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Machine a Habiter or auvre Plastique? 
The Color Concept of the Villa Savoye 

BARBARA KLINKHAMMER 
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Thr  recult of 10 0 1  '.patient research". during \\hich his 
buildin? and painting5 sened as a laborator! to develop the 
fundamentals of his architectural language. Villa Saloyr marlis 
the end of the Purift phase of Le Corhusier-s ~ o r k .  The \ illa 
not onl! became the climax of pre\ ioudy collected experienc es 
and "certainties".. hut alw becanie the built manifesto of Le 
Corbusier"~ idea< for a n e ~ +  architecture of the macllirie age. He 
destrihed the  1-illa Saxole in a drawing as '.A pure type. \ e n  
generous. full of reiourr es. too".' Here in the Villa Sal o! e e 
see the collaboration of his traces replatrurs.  his 5 points in 
architecture. the architectural pro in en ad^ and a matured 
poll chromle al thltectrlr ole [architectural p ~ l ~ c h r o n ~ ]  culmi- 
nating in the idealized t ~ p e  pule. 

In 1930. (luring the final stages of the coristruction of the \ illa 
Saro!e. Le Corhu.iel recei~ed the commission to design a 
\\allpaper collection for the S\+ii+  allp paper manufacturer 
Salz~bra.' 4 Snlubrn a& ertisernent. published in September of 
1931.1 shoms Le Corbusier calling the riel+ nallpaper "Oil paint 
on rolls". offering tlie architect the opportunitj to be "'less 
dependent on the e\entualities of the painting job". The user 
selected from 43 different tones and. b j  employing the 12 
pro\ ided c olor kel hoards. created color combinations assigned 
to a specdic desired spatial atmosphere. 

Le ( orbusier'q selertion of color5 for the Saluhra collection is 
hawd on a c learll defined range of 12 natural color pigments 
arid their tints and tones. restricting the range to a ~ e r l  limited 
c o h  famill. The spatial impact and "-c onstructiv~ qualit) '" of 
each color i i  crit~cal for it< uye in both paintinp and 
arcl~tecture.  411 of the colors belorig to one strict11 restricted 
famill called lo pnnde  gamme [grand series] aq described b) 
Ozenfant and Le Corbusier in their article "Le P u r i ~ m e " : ~  

'.OIIP ( a n  drtrrnline a Ilit~arrhic all! orderrd grand i e r i e ~  of 
rolor- confiding of >ellon-ochre. red, 1)rovn. nhite, hlatli. 
ultra-nlarine and their mixed color,. Thib ierieq is a strong. 
itdl~lc' ieriei forming one unit. since the colors are. concerning 
their indi~idlial characters. related. R itli that. these color5 ha\ e 
..con+trut ti1 e qualities"'. These rolors ha1 e been used during all 
impoitant rpoc-11s. Thebe are the color* of t11o.e ~ 1 1 0  uant to 
paint \olurnr.\ and therefore need italde colors."" 

Palallel with the de~elopment of the Salubla nallpaper 
c olki  tion and its colur lie\lroardq. 14 hit 11 entered the rnarl~et in 
fall 1031. Le Corhufier wrote his article "Pollchromie architec- 
turale- Etude faite par un architecte (rude d'ailleurs a 
1"axenture d r  la peir~ture contemporaine) pour the archi- 
tectei".- The text is to Ire understood a i  procedural instruction 
for a purist pol\ chromle a7 c h ~ t ~ ~ t u r  ale, w hic 11 he  dex eloped 
from the onset of construction of maisori La Roche/Jeanneret 
in 192 3/24.? 

1.. mature tools for color design. both the color keyboards and 
his artit le Pol? thromie archztecturule togethrr prolide one of 
the itandard wlutioris iequired b\ Le Corbusier in his IrooL 
I'ers une archztectu~e." The color scheme of the YiUa Saloje 
hecamr the last built demonstration of hi< purist use ol color. 
The t olor usage then m o ~  ed awaj from dematerialization 
through color and tovard an  acknowledgement of material 
~ a l u e ~  in the forthc~ming \-illa de blandrot and the Palillon 
Suiabe. 

The Saxo~es first occupied the  \ illa Sa\o\e in Julj  of 1930.'" 
therefore the asiurnption can he  made that the interior painting 
was omplcte at that time. L h e  to the time o ~ e r l a p  betueen the 
con*truction and painting of the  \ illa Sa~ove  and the creation 
of the nallpaper collection. the  color design of the \ illa Saxo>e 
ra iae~ n e ~  que&mb. To u h a t  extent can the TiUa S a ~ o j e .  
nhich can be seen in many regards as the idealized t ~ p e  pure oi 
the machme a hubrter. be understood a3 a built postulate of his 
nov standardized pohchlomze archztecturule? In the \illa 
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T11r rc~rnair~irlg docnn~enti at the Foridotron Lc (orlju\~pr in 
I'arii pio\ide \ e n  little iniolnlation tor~t  errling the or~ginal 
color toi~cept 0 1  the \illa h o ! e .  (:onqueritl! the latest 
restordtiori" ( 1 ~ ~ 1  on the 1031 3tatui of the lloure) rellcd 
upon cdor  prohe.. t h r  colol watches ol the first Sa1ul)ra 
collectiori ok 1Y31. the purist (olor palette and color ~\\atcl iei  
tor the \ illa Edizeau. dated L k t  ember 30. 1930.'- In the 
abienc e 01 con~prrl ienii~ e probes for ex idmc e of prm ioui color 
uidge. the dec iGon ~ z a s  made to paint large area& of the rxtcrior 
valls ~ t i i t e .  a color that mas heliexed to Le neutral. 

