en Nouvelle-Zelande dans les annees 1930 et 1940 et les archi­
tectes venus d'Europe fuyant le nazisme. Aleksandra Stupar analyse, a tra­
vers le cas de Belgrade, le detournement a des fins de propagande politique 
des valeurs sociales de l'architecture moderne, des annees 1920 a la fin du 
xxe siecle. Vincent Bradel expose comment la reception du plan de recons­
truction de Saint-Die par Le Corbusier differait des attentes des pouvoirs 
publics et de la population. Gilles Ragot, enfin, a pris le cas de la ville de 
Royan pour montrer les allers-retours a l'echelle internationale des valeurs 
de ['architecture. 

Trois ensembles de questions se degagent de ces etudes ponctuelles, a 
premiere vue sans grand rapport les unes avec les autres. Comment, tout 
d'abord, definir le Mouvement moderne? Sur le plan formel , on peut elabo­
rer un catalogue stylistique relie a une theorie esthetique et suivre son 
implantation geographique, revendiquee comme telle ou simplement utili­
see selon des effets de mode. Cela permet de differencier, sur le plan des 
valeurs artistiques, ce qui est moderne (c 'est-a-dire ici de son temps) de ce 
qui est d'avant-garde (precurseur). Enfin, etant donne les engagements 
divers de ses membres, on ne peut faire abstraction dans la definition de ce 
mouvement, d'une categorisation politique: le Mouvement moderne est-il 
revolutionnaire, democratique, autoritaire et stalinien? Cette question pose 
celle des rapports entre l'art et la politique. 

Ensuite l'etude de la reception entra1ne celle de la diffusion interne des 
idees du Mouvement moderne international et des liens, dans les annees 
1920 et 1930, entre les milieux architecturaux et artistiques de Berlin, 
Moscou, Paris et Vienne. C'est par l'etude du mouvement des artistes que 
l' on peut aussi comprendre la diffusion et la reception des valeurs (par 
exemple le poids des architectes allemands en Nouvelle-Zelande). Est-ce 
cela qui permet de comprendre comment on est passe du Mouvement 
moderne au Style International? 

Enfin, ces etudes posent fortement la question des liens entre trois 
acteurs essentiels de la reception: les ma1tres d'reuvre, les architectes, les 
usagers. Les premiers et les seconds, par le biais de leurs ecrits, les revues 
professionnelles et les discours, se sont abondamment exprimes sur les liens 
supposes, reels et souhaites des uns avec les autres. Qui a utilise qui dans la 
diffusion des idees que chacun voulait realiser? Le troisieme ensemble d'ac­
teurs n'a pas vraiment ete sollicite par les deux premiers, persuades de 
savoir ce qui etait bon pour lui. Ainsi les usagers, puisqu ' il s'agit d'eux, se 
sont-ils exprimes de fac;:on plus fugitive, par exemple dans l'adaptation ou le 
detournement des batiments mis a leur disposition. Dans leur ensemble, ils 
auraient plutot rejete les valeurs du Mouvement moderne: non seulement 
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l'esthetique du beton et des toits en terrasse mais aussi le mode de vie 
implique par le logement collectif et la separation fonctionnelle des 
espaces. 

L'etude des relations entre ces trois acteurs principaux de l'acte d'ar­
chitecture permet de mieux comprendre la complexite de la reception et les 
jeux d'acceptation ou de rejet entre les cercles du pouvoir de decision, ceux 
des confreres et de leur opinion, et celui des usagers, silencieux destina­
taires, au nom desquels ii fut beaucoup parle. 

Introduction 

Daniele VOLDMAN 

Historian. Director of Research at the CNRS . IHTP (Centre national de 

la recherche scientifique, lnstitut d ' histoire du temps present), France. 

Born out of the ruins of the world obliterated by World War I, the Modern 
Movement in architecture elaborated its values during the course of the 1920s and 
1930s. As embodied in the Charter of Athens, it was inseparable from the political, 
economic and social upheavals of this period. Despite complex ties and affiliations, 
the movement cannot be disassociated from the hopes of the Russian Revolution and 
the rapid rise of Communism, both as a political movement and as a way of living. As 
such the political and social dimension is fundamental here. Moreover the role played 
by models arising out of Russian Constructivism and the German Bauhaus emblemati­
cally underscores the importance of the international dimension. 

