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[ts history can no more be separated
from the lands surrounding it than the
clay can be separated from the hands
of the potter who shapes it.

— Fernand Braudel, The Mediterranean
and the Mediterranean World in the Age
of Philip 11




In answer to a predecessor at the

Bartlett, Reyner Banham, who set the

problem:

Le Corbusier’s book on architecture. . .
was to prove to be one of the most
influential, widely read and least
understood of all the architectural
writings of the twentieth century. ..

—Reyner Banham, Theory and Design in
the First Machine Age
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He was inspired by the possibility of reconstructing forms of life as such, and he

delighted in bringing out their individual shape, the fullness of human experience
embodied in them; the odder, the more extraordinary a culture or an individual,
the better pleased he was. He can hardly condemn anything that displays colour
or uniqueness; Indians, Americans and Persians, Greece and Palestine, Arminius
and Machiavelli, Shakespeare and Savonarola, seem to him equally fascinating.
He deeply hates the forces that make for uniformity, for the assimilation, whether
in life or in the books of historians, of one culture or way of life to another. He

conscientiously looks for uniformities, but what fascinates him is the exception.

—Isaiah Berlin, Vico and Herder: Two Studies in the History of Ideas

There is, however, one point of view deeper yet and more important than the love
of tasting of the variety of human modes of life, and this is the desire to turn such

knowledge into wisdom.

—Bronislaw Malinowski, Argonauts of the Western Pacific



This research raises perhaps more questions than answers, and others will have to excavate further
to prove or disprove my hypotheses, in order to plug or to further open the breach. The questions
raised are both factual and methodological. The research is as much about the secret sources of
Le Corbusier’s architecture—that is, of what he threw away and did not want us to know—as it is
about modernist relations to history and the historiographical and ethnographic research methods
that are needed in such circumstances.

Malinowski wrote that “an Ethnographer has to rely upon the assistance of others to an
extent much greater than is the case with other scientific workers. I have therefore to express in
this special place my obligations to the many who have helped me.”! Innumerable individuals have
helped to locate obscure photographs and documents and answered obscure questions. One cu-
rator at the Bibliotheque Nationale de France spent several hours in storage basements searching
for boxes of twentieth-century photographs whose exact whereabouts had been unknown since
World War II (we found them). Several people have delved into old family archives, stirring up
aching memories. Because of the sheer quantity of new materials, I have been bedeviled by the
problem of gauging how much background knowledge to assume. For materials already published,
I have opted for filling in the broadest background details and indicating references and sources.
For new materials, I have opted for immensely long citations, which are the equivalents of social
anthropological fieldwork and participant observation.

A special indebtedness goes to H. Allen Brooks who answered questions and gave me ac-
cess to his archives at Yale. If I critique his findings, it is in the spirit of emulation. The tattered
condition of my “Brooks” speaks for itself. In addition, Michel Gallet replied with long and infor-
mative letters about Francois-Joseph Belanger, about the social networks and reader experience at
the Bibliotheque Nationale in early-twentieth-century Paris, as did Jean-Pierre Bayard on symbol-
ism. Many others in Paris and La Chaux-de-Fonds—Claude Malécot, David Peyceré, Francgoise
Ducros, Alexandre Ragois, Christian Charlet, Charles Thomann, Jean-Daniel Jeanneret, Michel
Didisheim—helped track down information. Sylvie Béguelin and Christine Rodeschini at the Bi-
bliotheéque de la Ville de La Chaux-de-Fonds, Catherine Corthésy at the Bibliotheque de I'Ecole
d’Art de La Chaux-de-Fonds, and Arnaud Dercelles at the Fondation Le Corbusier in Paris made
this research possible, as did Pierre Mollier and Irene Mainguy and Pascal Bajou at Le Grand Ori-
ent de France, Jonathan Giné and Frangois Rognon at the Grande Loge de France, Monsieur et
Madame Dousset at the Grande Loge Suisse Alpina in Lausanne, Laurent Bastard at the Musée du
Compagnonnage in Tours, Madame Verne at the Librairie du Compagnonnage in Paris, Maurice
Favre in La Chaux-de-Fonds, Jean Philippon Bordelais la Constance Compagnon Cuisinier des
Devoirs Unis in Lyon. Private owners opened for me remarkable buildings by Francois-Joseph
Belanger in Paris. The library of the Grand United Lodge of England has also been an invaluable
resource; likewise, as always, the British Library, the Bibliotheque Nationale de France, the Cabinet

des Estampes, and the Archives Nationales. Many other people in other places have spent hours
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xii

helping me: Michel Cugnet, Marie-Thérése Lathion, Maryse Schmidt-Surdez, Alexandre Daftlon,
Sylviane Musy-Ramseyer, Edmond Charriere, Anouk Hellman. At the library of the United Grand
Lodge of England, Martin Cherry and Diane Clements have been immensely helpful.

I have had precious help with collecting data in Slovakia from Milan Palak, who also helped
with translations. Further help with translations from Slovak to English was kindly provided by
Timothy Beasley-Murray at University College London. I decided to dispense with sometimes un-
satisfactory, sometimes insufferable, published French translations. Because of the extent of new
primary materials from hitherto unresearched private and public archives, I have opted for includ-
ing the original language texts in the endnotes only when the original language is most critically
important, or is truly untranslatable, or is needed out of respect for forgotten voices. Here histori-
ography fulfills its role as tombeau.>

Neither research nor publication could have been undertaken without the financial support
of the British Academy, the Architecture Research Fund of the UCL Bartlett School of Architec-
ture, and a Stroud Bursary from the Society of Architectural Historians of Great Britain. I am very
grateful to them all. I thank the Oxford Art Journal and the Journal of Architecture, which published
articles from parts of the research.

At times of doubt, several books buoyed me: Michael Fried’s Menzel’s Realism: Art and Em-
bodiment in Nineteenth-Century Berlin and Timothy J. Clark’s Farewell to an Idea: Episodes from a
History of Modernism, with their attempts to observe, describe, and deduct, and their discussions
of the notion of reenchantment; also Rosalind E. Krauss’s The Optical Unconscious with its insights
into Sherlock Holmes’s methods of reasoning backward.?

During this research, I have had three homes away from home: in Paris, at the Breens un-
der the twinkling lights of the Eiffel Tower; in La Chaux-de-Fonds, in the loft apartment of the
eighteenth-century farmhouse of Nelly U'Eplattenier and Pierre Zurcher; and in London, an intel-
lectual home at the Bartlett School of Architecture. I am enormously indebted to my Bartlett col-
leagues, scholarly friends and intellectual sparring partners. Jacob Burckhardt famously said that
“the existence of the University of Basel is a metaphysical necessity.” The existence of the Bartlett
School of Architecture is an epistemological necessity.

I would like to thank the two anonymous readers of my proposal to the MIT Press, whose
comments spurred me on. This research has taken time and so has the writing of the book. Its ap-
pearance attests to the legendary support, encouragement, and patience of Roger Conover at the
MIT Press.

Last but not least, this research has depended entirely on Dana’s tolerance of all-too-present

absences and absent-minded presences.

London, Kragerg, Claviers, August 2007
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0.1.

Winter view of La Chaux-de-Fonds with the atelier of Le Corbusier’s
father, Georges-Edouard Jeanneret (background center), which overlooks
the Masonic lodge, the Loge I’ Amitié (background right, with flagpole

on roof). (Henri Perret, ca. 1895, courtesy of Collection Iconographie, DAV,
Bibliotheéque de la Ville de La Chaux-de-Fonds, HP-P2-84.)

previous pages:

Apartment interior. (Charles
Robert-Tissot, 1901, courtesy
of Collection Iconographie,
DAV, Bibliotheque de la Ville de
La Chaux-de-Fonds, CFV ICO
RT/P2-94.)
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I N the softly falling snow of 13 January 1917, Charles-Edouard Jeanneret stood waiting at
the train station of La Chaux-de-Fonds, his hometown in the mountains above the Lac de Neucha-
tel (figure 0.1). Two days later, his father simply noted in his journal: “Edouard has left for Paris &
Nevers.”!

Charles-Edouard Jeanneret, the future Le Corbusier, was temporarily leaving La Chaux-de-
Fonds in preparation for his final departure for Paris on 4 October 1917. To Paris, he would bring
with him a configuration of understandings—complete with moral, spiritual, social, and personal
dimensions, which he would later describe as “signs that recall time-honored ideas, ingrained and
deep-rooted in the intellect, like entries from a catechism, triggers of productive series of innate
replies”>—that would provide him with the resources needed for his art, his publications, his con-
cept of space, his entire future (Euvre complete, and, in accordance with his avowed vision that “to
be an architect is nothing; being a poet is everything,”® the very concept of an (Euvre complete.

That 13 January 1917 was an ordinary day in La Chaux-de-Fonds (figure o.2). The Feuille
d’Avis reported a preview of an exhibition of military artists in aid of the Swiss army at a dance
at the Hotel de Paris, where “the elite of dancers were assembled, moving to the harmonies of the
Moretti Orchestra. Boston, one-step, tango, maxixe and foxtrot competed for their preference” (fig-
ure 0.3).* Other news items in the Feuille d’Avis were the military advances, retreats, and losses of
the French, English, and German armies, the inevitable rise of bread prices, and Edouard Schuré’s

speech about “the great expectations for a renewed Europe, following the historic response of the




0.2. View of urban developments in La Chaux-de-Fonds showing watch-making

factories and ateliers, cheap rental apartments, luxury houses, churches, and
vocational training colleges. (Courtesy of Bibliotheque Nationale Suisse and
Collection Iconographie, DAV, Bibliotheque de la Ville de La Chaux-de-Fonds,

View of monumental buildings on the central street of La Chaux-de-Fonds,
Avenue Léopold-Robert, with the commemorative fountain by Eugéne
Schaltenbrand and the Hotel de la Fleur de Lys (now demolished). (Courtesy of
Bibliotheque Nationale Suisse and Collection Iconographie, DAV, Bibliotheque
de la Ville de La Chaux-de-Fonds, P2-82.) ~
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Allies to Mr. Wilson, whose support for the restitution to France of its lost regions gives hope to all
oppressed nations.”> And as Charles-Edouard Jeanneret settled into his seat on the train for Paris,
slowly La Chaux-de-Fonds faded away in the snow-covered landscape of the Jura mountains (fig-

ure 0.4). A last regret seized him and he began to pen a note to his mentor, William Ritter:

On this 13 January 1917, midday—in the train—
Dear friends,

... This letter to apologize for not being able to be of any assistance in your move;
indeed, traveling to Paris, leaving behind major concerns here, and heading for other ones
there; well, such is my world! Apologies also for not having been able to write and for not

having been able to visit you. These last weeks, unending troubles . . .

To all three of you, on my way to Berne, I send my affectionate greetings,

Ch. E. Jeanneret®

Winter landscape in the Jura mountains around

La Chaux-de-Fonds. (Henri Huguenin, 1917,

courtesy of Collection Iconographie, DAV,
Bibliotheque de la Ville de La Chaux-de-Fonds,
P2-4571.)

Growing Up in La Chaux-de-Fonds 9



His formative relationship to William Ritter was fading away too. In his historical novel about La
Chaux-de-Fonds, Le concert sans orchestre, Jean-Paul Zimmermann describes the dissociation of
Charles-Edouard Jeanneret (represented in the novel by a musician called Félix Courvoisier) from
his past friends: “The musician was very preoccupied, frequently absent from town, and, on his re-
turns, he immersed himself in his work without giving sign of life. . . . One day, in the street, Vitus
complained that Courvoisier was dropping his friends. . . . ‘He is unloading ballast. That is how you
rise.”’ It is precisely this ballast—friendships, networks, collaborations, and family relationships,
with their complex cultural, religious, social, and ideological circumstances—that forms the his-
torical context of Le Corbusier’s modern movement. And it is precisely this ballast that has largely
been erased from the history of the modern movement. Indeed, the movement’s protagonist,
Charles-Edouard Jeanneret (1887-1965), after assuming in Paris the pseudonym of Le Corbusier
(ca. 1920), himself carefully applied the eraser to his first thirty formative years in La Chaux-de-
Fonds (1887-1917) (figure 0.5). These two personas, Charles-Edouard Jeanneret and Le Corbusier,

played a dual role, as he himself explained in 1926 to Josef Tcherv, William Ritter’s partner:

To Josef Cerv

Le Corbusier is a pseudonym. Le Corbusier creates architecture, recklessly. He pur-
sues disinterested ideas; he does not wish to compromise himself in betrayals, in compro-
mises. It is an entity free of the burdens of carnality. He must (but will he succeed?) never
disappoint. Charles-Edouard Jeanneret is the embodied person who has endured the innu-
merably radiant or wretched episodes of an adventurous life. Jeanneret Ch. E. also paints,
because, though not a painter, he has always been passionate about painting and always has
painted—as amateur.

Ch. E. Jeanneret and Le Corbusier both sign this note together

Warmest regards,

Paris 18 January 1926°




0.5.

But, first, on his quest to reinvent himself, there was an item that Charles-Edouard Jean-
neret was very careful not to leave behind in La Chaux-de-Fonds, an item of critical importance
as the trace that unravels the sources of Le Corbusier’s architecture, with its key concepts of pro-
menade architecturale (the architectural promenade) and espace indicible (ineffable space). Yet this
document remains as unnoticed in his library as the purloined letter in Edgar Allan Poe’s story of
that name, and for much the same reason: “the hyper-obtrusive situation of this document, full in
the view of every visitor . . . [in a] soiled and torn condition . . . [was] so inconsistent with his true
methodical habits and so suggestive of a design to delude the beholder into an idea of the worth-
lessness of the document.”® This document indicates an architectural system in which, as Paul Der-
mée wrote in 1917 about his own iconographic, symbolic, and ritual belief system, “all components

must have their place strictly determined according to their role and their significance.”*®

Georges-Edouard Jeanneret, family album, “On the summit of the Combin de

Corbassiere,” a mountain-climbing expedition of the Club Alpin Suisse Section
La Chaux-de-Fonds. (Courtesy of Collection Iconographie, DAV, Bibliotheque
de la Ville de La Chaux-de-Fonds, EJ1.)

Growing Up in La-Chaux-de-Fonds
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Entrance to the Bibliotheque
Nationale de France.

(© Bibliotheque Nationale de
France, early twentieth century,
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LES MAISONS «DOM-INO» — L'intuition agit par éclairs
inattendus. Voici en 1914 la conception pure et totale de tout
un systéme de construire, envisageant tous les problémes qui
vont naiire a la suite de la guerre et que le moment présent
a mis a l'actualité. Clest quinze ans aprés seulement, en 1929
et a l'occasion de la Loi Loucheur que Le Corbusier et Jean-
neret peuvent appliquer intégralement les principes de la
maison « Dom-inos. Il a fallu quinze années d’'expérimentation,
de mise au point localisée sur les divers détails du systéme,
pour permetire d'atteindre & la réalisation.

Le probléme posé était le suivani: les premiéres dévasta-
tions de la grande guerre dans les Flandres en septembre 1914,
«La guerre devait durer trois mois seulement!s> «On devait re-
construire les villages détruits en quelques mois aussil» Le
cauchemar serait ainsi vite oublié. (Tel état le bon sens public
des gens au pouvoir auquel on aime tant a se référer!)

On a donc congu un systéme de structure — ossature —
complétement indépendant des fonctions du plan de la maison:
cette ossature porte simplement les planchers et l'escalier. Elle
est fabriquée en éléments standard, combinables les uns avee
les autres, ce qui permet une grande diversité dans le groupe-
ment des maisons. Ce béton armé-la est fait sans coffrage; a
vrai dire, il s'agit d’'un matériel de chantier spécial qui per-
met de couler les planchers définitivement lisses dessus et
dessous au moyven d'un trés simple échafaudage de poutrelles
double T accrochées temporairement a des colliers qui sont
fixés au sommet de chaque poteau: les poteaux de béton sont
coulés a pied d'ccuvre et dressés avee le systéme de coffrage
ci-dessus. Une société technique livre en tous endroits du pays,
des ossatures orientées et groupées a la demande de I'architecte
urbaniste ou, plus simplement du client.

Les fondements

L’ossature standard « Dom-ine », pour exécution en grande série

Il reste ensuite a installer une habitation i I'intérieur de ces ossatures. Le
format de I'ossature « Dom-ino», la situation toute particuliére des poteaux,
permettent d'innombrables combinaisons de dispositions intérieures et tou-
tes prises de lumiére imaginables en facade. On avait congu l'idée d'une
Société, sceur de la premiére qui vendrait, elle, tous les éléments de 'équi-
pement de la maison, ¢'est-a-dire, tout ce qui peut étre fabriqué en usine

1.1. The Dom-ino system, in
Le Corbusier and Pierre
Jeanneret, (Euvre complete
1910—1929 (Erlenbach-Zurich:
Editions d’Architecture, 1946),
p- 23. (© 2007 FLC/ADAGP,
Paris and DACS, London.)




HA » I N G virtually erased the thirty formative years of his life in

La Chaux-de-Fonds from his authorized (Euvre compleéte 1910—1929, Le Corbusier appears on the
scene in one magisterial sentence (figure 1.1). He announces: “Intuition produces flashes of unex-
pected insight. Thus in 1914 the perfect and complete conception of an entire system of construc-
tion, anticipating all future problems.”! Already in 1915, Charles-Edouard Jeanneret had proudly
presented this new “entire system of construction,” the Dom-ino system, to his friends William
Ritter and Janko Cédra on one of his frequent visits to Le Landeron, where they lived in 1915-1916.2

In his diary, Cadra recorded his reactions to Jeanneret’s increasing modernism:

Wilko brought a postcard from Ch. E. J: “I will check into [the hotel] Marina and will walk
along the Thielle to Landeron, don’t worry about me!” At 7 o’clock Madame Ruedin’s maid
brings a telegram: “I will arrive by train at 7.40. Jeanneret.” Dinner at the hotel, where we al-
ready had a reservation since Tuesday, and lunch at our house. The next morning he finally
explained to us the system for the reconstruction of the houses and villages destroyed in the
war, a system of pouring concrete into the main parts of the building, some of which can be

built as you like. But houses without roofs.?

This first intuitive “flash of unexpected insight” was to be but the first of many such to come.
The Euvre complete overflows with such Michelangelesque intuitive “flashes of unexpected

insight,” which has raised many suspicions (figure 1.2). For Manfredo Tafuri, “The discovery of the

19



1.2.

Le Corbusier, Plan Voisin

for Paris (1925), in Frangois
de Pierrefeu, Le Corbusier
and Pierre Jeanneret (Paris:
Editions Cres, 1932), front
cover. (© 2007 FLC/ADAGP,
Paris and DACS, London.)



formulation of the house as a machine for living in by Adolphe Lance in an essay of 1853 begins
to make one wonder”;* for Timothy Benton, Le Corbusier’s relations to his early clients involved
“conscious and systematic deception”;” H. Allen Brooks—commenting that the Villa Fallet being
“Jeanneret’s first endeavor makes it even more remarkable, raising the question of what role others
may have played in its design”®—also observes, “The pointed (Gothic) arch of the roof [of the Villa
Stotzer] is entirely unexpected; it lacks precedence among Jeanneret’s self-proclaimed sources as
well as in vernacular design.”” Yet such “flashes of unexpected insight” are generally accepted as un-
problematic: for Paul Turner, “In the absence of any evidence to the contrary, we must assume that
the Dom-ino system, as Corbusier propounded it, was essentially his own creation”;® for Brooks,
the design of the La Scala cinema “can never be fully comprehended”;’ for Benton, “the Villa Cook
and, in a very special sense, the Villa Savoye are cases in point of Tmmaculate Conceptions.”?
But we now know the extent of Le Corbusier’s control. After a quarrel with Pierre Fran-
castel, he insisted that all mentions of him be removed from Latelier de la recherche patiente."' He
also skillfully orchestrated the preservation and monumentalization of his work, such as the Villa
Savoye, behind the scenes.!? In a furious letter to Lucien Hervé, he insisted, “If I have allowed you to
photograph my archives, it is so that I can work usefully. This will be of direct benefit to you. Con-
sequently, I must have all your contacts available so that the selection can be made by me in a fully
informed way.”"? In addition to this meticulous control over the contents of his publications, Le
Corbusier regulated his readers’ interpretations by channeling their associations through suggestive
metaphors. To Hervé, he also wrote: “An interesting exercise would be to photograph tree trunks
in the Bois de Boulogne, such as: oak, acacia, willow, sycamore, chestnut and so on. . .. Sometimes
you might include a hint of leaves or flowers (apple tree, etc.). ... The point for you would be to
dispose of documentation on the future of ‘rough concrete.””'* He also vigilantly screened his ar-

chives. Maurice Besset describes how, in the process of reorganizing his archival materials,

the continuous numbering system established by Le Corbusier took no account of con-
siderable gaps in the material. For two periods of about ten years each (1919-1929 and
1936—1945), no sketchbook is preserved; further, it is likely that the series is more or less
incomplete for the years 1914-1919, 1932—1936, and 1945—1950. Le Corbusier was well aware
of these gaps. According to him, the missing sketchbooks from the period before 1934 “had
disappeared” during his move from 20, rue Jacob to 24, rue Nungesser-et-Coli. He had no

comment about the sketchbooks from the years 1945 to 1950."
In an interview in 1975, Marcel Montandon, Le Corbusier’s draftsman on the Villa Schwob, is on

record as retorting with barely suppressed irritation, “You have no idea of the extent to which he

copied!”'® And it is here that this research began . ..

Intuitive Flashes of Unexpected Insight

21
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Although Colin Rowe famously insinuated that Le Corbusier sourced his ideas in the archi-
tecture of Palladio'” and Emil Kaufmann suggested that he did so in the architecture of Ledoux,'®
when we turn to Kaufmann’s subsequent book, Architecture in the Age of Reason, we find a descrip-
tion of an eighteenth-century villa whose spaces, features, and rural location are uncannily evoca-
tive of the very house that Timothy Benton described as an “Immaculate Conception,” the Villa
Savoye. Kaufmann described how this villa had “a semi-circular court front, along which the drive-
way ran, so that coaches could enter on one side of the house and leave on the other without turn-
ing. A low semicircular structure terminating the court contained the stables and coach houses;
its roof was transformed into a terrace garden. ... With his predilection for geometrical shapes,
clear-cut design, and aesthetically independent motifs of decoration [he] was far ahead of conven-
tional architecture.”!® Kaufmann’s source for this description was Jean Stern’s prize-winning two-
volume scholarly biography of an ancien régime architect, Francois-Joseph Belanger (1744—1818).
Stern reproduces an engraving of this white eighteenth-century villa, which lies on the summit of a
wooded hill, square in plan and with a flat roof (figures 1.3, 1.4).2° Insisting on its distinctive white-
ness, Stern described the villa as “looking brilliantly white with its walls of light-colored stone.”?!
Here, an important, but brief, methodological point needs to be made.

Mary McLeod has quite rightly written about Le Corbusier’s sketches that “what is critical
... is the distillation of an idea, the ‘parti; whether of a proposed project, an existing vernacular
work, or an element of nature. And, as Le Corbusier explains in one of his late books, Creation Is a
Patient Search, ‘the fundamental principle is from the inside out.”?> Whether Le Corbusier’s plans,
sections, and elevations look like others is not the point. What counts is their design concept, the
parti: what is important is whether or not the partiis comparable.

Now, the period of design and production of the Villa Savoye coincided with that of Jean
Stern’s monograph, which, published in Paris in 1930, formed part of a renewed interest in the
eighteenth century.?”® Louis Hautecceur, reviewing Stern’s book, also emphasized the whiteness of
Belanger’s architecture as emblematic of his deliberate avant-gardist intention to create a contrast
between “architectural austerity and the disorder of the curves of fashionable new park designs.”**
Grappling with Charles-Edouard Jeanneret’s mysterious intuitive “flashes of unexpected insight”
in La Chaux-de-Fonds before his definitive move to Paris in 1917, Brooks discusses the Villa Favre-

Jacot (1912) and notes that

the neoclassicism of the Villa Favre-Jacot has little affinity with the architectural scene in
Le Locle or La Chaux-de-Fonds. . . . He may also have seen the recently republished (1909)
Plans, coupes, élévations des plus belles maisons et des hotels construits a Paris et dans les
environs de 1771 a 1802 by Johann Karl Krafft, wherein the demolished (1826) Maison de
Beaumarchais, built in 1788, was illustrated. The plan, like that of the Villa Madama, has a

circular courtyard embraced by semicircular wings but, in addition, this eighteenth-century
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Jean Stern, A l'ombre de
Sophie Arnould: Frangois-
Joseph Belanger, architecte
des menus plaisirs, premier
architecte du comte d’Artois,
vol. 1 (Paris: Librairie Plon,
1930), p- 79. (Archives J. K.
Birksted.)