Horn ex r r  correct from the point of 1 ie\z of historic preqerr ation. 
this repainting cont~ihutei more to a mihterpretation than to a 
1 ornprrhensinn of the original p o h c h r o n ~ ~ .  It i i  \en, poYii1)le 
that in 1931 wrne of the exterior \\all& were c,olored. exen if the 
color examination cannot pro\ ide ex idenc-e of remaining tra( es 
of color. In contrast to its image as an icon of white modernism. 
the Villa Salote maj ha1 e posses+ed a highlj polychromatic 
presence. I\ ailable documents are not comprehensi~ e and it is 
diflicult to athiexe a definitixe ~ e r i i o n  of an entire executed 
color scheme or schernes. hone1 er, there is el idenc r that 
rebultes the generic treatment employed in the current restora- 
tion.14 

Correspondences hetmeen the Sax ojes and Le Corhusier as \\ell 
as hills sent out b! the contractors rereal the sequence and 
timing of the conitruction and finishing work. Lr  Corhusier 
declared the coristruction uork to be finished on June 15. 
193015 and in Jul! 1930'" the SarttTves occupied the house. 
H m e ~  er. bills from the painter Celio pro1 e that p a i n t v d  \\as 
still undema!. elen though   no st of the interior spates appear 
complete. It is not until July 1931 that n e  can corisider the 
paintwork of the interior and exterior to be finished for the first 
time.'- 

In this regard. \+e must consider the color scheme shomn on the 
model built for the 1931 exhibition of Johnson and Hitchcock 
at the 1Iuseu1n of Modern I r t  in Neu I o r k  as a potential 
realit,. altllough the 1997 restoration of the \illa Sa\oTve 
doesn't irltlude the colors for the ualls of the solarium 
repreient~d in the model. A letter from the makers of the 
exhibitior~ to Pi-*a-o dated Julj '7. 19.3 1 .'"regarding the 
execution of the model. clearl~ demands the model to be built 
rxactl! as a repre3entation of the executed 1illa.l' 

T\\o article* also dewribe the nalls of the solarium a. colored. 
Juliua Posener g i ~ e s  a detailed desc,ription in -'La maison 
Sa\ove a P o i i i ~ "  published in December of 1930: "The upper 
parts are painted in \er, light colors: blue. rose and !ellon. The 
ground floor . . . is painted in darL green. uhich underlines the 
impression of lightness created through the square floor on his 
-1im ~ o l u n m s . " ~ "  Together \\ith an article published in the 

Ot tol~er i-we of 1030 of Boumrrster " it he( oines o h  ious. that 
at thi* point the \\dl]* on the roo1 \\el? rnultic olorrd anti \\ere 
inrant lo mergc ~ i t h  the colors of the sli!. 

1 ( oinpxdl~le ( oloring con( ept o1 ( ur, on the \\dl1 sulfacrs of 

I ~ Y  roof garden at the Eeiitegui d p a r t ~ ~ ~ e n t  I on~tructed during 
the idrile period il l  Parii. nliere thr  exterio~ iu~-katr\ are 
painted an "outiide \+hitem arid "inside in a light l)lnc.".-- 
E\ident in both articles and confirnied throup11 Celio-i nremouc 
of O( toher 1930.' the cur\ ed ~ a l l s  on the ground el \+ere 
I~ai~ltet l  English green. Celio clear]\ .tates that he  had to repaint 
the nalls of the ground floor in peen.  nhich had been first 
painted red. Thr  same mirnro~re also confirnls the execution of a 
pa! nall in \ h e  Sa\oye"s bedroom. blue \{all\ i11 the main 
h i n g  room and that. in all interior spates. distemper \\as 
exclianged for higher quality oil paints.?$ 

60th R i i eg  and Beriton conclude. baaed on an estimate by the 
wntractor Cormier of 1929 (?) for the treatinrnt of the main 
fapde.  that Le Corbusier probably replaced the white\za+li wit11 
a special * ~ U T ( Z S \ I / ~ "  plaster. 'prfaiternent dresse. grese. tle 
teinte pierre tr6s claire (16gi.rement creme)"." In a later letter 
dated Januar~  24. 193 I.-" Le Corbusier wrote h h e  S a ~ o ]  e. 
that the painting of the exterior Mas aisigned in the initial Lid to 
the mason. NOT* he indispensabl, recommended the use of a 
special oil paint for the exterior. which should be execut~d h! 
the painter. It not onl? s h o ~ s .  that during the tonstruction of 
the rilla Le Corbusier opted for higher qualit, building 
materials. but also m e a l s  a \ acillation bet\*eeri the demateriali- 
zation through color and aclmonledgement of rnaterial \alueb. 
The letter pro1 es. that at that point Le Corbuiier fax ored due to 
the increased co~istruction costs. the cheaper version of oil 
paint tinted o\er plaster. uhich yet \+as I-letter than ~l l i te \ \ash .  