Three essential values soldered the theories of architects who identified with this 
trend. The first was the conviction that architecture shapes social matters and that 
societies with good architecture are more harmonious and more equitable. The 
second is the duty of architects to construct for the people and not only for wealthy 
patrons and the powerful of this world. The third is the opportunity made available 
by the international context: as the world in which modern architects lived was sha­
ken up by wars, they were obliged to immerse themselves in constructing for future 
peace, whether it be social peace or peace between nations. And as they were sur­
rounded by ruins, the presence of a tabula rasa permitted experimentations, impos­
sible on sites already heavily built up. This opportunity, occasioned by such destruc­
tions, to builders of the future explains the importance of the Modern Movement in 
post-War reconstructions, civil or national. 

Sustained by urgency, penury and the necessity to work for the greatest number 
of persons, the Modern Movement offered itself the means to achieve these values. 
Its formal, functionalist vocabulary made rigour a virtue; its techniques, entirely 
directed toward industrialisation and mass construction, was intended to secure cost 
reduction. Construction supervision, handed over to national, local or territorial com­
munities, seemed to guarantee proper welfare for all. 

Shared by professionals within an international network, these strong principles 
were accepted in diverse ways, as the following examples demonstrate. Olga 
Alekseevna Bukharkina shows the manner by which the press in the Urals, from the 
1920s to the present day, made the architectural Modern Movement a consequence 
and not a cause of the new social order. Andrew Leach studies ties between New 
Zealand 's modern architecture during the 1930s-1940s and architects coming from 
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Europe to escape from Nazism. Citing the case of Belgrade, Aleksandra Stupar ana­
lyses the misappropriation of social values of modern architecture for propagandistic 
political purposes from the 1920s into the 1990s. Vincent Brade[ exposes the manner 
in which the reception of Le Corbusier's reconstruction plan for Saint-Die differed 
between the expectations of public authorities and those of the general public. Lastly 
Gilles Ragot takes the case of the city of Royan to demonstrate fluctuations in 
architectural values on an international scale. 

Three groups of questions immerge from these isolated studies, at first glance 
sharing little in common. First of all, how does one define the Modern Movement? 
On a formal basis, one can elaborate a style catalogue associated with an aesthetic 
theory and follow its geographic implantation, claimed responsible as such or simply 
manipulated for fashionable effects. That approach allows a differentiation, on the 
level of artistic values, between what is modern (that is, of its time) and what is 
avant-garde (a precursor). In short, given the diverse engagements of its members, 
one can make neither an abstraction of the definitions of the movement, nor a political 
categorisation. Is the Modern Movement revolutionary, democratic, authoritarian, 
Stalinist? This question raises issues on the rapport between art and politics. 

Next, the study of reception involves the internal diffusion of ideas of the 
International Modern Movement and the ties, in the Twenties and Thirties, between 
architectural and artistic circles in Berlin, Moscow, Paris and Vienna. It is through the 
study of artistic movements that one can also comprehend the diffusion and recep­
tion of values (for example, the influence of German architects in New Zealand). Is 
it by such means that the passage from the Modern Movement to the International 
Style can be apprehended? 

In conclusion, these studies raise persistent questions on the link between the 
three essential actors in the reception of architecture: the clients, the architects, 
the users. The first and second, through their writings, professional reviews and 
speeches have expressed themselves abundantly on the supposed ties, real or de­
sired, between themselves. Who manipulated whom in the diffusion of ideas that each 
aspired to realise? The third group of actors was never really solicited by the first 
two, the latter convinced in their knowledge of what was best for the former. As such 
the users expressed themselves in more illusive ways, for example in the adaptation 
or misappropriation of buildings put at their disposition. Overall they would have 
preferred to reject the values of the Modern Movement, not only because of its 
aesthetic of concrete and roof terraces, but also because of the way of life implicated 
in collective housing and the functional separation of spaces. 

The study of the inter-relationships between the three principal actors in the 
architectural process allows us to better understand the complexity of reception and 
the transactions of acceptance or rejection between powerful circles of decision­
makers, architectural colleagues and their opinion, and that of the users, silent reci­
pients in whose name much has been spoken. 
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Reflections on Modern Movement Architecture 

in the Mass Media of the Urals Region, Russia 

Olga Alekseevna BUKHARKINA 

Senior Researcher, State Archive of Sverdlovsk Oblast, Ekaterinburg. 

Lyudrnila lvanovna TOKMENINOVA 
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Le jugement sur l'architecture du Mouvement 
moderne dans la presse ecrite d'Oural (Russie) 

Les journaux publies en Oural temoignent d'un reel interet pour !'architecture du 
Mouvement moderne au tournant des annees 1920-1930, cest·a·dire au moment ou 
cette region de ['empire sovietique, autour d'Ekaterinburg (l'ancienne Sverdlovsk), 
devient un centre de production nevralgique pour l'industrie du charbon et du metal. 
Apres la fondation de la grande usine d'Uralmash, ['architecture moderne appara1t 
comme une des des du message de propagande delivre par le parti communiste: 
construire un nouveau paysage, c'est batir une societe neuve tout entiere dediee a 
!'effort de production et a la vie collective. Les journaux multiplient alors la publi· 
cation de plans, dessins et images, soutenus par le discours des leaders sovietiques, 
plutot que par celui des architectes, probablement moins comprehensibles pour le 
peuple. Le ton est au pathos revolutionnaire et au romantisme des fils d'Octobre. 