Villa Savoye (1929-1933),

in Le Corbusier and Pierre
Jeanneret, (Euvre complete
1929-1934 (Zurich: Editions
Girsberger, 1935), p. 26. (©
2007 FLC/ADAGSP, Paris and
DACS, London.)
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example has a circular vestibule with, around its circumference, a circular stairway. The
combination of these three elements — circular courtyard embraced by contiguous wings,
circular vestibule, stairs encircling the vestibule — makes this plan, particularly due to its
1909 publication date, among the plausible sources for the Villa Favre-Jacot forecourt and

entry.”

Brooks then compares the plans of the eighteenth-century Maison de Beaumarchais with the Villa
Favre-Jacot—Dbut without asking who the architect of the Maison de Beaumarchais might have
been (figure 1.5). This is again the architect who was discussed by Emil Kaufmann, Frangois-Joseph
Belanger.?® Again, historical dates match. As Brooks observes, 1909 was the year when the folio by
Jean-Charles Krafft and Nicolas Ransonnette, which documented and illustrated Belanger’s archi-
tecture, was republished in Paris.?” That was also the year of Charles-Edouard Jeanneret’s part-
time apprenticeship in Paris to Auguste Perret, allowing him to study in the Cabinet des Estampes,
the Bibliotheque Nationale, the Bibliotheque Sainte-Genevieve, and (surreptitiously) the Ecole des
Beaux-Arts, where Belanger’s sketchbooks and drawings, as well as the folio by Krafft and Ranson-
nette, were all available.?® In Krafft and Ransonnette is an illustration of a house, “Country house
designed in Pantin by Belanger architect in the year 1785 for Mr. de la Ballue, American,” which has

an unusual parti?? Coaches, entering along the left-hand side of the house, deliver the passengers at
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1.5. Plans for Maison de Beaumarchais and for Charles-Edouard Jeanneret’s Villa
Favre-Jacot (1912), in H. Allen Brooks, Le Corbusier’s Formative Years: Charles-
Edouard Jeanneret at La Chaux-de-Fonds (Chicago: University of Chicago Press,
1997), pp- 342 and 334. (© 2007 University of Chicago Press, FLC/ADAGP, Paris,
and DACS, London.)



the curved rear where the main entrance is located, before continuing to exit along the right-hand
side of the house. Stables and staff quarters are located on the ground floor. From the rear main en-
trance, the passengers enter a vestibule and, via a monumental dogleg staircase on their right-hand

side, ascend to the first floor, where a roof garden is located (figure 1.6).

1.6. “Country house designed

in Pantin by Belanger
architect in the year

1785 for Mr. de la Ballue,
American,” in J. Ch. Krafft,

Recueil d’architecture civile,

contenant les plans, coupes
et élévations des chdteaux,

maisons de campagne, et

habitations rurales, jardins

anglais, temples, chaumieres,
kiosques, ponts, etc., situés aux
environs de Paris et dans les
départemens voisins (Paris:
Imprimerie de Crapelet, 1812),
plates 2—3. (Archives J. K.
Birksted.)
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During his depression in the late 1950s—after the death of his wife Yvonne Gallis, the de-
parture of key figures from his architectural atelier, and a feeling of failure brought on by his rela-
tively low rate of building production—Le Corbusier reorganized his archival materials.*® In the
process, he numbered and organized his sketchbooks, the carnets. Several are known to have disap-
peared.>! However, deposited by Brooks in La Chaux-de-Fonds is a photocopy of one of these, the
unpublished Carnet Paris Automne 1913, which contains a frequently quoted reference to Auguste
Choisy’s Histoire de l'architecture (figure 1.7). Immediately next to this scribbled entry is a reference

to another, hitherto overlooked, publication. This entry reads:

Kraft et Ransonnette
maisons et Hotel de Paris
Librairie d’art décoratif et industriel

Amazing to buy*?
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1.7. Le Corbusier, Carnet Paris Automne 1913, p. 49. (Courtesy of Bibliotheque
de la Ville de La Chaux-de-Fonds, 10-LC107-1038. © 2007 FLC/ADAGP, Paris
and DACS, London.)



“Kraft et Ransonnette” is the folio, reprinted in 1909 in Paris, that was noticed by Brooks in re-
lation to the Maison de Beaumarchais. We know that Charles-Edouard Jeanneret regularly pur-
chased books on his trips to Paris: a single surviving page from a 1915 notebook lists “Books to
buy second-hand in Paris.”** His growing interest in eighteenth-century architecture developed
during his apprenticeship with Auguste Perret, who was extremely knowledgeable about French
architectural history.** Marie Dormoy described how Perret, when accused by Van Velde of copy-
ing his design for the Théitre des Champs-Elysées, reacted by giving an extended analysis of the
history of theater design from the Middle Ages onward.?> Certainly with his extensive knowledge of
French architectural history, Perret would have been familiar with work of the eighteenth century,
which was then undergoing a major revival, including that of Belanger, who was being reevalu-
ated as a source of French decorative arts. Indeed, in 1912, Charles-Edouard Jeanneret reported
that “according to today’s pioneers, this [the eighteenth century] is the style that is certainly the
closest to us. They also say: ‘this is, logically, the style that we must adopt and continue.”*® And,
in La Chaux-de-Fonds, knowledge about late-eighteenth-century architecture was widespread.”’
Before returning to the possible parallel between the architectures of Francois-Joseph Belanger
and Charles-Edouard Jeanneret, it behooves us to consider the possible contemporary relevance of
Belanger, whose architecture was known in La Chaux-de-Fonds.

Several leading architects and engineers in the city administration of La Chaux-de-Fonds
had studied in Zurich under Gottfried Semper (1803—1879), a contemporary and, in the controversy
over Greek polychromy, an ally of Jacques Ignace Hittorff (1792—1867), Belanger’s favorite appren-
tice and the inheritor of his architectural practice.*® Hans Mathys (1846—1920), a student of Semper,
graduated in 1868 with a diploma in architecture to become city commissioner and director of gas,
water, and electricity of La Chaux-de-Fonds. Such students had close contact with Semper due to
the small numbers enrolled.* Mathys described in 1882 how he had followed the lessons that were
given by “the honorable Prof. Semper on the art of construction. He accompanied us as we walked
through the temples of the Egyptians, Assyrians, Greeks and so on, explaining to us how the dif-
ferent parts and elements evolved historically from their earliest to their most highly developed
forms. He was also the principal design tutor; highly original, he was often rather unconcerned
about his students, but, being well disposed, he made succinct observations that were almost always
invaluable.”® Comparable was the case of Robert Belli (1877-1923), who studied in Zurich for
four academic years from 1896 to 1900, but after Semper’s death.*! Even then Semper’s influence
continued. In his first year, 1896—1897, Belli was taught architectural drawing by Georg Lasius, one
of Gottfried Semper’s two “capable assistants.”** In the following academic years, 1897 to 1900, he
consistently followed Lasius’s courses on Historical Architectural Styles, Domestic Architecture,
and The Theory and Practice of Perspective.*’ Typical of the continuing interest in the eighteenth
century, the library of the Ecole d’Art in La Chaux-de-Fonds held books such as Seymour de Ricci’s

Der Stil Louis XVI: Mobiliar und Raumkunst** with illustrations of Belanger’s best-known extant
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building, Bagatelle in the Bois de Boulogne. Similarly, the library of the Chaux-de-fonnier architect
Eugene Schaltenbrand (1861-1912), Charles-Edouard Jeanneret’s first teacher at the Ecole d’Art,
included Eugene Rouyer’s L'art architectural en France depuis Frangois 17 jusqu’a Louis XVL* with
descriptions and illustrations of the Louis XVI style and garden fabriques designed by Hubert Ro-
bert, and Auguste Racinet’s classic historical encyclopedia of ornament, L'ornement polychrome,*®
with illustrations of Belanger’s interior architecture. (This library was eventually purchased by the
Ecole d’Art with public funds in 1915-1916.) Schaltenbrand himself produced drawings of Louis
XVI-style buildings. Even half a century later in the 1950s, interest in this style was stirred when Le
Corbusier, on his prepublication order forms for Les petits appartements des roys Louis XV et Louis
XVI au Chdteau de Versailles, underlined “the more intellectual and scientific rather than manual
occupations of these two Kings.”*

This interest in La Chaux-de-Fonds in the Louis XVI style and Belanger’s decorative arts
and architecture followed the Parisian trend, where a number of historians were motivated by
a sense of loss at the destruction wrought upon eighteenth-century landmarks by Haussmann.
Pierre de Nolhac (1859—1936), a leading eighteenth-century scholar and the director of Versailles,
of which he oversaw a major preservation effort, published extensively about the eighteenth cen-
tury. His publications— Versailles: Les grands palais de France; Les Trianons: Les grands palais de
France; Les jardins de Versailles—are listed in the 1919 Catalogue de la bibliothéque de I’Ecole d’Art de
La Chaux-de-Fonds, as are books by other historians, such as Jules Guiffrey.*® Contemporary his-
torians generally—Charles Yriarte, André Chaumeix, Louis Richard, Jean C.-N. Forestier, Jacques
Vacquier, Paul Marmottan, Louis Richard, Ernest de Ganay—were specifically preoccupied with
Belanger’s architectural heritage.* The enthusiasm for the eighteenth century was not just schol-
arly; it extended to Parisian social life. Janet Flanner, in one of her reports from Paris for the New

Yorker, noted in 1926:

Anniversaries are natural to an old capital, but Paris at the moment is indulging in a recollec-
tive orgy. Two immortals are being revived. Anthelme Brillat-Savarin [1755-1826], who died
a hundred years ago, only three weeks after his Physiology of Taste was printed, this being the
first book ever to make a hero of the palate, and Madame de Sévigné [1626—1696], whose
endless polite, intelligent correspondence with her daughter is included in part nowadays in

the curriculum of upper-class prep schools, as classics in courtesy and psychology.”

And, in his preface to the diaries of René Gimpel, Jean Guéhenno remarked: “What did he revere
most of all? I think it was the eighteenth century.””! René Gimpel himself noted with some sadness
in this diary on 31 October 1929, “Jacques Doucet has died. This couturier was the great patron of
our age, the Medici of our impoverished times. Over fifteen years ago, he was the first to see that

our country was going to revolutionize the world with a new art form and he slammed the door on
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the eighteenth century, which, it is true, we had brought back into fashion, but whose mission was
over and finished. He sold his Fragonards, his Houdons, bought Manets, Cézannes.”>* For Doucet,
the eighteenth century could be replaced only by modernism, its new equivalent.

Once in Paris, Le Corbusier became part of this social scene, in which the eighteenth cen-
tury was so admired and its memory so alive. René Gimpel describes in his diary in 1930 a dinner

party, given by La Baronne de Rebay, at which Le Corbusier appears:

Le Corbusier, the architect, is knocking an American by telling her that New York must be
knocked down, that the Americans do perhaps build big but uselessly so because they fail
to build any philosophy. She is bewildered. And shocked when he announces that he has
designed a Grand Paris with buildings of two hundred floors, freely spaced in surrounding
parks. She says that being an architect is magnificent, to which he replies: “To be an architect
is nothing; being a poet is everything . ..” Le Corbusier, who is probably not much under
forty-five years of age, looks like a lad in his first suit, hands in pockets, gently swaying. But
he deals in farce and paradox, and when he has struck, has carried your thoughts above the
clouds or beyond the horizon, he pulls you sharply back. He is like a flash of lightning that
returns to its point of departure. He detonates a paradox and then follows it with a precise

image such as: “But Louis XIV was a revolutionary.”>

Again, on 29 June 1939, Gimpel described a party at the Noailles, noting that “Le Corbusier ar-
rived as I was leaving. It is he who built the glass-clad building where Louis Carré lives, rue
Nungesser-et-Coli, where he has designed a magnificently free-form entrance hall.”** Jean Stern
frequented these same social circles, writing a play, William, ou la confession d’un enfant d’un demi-
siecle, to be performed for a fiftieth wedding anniversary whose guest list included the Noailles.
Stern, a founding member of the Société des Amis du Musée Carnavalet,”® was married to a Lam-
bert de Rothschild, belonged to the most prestigious Parisian clubs (such as the Automobile Club),
and was a merchant banker and racehorse proprietor.”” He wrote extensively about the eighteenth
century from the 1920s onward, with the help of a research assistant working for him in the Cabinet
des Estampes.*® Charles-Edouard Jeanneret worked there too, as evidenced by his many book order
forms, according to which he consulted several volumes by Jean-Charles Kraftt including Jardins et
fabriques, H 97, format 8° (as per order form number 34,353) and Plans des plus beaux Jardins pit-
toresques de France, d’Angleterre et d’Allemagne, H” 95, format 4° (order form number 34,354).”
The reading rooms at the Bibliotheque Nationale were places not just of work but of en-
counters, conversations, and sociability (figure 10.1). Cross-referencing Charles-Edouard Jean-
neret’s notes about encounters there indicate overlapping networks of sociability. In Sketchbook
A2 (which he reused over an extended period of time, so chronology is difficult to establish), he

noted “Mr Courboin, bibliothécaire, Estampes Bibliotheque Nationale.”®® Francois Courboin,
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author of the three-volume Histoire illustrée de la gravure en France®' and of Gravures et marchands
d’estampes au 18°™ siécle,®? was an expert on the very century that Stern was researching with the
help of his research assistant in the Cabinet des Estampes. Jeanneret also scribbled “Saar Péladan
Bibliotheque Nationale 1915” in the margins of his copy of Simone Coincy-Saint Palais’s Esclar-
monde de Foix, princesse cathare, published in 1956.%

Jeanneret’s library research and book purchasing were not disinterested. As researcher and
bibliophile—his studio was “a lively room full of books, documents”®*—he was an instrumental

reader. To Charles LEplattenier, he wrote in 1908:

But my spirit rebelled and I turned to the Ancients for guidance. I chose the most ferocious
contender, to whom we, of the twentieth century, are willing to compare ourselves: the Ro-
manesque. And for three years, I studied Romanesque, in the evening after Magne’s Gothic
course at the Beaux-Arts.. . . and the light dawned on me. Then the Perrets became my goad.
These powerful figures chastised me: they made me realize, by their example and sometimes

in discussion, that I knew nothing.%

And he noted in his copy of Viollet-le-Duc’s Dictionnaire de Parchitecture: “I bought this work
August 1, 1908, with the money from my first payment from Messrs. Perret. I bought it in order to
learn, because, knowing I will then be able to create.”®® Besides being an instrumental reader and
researcher, he was also an instrumental socializer. In exclusive social circles with a passion for the
eighteenth century, not just the eighteenth century in general but Frangois-Joseph Belanger’s ar-
chitecture in particular was being debated. And in preservation battles in and around Paris, it was
fought over.

After a widely publicized preservation battle, the Chateau de Maisons—Frangois Man-
sart’s architectural masterpiece, with some interiors exquisitely remodeled by Belanger for the
comte d’Artois—was purchased by the government to save it from demolition by a speculative
house-building company; in 1912 it was opened to the public. Also threatened by redevelopment as
a housing estate, Bagatelle was purchased by the City of Paris in 1905 and opened to the public as
a gallery for art and horticultural exhibitions.®” Between 1905 and the early 1930s, books, reviews,
and articles appeared in architectural journals such as L’Architecture about Belanger’s three main
extant buildings: Bagatelle, Maisons, and the Folie Saint-James.®® In the years before the publica-
tion of Apres le cubisme (1918) by Le Corbusier and Amédée Ozenfant, Belanger was described in
the press as belonging to an exemplary French tradition of “order, discipline, hierarchy that at-
tempts to reassert our link with the high point of humanity, that is, classicism.”® Léon Deshairs
recalled how Jacques-Francois Blondel considered Francois Mansart’s Chateau de Maisons with its
Belanger interiors as the perfect example of classicism.”® And, typically again, it was the pristine

whiteness of Belanger’s architecture that attracted the attention of Louis Richard on a guided visit,
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who described “the austere whiteness of the main vestibule beneath the sober order of Belanger’s
coffered vault, whose other gem, Bagatelle, we admired last year in the same erudite company.. ..
Having climbed a few steps, one enters the large Summer Dining Room, also entirely white in the
brilliant light from its tall mirrors and two large windows giving on to the park beside the Seine.
This spacious white room has preserved its appearance since 1780 or 1786.””!

Also at one with contemporary interests and revivals, Charles-Edouard Jeanneret was a keen
architectural sightseer. In this, he was encouraged by Auguste Perret, who shared his thorough knowl-
edge of the architecture of Paris with his apprentice.”” One of Le Corbusier’s often-repeated stories

was about Perret’s insistence that he visit Versailles during his apprenticeship of 1908—1909:

“You know Versailles?”—“No”—“Oh, you must go there!”—and later: “Versailles—you
went there?”—“No.”—And still later: “You went to Versailles?”—“No, I won’t go there.”
“Oh, and why not?”—“Because Versailles and the classical period represent decadence.”—

Boom! That was too much! He really twisted my ear!”?

From his father’s diary, describing a visit to his son in Paris of 8—17 May 1909, we know that they
spent “an entire day at Versailles, a half day at Saint-Cloud—-Bois de Boulogne. Our son knew
his city like a native.””* There is further evidence that, by late 1910, he knew Versailles well, too. In
Carnet III, Munich, 28 September 1910, Charles-Edouard Jeanneret wrote of an exhibition that he
visited on 8 October 1910 that the “mirrors [are] made of different segments as in the Hall of Mir-
rors at Versailles.””>

In addition to being an attentive reader and sightseer, he crosschecked readings, observa-
tions, and his own designs. In his archives are postcards and photographs from the quintessential
eighteenth-century districts in Paris, the gth and 10th arrondissements,”® and later, when explain-
ing his use of regulating lines, he would refer to the Porte Saint-Denis.”” He knew the area socially
too. In the gth arrondissement, at the intersection of the rue Bergere and the rue du Faubourg
Poissonniere, where are located other surviving Belanger buildings, he dined in a restaurant with
alumni from the Ecole des Beaux-Arts.”® And, subsequently, while working on the Maison Meyer
project in 1925, he wrote about the Folie Saint-James, one of Belanger’s extant designs: “This gar-
den is not a French formal garden but a small wilderness where, thanks to the woods of the Parc
Saint-James, one can imagine oneself far away from Paris.”’”® While working on the Villa Church
in Ville-d’Avray (1927-1929), Le Corbusier wrote to his clients: “Over one hundred years ago, some
bourgeois people built decent and simple dwellings in the outskirts of Paris and surrounded them
with gardens in which they had a pleasurable life.”%

Most significantly, Le Corbusier depicted Belanger’s Folie Saint-James in a small thumbnail
sketch in the margins of a drawing for the Villa Meyer project, while he described in a letter to the

clients how their house would be located “opposite an extraordinarily classical site” (figures 1.8,
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1.8.

1.9).3! The sketch of Belanger’s design seen from the Villa Meyer is again reproduced in New World

of Space, in which the foreword, calculatingly written in the third person, declares:

In this book Le Corbusier provides a visible summation of his work in architecture and
painting, and the plates are arranged in chronological order. But the book is not intended
as a catalogue of his work; to take it as such would be to miss its quintessential quality. It
illustrates an underlying concept, or idea, which Le Corbusier, looking back, now believes

to be the basis of his creed. For the presentations of this concept Le Corbusier has edited

the work of a lifetime . . .82

2me projet Villa Mme Meyer:

1* Le vestibule au rez-de-chaussée.
2° La ion et salon ier étage, i droite la salle

i manger.
3" Living-room et galerie (boudoir).
4" Le jardin suspendu, couvert.
5" La chambre & coucher, 27¢ étage.
6" Le jardin sur le toit.
7 Le jardin sue le toit.

Le Corbusier’s sketch of Belanger’s Temple Grotto at the Folie Saint-James
(bottom right) as seen from the Villa Meyer project (1925), in Le Corbusier and
Pierre Jeanneret, (Euvre compléte 1910—1929 (Zurich: Editions Girsberger, 1964),
p- 90. (© 2007 FLC/ADAGP, Paris and DACS, London.)



1.9.

Nineteenth-century engraving of Belanger’s Temple Grotto at the Folie Saint-
James. (Archives J. K. Birksted.)

New World of Space is indeed a carefully staged public presentation of his desired persona for an
American audience, where Le Corbusier suggests favored interpretations and selected references.
Here we might question what reasoning underlies his inclusion of the sketch of Belanger’s Temple
Grotto, since “the clue is structured by this strange caesura that announces its break with the psy-
chological fabric of intention. The clue is precisely what was not meant, what was never considered,
what was inadvertent, unconscious, left by mistake.”®®> Furthermore, in the fashionable district of
Neuilly—which is the location of Belanger’s Temple Grotto at the Folie Saint-James and of his
rubblework hermitage at Bagatelle (his other hermitages were described and illustrated in sev-
eral contemporary publications)—is sited that other Corbusian “Immaculate Conception,” the
rough-bricked Maisons Jaoul (1954—1956) (figures 1.10, 1.11). Having started to investigate Le Cor-
busier’s “flashes of unexpected insight,” we seem now to have reached the point at which it is no
longer possible to pretend that “the machinery seems to be invisible.”®> Some brief considerations
are in order about developing a methodology that is systematic and rigorous, yet receptive to its
elusively fragmentary subject matter, as well as historically sensitive.

The late nineteenth and early twentieth centuries are known for their development of
methodologies into hitherto unobserved phenomena. Suffice it to name Sigmund Freud
(1856—1939), Bronislaw Malinowski (1884—1942), and Giovanni Morelli (1816—1891). In art history,
Morelli developed an empirical method for attributing authorship by observing the elusive evi-

dence of “apparently negligible details [that] can reveal deep and significant phenomena.”® Its key
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110. Le Corbusier; Maisons Jaoul (1952—1955), 81
bis, rue de Longchamp, Neuilly. (Photograph
© J. K. Birksted. © 2007 FLC/ADAGP, Paris
and DACS, London.)
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methodological feature was “an interpretative method based on taking marginal and irrelevant de-
tails as revealing clues [considered to be indicative of] the innermost core . . . linked with elements
beyond conscious control.”®” Morelli thus developed a test based on the principle that “every true
artist is committed to the repetition of certain characteristic forms or shapes.”®® These shapes are
found where cultural traditions exert less force: not in the major narrative features of historical
and mythical scenes of paintings, but in their subsidiary material details such as draperies, land-
scapes, hands, ears, and nails. Morelli advocated close empirical observations of these items to “aid
us in distinguishing the works of a master from those of his imitators, and control the judgement
which subjective impressions might lead us to pronounce.”® This method has been critiqued for
neither providing an overall system to guarantee recognition nor taking historical context into ac-
count.” Here, the methodical theory of signs of Charles S. Peirce—for whom relations between
signs and their objects were either “icons,” “indexes,” “symbols,” or “traces”—is relevant. Peirce
defines icons (for example, painted portraits) as representations “so completely substituted for

their objects as hardly to be distinguished from them.”*!