B e  do not k n o ~  \\hether the last finish \\as executed in a 
slightly off-xzhite "lurassite'" plaster or nhite oil paint. But 
similar to the Yilla Baizeau. where Le Corbusier \\rote: -'A11 
\+ails should be ~ h i t e "  ['-Tous lc nlurs extlrieurs seront 
blancs"]" the important factor seemed to be the image of a 
~ { h i t e  cube on nhite pilotis. uhicli stood out from a strong 
nrchltectural pol)-chromw of the interior spaces penetrating 
through the white tube into the exterior. 

-4 sketch for the pazdl~on d u  j a rdzn~ere~~  still exists. ~ h i c h  
Pierre Jeanneret sketched for Celio, wit11 dear  instructioris for 
the color distribution of the exterior \\ails of the lodge. It ii the 
strongest proof of a purist color stherne in relation uith the 
construction of the \ illa S a ~ o g r .  Tlie sketch sho\\s p ~ s  fonci. 
[dark gray]. crrt pule anglars A.2 [light English green \.2]. I crt 
pale [light green] and zert fonce [darh green] for thr  exterior 
walls. In the purist sense of the pol~clromze archztccturolr. 
conlparable to the color distribution of the housing d r \ e lo~) -  
ment FrugZs in Pessac of 1925, the colors \\ere chosen to 
di.assemble the ~o lu rne  of the building to planes and to 
camouflage it with the landscape. In contrast \tit11 the Sa\o!e 
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-trengtlien- the impre-ion of the floating uhite IIOX -upported 
I)! -1ini. ul~itc. ( o lun~~ls .  

Fig. 1. lrlstr~ictions for painter Celio. dated ?Ia? 27. 1 W / .  

restoration of 1997 if this cdor  scheme Mas executed. than 
both. " the  villa and the lodge ihared the rooted colors of 
~egetation. thc colors of the prairie and the orchard"'.?' 

The Tilla Saxo!e i i  a prime example of the efiects of the 
cnrnouflagr a7ch7tecturnle. described 1 1 ~  Le Lorbusier as an 
"-affirmation of t ertain xolurne- or. on the contra?. their 
effac e ~ n e n t " . ~ ~  Through color he "-Itill< para-itic ~ o l u m r - "  a i d  
transforms the Tilla Saxo~e  Iisualh into a clear prismatic 
I olurne. a fax ored ideal p r e ~ i o u s l ~  desc ribrd as an architectural 
goal in l e ~ s  unr u7chzt~tu7r.~' He also emphasizes the 
horizontalit\ oi  the nhite planes. leading to a more elegant and 
floating expre-siorl ot the building as d \\hole. '-The -ilnple 
colurnrls of the ground floor d i ~ i d e  the landscape into regular 
~ e c t o r i  in -ut 11 a \ t q .  that term- lihe 'in front of .  'hehir~d' or 

'next to the houie' do not exist an\~nore.*"- The T-illa Saxme 
function% a i  a clear example of this perceptual experience: 
landitape seems to continue seamlessl! under tlie structure. 
The dark green of the ground floor recessed interior nalls 
merge< this large Iolume vith the surrounding landscape and 

EIen ~ i t l i  the I urrent whcme. color cori~tantl! ( reate- ne\\ 
ytatial relatioilallips ht,t\\een the architec.tura1 element+. Ue- 
I w ~ ~ d i n g  c11i one"- \ irupoir~t .  color corrects. po-itiom. r~lodifies 
and artic dates the lruiltling rau4ng it to constantl? appear in a 
different light. The front elm ation appears as d t lassir front 
facade. lluilt up dlong all axial sjrrmietrj. with tht* hint of a 
\\bite haw. ~isuall! linlcing lniilding and ground. This is the 
onl! ~nonient.  then t h t ~  Iruilding does riot appear to float 01 er 
the landst ape. 

Le Corbusier +tre.*es thr  notion of an  unexpected. almost 
t lassic frontal I ie\+ through the t reation of the '"front ! ard'". 
redesigned during the ic-henlatic process to reinforce this idea. 
Le Corbusier. through a wries of perspectile slietche-, placed 
the 7 illa so that it \t ould he approached off axis, \ ia a mo\ ing 
car. This sequence pro1 ides a fleeting moment of s ~ ~ n ~ n e t r j  in 
terms of an idealized frontal vie\\. He  then diasol\es the 
s?rnrnetry on the three remaining sides, and together \\it11 the 
polpchrornatit ~ o l u m e s  of the ground floor and those of the 
roof solarium creates an  as!mmetrical composition. 1 deeply 
la!ered composition resembling a purist sculpture more than a 
huildirig re1 c d b  ithell when I ieu ed together with the \+ hite 
c ubic ~ o l u m e  of the main lixing l e ~ e l .  l l o ~ i n g  around the 
building. tlie \+bite base. uhicli first appears to be a ~o1111ne. is 
perceil ed iirnult~r~eouslj as a plane, an impression ex died  by 
the change in hue from \+hit? to green. The confrontation and 
oscillation h e t ~  een s\mnletq arid a i ~  n l ~ n e t q .  floating and 
grounding. \olurne and plane. nioriochro~natic nhite and 
colored iurfacei. announced from exterior. act as the detrr~nin- 
ing charac teri4cb of the 01 era11 composition of the illa. 