Apres le premier plan quinquennal en 1932, l'engouement pour !'architecture 
nouvelle decro1t jusqu'a ce que le regime stalinien lui declare carrement la guerre 
et s'emploie a la discrediter comme une direction artistique formaliste, etrangere au 
gout du peuple sovietique. C'est alors le triomphe de ['architecture stalinienne porn· 
peuse et le retour des styles. Le Mouvement moderne est vilipende comme reaction· 
naire. 

It faut attendre les annees 1970 et le marasme qui s'etend dans les villes d'Oural 
pour que quelques journalistes signalent enfin l'interet des batiments modernes au 
centre des cites. On utilise des tors le terme de " constructivisme » pour les designer 
et l'on exhume les noms de leurs constructeurs. Ce timide regain d'interet ne mene 
pourtant a une vraie sensibilisation qu'apres la chute de l'Union sovietique. Encore 
le sujet touche+il fort peu le grand public en sorte que les destructions irreme· 
diables continuent a se repeter. 
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Olga Alekseevna Bukharkina and Lyudmila /vanovna Tokmeninova 

It is well known that the fate of architectural heritage depends on public 
opinion which is mainly formed by the mass media. In the present paper we 
make an attempt to analyze the mass media publications of the Urals 
Region, Russia, related to Modern Movement architecture of the 1920s and 
1930s. The rise in the mass media attention to issues of construction and 
architecture is connected to the fact that Ekaterinburg (former Sverdlovsk) 
since 1923 became a center of the large Urals Region. The second large coal 
and metallurgical base of USSR has been created on its territory. The city 
population grew almost six times since 1923 and constituted 425. 5 thousands 
inhabitants in 1939 (Pyatnitsky, 1939). The first publications date back to 
1924-1925. They were devoted to reconstruction of old industrial buildings 
after the civil war and were also related to wooden housing construction for 
workers. 

The highest attention of mass media to construction is noticed in 1928-
1930. At this time, the Uralmash Plant has been founded and the construc­
tion of "social town" around it has begun. In the center of Sverdlovsk 
(Ekaterinburg), dwelling houses were constructed by the city council. Along 
with that "checked town," the main post office and a "press house" were 
also built. Publications of this period transmitted ideas of the governing 
Communist party and had to broadcast its ideology in all spheres of life 
including architecture. The main purpose of the mass media was to create 
the right opinion in the society from the point of view of Soviet leaders and 
to help people correctly understand what was happening, including the 
construction of new buildings designed in an uncommon style that the majo­
rity of the population was not familiar with. The construction and architec­
ture of the end of 1920s and beginning of 1930s has been turned into a tool 
of propaganda. The newspapers were striving to introduce the readers to the 
idea that constructing new buildings would develop fight for new social 
order and that destroying old buildings would cut any connection with capi­
talism. The construction of buildings equiped with common living areas was 
considered as particularly important. This was the way to strengthen the 
principles of collectivism, providing that the major goal to achieve was to 
attract a large amount of working force (mainly women) for the benefit of 
industrial sites. For example, the local journalists specially admired houses 
without kitchens, built in Sverdlovsk around 1929. At that time (1928), 
Uralsky Rabochy newspaper wrote: "This is the construction of a new life, 
new habits of living. When the kitchen and private apartment space disap­
pear, houses-gardens will be industrial collectives." 

Periodicals were striving to form the taste of their readers and to intro­
duce new architectural forms to their understanding. Newspapers showed 
pictures, designs, photos of not only Sverdlovsk but also Leningrad (St. 
Petersburg), Moscow, lvanovo, Caucuses. In those publications, much atten­
tion was given to architectural contests and design projects - well known 
today - such as Urals State Technical University, House of Industry, Uralmash 
Plant buildings. Soviet architects (for instance Dombrovsky and Oransky) 
were sometimes given the opportunity to speak out. But, mainly officials, 
engineers and constructors were allowed to talk about the new beauty of 
architecture. One can think that their explanations were probably consi­
dered to be easier to fit to the masses. 

However, awesome plans did not survive the reality. In the articles of the 
Urals newspapers of 1920s and 1930s lots of debates turned to discuss the 
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