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Translated from the German by
Margaret Sobiesky

Stanislaus von Moos is Professor of Ar-
chitecture at the Universitit Ziirich and
author of Le Corbusier: Elements of a
Synthesis published by the MIT Press.

1 (frontispiece). Adolf Loos,
advertisement for Goldmann &
Salatsch in the journal Das
Andere, 1903

Stanislaus von Moos
Le Corbusier and Loos

1. In 1925, the year of the international decorative arts
exhibition in Paris, Le Corbusier published his L’Art dé-
coratif d’aujourd’hui, a book still referred to by Reyner
Banham in 1960 as “a polemical work of only local inter-
est” and which, symptomatically enough, was never trans-
lated into a foreign language.!

The thesis of the work (which was also documented in the
exhibition’s Pavillon de L’Esprit Nouveau) should be rec-
ognizable to anyone even a little familiar with Adolf Loos’s
work: applied art, or the artistic development of everyday
objects, is an anachronism. And, further, anonymous,
crafted, or industrially finished mass-produced products for
daily use are replacing the traditional “arts décoratifs.”

Le Corbusier presents the book as an exemplary selection
of things “free from decoration,” as an “apology for what is
simply banal, indifferent, or void of artistic intention.”
The whole work is an invitation for the eyes and intellect
to “take pleasure in the company of such things and per-
haps to rebel against the flourish, the stain, the distracting
din of colours and ornaments”; “to dismiss a whole mass of
artefacts, some of which are not without merit(;] to pass
over an activity that has sometimes been disinterested,
sometimes idealistic.” (Here Le Corbusier is probably refer-
ring to the work of his own forerunners, such as Ruskin,
Galle, Prouve, Riemerschmid, Guimard, and Behrens.)
The book is further an appeal to “disdain the work of so
many schools, so many masters, so many pupils, and to
think thus of them: ‘they are as disagreeable as
mosquitoes.’ 2
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The illustrations in the chapter from which those phrases
come give an overview of what Le Corbusier proposes as a
substitute for the applied arts, in the sense of material
economy and functionally developed modern business cul-
ture: an American skyscraper, which in an emblematic way
introduces the chapter; cars turbines, and an office ceiling
lamp from a bank identified as the First National Com-
pany in Detroit; various cigarette cases, folders, bags, and
leather accessories; a dentist’s laboratory and office space in
the City-National Bank in Tuscaloosa; men’s shoes and
spats, pipes and straw hats; file cabinets and chairs; carafes
and glasses (which in 1921 began appearing in the still-life
paintings of Le Corbusier and Amédée Ozenfant); and fi-
nally an “Innovation” travel trunk, a bird cage, and a
cabin from a luxury liner.

The individual chapters of L’Art décoratif d’aujourd’hui
were published as articles in the magazine L'Esprit Nou-
veau, the “revue internationale de 'activité contempo-
raine” that Le Corbusier, Ozenfant, and Paul Dermée
founded in 1920. It is interesting that the examples Le
Corbusier uses to illustrate his text are also products found
in the advertisement section of the magazine. In other
words, the products that document the architect’s story
come for the most part from material circulated by the
manufacturers with whom the magazine had advertising
contracts. Le Corbusier — who, among those on the edi-
torial board, was the one busy with the preparation and
closing of advertising contracts®* — tried to design these ad-
vertisements himself in order to even more precisely tune
and relate the journalistic and advertising techniques for
marketing a new life-style. So, for example, he published
an entire series of advertisements for the travel trunk pro-
duced by the Innovation firm, in which each advertise-
ment was introduced with a signed statement by the
architect about the role of types and standards in modern
industry. After its appearance in L’Esprit Nouveau, the In-
novation series was published as an advertising brochure in
a run of three thousand copies.*

Briefly said, as a whole L’Esprit Nouveau can be viewed as
an attempt by the industrial elite of France to understand
the logic of their own industrial activity and to raise an
awareness that “artistic design” is not needed for its prod-
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ucts. In his article “Pédagogie,” which was published at the
end of 1923 and which must be seen as a criticism of the
Bauhaus (the Bauhaus week was just over in Weimar), Le
Corbusier explains how to interpret this design theory. (I
won’t go into the political implications of this ideology for
the artistic avant-garde or for industry.) He develops a kind
of Darwinian law for commercial and industrial image-
types: he outlines the development of types (“standards”) in
the world of everyday objects as a process affected by the
competition of private initiative in a way analogous to nat-
ural selection, where the strongest species survive. Then he
describes what he considers as the “nature” of commercial
and industrial products:

The good product within industry is developed by the worker,
through successive stages, through additions from acquired
knowledge . . . and through fruitful experience. . . . The good
product comes from this base, from which quality elements are
brought to the top. Seen in this way, it is an illusion that the
basis for a feeling for quality can come from and be absorbed
from above, the good product, that is the “standard-type.” The
“standard-type” is the perfectly made product. . . . The “standard-
type” is a result.’