He defines the index (for example, the
smoke from a fire) as relating existentially, causally, or factually to the object: it “asserts nothing;
it only says ‘There!” It takes hold of our eyes, as it were, and forcibly directs them to a particular
object, and there it stops.”®* For Peirce, some indexes (for example, footsteps in the sand) indicate
a past presence: these are defined as traces. Finally, there are signs (for example, flags) that recall
the object on grounds of habit, custom, or convention: these Peirce calls symbols. A correction,
however, is required to these too separate Peircean categories: they in fact overlap. A footstep in
the sand is a trace of a passage but also an icon of a foot’s sole. A flag is simultaneously a symbol
of a nation, a trace of the wind, and an index of its direction. Such overlapping can have powerful
effects. In Roland Barthes’s classic example in Camera Lucida of the photograph of his deceased
mother, the photograph is simultaneously icon (of her appearance), trace (of her existence), and
symbol (of his own loss).”? In Peirce’s theory, two more important factors come into play. First, in
order to provide empirical evidence, “in a perfect system of logical notation signs of these several
kinds must all be employed.”* Thus, icons, indexes, traces, and symbols must support each other.
In effect, historiographical observations must accord both with each other and with their cultural
context. Secondly, “without tokens there would be no generality in the statements, for they are the
only general signs; and generality is essential to reasoning.”®> Thus, observations of icons, indexes,
traces, and symbols must be generalizable in order to have broader validity. To summarize: icons,
indexes, traces, and symbols must consistently support each other, correspond with the historical
context, and be generalizable.

But why resort to such tortuous methodological notions? In order to avoid any “pursuit of
wild, subjective fantasy”®® (such as Emil Kaufmann’s and Colin Rowe’s speculative hypotheses),
a somewhat clunky methodological apparatus allows both distance from accepted assumptions

and restraint from excessive enthusiasm. The underlying presence of this methodological structure
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therefore needs to be briefly pointed out, before proceeding further. First, an iconic resemblance
(between Le Corbusier’s Villa Savoye and Belanger’s hilltop villa) paralleled an observation by an-
other researcher of another iconic resemblance (between the Villa Favre-Jacot and Belanger’s Mai-
son de Beaumarchais). Then an indexical inscription in the Carnet Paris Automne 1913 was noticed
(to a book about Belanger). An icon by Le Corbusier (a sketch of Belanger’s Temple Grotto) was
mentioned, therefore also an index to Le Corbusier’s knowledge about Belanger’s architecture.
Finally, symbolic aspects (historical revivals of interest in Belanger’s architecture) were noted too.
Now arising is the unavoidable question of whether other iconic resemblances might exist? Indeed,
can a systematic parallel be drawn between the architectures of Belanger and Le Corbusier? In
order to investigate this against the grain of accepted wisdom, deliberately decontextualized and
formalistic observations as per Morelli’s approach need to be made. A return to a Belanger build-
ing in the gth arrondissement of Paris at the intersection of rue Bergere and rue du Faubourg Pois-
sonniére, near to where Charles-Edouard Jeanneret opened his first Paris office in “a beastly little
street (Faubourg Poissonniere), seventh floor, over a yard, in a servant’s room”” and to where he
attended Beaux-Arts alumni meetings, is in order.

On the corner of rue du Faubourg Poissonniere and rue Bergere, close to an early Perret
building of 1898 at 10, rue du Faubourg Poissonniere, is Belanger’s extant innovative apartment
block.”® Belanger’s Immeuble Morel de Chefdeville (ca. 1782) was, through its innovative features,
a prototype for an immeuble de rapport (a lower-middle-class apartment block). It included differ-
ent types and sizes of apartments: single artists’ studios, large and small family apartments, shop-
keeper’s home-and-business dwellings. Some of these apartments could be reconfigured: “first and
third floors were each planned as two apartments designed in such a way that they could either
interconnect to form a single residential unit, or be closed off from one another to form two sepa-
rate, independent units.”® Other apartments extended over two floors, with internal staircases and
a single room on one floor used as a kitchen (figure 1.12).!% Apartments thus interlocked in the

section and— “unlike anything in existence in Paris at the time”!'"!

—had windows opening onto
opposite sides for ventilation, while masonry window balustrades were meant to protect interiors
from the heat of the sun. To avoid the traditional disparities between richer tenants on lower floors
and poorer tenants on upper floors, ceiling heights were coordinated with a proportional system of
1Y feet (3.7 m), 9% feet (3 m), 8 feet (2.6 m), and 7% feet (2.5 m) (figure 1.13). Exceptionally tall rus-
ticated pier-arches allowed open-plan space at ground level and gave a monumental quality to the
building.'®* All of this—the coordinated geometry, different-sized apartments interlocking in the
section, balustrades for sun protection, open-plan ground floor—evokes comparable aspects of
the plans, sections, and ideas of Le Corbusier’s prototype apartment blocks, the Unité d’habitation
or Cité Radieuse (figure 1.14). Now, after observing three apparent correspondences (Villa Favre-

Jacot and Maison de Beaumarchais [figure 1.5]; Villa Savoye and the villa featured by Jean Stern

[figures 1.3, 1.4, 1.6]; Unité d’habitation and Immeuble Morel de Chefdeville [figures 1.13, 1.14]),
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First-floor changeable apartments and duplex shop-apartments with internal
stairs of Francois-Joseph Belanger’s Immeuble Morel de Chefdeville (ca. 1782), 9th
arrondissement. (© Bibliotheque Nationale de France, Cabinet des Estampes, Va
286 H 70857 and Va 286 H 70855.)
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11.13.  Section and elevation of Frangois-Joseph Belanger’s Immeuble Morel de Chefdeville

(ca.1782), 9th arrondissement. (Private collection.)




—1952).

1.14. Coordinated geometry at Le Corbusier’s Unité d’habitation, Marseille (1945

(Photograph © J. K. Birksted. © 2007 FLC/ADAGP, Paris and DACS, London.)
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1.15.

an immediate comment must be made. In Le Corbusier’s (Euvre complete, these three cases con-
stitute moments of indisputable innovation, true “Immaculate Conceptions.” This would lead one
to hypothesize that, if others exist, they might also constitute such intuitive “flashes of unexpected
insight.” Therefore, to test the hypothesis more acutely, the experimental process will be honed
from spotting random resemblances to systematically examining comparisons to key “Immaculate
Conceptions.” An obvious test case to start is the pilgrimage chapel of Notre-Dame-du-Haut at
Ronchamp, whose incomprehensible “irrationalism” was condemned by James Stirling in his clas-
sic essay “Le Corbusier’s Chapel and the Crisis of Rationalism.”!%?

The functionality of Ronchamp’s large outside congregational spaces and the fluidity

t.194 But its architec-

between internal and external spaces and the pilgrims’ residences are eviden
tural forms are not. Ronchamp is known for its unusual curved roof with single large gargoyle, as
well as its stained-glass windows, sculptural external pulpit with spiral staircase, earth-covered pil-
grims’ residences, and seven-stepped pyramid (figure 1.15). For these, Le Corbusier provided para-
textual commentary in Textes et dessins pour Ronchamp, documenting and celebrating his contact

with the “infinite voices from the most distant centuries that reach today’s most intense moments

Le Corbusier, Chapel of
Notre-Dame-du-Haut,

Ronchamp (1950-1955).
(Photograph © J. K. Birksted.
© 2007 FLC/ADAGP, Paris
and DACS, London.)



of modernity.”'® One such voice from distant centuries is that of the illustrations in Krafft and
Ransonnette of Belanger’s eighteenth-century Anglo-Chinese gardens, which, being fundamental
to his architectural career and reputation, warrant examination in greater detail.

Already in a lecture about French architecture given at the 1889 Universal International
Exposition, Lucien Magne, who considered Belanger to have played the historical role of modern
innovator, had included “the picturesque monuments of the park at Méréville, designed by Be-
langer.”1% Belanger’s landscape architecture was undergoing a significant revival of interest. In a
new 1922 edition of the eighteenth-century Coup d’ceil sur Belceil et sur une grande partie des jardins
de Europe by the prince de Ligne, Ernest de Ganay described Belanger’s grass-roofed rubble wall
hermitage, and a castle with curved walls on a hilltop overlooking a vast panorama with distant
hills, pyramid, waterfalls, and philosopher’s hut. The philosopher’s hut was “reached by an external
spiral staircase shaded by a Chinese parasol which led over a short footbridge to an annular bal-
cony offering views over the park. The windows were glazed with different shades of stained glass,
which made one see the same object in different colours” (figure 1.16).'%” These eighteenth-century

features were meant to “speak to the heart and spirit.”'% In Textes et dessins pour Ronchamp, Le

i
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1.16. Belanger’s garden fabriques
at Bagatelle, in J. Ch. Krafft,
Recueil d’architecture civile,
contenant les plans, coupes
et élévations des chdteaux,
maisons de campagne, et
habitations rurales, jardins

anglais, temples, chaumiéres,

kiosques, ponts, etc, situés aux

environs de Paris et dans les

départemens voisins (Paris:

Imprimerie de Crapelet,
1812), plates 119—120.
(Archives J. K. Birksted.)
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Corbusier wrote of his own design intention: “A desire: yes! For the architecture to reach the
emotions here evoked.”!” And just as Ernest de Ganay had described Belanger’s Anglo-Chinese
gardens with “Virgil’s presence reclining under the foliage of a beech”!!? as simultaneously modern
and Virgilian, so the inhabitants of the Villa Savoye, according to Le Corbusier, “will contemplate
[the rural landscape of Poissy], untouched from their suspended gardens or the four sides of their
surrounding ribbon windows. Their domestic life will be inserted into a Virgilian dream.”!!! Thus
Belanger’s eighteenth-century gardens are recalled not simply by visual and spatial features—a
hilltop building with curved walls, stained-glass windows, a spiral staircase to an external pulpit,
a curved roof, a grass-roofed hermitage, a pyramid—but by the design parti as well. A parallel
between the architecture of Belanger and Le Corbusier again “begins to make one wonder.”!'? To
test this parallel even further, more “Immaculate Conceptions” need now to be considered. Such
are the unusual Maison de 'Homme and Philips Pavilion.

The Maison de THomme—described as “a new departure, the opening up of a new steel

113

aesthetic”'">—consists of two separate lightweight steel boxes, articulated centrally by a solid con-

crete mass (figure 1.17). In effect, a central masonry core joints two lightweight cubic volumes. In

1.17. Le Corbusier, model for the Maison de "THomme, Zurich (1967). (Courtesy of
Bibliotheque de la Ville de La Chaux-de-Fonds, LC 108.774-4. © 2007 FLC/ADAGP,
Paris and DACS, London.)



1.18.

section, sculptural roofs counterpoint orthogonal cubic volumes. Belanger’s glass-and-iron con-
servatory at the Folie Saint-James is illustrated in Krafft and Ransonnette by plans, sections, and el-
evations.'" It consists of a central masonry core with centrifugally extending conservatories, which
was itself a reference (Belanger too understood about creative plagiarism) to another contempo-
rary sensation, an iron-and-glass building erected at Stuttgart-Hohenheim with a similar central
masonry core, extending glass-and-iron wings and large roof volumes (figure 1.18). Belanger’s own
conservatory at the Folie Saint-James differs structurally in one important, and curious, respect: a
separate structure, standing on the ground, holds the roof. Now, Le Corbusier was well read: he re-
membered that “in 1925, Giedion declared: “The Pavillon de ’Esprit Nouveau is incomprehensible
in France; it is an impossible feat. I replied: ‘Go to the Bibliotheque Nationale and study 19th cen-
tury French iron and glass architecture and you will find something remarkable.”!'> Le Corbusier’s
Philips Pavilion came about when he was approached in 1956 to design a building for the Brussels
International and Universal Exposition. He hesitated, then accepted and developed his ideas alone
in August 1956 at Roquebrune-Cap-Martin (figure 1.19). The complex construction was of metal-

lic ribs, triangulated to form shells, onto which were fixed a lattice of prefabricated concrete tiles,

Glass-and-iron conservatory at Hohenheim (ca. 1789), model for Belanger’s glass-and-

iron house at the Folie Saint-James, reproduced in Georg Kohlmaier and Barna von
Sartory, Houses of Glass: A Nineteenth-Century Building Type (Cambridge, Mass.: MIT
Press, 1986).
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Le Corbusier, Philips

1.19.

Pavilion, Brussels

International and Universal

Exposition (1956—1958). (FLC
L1-3-22, © 2007 FLC/ADAGP,

Paris and DACS

London.)

b)

| TR EEARNCAN




1.20.

Le Corbusier’s postcard of Francois-Joseph Belanger’s dome over the Halle au Blé.

(FLC Ls-6-307, courtesy of Fondation Le Corbusier.)

jointed with clamping rings to form the auditorium roofs. This unique structure has been com-
mented on for its “seeming variance from all other of Le Corbusier’s works.”!!¢ It is interesting to
note that Le Corbusier had in his collection a postcard of Belanger’s Halle au Blé (figure 1.20).!”
Working on the Halle au Blé with the engineer Brunet, Belanger had designed an iron-structured
roof using new jointing technology with sliding bolts for heat expansion.''® Over a “flexible iron
skeleton Belanger laid a lattice of further light iron bars to lend additional support to a roof cover-
ing of copper sheets,”'"® which he himself proudly described as “absolutely new, it has no model
whatever” (figure 1.21).12° Charles-Edouard Jeanneret was particularly interested in metal construc-
tion and knew its history. In 1958, he wrote to Ernesto Rogers, “I open Casabella Number 222 and
I find on pages 54 and 55 the photograph of the iron and glass building that I used to admire in
1908 on Sunday mornings, with some other buildings that already then marked modernism.”'?! In
21916 letter to him, Perret had listed metal architecture in Paris, including “the large reading room
of the Bibliotheque Nationale; the Halles Centrales; the Palais de 'Industrie (demolished), espe-
cially its central hall; the Palais des Beaux-Arts and Palais des Arts Libéraux at the Exposition of
1889.”122 And Le Corbusier himself, in his Voyage d’Orient (1910—-1911), wrote that “the Galerie des
Machines in Paris, the railway stations at the Gare du Nord and in Hamburg, automobiles, aircraft,
ocean liners, and locomotives seem to us conclusive arguments.”'?* However, both Belanger and Le

Corbusier designed three metal structures. The Pavillon des Temps Nouveaux, Le Corbusier’s third
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1.21.

Francois-Joseph Belanger, metal dome over the Halle au Blé. (© Bibliotheque
Nationale de France, Cabinet des Estampes Va 285 H69874.)
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metal structure, must be considered to complete this trilogy of metal-framed “Immaculate Con-
ceptions” (figure 1.22). And, as a temporary exhibition building for John Singleton Copley’s paint-
ing The Siege of Gibraltar (ca. 1790) in London’s Green Park, Belanger designed a textile structure
shored by metal trusses (figure 1.23).

These deliberately formalistic parallels—though supported by historical evidence about
the contemporary interest in and knowledge of Belanger—leave unanswered the most interesting
question: What could this use of Belanger’s architecture mean? While the existence of a clue—
“ineradicably connected to its ‘maker, its maker’s connection to it cannot be said to have the same
perspicuousness”'?*—indicates only a presence, it does not suggest a meaning. Which aspect of
Belanger’s eighteenth-century architecture (beyond its provision of original intuitive “flashes of
unexpected insight”) could have meant something to an ambitious, budding young architect? On
what grounds could Charles-Edouard Jeanneret have identified with Belanger? Several hypotheses

are available.
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1.22.

1.23.

Exposition internationale Paris 1937 Projet «D»

Le Corbusier, Pavillon des Temps Nouveaux, in Le Corbusier and Pierre Jeanneret,
(Euvre complete 1934-1938 (Zurich: Editions Girsberger, 1945), p. 158. (© 2007
FLC/ADAGTP, Paris and DACS, London.)

Francois-Joseph Belanger, view of the pavilion erected in Green Park to exhibit

the picture of the Siege of Gibraltar, painted by John Singleton Copley (ca. 1790).
(Musée Carnavalet D 08526, E.21070, 1991, CAR 0815 A. © Phototheque des Musées
de la Ville de Paris.)
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First, in the early twentieth century, the Louis XVI style was in fashion. In a letter to
L’Eplattenier on 16 January 1911, Jeanneret reported that “Schulze-Naumburg himself has com-
pletely capitulated and literally copies the Louis XVI style.”!* Secondly, Swiss connections color
the work of Belanger. His first important patron, the prince de Ligne, who introduced him to
Anglo-Chinese gardens, was Swiss. In the words of Madame de Staél: “Perhaps the prince de Ligne
is the only foreigner who, within the French tradition, has become a model and not an imitator.”!6
Belanger included Swiss features in his designs, such as a Swiss chalet that was included at the Fo-
lie Saint-James (but so did others). He was also keen on using images of the Swiss Alps, including
alpine bridges.'”” Jeanneret’s Swiss nationality was inevitably involved in the way in which Parisian
society received him, and he was painfully aware of this.!?® But a third aspect of Belanger seems
potentially most relevant: his contemporary status as a rebellious, avant-garde and anti-academic
architect.

Emil Kaufmann’s choice of Ledoux as a parallel with Le Corbusier, and Colin Rowe’s choice
of Palladio, are telling. Belanger’s architectural drawings in the Cabinet des Estampes stand in total
contrast to Ledoux’s meticulous and didactic engravings of an ideal world.'® Belanger’s drawings
are the practical, sometimes comical, sometimes ironic observations of a working architect who
includes everyday activities of ordinary people. One drawing shows a coach arriving at a mansion;
nearby, a servant is fetching water from a fountain; an artist, sitting on a bench, records the scene
(figure 1.24). Another drawing for the rue Rochechouart abattoirs features the full gory details of
the production process from cattle to carcass (figure 1.25). Another sketch shows a laborer at the
abattoirs working in an enclosed underground space with indications of sizes: Belanger is calculat-
ing minimum space requirements (figure 1.26). In yet another drawing is a garden with an unfin-
ished wall and stones strewn around, while masons proceed with construction and servants with
their chores (figure 1.27). Here is a vision of a world in construction, in process, in use. The drawing
shows a classical hotel particulier in a frenzied world of wet trades, where the neoclassical palaces of
the nouveaux riches adjoin medieval timber-framed buildings overgrown by vines, weeds sprout-
ing between the stones, their roofs holed. (The fundamental eighteenth-century cultural meaning
of this vision of an imperfect world in the process of being constructed by masons, and of its con-
tinuation into twentieth-century francophone culture, will be discussed subsequently.) Amidst this
chaos, people go about their business. They gossip. They snack. Washing dries on a clothesline, and
a somnolent ass waits. Life goes on. As part of this, the design of construction machinery, such as
devices for moving stones, fascinated Belanger (figure 1.28)."*° This vision would have been more
available as a model to a budding young architect than the visions of a Ledoux or a Palladio, which
are more suitable for scholastic historians intent on fabricating pedigreed historiographies.'*!
For a young architect in search of inspiration and originality, Belanger’s ink-stained, revised and

annotated drawings would provide a better model. These considerations bring me back to the
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1.24.

1.25.

Francois-Joseph Belanger, Maison Dervieux. (© Bibliotheque Nationale de
France, Cabinet des Estampes, Ha 58 Fol. F 000623.)

Francois-Joseph Belanger, rue Rochechouart abattoirs. (© Bibliotheque Nationale

de France, Cabinet des Estampes, Ha 58b Fol. F 000795 and F 000800.)
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1.26. Frangois-Joseph Belanger,
rue Rochechouart abattoirs.
(© Bibliotheque Nationale
de France, Cabinet des
Estampes, Ha 58b Fol. F
000817.)

1.27. Frangois-Joseph Belanger,

drawing. (© Bibliotheque
Nationale de France, Cabinet
des Estampes, Ha 58 Fol. F
000633.)

1.28. Francois-Joseph Belanger,
machine for lifting stones.
(© Bibliotheque Nationale
de France, Cabinet des
Estampes, Ha 58d Fol. F

000912.)




Carnet Paris Automne 1913 with its often-noticed mention of Auguste Choisy. Choisy too has been
straitjacketed into the hallowed establishment of architectural history; Charles-Edouard Jeanneret’s
reading of his Histoire de architecture is interpreted accordingly. But this was not how Jeanneret
read him. He read him as a rumbustious innovator.

The importance of Choisy’s Histoire de I'architecture is confirmed by Jeanneret’s emphatic
description of the book in his letter to L'Eplattenier of 16 January 1911 from Berlin, while appren-
ticed to Behrens:'*? “This was the collapse of my gloomy mythology and from then on classical
light reigned. . . . So much to learn and take in. I also have a splendid book of Doric, Ionian, Corin-
thian, that Roman art composed of colossal vaults and large plain walls. . . . Ah! dear Sir, the obser-
vation of my happy aesthetic development is the only thing that still makes this life possible.”!* In
Choisy’s Histoire de Parchitecture, the elegiac envoy of the last chapter, “Architecture’s Last Trans-
formations,” portrays Belanger as the key innovator in French architectural history, whose mod-
ern work should be the catalyst for the future. Choisy concludes his grand survey of the history of
world architecture with the significance of Belanger’s pioneering roof structure at the Halle au Blé

as a benchmark for the future:

It is but in the first years of our century that success was achieved in using cast-iron tiles
for covering large spaces where the span would otherwise have created excessive difficul-
ties. One of the first uses was at the dome of the Halle au Blé of 1809: for the first time, a
dome was being erected, at the scale of the dome of Saint Peter’s, where the overlapping of
the structural members counteracted the centrifugal forces, whose ingenious structure was
visibly expressed . . . and it would be easy to show that in these beginnings are to be found
more than mere promises, were we not to think that a history of architecture should con-

clude with the works of our contemporaries.!**

Unequivocally, it is on the importance of Belanger’s architecture that Choisy issued a challenge
to future generations. Could it be this final passage in Auguste Choisy’s Histoire de Parchitecture
that would point Charles-Edouard Jeanneret toward a model at a time when he was searching for
a direction? To Perret he wrote: “Where are your masters? Where were the beginnings of mod-
ern concepts seen to emerge? Could you inform me? Once again, I know nothing. ... Where are
the masters, where is the line of force?”!*® Jeanneret also mentioned Auguste Choisy’s Histoire de
Parchitecture in tandem with his reference to Krafft and Ransonnette in his Carnet Paris Automne
1913 (figure 1.7). Could this discovery in 1913 have preceded the “flash of unexpected insight” that
was to reveal “in 1914 the perfect and complete conception of an entire system of construction,
anticipating all future problems,”!*® the Dom-ino system, which, in effect, had been drawn by Be-
langer in his design for the Rochechouart abattoirs (figures 1.1, 1.25)? This possibility raises yet an-

other question: Could the parallel to Belanger extend beyond the key “Immaculate Conceptions”
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to yet other design domains, such as fittings, furniture, and even urbanism? For example, we might
consider the similarity of such minor details as the mirrored shutters of Le Corbusier’s Cabanon to
those reflecting the outside landscape of Belanger’s grass-roofed hermitage at Belceil (described in
Ernest de Ganay’s 1922 republication of Coup d’ceeil sur Beleeil), which also features a cabanon (fig-

ures 1.29, 1.30)."%7 To finish testing this hypothesis, possibly to destruction, we could examine some

of Le Corbusier’s more eccentric, frankly even bizarre, ideas.




- . ; . 1.29. (facing page) Le Corbusier,

/ )/ At N et el 3 ma, (2 ‘2’”"“‘;‘"’ : mirrored shutters at
o 7 Gt _W/‘ Vi ‘{‘M,Jﬁ' Cabanon, Roquebrune-
(ot o~ el Cap-Martin. (Photograph
© J. K. Birksted. © 2007
o FLC/ADAGP, Paris and
PR 2 PR £ 2 DACS, London.)

WL~ T SR, WP, 7

1.30. Frangois-Joseph Belanger,
a cabanon. (© Bibliotheque
Nationale de France, Cabinet
des Estampes, VA 418 H
184710.)
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Such is the electric hedge at the Beistegui penthouse on the Champs-Elysées (1929-1931).