Color reinforce* the -"prirriple of interpenetration of interior 
arid exterior <pace$" and the simultaneous perception of Loth. 
as described I ~ T  Sie$ried Giedion in his hook --Space. Time and 
1rcllitecture"." The color5 on r olumrs and planes. growing out 
of t l ~ e  ~ h i t e  rube. associate the structure mith its surroundings. 
-*The exterior i. alwa!s an interior.^""llis istatenlent b~ Le 
(:orl)usier releals that for him. the separation betueen interior 
and exterior 110 longer euiits: h e  understands the building as an 
eymcr contmue [continued space] where a flouing transition to 
the exterior occ ur?. fusing the interior and exterior conditions 
both spatial11 and l i a  color. This alloms us to understand the 
cuned  ~ a l l i  of the solarium. painted in its original ~ e r s i o n  
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i t  the oc 1 aiion oJ the. I onfc.rrnc.e Rnppor t~ dcll 'c~rclr~tctt~r~(~ to11 
lc a l t ~  f i p ( 1 t 7 1  c in Ronle 1 0  3 0  Le (h l l~us ie r  p n e  a pre.entd- 
tion on T h e  terttler~c irk ot rational architrc ture in relation to 
the collaboration of painting and iculpture". He itated: 

-"lrc hitec ture dcpend- on the plan and the section. The ~+liole 
p l a ~  is registered in thew tx\o ~naterial means - one horizontdl. 
the other ~ r r t i ca l -  to express the  1 olume and the space. [ . . . ] 
The p11! chrom! ih an equa11\ p + m f u l  means of architecture as 
the plan and tlie wction. Brtter than that: the pol!chroni!. an 
elemcnt elen of the plan and thr s~ct ion.""~ 

The importance of pol\clirorny in hi- drthitrcturc ol tlie T m t p  
\ou7 m u *  as an e-hentidl element of spatial definition is readil) 
apparent in thii plece. Spate and forni are no longer deter- 
mined soleh through the classic tools plan and section: the! are 
no\+ intcgratcd uith color as an equal means of spatial 
definition. Plan and section determine the three-dinlenbior~al 
frdnleuorh. uhereai color creates the findl expression of <pace. 

The -culptliral ~ o r l i s  Le Corbusier produced in close toopera- 
tiori \+ith the sculptor arid carpenter Josephe Salina also reflect 
thii ieniibilit~. Saxina built the sculptures bawd on the 
sbetthes oi Le Corbusier and then Le Corbusier painted the 
sculpture<. Thew releal color choice and application as the laqt 
step of the design proie.; as well as the significance of the 
proces of coloring as a last artistic act of form gixing. 

The technique of the puriit paintings h j  Le Corbusier- a 
superirnpo<ition of the contours of the repre-ented oblets tlpcs 
[tjr)e object<] a* a line drawing and the m a r n a p  de contour5 
[marriage of contour<] as a means of spatial illusion - is 
repeated in the design of the \ illa Saxole. The file points of 
architecture. of ~llic1-1 the plan lzbre is the most influential on 
spatial definition, are executed in the \ illa Saxoje in the purest 
form. The independence of each floor plan and of the huilding 
com~wnents, is expressed outside through a strong tripartite of 
the olerall \olunle of tlie building. The ramp and the .piral 
staircase are the o n l ~  elements. ~ h i c h  connect all three 
independent floor leleli. 

The prerequisite for the puriit sensihilit~ in built form i- the 
plan hbre and the iridependence created through the use of 
piloti-. Ramp. pilotis arid floor slabs form the f rame~ork.  
around \+liicli the qlac e c a11 he free11 de\ eloped. Comparable to 
the frame of a painting. iurperlded \+all planes define the space 
as independent rnernbranei. Through the horizontal uindo\+s. 
~1io.e size and form are independent of the  function of the 
spaces hehind. the interior space pulsates into the exterior 
space and rice xer-a. The superimpobed plans of the \ illa 
Sal o! e not onl! shou ho\+ architectural t onlpositiorl is related 

to his drawings. but also h o ~  the increased degree of 
c,o~nplexity at the end ot his purist phase is transferred to 
architecture through the rigorous ube oi'pilot~s and plan 11bre. 