In other words, and now I quote from Loos on the same
problem, the necessity of artistic design in everyday ob-
jects, “Revolutions always come from below. And this ‘be-
low’ is the workshop.”6

The thrust of Le Corbusier’s argument is clear. “Form-
kurse” as taught in the Bauhaus, or, more generally, the
building up of an ideal form-grammar applicable to all
utility objects, goes in the wrong direction. The logic, the
form of a utensil is not something that can be applied from
the outside, but something, according to Le Corbusier,
that develops from the necessity of an evolution, from the
nature of the problem and the production process. I cite
here the example of a corner reinforcement for a travel
trunk in one of Le Corbusier’s ads for the Innovation firm.
Combpare it to the “extendable electrical wall lamp” from
K. J. Jucker (1923), which is an example of an “industrial
design” whereby, in light of Le Corbusier’s criticism of
Bauhaus teaching methods, the form is not a result of an
industrial revolution but rather of an a priori aesthetic
decision.
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LERPRIY NOUVEAL

2. Loos, sketch of a project

for the church commemorating
Kaiser Franz Joseph's jubilee
and of a trunk, 1899

[

3. Le Corbusier, Innovation
advertisement in L’Esprit
Nouveau

LERPREYT AOUVEAL

4. Le Corbusier, Innovation
advertisement in L’Esprit
Nouveau

5. K. J. Jucker, extendable elec-
tric wall lamp, an apprentice
project at the Bauhaus, 1923
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In the terminology of dadaism, the corner reinforcement
could be described as an industrial “ready-made,” and in
fact Le Corbusier’s businesslike culture consisted in those
years of these kinds of “ready-mades.” For confirmation, it
is enough to recall the interior of the Pavillon de L'Esprit
Nouveau. The furnishings are to a large degree composed
of anonymous manufactured products, for example, from
manufacturers chosen by the architect from an assortment
of firms like Innovation or Roneo — firms well known to
the reader of L’Esprit Nouveau from the advertisements.”
In this context the bentwood chairs from the traditional
Thonet series are significant. Loos himself, as was clear
since the Museum Café (1899), also swore by bentwood
chairs; he even concluded once that he and Le Corbusier
had the same taste, although he could not resist adding
that Le Corbusier unfortunately chose the wrong Thonet
model for his “Intérieurs.”® (He might have been right, be-
cause the chair in the right foreground of the well-known

6. Le Corbusier and Pierre

Jeanneret, Pavillon de I’Esprit ) - !
Nouveau at the decorative arts interior photograph is probably the most uncomfortable

exhibition in Paris, 1925 product from the whole Thonet series.)

There is no mention of an attempt to subject architecture,
wall decoration, and interior design to a unifying formal
concept — such as in Gerrit Rietveld’s Schroeder house
from the same period. Basically, with his prototypical
dwelling Le Corbusier must have had in mind something
quite similar to Loos, who was obsessed with the bourgeois
house from the era around 1800 (the advertisements of
Goldmann & Salatsch in Das Andere can serve as illustra-
tions):

In those days one decorated his home the way one outfits himself
today. We buy our shoes from the shoemaker, coat, pants, and
waistcoat from the tailor, collars and cuffs from the shirtmaker,
hats from the hatter, and walking stick from the turner. None of
them knows any of the others, and yet everything matches quite
nicely.®

The arguments in L'Art décoratif d’aujourd hui tie them-
selves back to Loos point for point. To find all the analo-
gies would be a meaningless Sisyphian exercise. One can
just pick a starting point, for example, Le Corbusier’s ad-
miration for English men’s tailoring and for the functional
aesthetic of the American big city and working world. !
Loos’s exclamation from 1898, “The English, the engi-
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7. Page layout from L’Esprit
Nouveau

neers are our Greeks,”!! could have served as a motto for
Vers une architecture. Le Corbusier’s interest in leather-
ware, boxes, and undecorated but costly cigarette cases —
a category of luxury consumer items — matches the focus
of Loos’s admiration at the Austrian pavilion at the world’s
fair in Chicago.!? What the Bauhaus was for Le Corbusier,
the Vienna Werkstitte was for Loos: a well-intentioned but
mistaken effort to bring “art” into industry.!?