Part of the rooftop garden, the hedge could be slid aside electrically to reveal the spectacu-

lar panorama over the Arc de Triomphe and toward the Bois de Boulogne (figure 1.31). Now, an

eighteenth-century account by Thomas Blaikie, published in 1931, describes Belanger’s design at

Bagatelle for a visit by Louis XVI and Marie-Antoinette:

On the further side towards Longchamp there was erected a Pyramide by which was a

Marble tomb; this part of the wood being neuly taken in to the grounds there remained the

wall of the boid de Boulogne and to rendre this scene More agreeable Mr. Belanger had an

invention which made a Singulare effect by undermining the wall on the outside and plac-

ing people with ropes to pull the wall down at a word; at this pyramide there was an acteur

who acted the part of a Majician who asked there Majestys how they like the Gardins and

what a beautifull vue there was towards the plaine if that wall did not obstruct it, but that

APPARTEMENT DE M. CHARLES
DE BEISTEGUI, AUX CHAMPS.ELY-
SEES, A PARIS, 1930-1931. 1l s'agit
d'une installation complétement
neuve au sommet d'un ancien biti-
ment des Champs-Elysées. Ce chan-
tier a ¢été 'occasion de recherches
importantes, d'insonorisation tout
particulierement. 1l a été, de méme,
fait des installations électriques et
mécaniques trés compliquées, dont
le but, évidemment, n'est que
d'amusement: paroi de verdure du
jardin qui s’éclipse électriquement;
wverture d'une grande glace de la

Le Jardin inféricar an septitme &tage. réglt sur I'Arc de Triomohe

grande baie du salon, électrique-
ment. Disparition de la cloison de
séparation entre la salle & manger
etle salon, électriquement, ete., ete.

Les installations électriques de
cet appartement comportent 4000
metres de ciibles.

La construction des trois jardins
suspendus constitue une doquente
réponse i la campagne payée de
MM. les fabricants de tuiles et
d'ardoises, et elle constitue des ar-
chives solides & la technique des

toits modernes.

Le second jardin de tolture (8¢ étage), fleurs parmi le gazon
de aquatre tnurs et la hale Q'ifs

Le 3 jardin de toiture (0% étaged: un gazon entouré Pour monter au troisiéme jardin de toiture

1.31.  Le Corbusier, electrically operated hedge on roof garden at de Beistegui apartment
(1929—1931), in Le Corbusier and Pierre Jeanneret, (Euvre compleéte 1929—1934 (Zurich:
Editions Girsberger, 1935), p. 53. (© 2007 FLC/ADAGP, Paris and DACS, London.)



there Majestys need only give the word that he with his inchanting wand would make
that wall disappear; the queen not knowing told him with a Laugh “Very well I should
wish to see it dissapear” and in the instant the signal was given and above 200 yards op-

posite where the company stood fell flat to the ground which surprised them all.'?

Could this parallel explain even Le Corbusier’s Apollo/Medusa emblem (figure 1.32)? Added to
Bagatelle’s fagade during its nineteenth-century alterations, this motif, following Piranesi, had
also been used extensively by Belanger as a decorative element at the Chateau de Maisons and
for his designs of mantelpieces (figure 1.33).'%

Turning to more significant details, could the parallel be extended to Le Corbusier’s
urbanistic ideas, usually attributed to Pierre Patte or Eugene Hénard, whom he carefully read
at the Bibliotheque Nationale while working on La construction des villest'*® Belanger’s ur-

ban plans are different from those of Patte and Hénard. In his scheme for la nouvelle Londres,

1946 - L'Urbanisme

Devant les desiructions, les pavs d'Europe se soni
attelés & la tiche de la reconsiruction, problime
d'architecture et d'urbanisme,

\ wvrai dire. on s’ coit que les gens de métier,
architecies et urbanisies, se {rouvent en face de
problémes neufs si compliqués, st symphoniques et
sur des bases si nouvelles, que les solutions n'appa-

raissent pas, ou si elles apparaissent, elles se trou-
vent immédiatement impuissantes, inefficaces, loin
de la réalité,

La réalité, ¢'est la main-d'ccuvre disponible, ec sont
les matérinux disponibles, ¢'est le temps (le calen-
drier des travaux), ¢'est le prix... Aviant de fac-

teurs auxeuels les soluti
repondre, autant de facteurs qui exigent de penser
i nouvean architecture et 'urbanisme.

Pour penser & nouveau, il faut faire table rase, non
pas par esprit de négation, mais pour poser la ques-

5 N preuvent

tion: « De quai s'agit-il, en fait? = Et 'on sapergoii
qu'il 8 agit de loger les hommes, Mais quels hommes?
Pratiquant quelles coutumes et usages? Vivant de
quelle maniére? Scules, en couple ou en familles?
En colleetivité? Se liveant a quelle sorte de travanx?
Distribuant de quelle maniére les heures de leurs

journées? Les journées de leurs années? Avant

On sent bien qu'il s'agit de définir des poinis de

et que le métier darchitecie devient sin-
rement un métier d'ordonnateur social. Cela
dautant plus que cet architeete doit faire de or-
banisme,

Lo ditsastre contempornin

La libertd totale de lespaee:

Le Corbusier’s Apollo/Medusa emblem, in Le Corbusier and Pierre Jeanneret, (Euvre
complete 1938—1946 (Erlenbach-Zurich: Editions d’Architecture, 1946), p. 146. (© 2007
FLC/ADAGP, Paris and DACS, London.)
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Figures of Apollo and Medusa on the altered nineteenth-century elevation to

Francois-Joseph Belanger’s Bagatelle. (Photograph © J. K. Birksted.)



1.34. Francois-Joseph Belanger, La nouvelle Londres. (© Bibliotheque Nationale de

France, Cabinet des Estampes, Ha 58a Fol. F 000661.)

Belanger developed town planning—with houses that were ahead of their time in their simplicity,
lack of ornamentation, excellent ventilation, modest appearance, and emphasis on daylight—on
a right-angled grid of streets and land plots (while Patte was in favor of nonorthogonal streets), as
in the urbanistic concept of “mat buildings” of the 1950s and 1960s (figure 1.34).'*! Le Corbusier’s
Venice hospital project (another design concept that evolved with surprising speed) employs units
that “unfold like carpets . .. [as] cellular conglomerates displayed as a kind of dense web” (figure
1'35).142

A final parallel—though the reader must by now be veering between awe at Le Corbusier’s
sublime capacities for creative appropriation and exasperation at this ridiculous hypothesis, in
which case such a reader should avoid this final note)'**—is Le Corbusier’s emblematic sculpture
of La main ouverte (The open hand), a signature theme that he deployed from the 1930s onward in
sketches, poetry, architectural monuments, paintings, and sculpture, including an urban sculpture
in Chandigarh (figure 1.36).!* Entirely in the spirit of intuitive “flashes of unexpected insight,” Le
Corbusier claimed that “the ‘Open Hand’ is an idea which was born in Paris, spontaneously.”'* For
the Open Hand sculpture in Chandigarh, Le Corbusier wrote to Nehru that “one sees there above
the horizon an open hand; five women grouped on the earth see it surge. From that moment,
my design contents itself with the hand all alone.”'* In Le poéme de 'angle droit, he invokes how

“the waters flow—the sun provides light—Complexities have woven—their fabric—the fluids are
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1.35.

11

Venice hospital project (1964-1966), in Le Corbusier, (Euvre compléte 1957-1965
(London: Thames & Hudson, 1965), p. 141. (© 2007 FLC/ADAGP, Paris and DACS,

London.)

everywhere. . . . Full hand I received—Full hand I give,”'*” while in an early notebook he mentions
“statue Henri IV, Pont Neuf.”'*® Now, Belanger had designed an equestrian statue of Henri IV with
hand outstretched, to be located at the Pointe du Vert Galant on the Pont Neuf, which, surrounded
on both sides by the Seine such that truly “the waters flow . . . the fluids are everywhere,” sits on a
podium that, in accordance with Belanger’s proposal, features a group of women (figure 1.37).14°
And in Le Corbusier’s collection is a postcard of the site of this statue, “Panorama sur la Seine, la
Cité, Notre Dame et La Pointe du Vert Galant” (figure 1.38).'>°

At the conclusion to this parallel between the architectures of Belanger and Le Corbusier,
some implications need drawing out. Le Corbusier’s life is forever seen as a sequence of contra-

»151

dictory and incompatible periods, of “dualisms”™>! of, for example, “internationalist rationalism”

» <

versus “vitalistic and regionalist ideas,” “the head” versus “the heart,”'>? “classical characteristics

I From the Eighteenth Century



1.36.

Camag U0 pItTe g T Main Duverte el 18 Trull 9o plus @ une cen-
toine d'esquiszses faites pour atteindre un style sutfisant

The plaster model of the Open Hand is the fruit of more than a hundred
studies made in order to arrive at the proper form

Das Gipsmodall der Offenen Hand st die Frucht ven mehr als hundert
Vorstudien

Le Corbusier, Fosse de la Considération at Chandigarh, in Le Corbusier,

Euvre compléte 1957-1965 (London: Thames & Hudson, 1965), p. 109. (© 2007
FLC/ADAGTP, Paris and DACS, London.)

such as symmetry, clarity, order and linearity” versus “unexpected and seemingly irrational hap-
penings.”!>? Kenneth Frampton writes even of “paradigm shifts.”!>* At other times, Le Corbusier is
simply seen as haphazardly collaging random items. Colin Rowe famously wrote that “Le Corbu-
sier largely selects a variety of hitherto indiscriminate phenomena. He selects the casual incidents of
Paris, or Istanbul, or wherever it may be; aspects of the fortuitously picturesque, of the mechanical,
of objects conceived to be typical, of whatever might seem to represent the present and the usable
past.”!>> However, with Belanger as a possible model, such contradictions in Le Corbusier’s (Euvre
complete cease to exist, for as Krafft described Belanger’s work, it has “an extraordinary abundance
... formal variety is boundless.”'*® Indeed, André Wogenscky wrote that Le Corbusier “embraces
contraries, refuses dilemmas, reduces oppositions, and builds his thought on an integrated whole,

on a totality”'> In this case, it would be time to take a la lettre Le Corbusier’s own dictum that
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Frangois-Joseph Belanger, Projet de décoration pour la Féte de I'entrée de Louis
XVIII dans sa capitale. (Musée Carnavalet D 6700 E, 1991 CAR 0814 A. ©
Phototheque des Musées de la Ville de Paris.)

I y . =

I75. - PARIS. - Panorama sur la Seirie, la Cit¢, Notre Dame ¢t Ja Pointe du Vert Galant
Panoremn on the Seine River '

Postcard from Le Corbusier’s collection: “Paris. Panorama sur la Seine, la Cité,
Notre Dame et la pointe du Vert Galant. Panorama on the Seine River.” (FLC Ls-

6-372-001, courtesy of Fondation Le Corbusier.)



1.39.

“you need only, without going too far, to poke your nose into some old eighteenth-century books
to realize that already then some decent and honest people were regularly protesting against degen-
eracy in art and design, against the production of trash.”'*® Could it be Belanger’s confrontational
and intransigent modernity that made his architecture available to Charles-Edouard Jeanneret as a
model, while making it unavailable to generations of architectural historians? Colin Rowe and Emil
Kaufmann, with impeccable taste and gentlemanly etiquette, had the historiographical decency to
choose such respectable precedents as Palladio and Ledoux. These were unlike Belanger, who ruth-
lessly advanced his career by unscrupulously changing political sides and cunningly manipulating
the media, deceitfully reinvented his biography for posterity, and wrote of himself: “Genius consists
in the superiority of one or of several senses and, I must say it, a delirium of the Imagination, ad-
justed by reason and the skills that one brings with one. . . . I do not like the productions that come
from the Ecole.”!* From all this arise obvious questions. When might Charles-Edouard Jeanneret
have realized the strategic potential that Belanger’s “delirium of the Imagination” held for the re-
alization of his own modernist project? Was it in a sudden intuitive “flash of unexpected insight”?
Or gradually? Did he return to Belanger sporadically and haphazardly? Or systematically and con-
sciously? Two shreds of evidence survive.

First, Le Corbusier described the importance of the panorama from his apartment at 24,
rue Nungesser-et-Coli, illustrated in the (Euvre complete, “over gardens that are in the foreground
at Boulogne,”'®® thus suggesting Bagatelle and the Folie Saint-James (figure 1.39). Jerzy Soltan also
described the importance of the panorama after a visit to Le Corbusier: “The sun was resplendent
on the terraces. All sorts of plants were in bloom. Far away, Mont Valerian was vibrating in the

summer heat.”16!

Le Corbusier and Yvonne Jeanneret (née Gallis) on
the terrace at 24, rue Nungesser-et-Coli (top right),
in Le Corbusier and Pierre Jeanneret, (Euvre complete
1929-1934 (Erlenbach-Zurich: Editions d’Architecture,
1946), p. 150. (© 2007 FLC/ADAGP, Paris and DACS,
London.)
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Secondly, in Le Corbusier’s library remains a book catalogued as “Mayor, J., Derobert, L.,
Maisons et hotels construits a Paris et dans les environs, de 1771 a 1802. Paris: Lib. D’Art Décoratif et
Industriel, 1909.”'%? This is the “Kraft et Ransonnette” that was appraised as “amazing to buy” in
the Carnet Paris Automne 1913, but is obscured by being miscatalogued under the names of the
editors who reissued it in 1909, so that “Kraft et Ransonnette” is not even mentioned in the library
catalogue. It is interesting to see its condition (figure 1.40). Its ribbons are in shreds and its tattered
binding is held together by tape. It seems to have been consulted over and over and over again. The
tape that binds it together allows forensic examination. Adhesive tape was invented in 1925 at the
Minnesota Mining and Manufacturing Company (3M), followed by the formation of a subsidiary
company in France, Minnesota de France, which, in September 1951, “besides manufacturing a
complete line of industrial and retail cellophane tape . .. also placed upon the market a masking
tape that is finding most favorable customer acceptance. . .. J. B. Imbert heads up our retail divi-
sion with eight retail salesmen under him, covering the entire country . . . [with a] large number of
jobbers, who enthusiastically help us distribute and popularize our product.”'®* The adhesive tape
holding together the covers of Le Corbusier’s Krafft and Ransonnette would indicate that he was
still actively consulting and mending it after 1951, coinciding with a time of heavy demand for “Im-
maculate Conceptions”: Ronchamp (1951-1953), Chandigarh (1951-1963), the Unité d’habitation in
Marseilles (1947—-1953), the Philips Pavilion (1958), the Zurich Pavilion (1963—1965), and the Venice
hospital project (1963). Thus, so far, Le Corbusier’s “Immaculate Conceptions” have been reviewed

one by one—except for the Parliament Building in Chandigarh.

1.40. Le Corbusier’s copy of
Jean-Charles Krafft and
Nicolas Ransonnette, Plans,
coupes, élévations des plus
belles maisons et des hotels
construits a Paris et dans
les environs (1771-1802);
reproduction en facsimile
avec notices par J. Mayor et
L. Derobert; préface de P.
Marmottan (Paris: Librairie
d’Art Décoratif et Industriel,
1909). (FLC V 679, courtesy

of Fondation Le Corbusier.)



In the gentleman-scholar tradition, this Parliament Building has been compared to Karl
Schinkel’s Altes Museum, despite the recognized difference that “Le Corbusier rejects Neo-Classical
symmetry in favour of a turbulent contrast”'%*—as Belanger precisely did with his design for the
Ecuries du Comte d’Artois (figure 1.41).

Should we therefore imagine Le Corbusier at critical moments in the privacy of his studio
at 24, rue Nungesser-et-Coli flicking through the pages of his Krafft and Ransonnette in search of
intuitive “flashes of unexpected insight”? If so, this would correspond to the enthusiasm for the
Louis XVI style that was prevalent in La Chaux-de-Fonds, where remains today a volume of en-
gravings by Krafft, in its original white calfskin leather and with a hand-written inscription, in the

library of La Loge I’ Amitié, the Masonic lodge of La Chaux-de-Fonds.
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1.41. Comparison between Le Corbusier’s Parliament in Chandigarh (left, © 2007
FLC/ADAGTP, Paris and DACS, London); Schinkel’s Altes Museum in Berlin
(center, from William J. R. Curtis, Le Corbusier: Ideas and Forms [London:
Phaidon, 1986], p. 197); and Belanger’s Ecuries du Comte d’Artois (right, from
Jean Stern, A Pombre de Sophie Arnould: Frangois-Joseph Belanger, architecte des
menus plaisirs, premier architecte du comte d’Artois, tome 1 [Paris: Librairie Plon,

1930], p. 100; archives J. K. Birksted).
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H E architecture of Francois-Joseph Belanger was thus well known in La Chaux-

de-Fonds. Indeed, not only was Belanger’s architecture described in the library of the Ecole d’Art
in Paul Planat’s Encyclopédie de I'architecture et de la construction—“One of Belanger’s most signifi-
cant works is the iron and copper dome over the Halle au Blé in Paris which, in 1810, replaced the
wooden dome by Legrand and Molinos that burnt on 16 October 1802”'—but there was also in
the town an ancient white-calf-leather-bound copy of J.-Ch. Krafft’s Plans, coupes, et élévations
de diverses productions de Uart de la charpente exécutées tant en France que dans les pays étrangers*
that describes “the huge constructions that nowadays cross the ocean.”® Charles-Edouard Jeanneret
himself enthused about ocean liners to Auguste Perret in 1913: “But when the architect will have
applied to the house the honest construction expressed in ocean-liners, then it would seem that all
the face paint and grime now disfiguring us will peel off like scales.”* Now, Krafft’s Plans, coupes, et
élévations de diverses productions de Part de la charpente, inscribed with “Wilhelm Bech, La Chaux-
de-Fonds 1851,” was in the library of the Loge I’Amitié. Bech was a member of both the presti-
gious Club Alpin Suisse Section La Chaux-de-Fonds, of which Charles-Edouard Jeanneret’s father,
Georges-Edouard Jeanneret, was president, and the local Freemasonic lodge, I’ Amitié, which was
also enormously prestigious.” Like the rest of Europe in the late nineteenth and early twentieth cen-
tury (indeed, the rest of the Western world from Russia to America), La Chaux-de-Fonds was in the
grip of “club mania” and salon fever.® Clubs, societies, institutes, associations, charities, circles and
salons mapped different social classes, ethnic groups, professional associations, personal hobbies,

political ideals, social aspirations, religious affiliations, moral objectives, and charitable activities
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(figure 2.1). Over 150 Chaux-de-fonnier clubs and societies gathered people together indoors and
outdoors throughout the seasons, around instrumental and choral music, politics (including an-
archist, socialist, and pacifist societies), arts and crafts, athletics, winter sports, gymnastics, shoot-
ing, languages (including Esperanto), needlecraft, Christian anti-alcoholism (La Croix Bleue),
and in patriotic, commercial, religious, and charitable groups (figure 2.2).” One leading salon—
eventually visited by Dinu Lipatti, Yehudi Menuhin, Arthur Rubinstein, Wilhelm Backhaus, Pablo
Casals, Clara Haskil, Wanda Landowska, and André Maurois—was that of Yvonne Schwob, née
Weil (1888-1982), who arrived in La Chaux-de-Fonds after her wedding to Raphaél Schwob at the
Temple Israélite d’Elbceuf in France on 17 May 1909 (figure 2.3).8 The magnetic effect produced by

her arrival in La Chaux-de-Fonds is described in an unpublished memoir:

2.1. A society in La Chaux-de-
Fonds. (Charles Robert-
Tissot, 1901-1905, courtesy of
Collection Iconographie, DAV,
Bibliotheque de la Ville de La
Chaux-de-Fonds, RT-P2-100.)



2.2.

Groupe de Gymnastique de

I’Union Chrétienne de Jeunes
Gens. (Charles Robert-
Tissot, 1901-1905, courtesy
of Collection Iconographie,
DAV, Bibliotheéque de la Ville
de La Chaux-de-Fonds, RT-
P2-208.)
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2.3.

Of French origin, I was told that she had come from a family enriched by textiles, been
brought up in the land of the Impressionists on the banks of the Seine downstream from
Paris and received the best of classical educations. Extremely beautiful, she had a graceful
bearing, an elegant speaking manner and a very assured taste. Her arrival at La Chaux-de-
Fonds had caused a sensation in the Israelite community. All the young people were at her
feet and everyone was hanging on her every word. It should be known that the Schwobs
owned Tavannes Watch Co. S.A., the most highly valued company in the community. Im-
mediately after the Tavannes came the Movados (Ditesheim), the Vulcains (Ditisheim and
Didisheim), the Marvins (Ditisheim) and others such as Invicta (Blum) and Rotary (Drey-
fuss). When Cécile Ditesheim, a Movado, had married a Tavannes in the person of Georges

Schwob, this was social ascension.’

Wedding photograph of
Yvonne Schwob, aged 21.
(Courtesy of Bibliotheque
de la Ville de La Chaux-
de-Fonds, Fonds Schwob

108-0021.)




Yvonne Schwob—who would commission Charles-Edouard Jeanneret and Charles Humbert to
design her salon’s interior decoration, fittings, furniture and mural paintings—had thus married
into the most urbane and wealthiest of the highest echelons of Jewish society in La Chaux-de-
Fonds (figure 2.4).1°

It was into this ethnically complex, politically divided, yet strangely cohesive watchmaking
community that Charles-Edouard Jeanneret returned in December 1909 after his apprenticeship
to Auguste Perret in Paris, following Yvonne Schwob’s arrival. His father noted in his diary that
“Edouard arrived last week from Paris, cheerful and in good health, a big fellow decked out with
a wide-crowned top-hat and a huge military coat. We took great pleasure in seeing our son back

home.”!! Between his return in 1909 and his definitive departure in 1917, eight decisive years were

2.4. The synagogue of La Chaux-
de-Fonds (1904). (Courtesy
of Collection Iconographie,
DAV, Bibliotheque de la
Ville de La Chaux-de-Fonds, . . {4 A

P2-4536.)
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to elapse during which Charles-Edouard Jeanneret was to lead a double life, half of which has been
meticulously detailed, month by month, day by day, even hour by hour.!? This half constitutes the
authorized story, and revolves around the painter Charles UEplattenier at the Ecole d’Art. The other
story has yet to be documented; it corresponds to those sketchbooks and diaries that disappeared
at two critical moments—first, during Le Corbusier’s move into his new, self-designed apartment
at 24, rue Nungesser-et-Coli in 1934, when the sketchbook for 1913 disappeared, and again in the
late 1950s, when he renumbered and reorganized his sketchbooks and notebooks."® From this in-
tense period (1909—1917)—encompassing a second apprenticeship (with Peter Behrens in Berlin,
1910—1911), the voyage d’Orient (Istanbul, 1911), three inexplicably innovative villas (Favre-Jacot,
1912; Jeanneret-Perret, 1912; Schwob, 1916), and the Dom-ino concept (1914)—his double life has
been virtually erased. The autobiographical (Euvre compléte compresses those first thirty years in
La Chaux-de-Fonds (1887—1917) into twelve pages, leaving the remaining forty-eight years spread
over 1,262 pages. Precisely such manipulations of le temps raconté (story time) versus le temps du
raconter (storytelling time) have been analyzed by Paul Ricceur to describe how their inverse rela-
tionship forms a vital configuration in the creation of fictional narratives.'*

So on Wednesday, 8 December 1909, Charles Humbert noted in his diary that “Edgard Jean-

1,15 referring to L'Eplattenier’s Cours Supérieur at the Ecole d’Art.

neret came to visit the schoo
On Saturday, 11 December, he entered: “Went to the boss’s house with Edouard Jeanneret—De-
lightful evening in I’Eplattenier’s studio in the company of ladies (Perrochet, Goering, Wille) and
gentlemen (LEplattenier, Ed. Jeanneret, Perrin, Aubert, Perret, Harder, Houriet and Reussner).”'¢
Then on Tuesday, 21 December, he noted that he “helped in the company of Aubert, Jeanneret and
Ed. Jeanneret to move the latter’s luggage,” and, on New Year’s Eve, “Mademoiselle Perrochet and
Messieurs Ed. Jeanneret, Perrin, Aubert, Houriet and I all exchanged Happy New Year wishes.”” It
was thus in December 1909 that Charles Humbert first met Charles-Edouard Jeanneret, whom he
thought was called Edgard. Humbert noted in his diaries in 1912 that he was part of the small circle

who “read C. Ed. Jeanneret’s manuscript on the art of building towns” when the latter was living

in the old farmhouse, Le Couvent, above La Chaux-de-Fonds (figure 2.5)."® Humbert also helped




2.5.  The only photograph of
Charles Humbert in Le
Corbusier’s work: Georges
Aubert, Charles Humbert,
Albert Jeanneret, and others
in a photograph from Jean
Petit, Le Corbusier lui-méme
(Geneva: Rousseau, 1970),
p- 49. (© 2007 FLC/ADAGP,
Paris and DACS, London.)