W it11 one exception in the two pilotii in hlme S a ~ o ~ e ' s  
bedroom. ~ l h i c h  uere painted graj in the restoration, the 
follo\+iry tolor concept can be seen to emerge: Inrariahle 
spatial elements. sut h as pilotis. ramp. stair and ceiling planes 
are painted nhite. thus creating the background for an 
architectural pol~~hrom!. carefull! demarcating the function 
and sculptural expression ot each wall. Hence Le Corbusier's 
conmlent: .f,onipletely vhite the house \zould be a pot of 
creme . . . " Space defining planes become lines in the plan. 
recalling the ~ b j e t  t?pes of the purist paintings. Color. hitiall! 
used in painting to create the effect of a surreal spatial 
transpareric! no\\ hecoines the catalyst of the eylace contlnui. in 
architecture. Siegfried Giedion \\rites: 

".The floating tlansparenc! achieled in the uorlts of nlodern 
painter< find- it5 echo in Le Corbusier's o n n  paintingi. [ . . . ] 
He sees in it preference for floating transparent objects vfioie 
mais and outlinei flon into each other in a mnnLage de 
rorltours that lead* us from Le Corbusier's pictures to hi+ 
arcliiter ture.""" 

Intrrlocking. independent spatial xolumes of the \ illa Savo!e 
flou into each other in a marrzage de contour. and through 
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T l ~ r  int rrai1.d I c~rnplrxit~ of \patidl i t ~ ~ ) e r i l n ~ ~ j * i t i o t ~  position 
LIP( 0111ei t leal TI hen \+ r t o~~ ipa rc  tv o of Le ( or1,usier"i 
paintings. onr  from the 1)eginnin; of puri+~n and the sei ond 
fro111 the time ~ h r n  p u l i w  had rracllrd it\ peal, ~ + i t h  
conc u r r ~ n t l )  c reated arc.11itrc turc. L)e\ e l o p ~ e n t i  in L r  Lorhusi- 
er's artiitic work re\ eal t h e ~ n ~ e l ~ e ~  firit in hi* and 
then are later t~dnilerrrd into architerture. (mrnparison of 
painting\ a i d  drthitectnre expows hov he first de\eloj)ed 
spatid tranipalr1rlc\ i11 painting. 111 the caw of  the maison La 
Roche of 1924. yat ia l  tranipareru \, I an he percriled a i  a 
1d~ered co~~ipo i i t io~ i  of spaie*. ,'linte thc possibilities of 
lariation* e~nbeddrd in the plan lrhre are mis5irig. the spatial 
t on~plexitj per( e i ~  ed iri realit\ i- unreadable in plan. 

The purist pa int i~~gi  shov color applied flat& to the area5 of the  
line drawing created tlirough the teihriiques of superimposi- 
tion. Color create- n r ~  spatial relation* beturen the remaining 
shapes of the rel~re+ented objrtc tjpes. nou deprived of their 
ph,sicalit!. The rie\+lj created qpatial s\stem. no longer 
rrpresentq a raptured moment. instead it seeks to illustrate the 
representation of a presence rhanginp o\ er time. Thif aspect of 
time and motion IS transferred into the creation of space in the 
\ illa S a ~ o y e .  

In his painting*. LP Corbusier iupcriniposes objets h p e s  - 
t\ pical objec ts of dailj liling. Consequentlj. in art llitecture h e  
superinlposes spatial \ olumes. Interior spare and exterior space 
olerlap one another and interpenetrate to create a neu 
qtulptural uhole. Color is applied flat11 to the ualls. identifying 
each wall as a unit a(-cording to the purist principles. This 
'*floating traniparenct" beco~nes the determining factor of - 
spatial definition. 

The purist heart of the \ illa Sal ove (B here the master 
hedroom of Vine. S a ~ o y e  if understood as the interior 
a~chitectural climax of the \ illa) ~ 1 1 0 ~ s  1 1 0 ~  color dissohes the  
boundaries of the ~pat ia l  xolurnes into planes. Through 
"specific interaction\ of the tulorh" he  creates constantlj 
renelted spatial relations and que~tionc the presence of the  
space as a p r e d e t e r ~ ~ h e d  unit. The rectangle elast~que. created 
in pdintirig and defined b, Le Corhu4e1's friend the painter 
Fcrnand Leper. turns into the e p ~ r  conftnur of his architec- 
ture. 

In his booli Tbr5 unp archlt~tture Le Corhusier intluded 
numrrous photographs of cars. airplane* and ships. testibing to 
his iascinatioi~ nit11 niathirw of mo~ement  expanding the  
radius of spatial perception. We not on11 ohserxe him being 
ot cupied with a modern rxpresion of form. opposing the  
"bazaar of historical st>les^' of the academies and liis search for 
a "tjpe"". hut u e  also can see him searching for ne\+ posbibilities 

of movement through the urban and architectural space. In  
L'tkuwe con7plete Le (:orbusier states: 

"4ral) architecture teaches us iomething Ie?  \aluable. It is 
appreciated b) ~all i ing.  ~ i t h  the foot. hile uallung. vhile we 
rnoxe from plate to plate we experience the ordinances of 
architecture. This is a principle contrarj to Baroque architrc- 
turr. uliidl ic concei~ed on paper around a theoretical fix point. 
I prefer. what Irah architecture teaches us.*-3- 