Or one can compare the typography of the first issue of
Loos’s Das Andere (1903) with that of L’Esprit Nouveau.
In both the whole is conventional, the graphic axis is sym-
metrical, and the typeface is Times Roman. In both the
product is presented as a distillation of the centuries-old
experience of printing books, as opposed to the artistic
composition of the Ver Sacrum on the one hand and the
Bauhausbiicher on the other.*

von Moos

TAFELBILD,
ARCHITEKTUR UND
wGESAMTKUNSTWERK"

8. Page layout from the
Bauhausbdcher

Finally, there is, perhaps an isolated case in the history of
the classical moderns, the business pragmatism with which
L’Esprit Nouveau coordinated an idealistic cultural form
with commercial advertising. What the cultural infantry of
the “new spirit” in the Voisin or Delage automobile or in
the built-in furniture from Innovation or Roneo was for
the Parisian avant-garde magazine, so the men’s suits from
Goldmann & Salatsch or the golf equipment from the
sport and game warehouse Wilhelm Pohl were for the Vi-
ennese Das Andere. In the first issue of Das Andere, Loos
marked the following “for attention”: “The firms that are
praised in this magazine have paid nothing and do not
have to pay anything.” One will look in vain in L’Esprit
Nouveau for the self-irony that inspired Loos to urge, “To
prevent abuse, everyone is asked to seize those with de-
mands for money or favors and turn them over to the
authorities.”’® No reader will have missed how the adver-

29

This content downloaded from 62.122.78.77 on Sun, 22 Jun 2014 02:34:03 AM
All use subject to JISTOR Terms and Conditions



http://www.jstor.org/page/info/about/policies/terms.jsp

tisements in Loos’s magazine coincide with his crusade to
raise tastes.

2. Keeping in mind the similarities between the interests
of Loos and Das Andere, on one side, and Le Corbusier
and L’Esprit Nouveau, on the other, it seems logical to
conclude that Loos delivered the ammunition for the
slightly younger man’s cultural-political crusade. Presum-
ably he himself saw it this way when he remarked that
what little was good about Le Corbusier was stolen from
Adolf Loos.!6 This judgment is not completely without
foundation. Indeed, when Loos’s article “Ornament et
crime” was published in L’Esprit Nouveau, it was accom-
panied by an editorial foreword acknowledging Loos as a
“predecessor”:

A. Loos is one of the predecessors of the new spirit. Around
1900, when the enthusiasm for Jugendstil was high, in the time
of excessive decor, the tumultuous invasion of art in each area of
life, Loos began . . . his crusade against the redundancy of these
tendencies.

As one of the first to have foreseen the importance of industry
and the significance of this for aesthetics, he began with procla-
mations of certain truths which still seem to us today as revolu-
tionary or as a paradox.'?

Hardly ten years after this editorial chapeau, Le Corbusier
sets forth the “Loos case” still more succinctly: “Loos swept
under our feet, it was a Homeric cleaning up — precise,
philosophical, and logical. Through this Loos has influ-
enced our architectural fate.”!8

assemblage 4

9. Charles-Edouard Jeanneret,
Villa Fallet, La Chaux-de-Fonds,
1905-6

How can Le Corbusier’s enthusiasm for the ideas of the
Viennese architect be explained? Apparently he recognized
in Loos a kindred spirit. But one must not be led astray by
the introduction in L’Esprit Nouveau. To attribute to this
“influence” Le Corbusier’s personal conflict with the arts-
and-crafts reform of Jugendstil and the Vienna Werkstitte
would be to neglect his own design development. The
conflict probably developed without the influence of Loos.

In November 1908, twelve years before the establishment
of L’Esprit Nouveau and nine years before his final move
to Paris, Charles-Edouard Jeanneret wrote a letter from
Paris to his teacher Charles L’Eplattenier in La Chaux-de-
Fonds. He announced, “Today the childish dreams are fin-
ished, these dreams of quick success, such as one or two
German Schools have reached: Vienna, Darmstadt.” One
has to know precisely what role Darmstadt, and that means
Joseph Olbrich, played in the instruction at the art acad-
emy in La Chaux-de-Fonds to guess the importance of this
break, which was at this point expressed only in words.
(And one must know that Olbrich was the personification
of precisely the artistic reform Loos was questioning so rad-
ically.) Jeanneret’s first work as an architect — one thinks
of the Villa Fallet in La Chaux-de-Fonds — stands com-
pletely in the spell of the Ruskinian tradition. And in
1908-10 his friends from the “cours supérieur de décora-
tion” at the art academy, under the supervision of L’Eplat-
tenier, made decorations for the city crematorium that
directly connected with the Ernst-Ludwig house on the
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Mathildenhohe in Darmstadt. From the perspective of
Paris Jeanneret found all this unbearable:

This is too easy, and I want to struggle with the truth myself. . . .
In my opinion, I say: all this small success is starting too early;
the collapse stands before the door. One does not build on sand. !

It is true that for this purpose Jeanneret had spent the win-
ter of 1907-8 in Vienna with his friend Léon Perrin. But
there is, however surprising it may seem, not a single indi-
cation that he knew the name Loos at the time, not even
from hearsay.2% Only in 1913 did Jeanneret first seem to
notice the author of “Ornament and Crime.”

The first traces of Loos can be found in the article “Le
Renouveau dans l'architecture” in the Revue mensuelle de
Poeuyre, the organ of the western Swiss section of the
Swiss Werkbund, published in Lausanne.? The following
passage speaks for itself: “Did we become barbarians again,
after twenty centuries of culture? Have we involved our-
selves again in the manic habit of tattooing?” At the end,
Jeanneret quotes the following passage, but without nam-
ing the source:

May I take you to the shores of a mountain lake? The sky is blue,
the water is green, and everything is at peace. The mountains
and the clouds are reflected in the lake, as are the houses, farms
and chapels. They stand there as if they had never been built by
human hands. They look as if they have come from God’s own
workshop, just like the mountains and the trees, the clouds and
the blue sky. And everything radiates beauty and quiet. . . .22

Why this copious quotation from Loos? Here Loos devel-
ops a theme that Jeanneret knew from Alexandre Cingria-
Vaneyre’s book Les Entretiens de la Villa du Rouet (1908).
Key examples should be enough to show the similarities.
In Cingria’s sensitive book, structured as a dialogue, is a
plea for the cultural autonomy of the French-speaking
western part of Switzerland. The book postulates the Medi-
terranean character of the “Romandie” and demands a “de-
Germanizing”: “Our classical spirit, in fact, cannot evolve
other than in a Greco-Latin formula.”? It is certainly no
incidental detail that Jeanneret concentrated on the writ-
ings of this western Swiss postiljon while in Neu-Babels-

von Moos

10. Charles-Edouard Jeanneret,
Villa Favre-Jacot, Le Locle,
1912, sketch

berg, working in Peter Behrens’s office. Indeed Behrens,
paradoxically enough, provides the decisive condition for
Jeanneret’s later architectural efforts to “de-Germanize”
his Juraish fatherland and bring it back to a “formule
gréco-latine.”?*

The Cingria book also contains the following passage:

The mountain calls to her sides regular and calm architectures,
which rest there from the interior disorders at her bases. And that
is why the Alpine valleys should become decorated with long col-
onnades, tranquil and forceful peaks, bas-reliefs contoured in the
rock, with a geometric and grandiose calculation.?

Jeanneret’s villas for factory owners in the Jura — such as
the Villa Favre-Jacot in Le Locle (1913-14) — reflect this
program in all its details. With this background it seems
almost inevitable that Jeanneret became interested in
Loos’s writings on the Alpine building culture. Probably it
escaped him therefore that Loos had in mind something
very different from the classicism of Behrens that the
young Swiss practiced at the time.

Yet, on a closer look, Loos steered himself against precisely
the Werkbund reforms Jeanneret would so gladly embrace.
There is more to the passage from Loos’s “Architektur”
than Jeanneret quoted: :

What is the discord, that like an unnecessary scream shatters the
quiet? Right at the centre of the farmers’ houses, which were not .
built by them, but by God, stands a villa. Is it the product of a
good or of a bad architect? I do not know. All I know is that
beauty, peace and quiet have been dispelled.?