2.6. Postcard sent by Charles
Humbert to Charles-Edouard
Jeanneret, 2 March 1918: “La
Chaux-de-Fonds. Grande
Brasserie Restaurant. Ariste
Robert.” (FLC E-2-11, ©
2007 FLC/ADAGP, Paris and
DACS, London.)

e Chaax- det o d
rande Brasseric Regraurant.
: Arisie Robert.

Charles-Edouard Jeanneret with the site survey for the Villa Favre-Jacot commission on Thursday,
15 January 1912, and on Tuesday, 12 March 1912. And on 21 July 1912, they visited the building site
together. When, in August and September 1919, Jeanneret returned from Paris to visit La Chaux-
de-Fonds with Amédée Ozenfant, Humbert socialized with them. And in 1925, when Humbert
traveled to Paris to find a publisher for his illustrated edition of Rabelais’s Gargantua, he visited
Charles-Edouard Jeanneret, now reinvented as Le Corbusier, on 28 and 29 January, as well as being
shown the Villa La Roche-Jeanneret on 30 January and Ozenfant’s studio on 31 January.'

After his departure for Paris in 1917, Charles-Edouard Jeanneret would write to Humbert:
“We understand each other without words; we respect and care for each other”?® And, in 1918,
Charles Humbert would mail a nostalgic and inebriated postcard from one of their old haunts, La

Grande Brasserie Restaurant Ariste Robert (figure 2.6). On its reverse side, he wrote:

La Chaux-de-Fonds, 2 March 1918

My dear Edouard

Immersed in the flowing powers of the bottle, Matt and I are replenishing the bro-
ken sources of our worldly existence; your place is there, empty . . . waiting and expressing
our eager desire to see you again . . .. The world is so diminished that only individuals like
you highlight the value of friendship. Ascribe not only to the wine our tender feelings in this
setting . . .

Your old friend Humbert*
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To which Charles-Edouard Jeanneret replied:

You know how much I truly there endured, since I often confided in you. I would be pleased
to continue to receive news from you. You have here a good comrade. I have now become
friends with Ozenfant, the painter. I talk to him about you; you share values. Old pal, strike
out on the strength of your abilities. You already dominate. Drag yourself away from the

local sewers.?

It was with this clique that Jeanneret had hung out in the evenings upon his return from
Paris in 1909. He told the story of how, one night, his mother locked the door: “Just imagine: I go
out with friends in the evening, to their pad, to do what? To tell each other the same old stories—
Cézanne, Hodler, Titien, Tintoret. I get home after midnight, and find the house locked. And they
all think I am out whoring”* It is this other half of the story that has been erased in accordance
with his future Loi de Ripolin (Principle of Whitewashing) not “to allow anything at all which is not
correct, authorised, intended, desired, thought-out: no action before thought. Once you have put
Ripolin on your walls you will be master of yourself.”*

The double game that he played was thus between Charles L'Eplattenier on the one hand
and, on the other, the local clique of young intellectuals, artists, writers, and poets around Charles
Humbert with their contacts to the cultured, intellectual, and wealthy Jewish circles (figure 2.7).
To Auguste Klipstein in 1912 he would declare, “It’s all over between L'Eplattenier and me! ... The
years constructed a friendship built on self-interest. . .. Aesthetic conceptions too different and
too conflicting have gradually frozen all sympathy. There is no longer anything between us but
pretence”* And to William Ritter in 1912 he wrote that “a wall is rising between his style and my
preferences, a wall of ice.”?® So, by the end of that December 1909, he was, with Charles Humbert
and friends, celebrating the New Year and the beginning of a new period with new social networks
on the cusp between two divergent groups. The first, Christian, traditionalist, and ultranational-
ist, was embodied by L’Eplattenier’s murals for La Croix Bleue and his design of helmets for the
Swiss army.”” The second was Jewish, modernist, liberal, entrepreneurial and internationalist. The
relations and differences between these two societies is illustrated by two typical events. First was
the appeal in 1908 by Moise Schwob, Président administratif de la Communauté Israélite (presi-
dent of the Israelite Community), to Henri Lehmann, lawyer and member of the Loge I’ Amitié, to
help Jews to officially register businesses within restrictive anti-Semitic legislation.”® Secondly was
Raphaél Schwob’s medal of the Legion of Honor from the French president Paul Doumer in 1932.

Outside of Charles-Edouard Jeanneret’s networks of young artists and intellectuals were
other more select Chaux-de-fonnier circles. These were accessed upon personal recommendation
and after a members’ ballot of acceptance. Such was the Club Alpin Suisse Section La Chaux-de-

Fonds, presided over by Georges-Edouard Jeanneret. We find occasional indirect traces of another

II In La Chaux-de-Fonds



2.7.

Charles Humbert (left), Jean-Paul Zimmermann (second from left), Madeleine
Woog (front), and others on the occasion of the twenty-fifth anniversary of the
Gymnase of La Chaux-de-Fonds, 1925. (Courtesy of Bibliotheque de la Ville de La
Chaux-de-Fonds, Fonds Charles Humbert, 300.)
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prestigiously select Chaux-de-fonnier society, the Masonic lodge, in Le Corbusier’s archives, which
can be cross-referenced against other diaries. On 7 June 1910, he wrote to LEplattenier: “Father
spoke to me about your conference. What effect did it produce? Are you repeating it?”? In his di-
ary for Wednesday, 1 June 1910, Charles Humbert had noted: “Delightful evening at the Masonic
lodge (conference by I’Eplattenier) in the company of Mesdames Perrochet, Woog, Wille, Borel
and Messieurs Perret, H. Jeanneret, Houriet, Herzog.”*® As early as 1890, Georges-Edouard Jean-
neret had mentioned in his diary a banquet at the Masonic lodge: “In the evening, banquet at the
Masonic lodge that I did not attend.”*! But, on yet another occasion, he himself had made the main

speech:
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1* March . . . In the evening, banquet at the Masonic lodge to which the Club Alpin Suisse
Section La Chaux-de-Fonds was invited. 25 members present. Impressive banquet, very cor-
dial reception. I made the following speech:

“It is on behalf of the Club Alpin Suisse Section La Chaux-de-Fonds that I address
you, in order to thank you for the friendly welcome that we have received. We appreciated
this sign of sympathy and if we accepted it so unreservedly, it is because certain analogies,
certain points of contact allow a closer association between the Masonic lodge and the Club
Alpin Section La Chaux-de-Fonds.

“Your society opens its arms to all beliefs, to all parties. Ours makes no distinctions
between these beliefs, holds no restrictions in relation to citizens of different nationalities.

“You celebrate your faith in your architectural temples, which include temples of
charity.

“Our faith is in nature; its temples are in all places where mountains and blue skies
are to be found.

“The members of your extended family are distributed all over the globe and are
everywhere assured of finding friends. Ours are in all countries where mountain chains are
to be found, and membership is a talisman that gives access to many hearts.

“By your precepts, the aim that you pursue is to form individuals with solid principles,
individuals of integrity and, above all, individuals who practice solidarity and friendship.

“As for us, our desire is to form individuals who are staunch, calm and composed
in the face of danger, avid for Beauty and therefore also for Goodness, receptive to natural
devotion, dependable in the beneficial delights of friendship, as the solidarity experienced
when, attached by a thin rope, we follow the rim of a snowy crag or crevice.

“In all these ways, we can join forces and it is for this reason that we have come to
celebrate with you the anniversary of our regional independence, solidly based on shared
republican beliefs.

“I propose this toast also to the solidarity that one can distinguish beyond present
clouds, which holds the key to the future; I propose a toast to the Masonic lodge of La
Chaux-de-Fonds, which nurtures with such perseverance this vast and noble field. May

both prosper!”3?

Now, before considering this episode—with its reference to “the anniversary of our regional in-
dependence, solidly based on shared republican beliefs”—a brief note is in order to highlight a
significant cultural and contemporary difference, pithily summarized by Oswald Wirth: “The Eu-
ropean Freemason is an intellectual; the Anglo-Saxon is suspicious of ideas.”*® This era was indeed,
internationally, a period of particularly difficult relations between radical republican francophone

Freemasons and more traditional anglophone Freemasons.**
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At the end of the nineteenth century and into the early twentieth, francophone Free-
masonry was intensely involved in politics. The histories of the Third Republic (1870—1940) and
French Freemasonry are intimately intertwined. Other historical factors, relating to World War II,
fascism, National Socialism, and the cold war, add to both these historical and historiographical
complexities.

Historically, French Freemasonry—with its emblematic motto: “Liberté, Egalité, Fra-
ternité”—was intertwined with republicanism, anticlericalism, socialism, and even, at its extreme,
anarchism (Pierre Joseph Proudhon and Mikhail Bakunin). As a result, during World War II,
French Masonic lodges were disbanded, their assets looted, and their members deported to con-
centration camps by the fascist administration of Philippe Pétain in Vichy (1940-1944). A special
Police Secréte (Secret Police) was established to track down Jews, Freemasons, and socialists. A series
of publications, Les documents magonniques (1941-1945), embodied its virulent anti-Freemasonic
and anti-Semitic paranoia. To prove America’s participation in an alleged global conspiracy of
Jews, Freemasons, Bolsheviks, and capitalists, Les documents magonniques pointed its finger at two
American expressions of Freemasonry: the Freemasonic membership of its president, Franklin D.
Roosevelt, and of Auguste Bartholdi, sculptor of its national symbol, the Statue of Liberty.* Fur-
ther, it denounced intellectuals and artists such as Paul Vaillant-Couturier (“deceased, ex-Deputy
of the Seine, member of the Loge Clarté”), Jean Zay (“Deputy of the Loiret, ex-minister, deserter”),
and Amédée Ozenfant (“artist, writer, editor of the earlier L’Esprit Nouveau; member of the Loge
Art et Science”), and affirmed that “if all Freemasons are not Jews, all Jews, with rare exceptions,
are Freemasons.”*¢

From this history arise historiographical consequences. Following the invasion of France in
1940, French Masonic archives were sequestered to Berlin; when the Soviets entered Berlin in 1945,
they were removed to Moscow, from where they have only recently been restituted.?” It is in this
context that the revival of European interest in Freemasonry as part of the origins, foundations, and
evolutions of civil and republican society must be understood.*® National histories set the parame-
ters for their historiographies; Merleau-Ponty’s analysis of nature—“Nature is an enigmatic object,
an object not entirely in front of us. Nature constitutes our ground, not what is in front of us, but
what holds us”**—applies equally to deep cultural and historical structures. Typically, awareness
of the significance of the Loge L'Amiti¢ in La Chaux-de-Fonds in the nineteenth and early twen-
tieth centuries is implicit in local historiographies. Charles Thomann discusses it in his anecdotic
Lhistoire de La Chaux-de-Fonds inscrite dans ses rues,*® as do Jean-Marc Barrelet and Jacques Ram-
seyer in their comprehensive history, La Chaux-de-Fonds ou le défi d’une cité horlogere, 1848—1914.*!
Similar discussions occur in Jacques Gubler’s Inventaire suisse d’architecture, 1850—1920: La Chaux-
de-Fonds,** Claude Garino’s study of the Villa Schwob,* and the official documentary history, La
Chaux-de-Fonds 1944: Documents nouveaux publiés a 'occasion du 150° anniversaire de 'incendie du

5 Mai 1794 suite au volume paru en 1894.** In contrast, there are no mentions of the Loge I’ Amitié
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in H. Allen Brooks, Paul V. Turner, Mary Patricia May Sekler, or any recent collections such as Le
Corbusier before Le Corbusier or Le Corbusier: The Art of Architecture.*®

The cultural fabric of civil society thus crisscrosses and overlaps with the lives of their his-
toriographers, who project their own ethnocentric insights and blindnesses upon others. Thus, in
a description of a Le Corbusier photograph from Une petite maison 1923, Richard Etlin noted the
importance Le Corbusier attributed to a small symbolic detail, the photograph of the right-angled
crossing of the horizontal lake with a vertical column, when he “stresses that these modest objects,
close at hand and at human scale, cross ‘at a right angle—the co-ordinates of the waters and the
mountains.’ To the rationalist mentality, Le Corbusier’s text at this point certainly presents one of
the most obscure enigmas of architectural literature” (figure 2.8).46 Similarly, Brooks comments on
his purchase of Auguste Choisy’s Histoire de I'architecture to suggest that, because “Auguste Choisy
followed the rationalist approach espoused by Viollet-le-Duc, this purchase would have been more
appropriate in 1908-1909,”* thus ignoring Viollet-le-Duc’s commitment to the extant compa-

gnonnages, inheritors of the spiritual, ritualistic French medieval guilds. Again, Anthony Vidler

Une colonne porte le toit de I'abri: ¢’est un tuyau mé-
tallique de six centimétres de diametre.

La place qu’il oceupe en recoupement avee le vieux
mur du lac, institue un fait insigne: la croisée d’angle
droit, — coordonnées des eaux et des monts.

Quatre métres...

Une colonne

La maison, ici, a quatre métres de fagade. La porte

sur le jardin, trois marches, Iabri,

“ ..at aright angle—the coordinates of the waters and the mountains.” Le
Corbusier, Une petite maison 1923 (Zurich: Editions Girsberger, 1954), pp. 32—33. (©
2007 FLC/ADAGP, Paris and DACS, London.)



denounces the “contempt™® shown by Le Corbusier’s proclamation that “in a complete and suc-
cessful work there are hidden masses of implications, a veritable world which reveals itself to those
it may concern.”* A way therefore needs to be found to understand Charles Humbert’s diary entry
about the “delightful evening at the Masonic lodge,”*® while avoiding “the assimilation, whether
in life or in the books of historians, of one culture or way of life to another.”! Just as Bronislaw
Malinowski remarked that often “an article is called ‘ceremonial’ simply because nothing is known
about its uses and general nature,” so an architectural form is deemed obscure, irrational, or con-
temptible when nothing is known about its uses and general nature. I place this research under
the aegis of Joseph Rykwert's analysis of Johannes Itten’s work as representing “the Bauhaus at its
darkest. But then I think it was also the Bauhaus at its richest.”>> Rykwert described how his anal-
ysis “provoked the fury of a number of Bauhiusler, who felt that I was trying to denigrate the holy
house. In fact my intention—in showing its diversity and richness, and the awareness on the part
of some of its masters of the deeper issues touched—had been rather to underline its importance
beyond the clichés of the hand-books.”>*

Now, a central notion in Le Corbusier’s architectural concepts, the notion of the promenade
architecturale (the architectural promenade), is usually interpreted as picturesque without refer-
ence to its formative intellectual configurations and social networks. It is argued that Le Corbusier
absorbed his concept of architectural promenade from the description of the Acropolis as pitto-
resque in Auguste Choisy’s Histoire de I'architecture.”® This argument needs looking at in greater
detail.

In Vers une architecture, Le Corbusier does indeed reproduce the diagrams of the Acropolis
from Choisy’s Histoire de I'architecture (figure 2.9).%® His interest in Choisy is indisputable. Writing
in defense of les tracés régulateurs (regulating lines) in Mise au point that were a key element in his
system of harmonic proportions, he boldly stated: “regulating lines—(the proof: Choisy).”*” But
we need to scrutinize the logistics of the accepted argument according to which Auguste Choisy, in
his revisionist rewriting of the history of the Acropolis, “determined that the entire site had been
arranged as a sequence of controlled views, a series of ‘picturesque’ scenes in which buildings and
statues of different sizes and at different distances were asymmetrically balanced with respect to
the central object, with the frontal view the exception and the oblique the rule.”®® The assertion of
a link between Choisy’s pittoresque and the English notion of the picturesque has become an un-
questioned truth; as one example, Hanno-Walter Kruft, surveying the history of architectural and
landscape theories, maintains that “Choisy proposes a concept of the picturesque derived from
landscape gardening.”*® These studies, however, ignore the fact that the picturesque is a visual lan-
guage specific to different historical periods, each with its particular logic and rationale “to serve
new ideas, attitudes and adventures of the human spirit.”®® The question is which purpose was

served by the notion of the picturesque in Auguste Choisy’s Histoire de architecture.
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Choisy’s passage on le pittoresque starts with a description of the relations between it and

symmetry:

The Ancient Greeks do not envisage a building separately from the site that frames it and
from the buildings that surround it. . . . The idea of leveling the ground is entirely alien to
them: they accept the site as nature has made it with only minor regularization. ... When a
group of buildings is involved, this respect of the natural configuration of the ground makes
symmetry impossible. . . . Another circumstance makes alignment unrealizable: temples are
built one after the other on sacred sites that are already crowded by older buildings. . . . The
architecture accepts these constraints and puts them to profit: the impossibility of sym-

metrical plans has given us pitforesque partis such as the Acropolis.®!

The Greek pittoresque for Choisy respects and retains irregular ground contours and existing con-

structions within which buildings are naturally and irregularly sited. Overlaid on these geologi-

cal and historical determinants, adding more irregularity, are further aesthetic and visual factors.

Choisy’s pittoresque, being volumetric and spatial, is optical, with implications for perspectival

sightlines: “Thus located, the Parthenon is seen obliquely: views of corners are generally what the
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Ancients tried to achieve. Lateral views are more pittoresque, frontal views more majestic: each
has its role; lateral views are the rule, frontal views are exceptions that always have a particular
motive.”6?

Oblique sightlines, which counter monumentality, embody the pittoresque and are the
norm. This is the first plank in Choisy’s manifesto for the pittoresque, a manifesto against the “cold

63 of Beaux-Arts architecture.%* For Choisy, the pitforesque is an optical tableau that

alignments
involves asymmetrical volumes in an irregular landscape— “Each separate architectural element
is internally symmetrical, but each architectural group is handled as scenery in which the masses
are counterbalanced”®—in which architecture too is “handled as scenery.”*® Choisy did not in any
way reference the pittoresque to the picturesque of English eighteenth-century landscape gardens,
with their historically specific narrative allusions and their political agendas; and so it is perplexing
to understand how the picturesque could have been introduced into interpretations of Choisy’s
pittoresque. Also, it seems churlish to point out that Choisy used the French pittoresque, not the En-
glish “picturesque”—the slippage from pittoresque to “picturesque” being a classic case of faux amis
(false friends). Indeed, to demonstrate Choisy’s use of the picturesque, single quotation marks—
‘picturesque’—indicate covertly that this conceptual usage is not strictly Choisy’s own, to furtively
allow describing Choisy’s theory as “a sequence of controlled views, a series of ‘picturesque’ scenes.”®’
Let it ironically be recalled that Choisy’s agenda was to combat ahistorical and ethnocentric his-
toriography: in his scholarly studies, collected together in Etudes épigraphiques sur I'architecture,
Choisy scrutinized surviving Greek legal documents, building contracts, and quantity surveys to
reconstruct Greek architecture as it had been, in opposition to how it was fantasized.®®

Two elements have so far been established: Le Corbusier’s architectural promenade is di-
rectly related to Choisy’s pittoresque, and there is no relationship between Choisy’s pittoresque and
the picturesque. There is no evidence of any interest by Choisy in eighteenth-century English land-
scape gardens; nor is there any evidence that they held any interest for Charles-Edouard Jeanneret.
The plans of gardens and landscapes that he copied during his studies at the Bibliotheque Natio-
nale do not include English picturesque landscape gardens.®® His only interest in English-designed
landscapes was focused on English garden cities.”” Why then was he interested in Choisy’s theories?
And how would he have understood the concept of the pittoresque, of which he eventually would
write, “The apparent lack of order in the plan could only deceive the unlearned. . . . It is determined
by the famous landscape that stretches from the Piraeus to Mount Pentelicus. . .. The buildings
are massed together in accordance with the incidence of their varying plans”?’! Given his studies
at the Bibliotheque Nationale before 1917, these questions must be contextualized within Chaux-
de-fonnier culture. What, in the early twentieth century, was meant by the pitforesque in Switzer-
land, in La Chaux-de-Fonds, and in the immediate circles of Charles-Edouard Jeanneret and his

friends?”?
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In an article of 1904, “ ‘Modern style’ et traditions locales””® by Charles Melley, three archi-
tectural styles in Switzerland are distinguished: Beaux-Arts, Art Nouveau, and vernacular Swiss
pittoresque. Melley blamed Beaux-Arts traditions for the impoverishment of contemporary archi-
tecture because it offered no historical alternative to modernism, which, by simply removing clas-
sical ornamentation as incompatible with industrial building products and procedures, was unable
to provide imaginative renewal. Melley then accused Art Nouveau of being alien to Swiss values
and traditions. For Melley, only the rural, ancient, and vernacular pittoresque, which was oriented
to the past, was suitable. La Chaux-de-Fonds, however, differed from other parts of Switzerland in
that it was the leading Swiss Art Nouveau town and therefore was alien to Swiss traditionalism. In
Das Kapital, Karl Marx specifically singled out “La Chaux-de-Fonds, which one can consider as one
unified watchmaking industry.”’* Through this watchmaking industry, La Chaux-de-Fonds was
tied into global markets in technology, manufacturing and marketing. La Chaux-de-Fonds and its
neighboring villages, valleys, and city—Le Locle, Saint-Imier, Le Val de Ruz, Neuch4tel—had been
a world center of watchmaking since its (mythical or historical) foundation by Daniel Jeanrichard
in the 1740s.”” Watchmaking industrialists from La Chaux-de-Fonds proceeded to establish world-
wide comptoirs (trading posts) from the Americas to Russia to China. Maps drawn in La Chaux-de-
Fonds of the location of these trading posts indicate their distance not in kilometers but in time: the
hours, days, or weeks needed to transport manufactured merchandise to the trading posts and to
bring new orders back to the ateliers, workshops, and factories of La Chaux-de-Fonds (figures 0.2,
2.10). But La Chaux-de-Fonds was an industrial city located in the mountains, thus transgressing
the divide of rural-agricultural and urban-industrial. According to the Swiss heritage organization
established in 1905 in Berne, Heimatschiitz—Ligue pour la Conservation de la Suisse Pittoresque,
buildings such as electric factories were inappropriate in the Swiss mountains.”® Precisely such an
electric factory, the Usine d’Electricité de La Chaux-de-Fonds (1908) founded by Louis Reutter, was
an important innovation in La Chaux-de-Fonds.”” An overlap between the notions of modernity
and pittoresque was specific to La Chaux-de-Fonds, where the Heimatschiitz vision, supporting
the protection of national identity through the development of an ancient rural alpine image, did
not prevail. In La Chaux-de-Fonds, the leading references in art and design were to France and the
prestigious Ecole des Beaux-Arts.

When Charles-Edouard Jeanneret started his studies at the Ecole d’Art (1902)—progress-
ing to the Cours Supérieur, participating in Charles L'Eplattenier’s Ateliers d’Art Réunis and finally
teaching on the Nouveau Cours until its closure in 1914—publications on the pitforesque were in-
cluded in its library, as listed in the 1885 and 1919 catalogues.”® Most of these books were from and
about France.” Characteristically, Charles-Edouard Jeanneret’s two most prestigious teachers had
studied in Paris at the Ecole des Beaux-Arts.