In the maison La Roche/Jeaiineret he  introduced. at a l e q  
earlj plarrriing stage. the motile of the ramp as a "principle of 
decelerated spatial per~eption".~" The moLement through th r  
<pace is staged and tomposed along an architectural prome- 
nade. nhich demonstrate3 in a ~nasterl j  ma! the different tones 
arid 1 ariations of human r n o ~  enirnt. pro1 iding a nev means of 
pelt ei\ ing spat e. Before the \ iUa Saxoye cornmission onl! a 
fev buildings offered the possibilit\ ti) integrate the ramp into 
the arthitectural concept. The second design for the \illa 
Afejer in Paris. a rion-realized project b j  Le Corbusier. + h o ~ s  
man\ parallel* \+it11 the spatial disposition of the \ illa S a l o ~ e  
arid can be named a precursor of the latter. For the second time 
after maison La Rothe he tried to introduce the ramp a i  an 
additional element of nmlement. Lnlilte the later de+i for the 
\ illa Sa\ove. the ramp. squeezed in a corner. doesn't ,et pla? an 
inlportant role spatiall!. 
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Ti it11 the de+ for the \ illa '%I o \e  the ramp ernrrged again 
and l)e( amr t l ~ r  dornlnant architec tlnal elrnient t r o u ~  the \er\  
heginni~~g of de - ip .  I-Iii 1)ooli P T ( Y I ~ ~ o ~ ~ \ " '  inc lucies a sl,rtc 11 
that *1io\\* a ( a r  U - t d  as a 1\1111)01 {or the neu and fast 
mmernent of the n~odern llrlriiari 1)einp of the machiue age. 
next to a ramp, \\hi( 11 i- &t( lied in a to exaggerate its 51011 
i~iclination. leatling from thr grouritl to thy \c)lunie of hahzta- 
tlon. In addition a bpiral 6 r  direc tlt connects cal r and 
solar7urn. \ secl horimntal and ertic a1 mo\ enlent and fast and 
slou I I ~ O I  ernrnt &get1 next to one anothel. The ramp be( om(- 
a p a r a d i p  for the nlo\en~erit of the human bod! and a " . . . 
procession tllrougli the .pace. vide see the plan of the 
architecture unfold". The +pa( r of the ramp. whic.11 hec ome. 
the b a c l J m ~ e  of the ( ompodion. is positioned s!nimetricall! 
on a middle axis and di~ides  the building into exterior and 
interior qpac es. di a strongl! controlled path. the ramp heconies 
the main director of spatial percrption. 

The rampi spatial \olurne ip painted o n l ~  in ithite (uall. and 
c pilings) and 1)lat 1% (floor and sub&\ ision of the ~ i n d o v  plane). 
i i e ~ s  from tlie rarnp include colored nalls seen tllrough 

arious openings and cutouts. 

The pul!c.hrome final chord of this slinphonle archrtrcturale 
\\as created through the rosc and light blue planes of the 
lolume of the solarium. an open space to the slq. neither 
interior nor exterior space. neither ~ .o lume  nor plane, in ~ h i c h  
the rarnp is directed to end in a small \\indo\\. opening the \iew 
hacl. into the landscape. ilong the ramp the spec-tator ~ i e w s  the 
constantl! cl~anging poljchrom! fro111 a distance. 

The disposition oi the ramp in the center hecoines a fixed 
reference in a system of interpenetrating spaces. \&hose spatial 
T olumes seem to ~ ih ra te  tlirough the implementation of color. 
The ramp beconles an orientation &\ice in a constantl~ 
changing spatial s!steni and the counterpoint of the pollchro- 
mze archltecturale. Together uith the uhite frame of the 
surrounding fayadel@the spate of the ramp i, the necessarq 
constant factor to counteract the spatial dissolution through 
color. 

'- . . . It (ar~hitectural poljrl~romie) calls special attention to 
designated ~ o l u m e s  or. on the contrarj causes their spatial 
dissolution. Interior spaces of a building should be ~ h i t e .  But to 
experience the nhite. a pol!chrom! has to confront nith the 
white.'-41 

L e a i n g  the ramp. we d i ~ e  into the multicolored spaces of the 
corps d'habztatlon: prex i o u 4  onl! glimpes u ere a~ai lahle  
t h ~ o u g h  the large ~ i n d o u  of the main li\in,o room. it11 the 
exception of the tuned vall* of the roof. T\ hich Mere lihel! to 
haxe heen painted as a (ontinuation of the jardm suspendu 
alternating in light rose and light blue. inside poljchrom! mai 
restricted onlt to the interior and exterior spaces of the corps 
d'habltatlon. 

As expressed in his article -'Pol\chromie architecturale". color 
modifies the spates. classifie- objects and determines the 
ambiance of tlie space. Each space. both interior and exterior. 
become a part of the t hole. therefore the! can onl, be 
understood in this context. i s  Siegfried Giedion states "It i~ 
impossible to comprehend the Sal o j e  house b j  a 1 iev from a 
single point: quite literall!. it is a construction in space-time.".'- 
Each change of point of kieu ii connected mith a neu spatial 
perception and 0111) b~ mining through the space can \\e 
experience tlie principle of sinlultaneous perception transferrrd 
from purist and cubist painting into the built spate of 
architecture. 