Jeanneret’s furniture and interior designs of 1912-14 docu-
ment in an important way his aversion to Jugendstil and
the Secession, an aversion that is once again of German
influence. The key here is not Loos but Paul Mebes,
whose picture book Um 1800 (1908) led a whole genera-
tion of designers out of the dead-end of Jugendstil. Jean-
neret’s designs are, in any case, directly connected to the
style of Louis XVI and the Directoire, in that he made
pure copies of old furniture or attempted to style their clas-
sical forms with a sense of the highest sobriety. Arthur
Riiegg rightly makes a comparison between the collabora-
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tion of the Jurassian with the furniture maker Egger and
the relationship between Adolf Loos and his proverbial fur-
niture maker Veillich.2” One example is a sketch of the
bedroom of Villa Schwob in La Chaux-de-Fonds (1916),
which calls to mind the dining room of Loos’s Strasser
11. Charles-Edouard Jeanneret, house (1918-19). I do not want to assert that Jeanneret
;’:LZSSC:';‘;%""S";: dChfa“xt')dZ' held at this time the same ideas about house interiors as

' ! y Tor bedroom Loos; Loos, in fact, would probably have distrusted Jean-
neret’s furniture of this period, variations on Biedermeier
or Directoire pieces, as a “fallback to old-style pastiche.”?
What I would like to show with this comparison is that
before the First World War both Jeanneret and Loos had
distanced themselves from the Jugendstil interiors, and
in this lies one of the conditions for the surprising con-
vergence of their ideas that surfaced later in L’Esprit
Nouveau.

3. Few quotations from Loos about Le Corbusier are
known. The following anecdote recorded by Alfred Roth is
thereby all the more illustrative. “Tell me something
young man,” Loos asked the young Swiss worker from Le
Corbusier’s atelier during a conversation that Henry Kulka
had arranged in Loos’s last year in Paris, “what does Le
Corbusier make his doors from these days?” Roth an-
swered, “From three-ply plywood, of course.” Loos re-
acted, “That is indeed an enormous improvement. . . . A
few years ago he still demanded in his articles and books
that henceforth doors had to be made from iron and tin,
12. Adolf Loos, Strasser house, and as a series in the factory.”?® Loos obviously is referring
Vienna, 1918-19, dining room to the Roneo doors, which like the Innovation trunks were
featured in a series of advertisements in L’Esprit Nouveau.*

This anecdote touches precisely on the point where Le
Corbusier goes further than Loos. For Loos, the mason
who learned Latin, Le Corbusier’s “appel aux industriels,”
tries to put industrial methods into the construction pro-
cess, which is in itself the giving up of architecture. The
idea of dividing the living and sleeping rooms according to
the guidelines of the International Sleeping Car Company
and of furnishing these with office furniture must have
seemed to Loos just as absurd as doors fabricated from
metal, as indeed they were in the Villa La Roche (1922)
— despite Roth’s surprised response that his boss naturally
used triple-ply plywood doors. (Loos very likely had forgot-
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LEAPRIT NOEVRAL 13. Le Corbusier, Roneo adver-
tisement in L’Esprit Nouveau
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ten that his earlier Viennese office possessed a brilliant red
metal door; this detail was still striking enough to inspire
the architect Gustav Schleicher, who visited him there in
1912, to the following reference to an “esprit nouveau
avant la lettre”: “That was for me the new spirit.”)3!

Varei la nouvells ,,,,.lu i ¢ P"N Q

“Is it not the very foundation itself of contemporary archi-
tecture,” Le Corbusier exclaimed in connection with his
proposed application of industrial methods and materials in
building. He added, “Transfer into the infinitely bigger do- 15. Adolf Loos, Moller house,
main of architecture the experiences of Innovation and Vienna, 1928, facade

other producers following ‘le meme but.’”32 The differ-
ences between, for example, the Moller house in Vienna
by Loos (1928) and the Maison Planeix in Paris by Le
Corbusier and Pierre Jeanneret (1927) are immediately
clear, and they evidently have something to do with the
industrial methods that Le Corbusier wished to introduce
in the building — in other words, with the architectonic
images of industrial manufacturing. These images — the
machine-fabricated glass fagade of the ground floor, the
very thin supports, the strip window — were unthinkable
for Loos. Only one component of the modern reinforced-
concrete construction finds its way into Loos’s vocabulary,
and it appeared in 1910 in the Sche house: the flat roof.