Much has been written about Charles LUEplattenier, whose importance Le Corbusier him-

self effectively exaggerated and historians have gullibly repeated. And for good reason: there is
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no similarity between the art of UEplattenier and Charles-Edouard Jeanneret; L'Eplattenier’s in-
fluence does not sully the myth of Le Corbusier’s “Immaculate Conceptions.” Nothing has been
written about his second important teacher, Eugene Schaltenbrand, who does threaten this myth
and to whom Charles-Edouard Jeanneret owes everything. In his last years in the 1960s, especially
in the authorized biographies and testimonials by submissive advocates, Le Corbusier is quoted
as recalling: “So my teacher [L’Eplattenier] told me, ‘You'll do architecture. And I said, ‘But I hate
architecture. . .. What are architects? ... All that isn’t droll and neither is architecture: so how
can you expect me to go into architecture?’ ”% This retrospective and intense reaction—Jean Petit
would posthumously quote Le Corbusier’s statement, “I abhorred architecture and architects”!'—
points to someone of untoward psychological, social and cultural significance behind the decoy
of LEplattenier. As Malinowski wrote, “the totality of all social, cultural and psychological as-
pects of the community ... are so interwoven that not one can be understood without taking
into consideration all the others.”®* Now, at the Ecole d’Art, the only architect who directly taught
Charles-Edouard Jeanneret was Eugene Schaltenbrand. And Schaltenbrand, a neoclassicist issued
from the finest atelier at the Ecole des Beaux-Arts, was at loggerheads with LEplattenier, an artist
who studied at a derided pompier atelier. In 1912, Charles-Edouard Jeanneret sarcastically referred

to UEplattenier’s art in his Etude sur le mouvement d’art décoratif en Allemagne: “where the Parisians
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include a sinuous leaf and the Germans a glimmering cube, well, we will include a triangle with
pine cones and our taste will be safe and sound.”® Already in his letter of 22 November 1908 to
LEplattenier from Paris, Jeanneret had curtly written, “All these minor successes are premature; the
end is near. One does not build on sand. The advance is already lost. Your soldiers are ghosts. When
the battle starts, you will be left alone.”®*

While DEplattenier had been a student of Luc-Olivier Merson, a flourishing pompier painter
and graphic designer, Schaltenbrand had been a prize-winning pupil in the modernist architectural
Atelier Guadet before then enrolling in a prestigious life-drawing class, the Cours Yvon, and study-
ing for a degree in painting (figure 2.11).%° In support of his application to the Ecole des Beaux-Arts,
Schaltenbrand had benefited from a letter by the Ministre de la Confédération Suisse, Légation
de Suisse en France, dated 5 December 1878, addressed to Monsieur le Directeur de 'Ecole des
Beaux-Arts.® Schaltenbrand, when applying to the Section Architecture in March 1879, was ad-
mitted directly into the second year of the program on 4 April 1879. Subsequently he applied twice
to the Section Peinture in February and July 1885 before being admitted on 4 August 188s; here, as

Eugene Schaltenbrand, drawing of plaster cast of a Greek Parthenon statue from

>

the Ecole des Beaux-Arts (ca. 1884). This drawing is inscribed “éleve de M Yvon,
with the Ecole des Beaux-Arts stamp. (Courtesy of Ecole d’Art de La Chaux-de-
Fonds.)



in architecture, he won numerous prizes, distinctions, and medals. In architecture, these included
special mentions (two in 1879) and a medal for ornamental drawing (1879), first-class (1879) and
second-class prizes in architectural composition (two in 1879), a second-class prize in Eléments
analytiques (1880), a medal in Géométrie descriptive (1880), a mention in Mathématiques (1880),
a second-class prize in composition (1880), a third-class medal for ornamental drawing (1880), a
mention for drawing (1880), a third-class medal for ornamental drawing (1880) and a first-class
mention for architectural composition (1880). Schaltenbrand then entered the Premiere Classe on
4 August 1881, winning about ten medals before receiving the Diplome d’architecture on 26 De-
cember 1883 for his project Une grande villa de province. Before his diploma, his prize-winning proj-
ects included Une porte cochére pour Uentrée principale d’un hétel d’ambassade (1882), Un portique
musée dans un grand parc (1882), Une bibliotheque pour un chef-lieu de département (1882), and Un
cabinet de lecture dans une promenade publique (1882). After obtaining his Certificat de Capacité in
August 1882, he produced La tribune dans le bureau d’une salle de la chambre d’un député (1882),
Une fontaine publique (1883), Un entrepot de douane (1883), Un pavillon pour I’étude du dessin de
la botanique (1883). He then won about a dozen further medals for figure drawings, still lifes, and
architectural ornamentation drawings—including Figure dessinée d’apres lantique (1884 and 1887),
Figure dessinée d’aprés nature (1884 and 1885), Etude modelée d’apres un ornement antique (1884),
Un panorama (1884), etc.—before winning the Prix Albert Blancs in August 1887, which is the last
mention on his student records at the Ecole des Beaux-Arts. Several drawing prizes and medals
are specifically for drawings of architecture, such as Le tombeau d’un Cardinal-Archevéque dans
une église cathédrale (1886), Le plafond d’une galerie (1887), Un chdteau d’eau (1887), and Une mai-
son de garde chasse (1887). These periods—the first architectural atelier period of 1879-1883, the
interim period in 1884, and the fine art atelier period of 1885-1887—were thus intense years with
an abundance of prizes, awards, and medals. Schaltenbrand was a gifted student, appreciated and
rewarded. Yet other prizes before he obtained his diploma in 1883 included a “Prix Jay 1881, Prix
Muller Scehnée 1880, 17 Classe 1881, Prix Abel Blouet 1881, 1™ Médaille Godeboeuf 1882.7%” Also typi-
cal is the speed of his student success, since he completed his architectural diploma in only four
years, while another Swiss architectural student, Schiile, needed seven.®® Schaltenbrand then stayed
on, extending his studies to seven years. From this period, Schaltenbrand brought with him to La
Chaux-de-Fonds his extensive architectural library, which the 1915-1916 annual report of the Ecole
d’Art reported buying with funding from the City Council. And, of critical importance, Schalten-
brand and LEplattenier stood opposed as enemies at the Ecole d’Art.

Schaltenbrand’s grades at the Ecole des Beaux-Arts had made him eligible to apply for the
prestigious Prix de Rome, but his Swiss nationality barred him from doing so; attached to his
homeland and birthplace, he decided to return to Switzerland and to La Chaux-de-Fonds. In 1886,
he was proposed by William Hirschy as director of a new class at the Ecole d’Art in La Chaux-de-
Fonds. By 1886—1887, the school records give him a glowing report:
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The theoretical classes and the general management of the Ecole have been entrusted to
M. Eugene Schaltenbrand, a former student of the Ecole d’Art, who achieved outstanding
success in his further studies at the Ecole Nationale des Beaux-Arts in Paris, several awards,
prizes, and medals in competitions, and the Diploma in Architecture, a title that is only
awarded in France after rigorous examinations. His artistic abilities, his talent as a drafts-
man, and his in-depth study of decorative styles very naturally recommended him to the
choice of the Educational Commission. He will undoubtedly measure up to its standards

and give a productive impetus to our Ecole.®’

Thus, the Ecole des Beaux-Arts was not only of general cultural significance in La Chaux-de-Fonds,
but was of specific significance to Charles-Edouard Jeanneret via his teachers. It was within this
Chaux-de-fonnier historical context—watchmaking industrialism in a rural setting, with French
culture imported via the Ecole des Beaux-Arts—that the pittoresque was understood in the circles
around Charles-Edouard Jeanneret and Charles Humbert.

Books about the pittoresque in the library of the Ecole d’Art of La Chaux-de-Fonds—
including Guide pittoresque de I'étranger dans Paris et ses environs;® Voyage historique et pittoresque
du Havre a Rouen sur la Seine;®' La Loire historique, pittoresque et biographique de la source de ce
fleuve a son embouchure dans 'océan®*—feature contemporary life. In the pittoresque harbor of Le
Havre, for example, we see the three ages of maritime travel juxtaposed—the rowboat, the sailboat,
and the steamship—as a display of historical progress and the achievements of modern mercan-
tilism. Modern life is featured without loss or nostalgia (figure 2.12). Unlike the tradition of the
English landscape garden, there are neither allegorical absurdities nor ironic comparisons to antiqg-
uity: without any references to the lost classical worlds of the Piraeus or Ostia, Le Havre is shown
as a symbol of progress and modernity. Neither poetic texts nor architectural ruins are appended to
make us aware of mythical allusions. In the Guide pittoresque de I'étranger dans Paris et ses environs
(c.1850), Paris is described as a city in full expansion with radical political, social, architectural, and
urbanistic transformations. The author, setting the historical scene through a brief evocation of the
republican Revolution of February 1848, lists the names of the streets that no longer exist because
of the new constructions and demolitions brought about by Haussmann, such as the disappear-
ance of the rue Jean-Hubert to allow construction of the new Bibliotheque Sainte-Genevieve, the
removal of the rue de la Triperie to allow the extension of the place du Chételet, and of the rue
de Florence to make way for the railroad. The author describes how the Hotel de Ville has been
decorated with new commemorative statues to honor its new role as Hotel de la Préfecture (new
district administration) and how new constructions are rising, such as extensions to the Conserva-
toire des Arts et Métiers and many churches. Hospitals were being built with all the necessary con-

ditions of hygiene in the poorer parts of Paris; avenues were being renewed with modern tarmac;
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2.12.

M. J. Morlent, Voyage historique et pittoresque du Havre a Rouen sur la Seine avec

une carte des rives de la Seine et six gravures (Rouen: A. Le Brument, Editeur, 1844).
(Courtesy of Ecole d’Art de La Chaux-de-Fonds.)

the Louvre collections were being redeployed in new exhibition rooms with daylight; day nurseries
and schools (in which new methods of instruction were being applied to the teaching of French
national history) were being created; the Halles were being finished and the rue de Rivoli was be-
ing extended, while new landscaping and sewerage were being completed. All these are included in
the Guide pittoresque for the foreign visitor to Paris. In addition, new buildings such as the Jardin
d’Hiver provided popular concerts and balls. On holidays, the new railways allowed Parisians to
enjoy seaside resorts, while “people from the seaside resorts replace the Parisians in Paris.”®* And
all of these developments will benefit “the working classes by giving new stimulation to industry.”**
Thus the pittoresque aspects of Paris are specifically related to the radical change, innovation, and
progress resulting from the drastic demolition and reconstruction in the city. The frontispiece to
this Guide pittoresque shows the Tuileries Palace: clouds scurry across the sky, the poplar trees along
the Seine sway in the wind, a modern barge floats on the river Seine, and a nearby bridge is busy
with traffic (figure 2.13). (To this barge we will return below.) Paris is a site of modernity, and this
modernity is pittoresque.

There is a similar description of Rouen in the Voyage historique et pittoresque du Havre a

Rouen sur la Seine:
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213. Ch.V.D.S.].,, Guide
pittoresque de I'étranger dans
Paris et ses environs, avec
72 vignettes sur bois dans le
texte, les cartes du parcours
des chemins de fer et un plan
de Paris et ses environs
orné de 18 vignettes en taille-
douce, nouvelle édition,
entierement revue et
complétée (Paris: Jules
Renouard et Cie, Aubert
et Cie, n.d. [ca. 1850]).
(Courtesy of Ecole d’Art de
La Chaux-de-Fonds.)

Palais des Tuileries, vu e la rividee.

The approach to Rouen is pittoresque and entrancing; seen from afar, it is a charming city;
its interior, despite successive annual improvements, still exhibits the old timber-framed
and corbelled houses with their overhanging upper floors, and the narrow windy streets of
medieval towns. Yet the quays of this large, populous, and quintessentially commercial city
are being completed and embellished; older constructions make way for modern and at-
tractive buildings; thus, arising from this process, the valley of the Seine and the harbor of

Rouen present a vision as majestic as anyone could imagine.”

In Rouen, as in Paris, the juxtaposition of old medieval buildings with new modern ones consti-
tutes the pittoresque (figure 2.12). The frontispiece represents the port of Le Havre with all three
ages of maritime navigation—rowboats, sailboats, and steamships—along the harbor quays on
which people jostle alongside merchandise and mechanical cranes. A steamship with black smoke
pouring out of its chimney adorns the title page to this Guide historique et pittoresque. Again, the
juxtaposition of past with throbbing technological change driven by mercantilism constitutes the
nature of the pittoresque. Rouen, like Le Havre, is a place of history and progressive commerce.

In another publication, La Loire historique, pittoresque et biographique de la source de ce
fleuve a son embouchure dans 'océan of 1851, modernity is represented yet again as inherently pitto-
resque.®® The emphasis is on progress as the source of “glorious France, progressive France.””” In the
Guide pittoresque de I’étranger dans Paris et ses environs, the architectural and artistic consequences

of the revolution of February 1848 are listed:
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THE TOWN HALL, interim seat of the provisional government and of the mayor of Paris,
has returned to its function as County Hall, and has been decorated with new statues that
complete its ornate facade. THE JARDIN DU LUXEMBOURG, with expert guidance of M.
de Gisors, architect and M. Hardy, head gardener, has received superb embellishments in
the form of architectural decorations, statues and English gardens. THE BIBLIOTHEQUE
SAINTE-GENEVIEVE, whose old premises were going to wrack and ruin, has been replaced
with an elegant construction, enhancing the Place du Panthéon. This abundant library is
much used by the studious youth of our Ecoles, who benefit from the most welcome of
receptions from its librarians. THE BOULEVARDS on the right bank, following a project

prior to the February revolution, have been asphalted.”®

Thus, all of these books from the library of the Ecole d’Art depict history not as a process of loss but
as cumulative and positive progress. On the frontispiece of Voyage historique et pittoresque du Havre
a Rouen sur la Seine,” the black smoke belching from the steam-driven paddle ship’s chimney;,
complete with nineteenth-century ornamental lacelike ironwork, symbolizes modern progress.
And these differences between pittoresque and picturesque are to be found also in the composition
of the books’ visual imagery.

There is no picturesque English eighteenth-century decorum in these pittoresque engrav-
ings: boats, merchants, and equipment are scattered across the surface of the image as in real life.
Unlike picturesque images that give prominence to “humans who seek to understand what they
contemplate,”'® here action, not contemplation, is the rule. And whereas in the English allegori-
cal picturesque “the action rests with the temples, statues, inscriptions, and other such devices, for
the human has no permanent place in the design,”'*! here the life of harbor and city is driven by
its republican and merchant citoyens and citoyennes. Everything is a symbol of republican progress,
rather than an allegory of loss. This harbor scene is not a setting for human action but a scene of
human action. If we now turn again to the frontispiece of the Guide pittoresque de I'étranger dans
Paris et ses environs, a particular detail stands out significantly. A modern-looking barge, moored
next to a bridge and with traffic passing over it, floats on the river Seine (figure 2.13). Now, this
same barge by this very same bridge is depicted by Joris-Karl Huysmans—several of whose books
Charles-Edouard Jeanneret read between 1909 and 1915'2—in his notorious novel of 1884, A re-

bours. Huysmans describes
the Bain Vigier, an establishment to be found on a pontoon moored in the middle of the

Seine. There, by salting your bath-water and adding sulphate of soda with hydrochlorate of

magnesium and lime in the proportions recommended by the Pharmacopoeia; by opening
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a box with a tight-fitting screw-top and taking out a ball of twine or a twist of rope, bought
for the occasion from one of those enormous roperies whose warehouses and cellars reek
with the smell of the sea and sea-ports; by breathing in the odours which the twine or the
twist of rope is sure to have retained; by consulting a life-like photograph of the casino and
zealously reading the Guide Joanne describing the beauties of the seaside resort where you
would like to be; by letting yourself be lulled by the waves created in your bath by the back-
wash of the paddle-steamers passing close to the pontoon; by listening to the moaning of
the wind as it blows under the arches of the Pont Royal and the dull rumble of the buses
crossing the bridge just a few feet over your head; by employing these simple devices, you
can produce an illusion of sea-bathing which will be undeniable, convincing and complete.
The main thing is to know how to set about it, to be able to concentrate your attention on
a single detail, to forget yourself sufficiently to bring about the desired hallucination and so

substitute the vision of a reality for the reality itself.!%®

Huysmans’s description matches exactly the engraving in the Guide pittoresque de I'étranger dans
Paris et ses environs. The wind buffets the poplar trees by the Tuileries and therefore also “blusters
through the arches of the bridges,” while an omnibus rumbles over the Pont Royal. Indeed, this
pontoon boat was one of the highlights of modernity in Paris at that time. The frontispiece to this

Guide pittoresque de I'étranger dans Paris et ses environs again indicates modernity as central to

2.14. La Montée du Pilate,
Eselwand (1914), from
Isabelle Kaiser, “La Suisse
pittoresque,” in Les étrennes
helvétiques, almanach illustré
(Paris: Fischbacher & Cie;
Dijon: Félix Rey; La Chaux-
de-Fonds: Imprimerie
Georges Dubois, 1914), pp.
45—47. (Courtesy of Ecole
d’Art de La Chaux-de-
Fonds.)

La montée du Pilate. — Eselwand



the pittoresque. And we find these overlapping notions of modernity and pittoresque in a publica-
tion in which Charles-Edouard Jeanneret himself participated, Les étrennes helvétiques (1914).'% In

this collection, an article on “La Suisse pittoresque”!%®

shows the latest modern transport develop-
ments to reach the top of Le Pilate in Eselwand (figure 2.14). This overlap between modernity and
the pittoresque was in accord with the watchmaking culture of La Chaux-de-Fonds, which, as has
been seen, transgressed the usual divide of rural-agricultural and urban-industrial.

Chaux-de-fonnier modernism was itself in accord with a progressive trend in late-
nineteenth- and early-twentieth-century Switzerland, whereby engineers occupied a prestigious
role as agents of national unity by creating infrastructural roads, bridges, communications, and
hydrological works. Equally important was the mission of architecture to define Swiss national
characteristics;'% thus, architectural style was of critical import. The creation of the polytechnic in
Zurich with its department of architecture directed by its esteemed first professor, Gottfried Sem-
per, was indicative of this national matrix.'”” The creation of industrial design schools, such as the
Ecole d’Art in La Chaux-de-Fonds, with their earnest discussions about the role of drawing was
also typical. The pittoresque with its progressive modernity brings us back to the main theme and
purpose of this chapter.

To explore those cultural trends in La Chaux-de-Fonds that constitute the cultural ma-
trix for la promenade architecturale (the architectural promenade) and lespace indicible (ineffable
space), it has been necessary to disprove a number of recurring legends and ethnocentric assump-
tions.!%® A final tenacious legend has to be disassembled. John Ruskin is regularly discussed as a for-
mative influence on Charles-Edouard Jeanneret because of Ruskin’s notion of the picturesque and
his importance to UEplattenier. But what did Ruskin mean to L'Eplattenier? And how was Ruskin
read by Charles-Edouard Jeanneret, Charles Humbert, and their clique of intellectuals and artists?

For LEplattenier, Ruskin was undoubtedly a reference. On 19 March 1906 after his move
to La Chaux-de-Fonds, the architect René Chapallaz wrote to a locksmith, asking him to proceed
quickly with the production of locks and door handles following LEplattenier’s design.!'® Two
days later, on 21 March 1906, Chapallaz wrote to Payot & Cie in Lausanne to order several books
by John Ruskin: La Bible d’Amiens, Les pierres de Venise, and Les sept lampes de Uarchitecture.''°
René Chapallaz’s sudden interest in Ruskin followed immediately upon his new acquaintance with
LEplattenier—but this says nothing about how LEplattenier read and understood Ruskin.

It is often implied that Charles-Edouard Jeanneret too absorbed Ruskin’s thought!!! since
he declared his admiration for “Ruskin [who] spoke of spiritual values.”!!? Yet at the same time, he
critiqued Ruskin as “an impenetrable, complex, contradictory and paradoxical apostle.”!!*> Brooks
describes another important aspect of Ruskin to Jeanneret, in that Ruskin “exalted the skill of the

artisan and craftsman against the impersonality of the machine.”'* Ruskin’s drawings of rugged
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mountains and nostalgic tombstones around the chateau de Neuchatel show how a picturesque
“attraction to decay and incompleteness becomes the foundation of his whole work” (figure
2.15).'" This is precisely not how Ruskin was read in La Chaux-de-Fonds. The Chaux-de-fonnier
Ruskin circa 1900 is not the English Ruskin. How, then, was Ruskin read by the clique of aspiring

young artists, architects, writers, and intellectuals around Charles-Edouard Jeanneret and Charles

Humbert? Indeed, in 1909, Charles Humbert recorded in his diaries that he was reading a book

called Lesthétique anglaise: Etude sur M John Ruskin by Joseph Milsand.!!¢

2.15. John Ruskin, Neuchdtel Lake and Cemetery with Lady Trevelyan’s Grave (1866). (©
Ruskin Foundation, Ruskin Library, Lancaster University.)
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]O S E P H Milsand’s book Lesthétique anglaise: Etude sur M John

Ruskin, which is in the library of the Ecole d’Art, includes an introduction about Joseph Milsand
by Maurice Millious. Milsand critiques Ruskin, arguing, “he claims to be reviving architecture but
forces it to become unarchitectural . . . he reduces to nil and totally discounts the particular effects
that architecture can produce through the arrangement of its masses and by its principal outlines;
he assesses monuments like a man of letters, so much so that he requires them too, with their win-
dows, their roofs and their clusters of silent stones, to somehow become some sort of vast page
of ideas printed in relief.”! Millious explains that knowledge about Ruskin in France is indebted
to Milsand’s book (first published in 1864), whose republication in 1906 is described as “an act of
faith; it is also a gesture of vindication.”* Millious describes Milsand as an occult and hermetic
mystic who viewed humanity in terms of eternal, universal, and spiritual values, hence Milsand’s

fascination with Ruskin:

Until the fifteenth century, the artist as individual could be poet or philosopher, but, as
professional, the artist lived in a sort of sanctuary, belonging to a brotherhood with its own
secrets and constituting a separate world. Through initiation, they received the traditions of
their predecessors, and, when painting, the only judges they recognized were their teachers
and their peers. Secluded in their world of inspiration, they could even tell a pope: procul

esto, the uninitiated do not enter here.?
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Like Milsand, Charles-Edouard Jeanneret also described Ruskin as writing “of spiritual values.”*
But, like Milsand, he took Ruskin to task as “an impenetrable, complex, contradictory and para-
doxical apostle.” Yet the spiritual values that were praised in Milsand’s book were projected by
Jeanneret and his friends onto L'Eplattenier, who treasured Ruskin: UEplattenier too was seen as
a medieval master craftsman. In 1915, in an article in Pages d’Art, William Matthey-Claudet com-
pared L'Eplattenier to “a medieval master craftsman.”® A quarter of a century later, Le Corbusier
echoed these very ideas in Quand les cathédrales étaient blanches (1937) in a passage on the Middle

Ages, when

human beings observed the Hermetic rules of Pythagoras; everywhere you could see the
eager search for the laws of harmony. They had deliberately turned their backs on “the an-
tique,” on the stereotyped models of Byzantium; but they threw themselves passionately
into the reconquest of the inevitable axis of human destiny: harmony. The law of numbers

was transmitted from mouth to mouth among initiates, after the exchange of secret signs.”

Thus, the reading in La Chaux-de-Fonds of Milsand’s own reading of Ruskin echoed these no-
tions of “sanctuary,” “brotherhood,” “secrets,” “initiation,” “traditions,” and “the profane.” In order
to clarify the importance of this nomenclature and its implications for the notion of the pitto-
resque, as well as its eventual applicability to Le Corbusier’s notions of architectural promenade
and ineffable space, these ideas need to be contextualized within the culture and society of La
Chaux-de-Fonds.