The purist pol~chromle arclu/ecturale can he wen as the 
pol!chromatic counterpart to the concept oi spatial tra~hparerl- 
c!. deleloped in painting and transferred into architecture. Its 
inceptior~ in prior project\ dud later integration uith the 
dexeloping concept of the epee cont~nue finds it-. climax in 
the construction of the \ illa Sa\o!e. The arcliitectural prome- 
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"I \+ant a poem mad? of iolitl uord- \\it11 defined mraninga and 
t lrar  syntax." (47) itatrd Le Lo~lmsier i n  ~ e f e r e i i c ~  to hi. 
architecture. The  poll tlzronrrc arch~t~clurc~le tlrx elopril tlirough 
a wries of built project.. uhich tuined. ~ i t h  the athent of the  
color he\hcmrds. into a .;tandadzed tool to t leaip the mathine 
cr h c l h ~ t e ~ .  45 a mariife~tation of t lG  idrolog. the 1 illa Sa\o!e 
and its yo l~chrom~c ,  u r c l n f e ~ t u ~ n l e  exist. a <  "iolid \lord<" in the 
t reation of the  potme (1 hrchl t~c tu~c . .  

NOTES 

I Le Cl~rhus ier  anti I'irrrr .I(:ar~ncret. T ) u  cn c*t I'Ar~,lritr~ ~urc!". L:4rchitrc/urc 
lFir.ante 1 serie. (I'ari-: Editii~ne I l be r t  \Iorm&i 

3 - 
&I: Arthur Riiegg. ell.. 1.e Curbusicr - Pull (hromnie archirecturule. Lr Corhusi- 

PT'E ColorKeybounis i f1931 ccnd 1'250, ilhnrl: Hoston: Rrrlirr: Birkhaurer. 
1407) 

6 .. Or1 pcut. hibrarchiqrrerncnt. d6terrnir1er laa : ~ m d c  pn l rn r .  form& dcs ocres 

pune?. rouge-.. des terrcc. de blarlc. tfu noir. d r ~  hleu outrrmrr. et. hien 
enterrdu. certairis de leu[> deri\ei  par rnhlanpe : wtte gminrr i.31 une gamnw 
h r l c .  stable. donr~ant  dr I'l~nitc. t c r ~ a r ~ t  Ir pla~r de la toile. car r.rs touleurs ce 
tiennpnt mutucl l rn~ent  mtrt: cllcs. Ce zont rlon~, I I ? S  C I I U ~ ~ U ~ S  cbsntiellemrnt 
ronstnlcti \es : ce sont cclllr qu'ont rn~plo!t:rs toutrc lcs grar~de. Cpoques : c r  
sont celles dont Jo i t  sr r n i r  velui qlri \cut pcindrr en \olurnr. puisqu'il 
rrnploie d r s  Clkmrntb 1 .u lor6~ statiques." 1n1cdi.r. Ozerlfar~t and Charles- 
Etlouard Jeannerrt .  "LC l'urismc." L'Espr~t \our.wu 1 11921): 382 

' '..\rchitectural pol!chrorn! -Stud! made b! a n  arrhitrct (who i =  h! thc  \+a! 
also in\olvcd in t h t  ad\rntur~c> of ~contrmporan painting" F1,C 111-1895. f in  
tiate. Ruegg tlatea t h r  text I931 (?). The  tr\ t  h o u r w r  %as n c \ r r  published b! 
Le Cnrbusier. Trailscript p i~bl ishrd  in French. Erlglish and (;erriiari irl l r t h u r  
Kiirgp. ed.. 1.e Corbt~sirr - l'ol\.chrurn~c~ tr~hirccturule, 1.1. Corbusieri Color- 
k<.?-boards ?f I 931  trntl 1950. (Babel: L111ston: Ilrrlin: Birkh&u.sr. 1 9 V  

"r Corhusier stated in his iEuvre Complctr. $01.  1 .  p.60. that h r r r  at  the  
nlaisor~ La Roche he  trird for the xrr! firri time his rie\\l! drxeloped 
pul\c-hromie cerchitrctunilr,. H n u r \ e r  Riiegg mentions t h t .  thr r r  is rxidence 
I I ~ '  earlier pol!chr~~rnati- treatment ol' t h  intrrior space. at the atelier 
Ozcnfant and the  rr~aiior~ i \aucrrssim. 

' LP Corhusier. Ibrs  uni, architecture. (Par is  Etlition. C rk .  1 E 3 )  

"'(Jtd. in Tirn Kentun. '.\ill8 Sa\o!r and thy \rchitrcts.  Practiw". The L e  
Corbusicr Archa;e. I 01. 7 1 d l r ~  Sar:o?.e rind 0 t h ~  Buildings. 102(1- 19.70. iNeu 
l u r k .  London: Garland I'uhlishing. 1911~1) \ I \  

" For rrlore information or1 the restoration irt, Krunll ( : ha~~ t f ' ~v -k \ a r t .  .'Die 
Sanierrmg der  Villa ia\t~!t:". H~euwell 4% i l  W;): 231111 - 2383. The architect 
Larlrencr Kaz! from >rptrmher lY9h thrl~ugh Rla! 1 9 K  executed the  
restl~raiion uorli. Prqject rnanagrrnerlt: Krurmo C h a u H ' ~ ~ r t - ~ \ d r ~  4rchitecte 
urbanist? en chef de 1'l:tat bci Serlicr L)cparternrntal de I'.lrchitc~.turr: ct du 
t'atrirnoir~e iri \ ersaillei. 