These two fagades make a particularly clear case for the
differences between the architects because they are analo-
gously composed. In both there is a clear accentuation of
the middle axis (which pertains only to the entrance of the
Loos house), and in both the central axis has a cantilev-
ered section with a sort of loggia directly overhead. In the

16. Le Corbusier and Pierre

to v Jeanneret, Maison Planeix,
Moller house the loggia is only suggested, in contrast to Paris, 1927, facade

33

This content downloaded from 62.122.78.77 on Sun, 22 Jun 2014 02:34:03 AM
All use subject to JSTOR Terms and Conditions



http://www.jstor.org/page/info/about/policies/terms.jsp

17. Adolf Loos, Tzara house,
Paris, 1926-27, fagade

/

18. Le Corbusier and Pierre
Jeanneret, Villa Stein, Garches,
1927, fagade study

assemblage 4

the house of Tristan Tzara (1926-27), in all respects the
most grandiose house by Loos. The front fagade of the
Villa Stein in Garches, with its noticeable Benedictine log-
gia, should also be included in the comparison.

If asked what binds both architects within the international
scene of the New Building around 1925 and what separates
them, I would say that the common factor is their “classi-
cism,” or, less superficially, the rational discipline in the
maintenance of architectonic form. [ am aware that ration-
ality in architecture is a concept that from the beginning
creates two fundamentally different series of thought.
While fixed on the different basic postulates of a rational
architecture, both architects seemed to grasp in a brave
and at the same time classical sense purified formal synthe-
sis. For neither is it a question of “either-or”: either the
rationalism that concentrates itself empirically, positivisti-
cally, as the functionally oriented maintenance of ends and
means, on the necessity of the use (for Loos on the interior
and the Raumplan; for Le Corbusier on the object-types
and the plan libre); or the rationalism that orients itself
idealistically and formalistically on the platonic solids —
cube, cone, sphere — and that posits the axis and the
tracés régulateurs as the means of formation. It is not
about the alternatives: either Darwin or Schinkel (for
Loos), either Viollet-le-Duc or Ledoux (for Le Corbusier).
Both see the task of the architect as putting the two diver-
gent traditions of architectonic rationalism (the “paradox of
reason,” to quote Alan Colquhoun)?* into architectonic
images that present themselves as if they have the right to
eternity.

It is a question of how well Loos’s Raumplan, which was
realized in an exemplary way in the Ruter house in Vi-
enna (1922), was known by Le Corbusier. Or better, to
what extent was Loos necessary as a stimulus for Le Cor-

busier’s “free” planned succession of spaces, laterally con-
nected with one another, in his villas from 1922 to 192773

It is important that the Raumplan of Loos and the plan
libre of Le Corbusier, although both clearly (and probably
still independently) carry the mark of the English country
house, are not developed in the Moller house and the
Maison Planeix as picturesque building volumes. In both
the domestic functions unfold themselves through what Le
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Corbusier would call the dictated promenades architectur-
ales within the framework of rigorously defined cubic enve-
lopes. The coordination of interior space and exterior form
is in both projects a kind of didactical tendency: architec-
ture is understood as the formulation of a porous internal
spatial development through an architectonic composition
in the sense of classical monumentality.

The differences can be reduced to two key points: Le Cor-
busier’s (utopian) trust in industry; and his view that archi-
tecture, in contrast to the fabrication of goods for everyday
use, is one of the areas of art. This conviction perhaps
played a role in Le Corbusier’s decision to publish only
Loos’s “Ornament et crime” in L’Esprit Nouveau and not,
as was previewed in one editorial, “Architecture et le style
moderne,” in which Loos emphatically declares that there
are but few architectural matters that have anything to do
with art.? Le Corbusier rejected decoration in the arts and
crafts and, like Loos, placed the functional objects in an
area outside the domain of art where the law of a technical
commercial evolution reigns. But in contrast to Loos, he
never doubted that architecture has, above all, to be art:
“We are told that decoration is necessary to our existence.
Let us correct that: art is necessary to us; that is to say, a
disinterested passion that exalts us.” He adds, “So, to see
things clearly, it is sufficient to separate the satisfaction of
disinterested emotion from that of utilitarian need.”” And
he concludes, “To provoke elevated sensations is the pre-
rogative of proportion, which is sensed as mathematic; it is
afforded most particularly by architecture, painting, and
sculpture.”*® Architecture is and thus remains in the eyes
of Le Corbusier a domain of art. For Loos, however,
“Only a very small part of architecture belongs to art! The
tomb and the monument. All the rest, everything that has
a purpose must be shut outside the realm of art.”*

It is debatable whether the pathos with which Le Corbusier
postulated architecture as art was the weak or the strong
side of his theory. In trying to overcome architectural and
technical problems of industrialization, aesthetics, and
mass culture, his theory entangled him in the contradic-
tions of the modern movement. But the theory also en-
abled him to make these problems visible in the form of
architectural metaphors of an industrial reality.

von Moos
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