Despite Karl Marx’s description of La Chaux-de-Fonds as “one unified watchmaking in-
dustry,”® the situation was actually more complex and conflictual. La Chaux-de-Fonds is the birth-
place of the Swiss pacifist movement,” but it is also the birthplace of the militant Swiss communist
movement, founded by Jules Humbert-Droz (1891—-1971), Protestant pastor, editor of the local so-
cialist newspaper, La Sentinelle, and cofounder of the Swiss Communist Party in 1921.'° Typically,
nineteenth-century anarchists such as Peter Kropotkin and Mikhail Bakunin—the latter a visitor
to the Loge Les Vrais Freres Unis in Le Locle and author of Catéchisme de la Franc-Magonnerie
moderne''—and twentieth-century communists such as Vladimir Ilich Ulyanov (the future Lenin)
were involved in labor movements in La Chaux-de-Fonds. Christian associations too were criti-
cally important in socialist movements. Through the weekly newspaper La Feuille du Dimanche
and through the Union Chrétienne de Jeunes Gens (the Christian Union for Young People), Paul
Pettavel, Protestant pastor and socialist, had a significant impact on La Chaux-de-Fonds. Simul-
taneously, Charles Naine and Paul Graber led the opposing atheist and social-democratic labor
movement. Syndicalism developed with the creation of the Union Générale des Ouvriers Horlogers
in 1905. Yet, despite the deep social, ethnic, religious, and ideological divisions, a collective concern

bound this watchmaking community together. Watchmaking—with its factory magnates, traveling
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sales representatives, production line laborers, self-employed artisans (such as Georges-Edouard
Jeanneret), socialist syndicalists, and politicians—was related to global market conditions, as is
evident in the local newspaper, L'Impartial. On Thursday, 11 May 1899, along with a local story on
the death of Léon Gallet—a wealthy watch industrialist who was also an active politician, past
Vénérable (Grand Master) of the Loge I’Amitié, and prominent benefactor to Chaux-de-fonnier
charities and art institutions such as the Société des Amis des Arts, to which Charles-Edouard Jean-
neret belonged'>—L’Impartial also announced a possible strike of railway workers in Winterthur;
two critical phases in the Dreyfus affair (the deposition by Maitre Ballot-Beaupré on 20 May 1899
and the pleading of Maitre Mornard on 31 May 1899); news relayed from the Times about new eco-
nomic conditions in Sudan (new minimal importation taxes, the permission for Europeans to own
real estate, good credit ratings, the opening of the Khartoum railway); a serious military mutiny in
Guernsey; political and electoral developments in South Africa (President Krueger’s speech accord-
ing voting rights to Uitlanders as long as the votes of Burghers were respected); and changes in the
[talian cabinet.!* La Chaux-de-Fonds, with 35,000 inhabitants, nine banks, and nine newspapers,
of which three were dailies, commanded watch trading posts throughout the world. Yet, even after
the success of the Swiss watchmaking industry at the 1893 World’s Columbian Exposition in Chi-
cago, in an apparently ever-expanding market with constant technical innovations, two dramatic
economic depressions hit La Chaux-de-Fonds in 1902—1903 and 1908-1909.'* And, all along, while
innovations created markets for new branches of watchmaking, other markets were wiped out by
the same innovations and volatile market conditions. Changing fashions, new technologies, and
industrial production methods developed abroad by foreign competitors regularly threatened sur-
vival in the global watch markets. The effects of such innovations are reflected in the often pitiful
diaries of Georges-Edouard Jeanneret, whose alternating periods of unemployment and overwork
exhausted, depressed, and prematurely aged him. His particular craft, watchface enameling, was
eventually wiped out. At the same time, these changing fashions, new technologies and production
methods were developed locally or poached from abroad for use by local entrepreneurs. And, de-
cisively for Charles-Edouard Jeanneret’s architectural schemes, these entrepreneurs included a sig-
nificant part of La Chaux-de-Fonds’s Jewish community—into which Yvonne Schwob (née Weil)
married—that comprised the Schwobs of Tavannes, the Ditesheims of Movado, the Ditisheims
and Didisheims of Vulcain, the Ditisheims of Marvin, the Blums of Invicta, and the Dreyfusses of
Rotary.!® The story of the Jewish immigrants and residents of La Chaux-de-Fonds is also complex
and conflictual, with an anti-Semitic riot occurring on 31 May 1861.® Thus, La Chaux-de-Fonds
was a society intensely divided along ethnic, social, political, and cultural lines even as it continued
to function as “one unified watchmaking industry.””

Against the grain of these divisions flourished the innumerable clubs, societies, and vol-
untary associations of the town’s civil society, including the Club Alpin Suisse Section La Chaux-

de-Fonds and the Loge L' Amitié. Among the members of the Masonic lodge of the Loge L’Amitié
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and of Les Vrais Fréres Unis in Le Locle were patrons of the new architecture of Charles-Edouard
Jeanneret after 1912. Paul Ditisheim, for whom Jeanneret did several major interior designs and
a factory project (1913), belonged to the Loge I’Amitié in La Chaux-de-Fonds. Although Anatole
Schwob, who commissioned the Villa Schwob, belonged to neither lodge, other members of his
family did.'® Georges Favre-Jacot, for whom Jeanneret produced the Villa Favre-Jacot, belonged
to Les Vrais Freres Unis in Le Locle. Georges Favre-Jacot (1843—1917), founder of the Zenith watch
factory, was the wealthiest watch industrialist in Le Locle by 1900, employing up to 800 workers.
His influence extended to many spheres of life, as he built houses for his workers and built a hotel
to develop tourism in Le Locle. His wealth was built on the creation of watchmaking production
lines, supported by new communications technology (an internal factory telephone system) and
comfortable working conditions, including central heating and large windows for maximum light-
ing. Favre-Jacot retired in 1911 and then devoted himself to the real estate that he had built up over
the years."

But, before designing the Villa Favre-Jacot, Charles-Edouard Jeanneret had already worked
with members of the Loge I’Amitié. In 1910, he had remodeled a room in the apartment at 30 bis,
rue Grenier for Emile Moser, who a year earlier had been made Compagnon (the second Masonic
level of Fellow Craft) at the Loge L' Amitié.?® The room was decorated with “vertical unpainted

2! that is symbolically related to the vertical sup-

pine paneling topped by a carved wood frieze
porting columns and horizontal encircling painted frieze of the Loge I’ Amitié (figure 3.1). Masonic
members also were key figures in Georges-Edouard Jeanneret’s watchmaking. His most important
and demanding customer from 1900 to 1915 was Longines,?? a company founded in 1866 by Ernest

Francillon (1834—1900), member of the Loge Bienfaisance et Fraternité in Saint-Imier, where he

Interior of the Loge L Amitié.
(Photograph © J. K. Birksted.)




became Maitre (the third level of Master Mason) in 1866. From 1881, the chair of the board of direc-
tors of Longines was Baptiste Savoye (1851-1927), also a member of the Loge Bienfaisance et Fra-
ternité, becoming Apprenti (the first level of Entered Apprentice) in 1882, and eventually Secrétaire
(Honorary Secretary) of the lodge. By the end of the nineteenth century, the increase in popularity
and membership of the Loge L’Amitié¢ in La Chaux-de-Fonds was such that its members them-

selves were surprised:

These figures might seem to suggest that we are actively marketing our institution, or that
we are not very exacting in our choice of members or, alternatively, that our association has
assumed a political dimension. This is far from the case, and this outcome is due solely to
the huge favor enjoyed by our society in the profane world. We have abandoned none of our

scrupulous caution in the selection of candidates.”

The Loge I’ Amitié was associated with a particular politics, les radicaux, the republican center-right,
which was closely associated with les notables, the civil servants of La Chaux-de-Fonds.** As an in-
terdenominational “indulgent space in which to conceive alternative social, political, and spiritual
systems,”* I’ Amitié allowed its members to cross social and ideological divisions. An exception
proves the rule since, in 1877, a fervently ideological politician, Jules Soguel, was with some hesi-
tation elected Vénérable, but he continued the more nonideological and charitable traditions of
L’Amitié, such as founding a day nursery for needy children, a project proposed by the wives of
several lodge members.?® Lodge membership was thus a significant factor in the family lives of its
members, who included other civil servants such as the town architect, Louis Reutter, who realized
prestigious public projects,?” and Hans Mathys, director of industrial services, who project-managed
the bringing of both electricity and water (on the plans of the engineer Guillaume Ritter) to La
Chaux-de-Fonds.?® Symptomatic of these civic commitments, lodge membership included signifi-
cant individuals from the media, transport, and communication systems (figure 3.2). At L' Amitié,
membership included Finkboner (director of trams) and Ernest Péclard (director of telephone
service). Les Vrais Freéres Unis in Le Locle included Arnold Bakler (head of the railway station of La
Chaux-de-Fonds), Emile Bourquin (director of telephone service) and Hans Erni (assistant director
of telephone service in the 2nd arrondissement of Neuchatel). Louis Bardet (railway director) and
Henri Fauquez (municipal telephone operator) belonged to La Constance in Aubonne. At U'Egalité
in Fleurier, members included Paul Biétry (railway station director in Auvernier), Hermann Cho-
pard (telephone operator), Gustave Latour (railway station director in Nyon), Emile Leuba (rail-
way station director in Buttes), Alfred Norerraz (railway station director in Oron-la-Ville), and
Edmond Rosselet (railway station director in Verrieres). La Bonne Harmonie in Neuchétel included
Alfred-Louis Jacot (director of the Journal National), Louis Jacot (director of the Imprimerie At-

tinger) and Emile Tobler (telephone technician). La Tolérance in Porrentruy included Paul Boillot
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3.2.  Members of the Loge ’Amitié, ca. 1895: 1 Fritz Ducommun Lassueur, 2 Louis
Rozat, 3 Wilhelm Labbardt, 4 Isler, 5 Rodolphe Frank, 6 Jacques Eigeldinger, 7
William Beck, 8 Charles Demagistri, 9 Eugene Etienne, 10 J.-Jacques Kreutter, 11
Hass, de Bienne, 12 [no name], 13 Walther Biittiker, 14 Albert Michaud, 15 Oscar
Nicolet, 16 Numa-Bourquin, 17 Huguenin Tissot, 18 Hans Mathys, 19 Charles
Wauilleumier-Robert, 20 Edouard Enay, 21 David Braunschweig, 22 [no name],
23 [no name], 24 Fritz Robert-Ducommun, 25 [no name], 26 Alfred Guyot, 27
Joseph Wyss, 28 Paul Jacquet, 29 [no name], 30 Fritz Brandt-Ducommun, 31 Jean

Uebersax, 32 Paul Perret, 33 Charles Couleri, 34 [no name], 35 Arnold Grosjean.

(Courtesy of Loge L' Amitié.)

(telephone operator in Delémont), Hans Giidel (federal train director in Berne), Franz Schwitzer
(federal train director in Basel), Fritz Sterki (railway station director in Sonceboz) and Alcide Rue-
din (postal assistant). La Bienfaisance et Fraternité in Saint-Imier included Emile Balmer (railway
station director in Courtelary), Lucien Bulloz (railway station director in Grandvaux), Ernest Held
(telephone manger) and W. Schoneberger (publicity agent in Basel). Perhaps as part of this com-
municational role, La Tolérance in Porrentruy included the train station hoteliers Frédéric Hochuli
and Achille Maitre, while La Bienfaisance et Fraternité in Saint-Imier included Albert Fréne, res-

taurateur at the Hotel Terminus in Montreux, and La Vraie Union in Nyon included Julien Berlie,
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railway station barman. Members also included the professions: an honorary member at Les Vrais
Freres Unis, ' Amitié, and La Bonne Harmonie in Neuchatel was Louis-Constant Guillaume, head
of the statistical bureau in Berne and member of Zur Hoffnung. L Amitié also included bankers
(Hermann Bertholet, Banque Cantonale, and Camille Gindrat) and law officers (Camille-P. Jambé,
law courts clerk in Delémont; Auguste Jeanneret, solicitor and deputy; Henri Lehmann, solicitor;
Georges Leuba, judge at the Tribunal Cantonal; Abraham Soguel, president of the Tribunal and so-
licitor in Cernier; Virgile Tripet, justice of the peace in Cernier). In the archives of I’ Amitié is an ap-
plication for membership by Louis Reutter Jr. (son of the architect Louis Reutter), dated 21 March
1901, praising ’Amitié as “a neutral, nonpolitical society . . . [in which] everyone is free—to believe
or not to believe and to renounce whatever it may be, free to be Protestant, Catholic, Jewish . . . and
providing charitable activities.”*

L’Amitié was thus a tolerant space in which watchmaking industrialists and artisans, fi-
nanciers, civil servants, and professionals could meet and converse across otherwise intense social,
ethnic, religious, and ideological boundaries.*® Edouard Quartier-la-Tente pére (whose importance
will subsequently be seen) emphasized this tolerance by writing that Freemasonry “developed into
a society whose members came from all social classes, all political parties, and who represented
the full range of ideas and of trades and professions.”®! As in the eighteenth century, sociability
and reading were linked,** and I’Amitié had an extensive library. After the death in 1886 of Jules
Montandon, who had been Orateur (Speaker) of the Loge L'Amitié and Grand Orateur (Princi-
pal Speaker) of the Grande Loge Suisse Alpina, his library of two thousand books was acquired
by L'Amitié. This collection ranged from theology and the history of religions (Christianity, Is-
lam, Libre-Pensée [freethinking]) to mythology, philosophy (ethics, educational issues), social and
political issues (social insurance, mutualism, philanthropy, pauperism), science (mathematics,
physics, chemistry, biology, zoology, electricity, telegraphy), arts and crafts, literature (rhetoric,
linguistics, fiction), geography and travel, archaeology, history, biography, and music (including
musical scores).*® In the sociability of reflection, respite, and fraternity offered by L’ Amitié, friend-
ship and trust could be forged. Attached to this were trusted international networks for travelers in
foreign countries; hence the advertisements in the Bulletin of the International Bureau for Masonic
Affairs at Neuchatel, edited by Edouard Quartier-la-Tente pére, for “Numerous connections in the
commercial world. Advertising and Agency Work done for the whole of Italy,” “Relations with all
the banks, manufactories and wholesale houses in Budapest and Hungary,” “Collection of debts in
all countries without any charge even in case of failure.”** But another dimension existed too.

Of this other dimension, Edouard Quartier-la-Tente pére, as an abandoned orphan, was
typical. Several members of L’Amitié came from traumatic childhood experiences, family bank-
ruptcies, and orphanages, which gave rise to fervent social consciences, charitable ideals, and hu-

manitarian projects. Biographies of members of I’Amitié around 1900 make sobering reading. On
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20 June 1910, Robert Belli, town architect of La Chaux-de-Fonds, presented his biography, as re-

quired when applying for membership to I’ Amitié, describing his father’s ruin and his lonely child-

hood.* Upon Belli’s death in 1923, a planche funébre (funeral oration) summarized his life:

11

Robert Belli passed through life like a fragile vessel on a storm-tossed sea. At the age when
others grow up carefree and happy, swathed in affection, in a peaceful home atmosphere,
our brother was painfully contemplating the effects of bankruptcy with its black trail of
consequences. He senses the bitter struggles, the malevolence and ferocious selfishness of
humans, and this picture impresses upon his child’s soul a deep mark of skepticism. ...
His father struggled and provided all the members of the family with the model of the in-
dividual whom nothing can beat; he urged his sons who would no longer have the benefit
of affluence to compensate this lack through education. Robert Belli isolates himself, works
strenuously, enters the Ecole Polytechnique Fédérale at the age of 19 and, in only four years,
completes his architectural studies with distinction. Death felled his beloved father and
shortly afterward his elder brother. At the age of 23, barely more than a child, Robert Belli
assumes the immense task of rebuilding his family. . . . Robert Belli applies himself to this
task, without signs of discontent and putting aside enjoyment and leisure, anticipating all
the beauty and nobility of the task to be accomplished, to which he brought dignity, discre-
tion, and utterly unsurpassable devotion. This grueling life, nights largely spent working,
cuts him off further from society. ... In these circumstances, and because of the need to
prevail, he arrives in La Chaux-de-Fonds. . . . Office hours are not enough, and at his wish
we often spend evenings at work with him. . .. Appointed town architect a few years later,
Robert Belli works with the same unwavering sense of duty, and it is to his labors that we
owe the construction of the crematorium; he, who had suffered so much, could conceive
this building better than anyone to impart to it the quality of austere dignity that it now
reflects; his success is absolute. . . . His family duty nearing completion, Robert Belli finally
considers his own life; he desires to create a home; he craves happiness; he aspires to the
comforts of human friendship, he presents himself to our Loge I’ Amitié. If, however, he did
not become intimate with us, it is because his passage was too brief and he needed many
months to express unreservedly all his benevolent feelings of goodwill and friendship, and I
have no doubt that on some occasions all the full trust that we showed him might have been
countered by stinging recollections from his deprived youth. . . . Next, it is to Berne that Life
calls him and, having won the respect and liking of his superiors, he fulfills with integrity,
conscience, and skill his functions as a first-ranking architect at the Swiss Bureau of Fed-
eral Constructions. It is there that we sometimes saw him again, and at the first contact in
these all too rare encounters, Robert Belli, with his trembling voice and anxious expression,

questioned us, enquired about our endeavors, fearing for us what he had experienced too
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well, and, as our reassuring words eased his anxieties, he would relax. In moving phrases, he
expressed his joy and pride at having contributed to create conditions for happiness. Thus
was the intimate life of our very dear brother Robert Belli. I have presented him to you
conscientiously, my brothers, with all the affection, intense memories, and gratitude that I

owe him.3®

Belli also had attended the Ecole Polytechnique in Zurich for four academic years (1896-1900).
In his first year, 1986—1897, he was taught architectural drawing by Georg Lasius, one of Gottfried
Semper’s two “capable assistants.”*” In the following academic year (1879—1898), Belli followed La-
sius’s courses in the Construction of Private Houses and in Perspectival Exercises, as well as follow-
ing other optional courses on Reading Victor Hugo and on Swiss Monuments of the Fourteenth
and Fifteenth Centuries. In his third year (1898—1899), Lasius taught him courses in Internal De-
velopments: Heating, Ventilation, Water Supply, and the Construction of Public Buildings, and
Preliminary Cost Estimates. Belli also followed an optional art history course on the Swiss Renais-
sance.’® Yet another, earlier biography by another town architect, Louis Reutter, for his reception
into UAmitié on 23 January 1876, describes his difficult and lonely upbringing, having to leave
home very young to study architecture, first in Germany and then in Paris.”® Hans Mathys, direc-
tor of industrial services, in an autobiographical planche (oral presentation) of 15 February 1882,
describes his hardships from an early age. After his father, a modest farmer, died when Mathys was
six years old, his mother sold their farm to an uncle. Mathys was placed in 1853 with his unmarried
godfather, with whom he led a miserable life. When his mother succumbed to illness in 1855, his
childless uncle and aunt took him from his godfather and brought him up in a family atmosphere.
He then benefited from a solid education both at school and at home such that “at the age of 12,
I found myself in the front row in the midst of my 16-year-old schoolfellows.” He managed to be
one of the pupils selected for secondary school, from which he graduated with the highest grades
four years later. A strong student in mathematics, he benefited from individual lessons from the
mathematics teacher. His aunt was keen for him to study theology, but two of his schoolteachers
unexpectedly came to visit him: “They questioned me about my intentions and having obtained
the desired information, asked me if I would not prefer a technical career. My answer was affirma-
tive on condition that consent was given by my uncle and my tutor, who had been appointed by
the Commune de Blenenbach to administer our inheritance.” With their consent, from 1863 to 1865
Mathys attended the Ecole Communale in Berne, renting an unheated room in which, in the eve-
nings, “after 10 o’clock, I often continued my studies in bed, by the light of a candle attached to a
string that stretched from one wall to the other.” From there, he progressed to the Ecole Polytech-
nique in Zurich, from which he graduated in 1868 with a diploma in architecture. During his years
at the Ecole Polytechnique, Hans Mathys was taught by Gottfried Semper himself—two courses

each academic year—and by Semper’s assistant, Georg Lasius.*’ Having completed his professional
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qualifications, Mathys entered working life. He finishes his autobiographical account by explaining

how, at school,

the pupils in the final two years were allowed to form a society, “L'Industria,” the purpose of
which was learning and friendship. We had one or two meetings a week. We discussed one
subject or another, presented exposés that everyone was required to critique. In this way, we
educated ourselves mutually; there was emulation, which bore fruit; for just as it is more dif-
ficult for the pine tree to flourish when it is planted alone in the middle of the countryside
than in a forest, sheltered by its neighbors and contributing to the protection of all, so the
individual, whatever the aim, when working to accomplish an idea or a task, always reaches
his objectives more easily within a society of colleagues who are stirred by the same feelings

and working with the same purposes than in isolation and left to his own devices.*!

In line with this experience, Mathys concludes that he wishes to join “a society of sincere and close
friends, with whom I can exchange ideas and feelings. . .. I also know that this society has high
ideals, that it works for the progress and the perfection of humanity, that it supports and fosters
everything that is true, everything that is beautiful and good, that charitable and other works con-
stitute its program.”*?

L’ Amitié was thus the model of a late-nineteenth- and early-twentieth-century civic-minded
middle-class sociability aspiring to a sense of community, fraternity, and trust in an international
dimension, like eighteenth-century Masonic networks.*> Membership of L’Amitié conferred sta-
tus and esteem, and represented the member’s benevolence and generosity. Louis Reutter’s office
stamp was Masonic, while Sylvius Pittet, not a member of L Amitié, used a stamp of a Masonic kind
(figure 3.3). Typical of this status, esteem, benevolence, and generosity was the foundation in 1902
of the Bureau International de Relations Magonniques with Edouard Quartier-la-Tente pére as its
director, with the active support of Elie Ducommun, winner of the 1902 Nobel Peace Prize and for-
mer Grand Master of the Grande Loge Suisse Alpina (1890—1895) (figure 3.4).**

Having outlined the position of I’Amitié in both the social fabric of La Chaux-de-Fonds and
in the sociopsychological life of its members, time is to return to clarify the notions of architectural
promenade and ineffable space via the notion of pittoresque. And for this we need to return to the
year 1902—when Elie Ducommun was awarded the Nobel Peace Prize and Quartier-la-Tente pére
was entrusted with the Bureau International de Relations Magonniques—when the fifteen-year-old
Charles-Edouard Jeanneret enrolled in the Section Gravure (Engraving Division) of the Ecole d’Art,
where he attended evening classes from 1900 to 1902 before entering the Ecole d’Art as a full-time
student in the academic year 1902—-1903.%

The lessons followed by the “young students from the engraving class” at the Ecole d’Art
were taught by Eugene Schaltenbrand (1861—1912), then the director of the Section Gravure and
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3.3. Louis Reutter’s Freemasonic stamp on a drawing for the Maison de Mr. R. Schorn.
(Courtesy of Archives de La Ville de La Chaux-de-Fonds.)
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3.4. The Administrative Council of the Grande Loge Suisse Alpina with Edouard
Quartier-la-Tente pére (director), Elie Ducommun, Henri Lehmann (Vénérable of
the Loge L'Amitié), 1903. In La Grande Loge Suisse Alpina: Rapport sur son activité
1900—1905 avec un avant-propos historique (Berne: Imprimerie Biichler & Co, 1905).
(Archives J. K. Birksted.)

an increasingly successful practicing architect.® It was in Charles-Edouard Jeanneret’s first full-
time year at the Ecole d’Art (1902—1903) that Eugéne Schaltenbrand, the most impressive and pres-
tigious teacher and the designer of the commemorative fountain, resigned his full-time position
because of his increasing architectural commissions (figures 3.5,7.7). Schaltenbrand was a demand-
ing teacher with exacting standards. At the Ecole des Beaux-Arts in Paris, he had studied from 1879
to 1883 under the eminent Julien Guadet, himself a former pupil of Charles Garnier. (Auguste Per-
ret would also study under Guadet from 1891 to 1901.)* After winning his numerous prizes and

medals, he had, in 1884, enrolled in the still-life and plaster-cast drawing classes of the prestigious
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Eugene Schaltenbrand, commemorative fountain, Avenue Léopold-Robert, La
Chaux-de-Fonds. (Léon-Joseph Wyss, 1913, courtesy of Collection Iconographie,
DAV, Bibliotheque de la Ville de La Chaux-de-Fonds, LW-P2-10.)

Cours Yvon (Matisse was to follow there in 1892)*® and then in a painting atelier in 188s. His obitu-
ary in 1912 describes how he was able to “captivate the attention of his students by the clarity of
his expositions, by his knowledge of different historical styles and of ornamental composition.”*

Schaltenbrand’s classes had a strong classical bias, described in an official school document:

Continuing the program of studies instituted in 1885, he discussed Greek style; he instilled
great interest in his audience by his informal account of the inherently artistic Greek civili-

zation. The geography of Greece, its history, its mythology and its arts provided the material
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for several expositions, accompanied by sketches, photographs and slide projections. Then

the design exercises began.>

However, Schaltenbrand, working as town architect, obtained increasing numbers of prestigious
public architectural commissions, including the new hospital (1898), several colleges, the com-
memorative fountain (designed with Parisian sculptor Maximilien Bourgeois with elements from
the Durenne foundry), a watch factory for the Ditesheim family (1904), and a commercial and
residential building for Robert Gonin (1891). There was also the extension to the Loge L’ Amitié
(1895) and more apartment blocks (1898). In 1895-1897, he completed the transformation of the
Bureau Fédéral de Controle des Ouvrages d’Or et d’Argent (the Federal Office of Gold and Silver
Standards), which regulated the precious metals used in watchcase production, into the new city
offices of La Chaux-de-Fonds, the Hotel Communal (figures 3.6, 3.7).>! He was clearly in a strong
financial position, able to build an architectural atelier (1900) and a rental apartment block (1900)

for himself.