12 >ee Jaques Shriglio. I,? i .orhu~irr.  La I J l n  Sovo,r. I tw  1'illu 5 o 1 . o ~ ~ .  Pan) .  
(Dasel. Boston. Ucdirr: I'ondation Lr Corhurirr. Dirkhauser. I9W) 94 

"\T<lter d a n ~ : ~ ~ ~ , .  whirh >I(  l r ~ ~ r ~ l i n g  111 ' l ' i~r~ I h t o n  might h a \ c  left tht, I I I I I JS~  
~ 'pcr~nai~t , r~ t l !  ~ i n i ~ ~ h a h ~ h l t ,  t~elur~: t h ~ ,  spring ot 1901 " 1.reatt.d tJw nr~t~ersit! 
lor repaintiri; ~ ~ I ' h o l r ~ e  ir~lcrior aurfa, es. \ letter dated 1larr.h 31. 193 I diwin't 
S ~ I I U  L I I I  in1.rva.t~ ~ I I  th,, 11r1;il a n ~ o ~ ~ n t  for thc paint uorl,. ( t ' K  111-12-125: 
Ixttcr f r nn~  L,P Corhuc~i~r to R ~ I I I ( ,  S;I\II!C. in whi~-h  l ,r  I~h rbus i r r  negoti;~trd 
arl a ~ l \ ~ n w  pci!nlrrlt ol 3(111!1iI frs. for ( ~ I ~ I I  arltl ir~forrnrd Rlmr Sa\o!r almui 

"'I:I.l: HI-12-144 '.l'our moi. j'attnche unr  grosse importani.~: i I C .  quc la 
rriaquettr wit  ~+frc tuc  d ' ~ p r e i  1.r quc sera la \ills ter1nini.e. e t  riorl pas d'apres 
lei plans. - ,Alw. con1p;crr. Hitchcocli's arrd Johnsorl' s dwcription of thc \-illa 
Sa\o!e in t h r ~ r  110i1k 7hr. ln/rrntetioreul Srjle: .4rrhit~cture smce 1922 ( N ~ M  
l ork: Xortor~ ti ( i ~ i r ~ l ~ a n !  19321 119: "Thr \\ hite second stor!. appcars 
u~ight less  ou it* round post*. Its ~I.\t%re i!rnrnrtr! is a foil to the hrll l i~nt 
at~~tl! in alwtr'lct fornl. nnrestriciril h! strr~cture. of' the  hlue and row  
\zindshrlter ahnc . "  

2 0 ' . ( ; r ~  pdrlie> s11prrirurr:b ~11111 d r  ~ o u l e u r s  t r k  clairei: hleu. robe e l  jaunt,. Le 
rw-di-chau;s+c . . . peirlt \c r t  torlci.. soulignr +nergiqurnmer~t I'impression d r  
1L:gcreti:. qur  fait I'ttagr I art+ sur scs colonncs mirlces. " . h d  furtherrrtorc he 
wrote ronl r rn i ry  the houtloir: '.Dam la partir Sud d r  ce jardin intcrieur. m e  
petite rhamhre h l e u ~ ~  wrt dc  pavilion d r  jardin. I Julius I'oscner. "La maihnn 
Saro!r i Poiss!". L.:4rchi/cctuw d ',4u;ourd'hui 2. Dec. (19.30): 20-21 

,, -- U ~ ~ x a n t i r r  \\at(. ..rantas! on  thr Roofs ol' Paris". The .;lrchitrcturul Rrr ieu .  
.A1~ril (1 93b) :  155-159 

"FIL HI-l::-142 CFlio'. Rlbrnoirc. \. 1930. N. &Enregist. :I33 

" FLC. HI-12-78. Cclio-. RIPnroire. N. 1030. Y. dTr~repi r t .  832  

'" FLC. 111 -l2-&3. 1 , ~ t t r r  Irom 1,r Corhuaier to RImr Salo!e. Jarluar! 24. 1031 

'. Letter tiatcd ,Jan. 10. 10.311 to 21. Baizeau. puhlibhed in Jaques Shriglio. Le 
C o r h i ~ r .  l,u I i l l t~ SUI.OW. The> Villu SUZ'O?('. Puns. (Hasel. Koston. Berlin: 
Fondatinn 1.r Curbosier. Birkl~duscr. 1099) 98-99 

-" ['LC 111-12 121. dated \la! 27. 1930 
LU r Tim Bcnton.  il ill;^ ba\o!r and t h r  -4rchitcrts' Practice". The Lc  Corhusirr 

A r c h i i ~ .  l 01. 7. l illa S u t ~ o w  and Olhrr Hr~ililiry5. 1929-1 930. ( N m  l (irk. 
I,ondon: Garland l'uhlishing. 108.111) 7\111 

'" 1.c Corbuhier r t  I'icrre .li.anneret. C?urrrJ comnpl&e. rd. &ill> Roesinger \ol .  1 
10 10-1 929. 13th cd. I I90 1: Zurich: kternis.  Edition Girsherger. 1YY.5) 6 0  

" h i d  Footnote 0 
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