The Federal Office of Gold and Silver Standards, before its conversion by Eugene
Schaltenbrand (1884). (Courtesy of Collection Iconographie, DAV, Bibliotheque de
la Ville de La Chaux-de-Fonds.)

Eugene Schaltenbrand, city offices conversion (1895—1897). (Courtesy of Archives of
La Ville de La Chaux-de-Fonds.)




In all ways, Schaltenbrand stood opposed to LEplattenier. His curriculum vitae, with its
numerous prizes from the classes of Guadet and Yvon, represented the progressive pinnacle of
the Ecole des Beaux-Arts. On the other hand, to UEplattenier was attached the taint of retrograde
Beaux-Arts establishment pompiérisme.* LEplattenier had studied in the atelier of the painter
Luc-Olivier Merson (1846—1920). Merson, listed in the 1914 Bottin Mondain (Who’s Who) as Grand
Prix de Rome (1869) and Chevalier de la Légion d’honneur, also received a medal at the Salon des
Artistes Francais (1875), the gold medal at the Paris Exposition Universelle (1889), and was elected
to the Institut de France (1892). A professor at the Ecole des Beaux-Arts since 1906, Merson re-
signed his position in 1911 in reaction against the school’s increasing involvement in modernism
and its abandonment of established teaching traditions. Merson was known for his new design of
postal stamps (called Merson stamps) with biblical and historical themes.>® For these and for his
art, the critics crucified him. In his review of the Salon of 1879, republished in L’Art Moderne by
Cres (1929), J.-K. Huysmans commented that “at the very most, I would draw attention to Mr. Mer-
son’s Virgin with sphinxes and his Christ with mayonnaise, yet another tedious fabrication by the
same painter,”** while L’Echo de la Timbrologie described Merson’s design for postal stamps as “an
unfortunate muddle from which no idea emerges and whose details are difficult to grasp within the
overall incoherence of the subject.”>

Returning to the Ecole d’Art in La Chaux-de-Fonds, on 21 June 1900 it was reported to the
board that three candidates were proposed as assistant director: L'Eplattenier, Schaltenbrand, and
Péquegnat. Thirteen votes were cast. Schaltenbrand and L’Eplattenier received six each. A second
vote took place. The result was identical. At the third vote Schaltenbrand obtained seven votes,
LEplattenier five, and the third candidate was ruled out. They were thus set up as antagonistic ri-
vals from the very start.>® This rivalry continued until Schaltenbrand’s resignation in 1903 when,
in the committee meeting on 5 February 1903 in Room no. 43 that discussed possible replace-
ments for Schaltenbrand, heated exchanges took place about L'Eplattenier’s abilities.”” Over the
years, Schaltenbrand had gradually reduced his teaching commitments because of his architec-
tural commissions. In 1886—1887, he had been director of the school.’® In 1896, he had resigned
some classes because of the hospital commission.”® He was still teaching Cours de style et classe de
composition décorative (Theoretical Classes in Style and Practical Lessons in Decorative Composi-
tion) when Charles-Edouard Jeanneret, still at secondary school, started attending evening classes

(1900-1902).%°

LEplattenier dealt with dessin décoratif (decorative drawing). Two more different
classes would be difficult to imagine: Schaltenbrand’s abstract neoclassical compositions versus
LEplattenier’s figurative, organic freestyles. Schaltenbrand taught evening classes, two hours on
Tuesday evenings, while L'Eplattenier taught six hours per week: “The two hours on Tuesday eve-
nings continue to deal with the study of styles: Mr. Schaltenbrand lectures on the history of art; he
summarizes the main features of works of art from different historical periods. Then the students

copy decorative elements from Owen Jones or Racinet.”®! Le Corbusier’s statement that “I abhorred
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architecture and architects”®? refers to this period precisely. Jeanneret was admitted as a full-time
student to the Ecole d’Art on 15 April 1902,% a year before Schaltenbrand resigned. The 1903 Ecole

d’Art annual report describes in glowing language Schaltenbrand’s history and resignation:

It was in 1886, that Mr. William Hirschy proposed to the Commission that Mr. Schalten-
brand be made director of the new classes; Mr. Schaltenbrand then showed a most honor-
able devotion by putting his eminent skills at the service of his city of birth; holder of a
Diploma in Architecture delivered by the French government, he sacrificed his profession,
in which he had already obtained successes, to the provision of education; the many awards,
which he obtained in competitions at the Ecole des Beaux-Arts, nominated him as a po-
tential competitor in the Prix de Rome; but he did not compete for this prize in order not
to have to forgo his Swiss nationality. His artistic abilities, his drawing talents, his in-depth
studies of decorative styles allowed him naturally to endow his teaching with enormous
value; thanks to him, the Ecole was able to present much-appreciated compositional studies
and applications of various styles to the decoration of watches and other objects at the Basel
exhibition in 1892 and the Geneva exhibition in 1896. In his lectures, Mr. Schaltenbrand has
always delighted his audience by the clarity with which he summarizes the different phases
of the history of art, indicating with assurance the main monuments and other objects
that characterize their style. Yet Mr. Schaltenbrand could not remain totally indifferent to
architecture; he participated in several open competitions for the construction of our col-
leges, hospital, synagogue, town administration building, railway station, for which he won
first prize. To him we owe the commemorative fountain; he was able to transform the old
building of the Office of Standards into an elegant new town administration building. The
desire to practice the skills that he had acquired in Paris pushed him to ask for a reduction
in his teaching hours in 1895; now he has decided to devote all his energies to architecture,
and we wish him new successes. His colleagues will retain excellent memories of him. The
departure of Mr. Schaltenbrand has necessitated several changes in the schedule of the pro-
fessional classes; Mr. L'Eplattenier has been called upon by the Commission to replace Mr.
Schaltenbrand. . . .%¢

Schaltenbrand, a successful and admired teacher leaving because of his professional suc-
cesses, was thus replaced during the 1902—1903 academic year by L'Eplattenier—not an enviable
position for the latter. At a monthly board meeting in April 1903, held in the offices of the City
Council, its president Paul Mosimann criticized the Ecole d’Art because its “Commission, follow-
ing the resignation of Schaltenbrand, did not feel obliged to follow the usual procedure of ad-
vertising the vacant post.”® Thus LEplattenier’s growing importance was already the subject of

disapproval in 1903. In the annual report of 1902—1903, L'Eplattenier’s decorative art nouveau style
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was criticized too in contrast to Schaltenbrand’s style: “Ornamentation that is composed with el-
ements of vegetation is very attractive; effortless contours and charming colors promptly seduce
young artists. And it is the new tendency. However, let us not overlook drawing; we cannot recom-
mend drawing too highly to our pupils; decorative proficiency must be backed by solid drawing
skills; so let us study with care the models that the ancient Greeks have left us.”%

Following the departure of Schaltenbrand, things worsened rapidly. U'Eplattenier’s lessons
were not inspirational and the teaching deteriorated. The following annual report for 1903—1904
describes the students’ weariness, boredom, and laziness. Their behavior deteriorated to such an
extent that the annual inspectors commented on it, and their harsh remarks were included in the
annual report: “In addition to the inconvenience of these young people arriving already tired to
their evening classes is added that of total lack of understanding of the most elementary notions
about drawing and the handling of the required professional tools. In this respect, we would like
to ask the tutor [L’Eplattenier] to devote great care to the manner in which the pupils manually
hold and use rulers, compasses, and right angles. Most display faulty manual skills.”®” Then, in
1904—1905, the inspectors noted the importance of restarting Schaltenbrand’s courses in the his-
tory of art and styles. The report also noted that, because of LEplattenier’s teaching in the classes

of composition décorative (decorative composition),

it is no longer possible to leave our pupils in
total ignorance of historical and artistic facts; they must become cognizant of the different histori-
cal styles.”®

In June 1905, Charles-Edouard Jeanneret moved into the architectural section of the Ecole
d’Art. In October 1905, he progressed into the Cours Supérieur. It was then, notes Brooks, that “a
geometric style based on straight lines and right angles, which likewise had a basis in the observa-
tion of nature (rock strata, tree shapes, etc.), first appears in Jeanneret’s projects . . . , initially co-
existing with, but later superseding, the curvilinear Art Nouveau. . .. This tendency in Jeanneret’s
work was also fostered by the exigencies of architecture as well as his reading of Henry Provensal’s
Lart de demain wherein an architectural style based on cubic shapes was advocated.””® Now, Henry
Provensal had been examined and accepted by Guadet to enter architecture at the Ecole des Beaux-
Arts on 21 July 1887 and admitted on 6 August 1887,”! thus overlapping at the Ecole des Beaux-Arts
with Schaltenbrand.

Feeding into the rivalrous differences between Schaltenbrand and L’Eplattenier were fun-
damental ideological and aesthetic differences. As part of la Suisse profonde—archtraditionalist
Switzerland, profoundly ensconced in nationalism, conservatism, Protestantism, and the regional-
ist style sapin—L'Eplattenier was commissioned to design posters and new helmets for the Swiss
army. Schaltenbrand, on the other hand, belonged to the progressive, liberal, tolerant, freethinking,
and interdenominational Loge I’Amitié.

Schaltenbrand had been initiated in 1886 into the eminently prestigious and intellectual

Loge La Clémente Amitié in Paris—composed of “academicians, senators, deputies, journalists,
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lawyers, painters, architects, musicians, industrialists, businessmen, employees, and artisans””>—

whose high point was the initiation of Jules Ferry and Emile Littré (1875). Schaltenbrand is re-
corded as presenting a planche in 1886 and is registered as “Schaltenbrand, Eugene, architect, 47, rue
Montparnasse” in its membership list for 1888.7% Specific to La Clémente Amitié was a passionate
concern for public education as part of its participation in philosophical positivism. Emile Littré
spoke about the importance of education on 9 July 1876: “Our primary responsibility to ourselves
is to learn; our primary duty toward others is to educate them. I would gladly add . . . if this dual
precept is accomplished, we have the integrated modern individual.”’* Schaltenbrand was thus
initiated into a lodge that held education as an ideal and a moral rule in its search for progress.
Then a letter addressed from La Clémente Amitié to I’Amitié on 5 June 1890 confirmed that Eu-
geéne Schaltenbrand had left their lodge in Paris.”> He was affiliated to ’Amitié on 26 June 1890 as
Apprenti, raised to Compagnon in 1895 (when he also designed the extension to L' Amitié), and
to Maitre in 1898. But the relevance of Schaltenbrand’s membership of La Clémente Amitié and
L’Amitié resides in the architectural language that he employed. To understand this, we need to
turn to his renovation of the Federal Office of Gold and Silver Standards into the city offices of La
Chaux-de-Fonds (figures 3.6, 3.7).

Schaltenbrand’s renovation is described in the 1984 official Swiss architectural register of
historical buildings: “Flamboyant palazzo, originally the prominent roofline of a Town Hall. Given
to the town in 1895. Conversion into Town Administration in 1895-1897. Mutilation of the flam-
boyant roofline and impoverishment of the elevations by obliteration of their ornamental fea-
tures.”’¢ The Federal Office of Gold and Silver Standards was thus a Gothicizing composition with
lavish ornamentation, which Schaltenbrand removed in favor of a stripped neoclassical style. Ro-
bert Belli, fellow member of I’ Amitié, exhibited a similarly purified classical style in buildings such
as the crematorium of La Chaux-de-Fonds, designed with the participation of UEplattenier and his
students from the Ecole d’Art, who provided its abundant ornamentation of sculptures, mosaics,
metalwork, and murals.

A wealthy watch factory owner, Ali Jeanrenaud (1860—1942), donated funds to build a cre-
matorium, specifying that the iconography should be non-Christian.”” The crematorium of La
Chaux-de-Fonds shows the antagonism between the stripped neoclassicism of Belli, with its em-
phasis on volume, massing, and whiteness, versus the elaborate art nouveau style of LUEplattenier,
with its focus on carved and colored surface decoration.”® Belli’s design is the basic Masonic sym-
bolism of the white cube, here consisting of polished stone on a base of rough stone, surmounted
by a pyramid (a white pyramidal roof of white asbestos tiles), surmounted by a metallic device (the
crematorium chimney), reminiscent of Oswald Wirth’s diagram of the axe chiseling a stone into a
cube, symbol of the continuous process of self-improvement that humans must painstakingly and
endlessly undertake to achieve greater perfection (figures 3.8,3.9).”° Belli’s design also included two

symmetrical staircases with left and right turns, symbolic of the decisions and reversals in life’s
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Robert Belli, plans, section, and elevations for the Crématoire de La Chaux-de-
Fonds (1908). (Courtesy of Archives of La Ville de La Chaux-de-Fonds.)
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Oswald Wirth, drawing of
Freemasonic symbolism of
axe on pyramid on cube.
(Archives J. K. Birksted.)
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journey. LEplattenier’s interference in the design destroyed this basic Freemasonic parti by add-
ing a protruding churchlike porch, a rigidly formal staircase, decorative pinecone bas-reliefs, and
pompier allegorical gilt statuary (figure 3.10). Thus, the crematorium, popularly presented as the
Gesamtkunstwerk of LEplattenier and his students at the Cours Supérieur of the Ecole d’Art, is in
fact the outcome of a fundamental aesthetic conflict between its architect, Belli, and its decorator,
L’Eplattenier, who was foisted upon Belli against his architectural parti. Viewing UEplattenier as
not only interfering but as suppressing his architectural language, Belli complained about “the lack
of harmony between the arched porch of the Chapel and the rectangular doorway at the back. Here
again, they [the architects] had to take into account the desires of the artists themselves.”®® Despite
Belli’s objections to L'Eplattenier’s disfigurement of his purist design concept, he could not prevent
it. Originally, in 1909, the crematorium was dazzlingly white with bare elevations surmounted by
an equally white, and symbolically pyramidal, Eternit roof that was designed to continue the white-

ness of the denuded walls (figure 3.11).

" LA CAAUX-DE-FONDS
" Le Four Crématpir-c

Crématoire by Robert Belli with Charles UEplattenier’s sculptural and decorative

additions. (Contemporary postcard, archives J. K. Birksted.)



During this same period, Charles-Edouard Jeanneret was also pulled in two directions be-
tween L’Eplattenier and his Cours Supérieur with its public decorative commissions and, on the
other hand, the clique of the Groupe des Quatre of young artists.®! In a letter of March 1908, he had
pointed out unequivocally to L'Eplattenier—“My dear Sir, I hope that you are not annoyed with
us, and that you have realized that we were doing everything possible to achieve the goal as fast as

»82

possible and to follow your idea”®*—that these were L'Eplattenier’s ideas, which he did not share.
Indeed, Charles Humbert, who worked for about fifty days on the decorations of the crematorium,
repaired with his friends in the evenings to bars and cafés, where they derided the repetitive sim-
plism of LEplattenier’s decorative motifs, which Paul Seylaz, the experienced curator of the Musée
des Beaux-Arts, would later mischievously describe as “style pive” (pinecone style).%* And it was
during this period that Charles Humbert met Charles-Edouard Jeanneret for the first time, on the
latter’s return from his Perret apprenticeship.®*

Thus, Belli’s architecture, like that of Schaltenbrand, was classicizing, unadorned, intensely
symbolic in its iconography, and ceremonial in its system of circulation. This system of circulation
was even noticed much later, in a report of 1936 by the administration of the crematorium, despite

the alterations to Belli’s plans:

Lou. v des feenllen AF8 > -
NETAIL re o COUVE@T&J 4 -4 108 i}; fl":)—z 108 C@EMHTOl@E pe 1 CHX. :::r:._]_'l’—hb
en SCTERHIT Tt '.I;.I“..-‘\ +e T _ Fenelle A:920

1 o |09 |y [ |12 | W

ke als AL

7Ll y i \ By “]’a«re‘. lew cofes cu felan Sent
) Lougasdn, 478 ™~ Televses Sar ['ar’ s clalfes
14 1:5 16 ll? 118/ I\la lm 121 :2- : 26 A 2}'21—-1:1’- senl a Ir-’ean:rol’e'l-
. A ard S S O e S -l a7k =78 Akh J deB mame 'F?“““ que sar
laks 3 o P ,L :/.., %\—l =T L;:- les 'F’,Pcu?b. o
p T Lougurar (478 :‘ ; N \ Laonglisnr LTS .
. - | ™
i 24 | 2 | 8|1 :[us 129 |\ 8 |82 | 187\
1§ ey t e P asf iy pedo o . R 78 P ABE \
[ I x L > ) - re—— — - |
7 , /
i o .5 5 o | o W R .
e 3
s 1 . \

fa Claauy. -de . Frr:ds; fe @ Resr og.

3.11.  Robert Belli, drawing for the roof of the Crématoire de La Chaux-de-Fonds
(1909). (Courtesy of Archives of La Ville de La Chaux-de-Fonds.)
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On entering the northern gate of the cemetery, the mourner’s gaze first follows the funeral
procession that is depicted on the walls of the white crematorium in blue, ochre, and crim-
son mosaics with its mortals on their way to the world beyond and parting company, forc-
ibly or willingly, with the illusions of this world in order to gain entrance to the kingdom
of eternal light. Having reached the end of the path, at the moment of turning toward the
entrance of the edifice, the mourner is made to contemplate the elevated sculpture on the
fountain, which represents Peace receiving and protecting people as they bow to inevitable
destiny. Now the mourner proceeds toward the staircase that penetrates in under the arched
porch. A glance toward the heavens reveals above the sculpture of the youth, with its gilt
arms glittering, soaring toward the ideal. Then, about to ascend the staircase, the two stat-
ues on either side reveal the sorrow of the parents and of the spouse in front of the funeral
urn, and the orphaned child huddling up to them. ... The mourner has now reached the
summit of the staircase and has entered. The doors close behind. As the mysterious music
from the invisible harmonium soars, in the ethereal light falling from the quadrangular
dome, the mourner slowly distinguishes the walls, the urns, the catafalque, richly incised
and embossed in copper-clad ornamentation, and the painted mural frieze: a long panel
above in blue tones, depicting Pity and Death; facing on the opposite side is a frieze in
gold and crimson representing Purification by Fire. Later, once the urn is laid to rest in the
ground, the mourner will wander around the beautifully designed cemetery. ... He will
walk slowly from the stairs with sculpted torches on the railings to the masterpiece of stone:
the monument to the dead. . . . May the mourner now look up at the southern elevation of
the crematorium: the great mosaic of the Triumph of Life, in radiant pastels, with its young

couples and its apposite central family tableau eulogizing childhood, will restore hope and
faith.

This ceremonial circulation and its volumetric simplicity constituted the moral architecture of
Freemasonry, which aspired to be a universal, classically stripped architecture for “a society whose
members came from all social classes, all political parties, representing all ideas and trades and
professions.” And this architecture saw itself as having a moral mission, which was to “work to-
gether for human progress by first seeking one’s own personal moral improvement. Based on the
view that it is not possible to build a solid construction from poor materials, Freemasonry teaches
its followers that they must first and foremost improve themselves before they can consider con-
tributing to the improvement of humanity.”®” The Loge L’ Amitié circa 1900 was imbued with no-
tions of social and political progress through humanitarian and charitable activities (the creation
of nursery schools, food programs for the poor, the development of education) and the ideals of
cooperation and fraternity. It is this Chaux-de-fonnier cultural context that, in the early twentieth

century, shaped the reception to Ruskin. It was in this context that Joseph Milsand’s Lesthétique

II In La Chaux-de-Fonds
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anglaise: Etude sur M John Ruskin—with its notions of “sanctuary,” “brotherhood, “secrets,” “initia-
tion,” “traditions,” and the “profane”—was read in the Ecole d’Art of La Chaux-de-Fonds.
Charles-Edouard Jeanneret and Charles Humbert identified with the Ruskin of The Stones
of Venice and Val d’Arno®® (both of which were in the library of the Ecole d’Art), in which Ruskin
had mentioned “the traditions, the wealth, and the skill of the monks and freemasons.”® Upon
finishing the Villa Fallet and departing for his first extended journey in 1907, Jeanneret gave a
copy of Ruskin’s Sesame and Lilies to André Evard, who had worked with him on the Villa Fallet,
and to whom he inscribed the book: “To my excellent study companion and friend, A. Evard—
a modest thanks for precious help. Ch. E. Jeanneret, August 1907.”%° Like Belli’s crematorium,
Charles-Edouard Jeanneret’s buildings of this period—the stripped white walls and Eternit roof
tiles of the dazzlingly white Villa Jeanneret-Perret, cubic and with a pyramidal roof as if modeled
on Belli’s crematorium—parallel the moral architecture of Freemasonry (figure 3.12). William Rit-

ter referred to this aspect of Charles-Edouard Jeanneret’s work in Mes relations avec les artistes

suisses when he wondered if Charles-Edouard Jeanneret had become a member of a lodge:

3.12. Charles-Edouard Jeanneret, Villa Jeanneret-Perret (1912). (Courtesy of
Bibliotheque de la Ville de La Chaux-de-Fonds, Fonds Le Corbusier LC 108.208, ©
2007 FLC/ADAGP, Paris and DACS, London.)
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I have on several occasions been convinced that, in the Masonic and watchmaking world of
La Chaux-de-Fonds, people are born into their father’s shoes. Besides, Charles L'Eplattenier
was beginning to indoctrinate him on behalf of the lodge: “Later on! Later on! I will give
you a signal when the time is ripe.” I don’t like asking indiscreet questions and I never en-
quired as to whether that time ever had come. But the rapid rise of the Corbusiers could
well have some occult underpinning. . . . Anyway, what would be the use of asking? The re-

ply would always be to swear “No” to the high heavens.”!

Many years later, in January 1953, however, a letter addressed to “Monsieur Edouard Jeanneret dit ‘Le

Corbusier’” was unexpectedly delivered to his home address in Paris at 24, rue Nungesser-et-Coli:

You will undoubtedly be surprised after half a century to receive a friendly greeting and
wishes for every success in 1953 from an old compatriot and a contemporary Chaux-de-
fonnier who has been living in France for the last 40 years. Our two families had close ties in
the period when you were living at 6, rue de la Loge and we were in the Place de 'Hotel de
Ville, and we must have met countless times outside our classes, especially at the old pastor
Courvoisier’s house, where we prepared the church sales. Your aunt Pauline, intimate friend

of my mother, was our “Honorary Cousin.”*?

Indeed, the directory Annuaire des adresses pour La Chaux-de-Fonds et Le Locle indicates a con-
cierge named Achille du Bois living at 1 Place de ’'Hotel-de-Ville. The directory also indicates that,
in 1894, Charles-Edouard Jeanneret’s grandfather, Edouard Jeanneret-Rauss (1820-1902), worked
at 6, rue de la Loge as fabricant de cadrans (watchface manufacturer).”® Then, from 1902 onward,
the directory lists Edouard Jeanneret-Perret—sometimes as fabricant de cadrans and sometimes as
émailleur (watchface enameler)—at the same address, 6, rue de la Loge.** Charles-Edouard Jean-
neret’s grandfather had died on 12 April 1902.%° In 1904, for the first time, a home address at 46, ave-
nue Léopold-Robert indicated as ménage (residence) is distinguished from the new atelier at 6, rue
de la Loge. The last mention of Edouard Jeanneret-Perret, fabricant de cadrans, at 6, rue de la Loge
is in 1911, the year before he moved into the ostentatious new Villa Jeanneret-Perret designed by
his son. Thus, the atelier passed from Charles-Edouard Jeanneret’s grandfather to his father. Again
as per Edouard du Bois’s letter, Charles-Edouard Jeanneret’s aunt, Tante Pauline, also appears,
from 1903 to 1911, in the directory at 6, rue de la Loge under “Jeanneret, Miss, German language
teacher.” Jeanneret’s father was also officially listed in the register of the Bulletin du Club Alpin
Suisse Section La Chaux-de-Fonds at this same address, to which members sent him greeting cards
from their travels abroad (figure 3.13).”” The watchmaking atelier of the Jeanneret family and Tante
Pauline’s apartment were next to the Loge I'Amitié and, during the family’s many home moves,

the address of the atelier remained constant (figure 3.14).”® Of 